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A bstract 

This thesis is an interdisciplinary exploration of the resonance between Japanese 

'trendy dramas' of the 1990's and an inhented aesthetic of romantic love From the 

Heian period as exernplified in The Tale ofGenji. The study focuses on four drainas, 

Tokyo Love Stoty, The Most lmportunt Person, Long Vacation, and Love Generarion. 

Literary analysis of the Heian texts is combined with an anthropological approach to 

the study of popular culture. Informant case studies have been included to illustrate 

contemporary attitudes toward romantic love. Viewer questionnaires have been used 

to reveal underlying perceptions of romantic love that shape audience reception of 

trendy h a s .  It is my contention that the presence of a unimng 1 yrical mood in the 

ciramas cm be linked to the classical concept of mono no mare and that, as in The 

Tale of Genji, the emphasis is on the processes of the love story rather than on 

closure. 
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Chapter 1: Introduction 
A Tokyo Love Story 

From Fan to Researcher 

"Good night" says the man as he and the woman tum to go dong separate paths in the 

darkened park. They seem reluctant to say good bye as they slowly back away from 

each other making comments about having sweet dreams and not king late for work. 

Finally they agree to both walk away on the count of three. "One, two, three!" With 

that the man promptly turns around and begins to stroll away. Then something causes 

him to stop and tum back in the direction of the woman. She is standing in the same 

spot smilîng at him and she begins to repeat his name, each time with a bit more 

emotion, "Kanji, Kanj i, Kanj i . . . " Suddenl y she breaks off, races towards him and 

throws her arms aroamd him. "Oh Kanji," she exclaims as the theme Song "Rabu 

sut6rî wa tots2çen ni [A Love Story is ~udden~~nexpected]"' begins to play, "1 love 

you!" This proclamation catches Kanji off guard and he admonishes her, "Rika.. . ." 

Still hugging Kanji, Rika giggles and says "Oops ! The secret is out!" Then she steps 

back, says good night and walks away leaving an awestnick Kanji behind. 

In 1993 1 used to rush home fiom work to make it home in time for the 500 

reruns of this drama, ToRyo Love SI-. It was during this daily dose of trendy 

drama3 rems that I became intrigued by these Japanese soap operas. Once 1 was 

able to decipher the code of my Japanese TV guide, 1 made it a point to tune in to Fuji 

and TBS television channels to keep up to date with the latest developments in the 

relationship of the season. 1 began to buy entertainment magazines and tried to keep 

track of the gossip about the young gwd-looking acton. Trendy dramas became 

somewhat of a hobby for me. 

Aside fiom the farniliar streets of Tokyo, the popular id&, and the catchy 

theme songs, there was something else that intrigued me about trendy dramas that 1 

could not quite put my finger on. Then my classical Japanese literature classes 

flashed through rny mind and it seemed to me that these contemporary Japanese 

1 - Oda Kaaimasa, "Rcrbu sutôri DVU tomzen ni [A Love Story is Suddcn/Unexpectec&" CD Singie, 
!unhouse, hc.. 1991. 

Toityo Low Story [ToSyo rah sutdni, Wnt. Sakamoto Yuji prod.. Ôta Akin, Fuji Television, 1991. 
' In Japanese: toredi doramaCmM 
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television love dramas resonated with an essence that is embodied in the Heian period 

(794 -1 185) novel The Tale of ~enj i '  by Murasaki Shikibu. 

Whenever I watched these shows, ths thought was always present in the back 

of my mind. Thus, 1 began my transformation h m  trendy drama fan to researcher. 1 

undertook this research in order to codirm or correct my subjective perception. 1 was 

brought to anthropology in order to find theoretical and rnethodological approaches to 

the study of popular culture. At the same time, I pursued classical literary studies so 

that 1 could deepen rny appreciation of Heian literature and The Tale of Genji in 

particular. This thesis is the result of an interdisciplinary exploration of the 

relationship between the classical romance The Tale of Genji and the trendy dramas 

of Japan in the 1990's. 

The Taie if Genji 

One thousand years ago, aristocrats in the srnail, narrow world of the Heian court kept 

themselves amused by reading about the romantic escapades of the elegantly 

handsome prince, Hikani Genji, otherwise known as 'the Shining Prince'. It is 

thought that the author of The Taie of Genji, Murasaki Shikibu, wrote the 54-chapter 

novel in installments that were circulated around the court and read aloud. 

Throughout the course of the novel, Prince Genji fathers a child with his steprnother. 

sleeps with his best fiiend's concubine, acquires three official wives and two 

mistresses and has nurnerous clandestine &airs. M e r  Genji's death, the novel 

continues with the arnorous adventures of Genji's son, Yugin, and his grandsons, 

Kaon and Niou. 

While The Tule of Genjl is famous not only for the fact that it is considered to 

be one of the first psychological novels written in the world, it is also among the 

earliest works ever written by a woman. Murasaki Shikibu's The Tale ofGenji, along 

with a nurnber of other works by Heian court ladies such as The Kager6 Diary, kami 

Shikibu Diary, The Pillow Book ofSei Shônogon and Sarmhina ~ i o d  were the first 

4 Edward Seidenstickcr, ûans., l?w Tale of Genji (New York: Alficd A Knopf, 1976 [1989 rep~t]) or 
Arthur Walcy, tram., nie Tale of Genji: A Nowl in Sir Parts by Larjt Murasaka (Boston: Houghton 
Mifilin, 193 5). 

Smja Amtzm, tram.. lhe Kagerô DKlry (Am Arbor: Cana for hipanese Studies, The University of 
Michigan, 1997). or the translation by Edward Seidensticker, The Gursamer Years: 13re D Ï q  of a 
Noblewomm of Heiun Jipm (Tokyo: Charles E. T d e  Company, f 964); Edwin A Cranston, m. 
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in a long tradition of classical Japanese prose written in the vemacular Japanese 

language as opposed to the academic language of Chinese. Much like the episodes of 

a trendy drarna are viewed weekly, as soon as Murasaki Shikibu cornpleted a chapter 

of The Tale of Genjz, it was passed around the Heian court and read aloud by ladies- 

in-waiting to their wards. Evidence that each chapter was greatly anticipated exists in 

autobiographical works such as the Sur~shzna Dzav in which the author writes that 

she prayed for a chance to read the rest of the chapten of the ~ e n j i . ~  It rnay not be 

the case in modern Japan that people pray for a chance to l e m  about Prince Genji's 

life; however, should they have an interest, there are many multimedia opportunities 

for them to do so. 

The Tale of Genji and Popular Culture 

Since the eleventh century, the Genji has been the basis, in various forms, of 

entertainment such as the Nô plays popular in the Murornachi pend  (1 338-1 573).' If 

you tum on the TV in Japan today, or flip through one of the fashion magazines, you 

rnay see someone resembling Prince Genji promoting the Suntory canned green tea 

product, ~ohohoncha.~ Hirota ~ k i k o ~  has examined in great detail the popular 

foms of The Tale ofGenji in contemporary Japan in the article "The Tole ofGenji: 

From Heian Classic to Heisei ~omic"." in order to make this classic accessible for 

people in an era vastly different fiom the Heian penod, the Genji has ken reproduced 

in popular comic book form. According to Hirota, one of the most popular and 

beautifdl y illustrated versions is The Taie of Genji: Fleeting Dreams [Genji 

Monogutari: Asaki yume mishi] by Yamato Waki published between 1980 and 

The Iami Shihbu D i q :  A Romance ofthe Heim Cotcrt (Cambridge: Harvard University Press, 
1969), or the translation by EarI Miner in his Jcrpanese Pwtic Diuries (Berkeley: University of 
California Press, 1 969); Richard Bowring, trans., M u r d  Shikibu, Hw D i q  otJ Poeric Memoirs: a 
Trarlslation and Sndj (Princeton: Princeton University Press, 1 982); Ivan Mo- trans., The PiIIuup 
Bmk of Sei Shonagon (Ntw York: Columbia University Press, 1 967); Ivan Moms, trans., As  / Crossed 
a Bridge of Drems: Recdectim of a Womcur in Elewnth Cenrury J i q m  [kashina N i h ]  (New 
York: ïhe Diai Press, 1971). 

Morris, A Bndge of Drems 54-55. 
See Janet Goff, Noh Drumu cu>d Thr Taie of Genji (Princeton: Rinceton University Press, 1991). 
Nohohoasha, Idvmisemmt, MORE Iune 1997: 110-1 11. Aiso a television cornerciai. 
With the exception of narnes of hinorical and fictional figures connectcd with classical litnature, al1 

Japanese names appcar in the Japanese order: the family narne first, followcd by the personal name. 
10 Hirota Akiko, "1n4 Tale of Genji: Fmm Heian Classic to HUsei Comic," Jmml of Popukn 
Cuiture Vol. 3 1.2 (1997) 29-68. 
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1993." There is also an English comic book published in 1989. l2 Japanese high 

school students often use these comic books to help them get a better understanding 

of Prince Genji's world when they are studying for the classical Japanese sections of 

their univenity entrance exams. Of Yamato Waki's comic books, Hirota says the 

following: 

[the comics are] a happy mixture of archaic and modem Japanese so the 
contemporary teenager will easily undustand while becoming immersed in the 
atmosphere of the Heian language. In later volumes more and more poems are 
presented in the original with modem interpretations, rnaking t hc reading of this 
comic version a leaming process for young readas. '' 

While the comic book venion is a favoured media to read the Genji, the 1987 

animated cartoon versiont4, complete with English subtitles is a very appealing way 

to get at the story. 

Perhaps one of the most convincing popular remakes of this classic story is 

TBS's 199 1 production, The Tale of Genji. l 5  in this drarna the author, Murasaki 

Shikibu henelf, has a stamng role as the narrator of the show to explain the 

intncacies of Heian life to the audience and to keep the story flowing smoothly. This 

is similar to the original version in which the namator's thoughts are ofien woven into 

the text. The sets are a very sunealistic mixture of Nô and Kabuki stages. The surreal 

elements give the illusion of the scroll picture [emuki] illustrations of the novel that 

are still in existence. The casting of teen id01 Higashiyama Noriyuki as the young 

Genji and the farnous Kabuki actor Kataoka Takao as the mature Genji creates an 

interesting contrast. Throughout history Prince Genji has k e n  played by the actor 

thought to be the most handsome at that particdar time.l6 Hirota suggests that "this 

TV drarna is like The Tuie of Genji, Murasaki Shikibu's diary, and Ivan Moms's The 

l l Hirota 39: Ymato Waki. Gmji Monogatmi: orcckr pine mishi [The Tale of Genji: Fleeting 
Dreams], Kodansha Comic Books Mimi. 13 Volumes (Tokyo: Kodansha, 1980 -1 993). 
l2 Twbi K04 7k Iiius~oted Tale of GenjÎ, Englirh t c n  by Alan Tanoman, eds. Shimizu Yoshiko 
and Konaka Yotarô (Tokyo: Shinjinbutsu Oraisha, 1989). 
l 3  mtta 47. 
14 The Tale of Genji (animatcd venion), du. Sugi Gisaburô, Asahi Nationai Broaddng Company, 
1987. 
l5 Gcnji Monogo~l<ni F Tale of Genji]. mit. Higashidn Sugako. dir. Kamushita Shinichi, TBS, 199 1. 
l6 Hiroto 50. 



World of the Shining  rince" rolled into one," and is an excellent medium for 

anyone, Japanese or otherwise, to gain a bener understanding of the epic novel. '* 
It is ironic that in ternis of form, The Tale ofGenji has more in common with 

western soaps than Japanese trendy dramas. 
One of the distinctive syntagmatic features of the soap opera is its absence of 
closure; it is, in fact, one of the few narrative forrns predicated upon the impossibility 
of closue. [. . .] what is fiequentiy ovcrlooked in discussions of the soap opera is its 
paradigrnatic cornplexity - a cornplexity that makes the soap opera unique among 
visuai narratives and unmatched in literary narrative exccpt for the most elaborate of 
epic novels. 19 

The epic novel The Taie ofGenji has an ambiguous ending that could be another 

starting point, a huge cast of characters, and numerous story lines. In other words, it 

has al1 the makings of a soap opera. As Virginia Woolf points out in her 1925 review 

of Arthur Waley's translation <if the novel, The Tale of Genji is not only about the 

prince. 

To light up the many facets of his mind, Lady Murasaki, king herself a woman, 
natwally chose the medium of other women's minds. Aoi, Asagao, Fujitsubo, 
Murasaki, Yugao, Suetsurnuhana, the beautiful, the red-no&, the col& the 
passionate- one after another they tum their clear or fieakish light upon the gay 

20 young man at the centre, who flies, pursues, who laughs, who sorrows.. . 

Thus, readers are made privy to the thoughts of an infinite number of characten 

through the omniscient eye of the narrator, which acts much like the lens of the TV 

camera in modem soap operas. 

The Tale o/Genji and Trendy Dramas 

Unlike The Tale of Genji and western soap operas, the love story in a trendy drama is 

acted out within a set time period of ten to twelve weeks. Given this time limit, the 

focus is only on the relationships of a few characters. Despite this difference, the 

Heian classic and its modem counterparts share some interesting qualities. Mchael 

" Ivan Morris, ne World of the Shining Prince: Court L@ in Ancient J i q m  (Tokyo and New York: 
Kodansha International 1964 [ 1994 reprint]). 

Hiiota 5 1. 
l9 Robert C. Allen, S'aking of 5h.p Operus (Chape1 Hill: University of North Cardina Press, 1985) 
69. 
50 Viginia WooLf: "3ne Tale of Genji: The Fust Volume of Mr. Arthur Wafey's Translation of a 
Great Japantst Novel by the Lady Murasaki," Vogue London July 1925: 53 and 80. 



Hotlinan discusses the Genji 's modem aspects in the article "Heian's Modem 

Merits." 
Muraski Shikibu was interested in al1 the "selves" in her world - a narrow world, 
tme, but one which nonetheless iùrnished her with the raw material for a cast of 
about 430 charactefi, each unique in some subtle, unfathomble way - each, in short, 
a "self" The concept of self - individual, selfantained, distinct fiom fami l y and 
society - seems so natural to us that we forget that it had to be discovered. 2 1 

This is reminiscent of Prince Genji' s obsemation that "amid dl the fabrication [one] 

does find real emotions and plausible chains of events'" in romances. The emphasis 

on individuality in the Tole of Genji bas also been cited as a characteristic of 

contemporary Japanese TV love stories. 

. . . Japanese comics, TV dramas, and pop music do contain clear expressions of the 
kind of Iife people in the postwar society are leading and the kind of aspirations they 
hold. [ . . . ] the quest for ide& revolves around such social themes as the meaning of 
life, king at one with nature, the fieedom to pursue one's romantic impulses, and the 
clash betwten the individual and the organization. [. . .] the Japanese portrayeci in 
modem popular culture have distinctive personalities, assert themselves strongiy, 
seek out meaningfid self-actualization and liberated social relationships, and pursue 
highl y sophiaicated lifestyles. 23 

While al1 of these themes can be observed in the trendy dramas, the central theme is 

love. It may be that these drarnas appeal to Japanese viewen because of qualities that 

they share with the Heian classic: that is, their mutual emphasis on longing and the 

bittenweet aspect of love, mono no uwore2', rather than fulfillment, as the impomnt 

element of the story. Perhaps it is this notion of mure, "to love is to suffer 

gloriouslyy~25 that Murasaki Shikibu so skillfùlly cultivated in The Tale of Genji, that 

has been passed down through centuries to a new generation. Within a set time 

period, these contemporq Japanese television love stories resonate with the longing 

for love and the non-dosural quality of The Tale of Genji. 

' Michael Hoffman, "Heian's Modem Merits," J ~ I I  Qtlm~edy 45.1 ( 1  998) 7 1 .  
" Seidensticka. Tho Genji 437. 

Honda Shiro, "East Asia'r Middle Class Tues in To Today's Japan," J i  Echo 21.4 (1994) 78. 
m. 
L4 Mono no mare is pronounced with qua1 emphasis on each syllable. 
25 John R. Wallace, *Tarryiig with the Negative: Acsthctic Vision in Murasaki And Mishima," 
Mornrmetttu Nippnicu 52.2 ( 1  997) 1 86. 
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Trendy Dramas as an Area of Research 

Soap operas, melodramas, serial narratives, dramas, love stories, home dramas, trendy 

dramas all share the same theme: human relations.26 Due to their associations with 

excessiveness and the melodrarnatic, 'soap operas' did not become a 'serious' area of 

study until the 1980's." In the 1980's and 1990's numerous studies pertaining to the 

American soap opera genre were published by scholars such as media culture 

specialists Robert C. Allen and len hg.'' Tania Modleski's 1984 book Loving With 

a Vengeonce: Mass Produced Fantasies for ~ornen'~ is just one of many studies that 

takes a feminist approach to soap operas. The title of the book, To Be Continued: 

Soap Operas around the worldo is evidence that although the forms may vary, these 

dramas are an international area of interest. In Japan, dramas have been part of the 

television scene since broadcasting began in the 1950's.~' The family centered home 

drama genre and serialized moming dramas have been examined by Paul A.S. Harvey 

in the articles "Interpreting Oshin: War, History and Women in Modem ~apan,'"' and 

*'Nonchan7s Dream: NHK Moming Serialized Television ~ o v e l s . " ~ ~  In the book 

26 For a detailed discussion o f  the 'soap opera' genre around the world, see Robert C. Allen, 
"Introduction," and Roger Hagedorn, "Doubtless to Be Continued: A Brief History of S e d  
Narrative." in To Be Cmrimred: S c q  Operas Aro~nd the World, d. R C. Allen (London and New 
York: Routledge, 1995): 1-26, 27-48. '' Allen, "introduction," ( 1 995) 6. 
28 See Robert C. Allen, Spaking of S w p  0peru.s (Chape1 Hill: University o f  North Carolina Press, 
1985) and Ien Ang, Wutching Dcillar (London and New York: Routlcdge, 1985)' kqperalely &eki,g 
the Audience (London and New York: Routiedge, 1991) or Livi~g Rwm W m  (London and New 
York: Routledge, 19%). 
29 See Tania Modleski, Loving With a Vengeance: MOSS-Prhced Fm~tusies for Women wew York: 
Methuen, 1984; Hamden, Conn.: Archon, 1 982). 
' O  Robert C. Allen, ed. To Be Cotttimed: hzp Operas Around the World (London and New York: 
RoutIedge, 1996). 
" Hirahara fiideo. "The Shôwa 30's (1955-1964); A Hislory of J w s e  Television Druma: Modern 
J4ppr1 m d  rk J w e s e ,  eds., Gotô, Hirahara, Ôyama, Sata (Tokyo:The Japan Association of 
Broadcasting Art, 1991) 19. 
31 Paul AS. Harvey, "~nterpre&ng ûshin: War, History and Women in Modern lapan,'' Women, Meda 
d Co~tsurnption in Jbpm, eds. Lise Skov and Bnan Mocfan (HonoIulu: University of Hawaii Press, 
1995) 75-1 10. 
33 E?aneY. "Nonchan's Dream: NHK Moming Serialùed Television Novels," nR Wotfds ofJqpmese 
Poprrlm Culiure, cci. D.P. Martinez (Cambridge: Cambridge University Press, 1998) 133-1 5 1. 



Conflict in Japon Agnes M Niyekawa, who specializes in linguistics, does an 

analysis of conflict in a home drarna." 

Like home dramas, trendy drarnas are growing as an area of academic interest. 

While 1 have not come upon many published works dealing with the subject, 1 am 

aware of several American and Euopean scholan who are interested in the topic. In 

Germany, the University of Trier's Hilaria Goessmann does research on trendy 

dramas. At the 1997 Japanese Popular Culture Conference held at the University of 

Victoria, Dr. Goessman presented a paper titled "Changing Attitudes toward Gender 

Roles in Popular Japanese TV Dramas of the 1990s~"~~. Goessrnan also has presented 

papes on this topic in German. At the same conference, John Leo discussed 

"Renzoku Ren 'ai Dorama," presenting an oveMew of "continuous romantic love 

drarna~.'~~~ Heidi Knobloch, fiom the University of Hamburg, has done research on 

the representation of romantic love in the drama Long ~acation?' In "The Framing 

of Identity Through Japanese Media Representations of Marginality," James 

Valentine examines how marginal characten are represented on television and in 

trendy drarnas such as the deaf character in the 1995 drama Please Say You Love 

~ e . ~ *  Cultural anthropologist Millie Creighton has done research on modem TV 

drarnas in Japan. Further investigation in Japan is required to determine whether or 

not Japanese sociologists have published research on this topic. 

One of the published works that 1 have come across about trendy dramas is 

Stephen D. Miller's article "The Reunion of History and Popular Culture: Japan 

'Cornes Out' on TV," in the Fall 1997 issue of the JoumuI of Popular Culture. In 

the article Miller discusses the 1993 prime time drama Reunion which focuses on the 

34 Agnes M. Niyekawa, "Andysis of Confl ict in a Television Home Drama," Conflict in Japan, ed. 
Krauss, Rohlen and Steinhoff (Honolulu: University of Hawaii Press, 1984) 6 1-84, 
35 Iapanese Popular Culture Conferencc presented by University of Viaoria Centre for Aria Pacific 
Initiatives, April9-12, 1998, Victorh, BC, Canada. 
36 John Leo, "Remoh Ren U Dorama [Continuiag R o m t i c  Love Domas]," online, Internet, 8 Oa. 
1998. 
" Heidi Knobloch "Liebednmen: Geschlechtcrin?ziehungen in popilluen jipinixhen Fansehsaicn, 
1986-1!B6 [Love Dramas: ûcnda Relationships in popular Japanese Television series]," paper 
premted at the F i i  Workshop of the Panel "Japanest Popular Culnirt", University of Trier 24-25 
August, 1997. 
" James Vaientine, "The Framing of Idenîity Through hpanesc Media Rcprcsentations of 
Marginaliîy," ï k  J à p a  Foumhtio~t NewsIener Vol. 25.1 (1997) 7-10. 



relationship between two young gay men as they corne to accept their sexuality. He 

then examines the reasons why an open and affirmative depiction of homosexuality 

can exist in a country where the public discussion of homosexuality has been ~ilent.'~ 

Miller traces this acceptance back to the long history of male love depicted in works 

such as the Tokugawa period (1600-1 868) author, Saikaku's The Greut MirrOr of 

Male  ove? Similarly, in the article "Transfomational Magic: Som Japanese 

Superheroes and Monsters," Tom Gill examines cultural continuities with 

rnythological heroes such as Momotaro, the Peach Boy, represented in commercial 

television ciramas for children." As is evident in the above discussion, îrendy dnunas 

are a genre that now comprises an area of academic research. Therefore, a project 

such as this one, looking for echoes of Heian Japan in a popular culture medium, is a 

valid conaibiition to a relatively new area of research. 

Overview 

In the following chapter 1 will provide a definition of popdar cultures as a field of 

study, and an introduction to Japanese popular culture with a particular ernphasis on 

the four trendy dramas Tokyo Love ~ t o r y ~ * ,  Long kkc~tion: Love ~enerot ion~.  and 

The Mosr Important m ers on? The methodology I ernployed throughout my research 

and the goal of the questionnaire that 1 created will be explained at the end of this 

chapter. Chapter three will focus upon the relationship between rornantic love and 

marriage in contemporary Japan and its portrayal in trendy dramas. Chapter four will 

provide a description of romantic love in the Heian pend as it is depicted in the 

romances of the time. The two genres ~ i l l  be linked in chapter five, in which 1 will 

-- 

39 Stephen D. Miller, "The Rcunion of History and Popular Cuhure: Japm ' C O ~  Out' on TV," 
Jound of Poplm Culture Vol. 3 1.2 (1997) 161-175. 
40  Paul Gordon, am.. 7k Grm Minor of Ahle Love (Stanford: Stanford Uniwnity Press. 1990). 
4' Tom Gill, 'bTransfomational M a c :  Some Iipanex Supaheroes and Monners," nie Wor/l<lr of 
Japwse Popdur Culrure (Cambridge: Cambridge University Press, 1 998) 3 3-55. 
42 TON Low Srory [T.yO rabu surôril. writ. Sakamoto Yuji, prod. Ôta Aicira, Fuji Television, 1991. 
43 Long t kation [Rongu W s M n ] ,  writ. Kitagawa Eriko, dir. Kameyama Chihiro, Fuji Television, 
1996. " Love Gneratioi~ [ &bu jemrêshon]. writ. h o  Taeko. prod. Koiwai Hiroetsu, Fuji Television, 
1997. 
" I c h i h  Taisetsuna Hifo [Ine Most Imporunf Person]. writ. Aoyagi Yumiko, dit. Yagi Yyaouo, TBS, 
1997. This h a  is listeci by the Japanese title bccause it is originally Japanesc while the other 3 titles 
use English words. 



discuss traces of the Heian in the Heisei (1989-present) using examples fiom The 

T'le of Genji and the four trendy dramas- In chapter six, 1 will compare my ideas 

with the opinions of Japanese viewers reflected in the resdts of the questionnaire. 

Chapter seven concludes with my contention that traces of the Heian literary 

aesthetic mono no mare, a dominant element in The Taie of Genji, are evident in 

trendy drarnas. Furthemore, 1 wili argue that in both the Genji and the trendy &amas 

discussed here, there is an emphasis on the processes involved in a love relationship 

rather than on closure or the fulfillment of desires. 



Cbapter 2 
Not Just Idol Curiosity 

The Study of Japanese Popular Culture 

The bride, dressed in traditionai wedding kimono and wig, races through the crowded 

streets of Tokyo at a breakneck pace. Hiking up her silk kimono she bounds up the 

stain of the apartment and rings the bel1 furiously. Inside the surprisingly spacious 

apartment fimished with a grand piano and leather sofa, a sleepy young man 

cautiously opens the door oniy to slam it shut afier viewing the bizarre presence 

outside. With a display of geat mength, the bride forces open the door demanding to 

know where her groom is and why he wasn't at the shnne ready to be married. So 

begins the Japanese trendy drama Long Vacation. The audience sees the two main 

characters again, looking much more beautiful, when the jilted bride cornes to 

apologize to the groom's roommate for her rude behavior. Consequently, she moves 

her fumiture into the room deserted by her ex-fiancé, much to the dismay of the 

young man. The audience follows the progress of the relationship of the piano teacher 

and aspiring mode1 as it evolves from that of toommates to hends, to lovea, and 

ultimately to husband and wife. This twelve part serial drama, stamng the super id01 

Kimura Takuya and the gorgeous model-cum-actor Yamaguchi Tomoko, was a 

popular hit during the spring of 1996. Long Vacation is just one of many dramas 

which fall under the category of trendy &amas because of the presence of big name 

stars wearing the latest fashions and living in housing which their characters 

realistically cannot fiord. The dramas typically deal with love, work and the punuit 

of dreams. Trendy ciramas are one genre in the diverse world of Japanese popular 

culture. This chapter will introduce various aspects of the study of popular culture 

and its relevance to understanding Japanese culture. 

The Study of Popular Culture 

The study of popular culture began to be viewed as an academic field in the early 

1970's. As interest in the field began to grow, so too did the number of suggestions 

regarding how to define popular culture. In fact, it has been said that "no other 

discipline has sought out the theories and methodologies used in other fields and 

brought so many of hem to bear on a generalized study of the humanities and social 
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sciences in an effort to explain the generai status of human actions in society.'& 

Two of the more popular and contradictory suggestions are the "rnass culture 

theo~y'~' and that of the culture of the people. In brief, for supporters of the mass 

culture theory, popular culture is a commercial culture imposed on the masses 

through the means of mass media by a few people. The masses are inundaîed by 

mas  produced culture and the ody choices they really have are to buy or not to buy. 

Supporters of the mass culture theory fear that consumer onented culture will expand 

to the point that there will be no room for diveaity or for original culture to flourish. 

The flip side of this view is the idea that popular culture is the culture of 

common people created in response to an oppressive pwer." 'The people' create 

their own culture using the tools originally intended for oppression, such as 

television. in other words, mass culture cornes fiom above and popular culture is 

produced fiom beiow. While the purporteci direction of influence is opposite, the 

presence of the mass media as a conveyor of popular culture is common to both. 

The Frankfurt School takes the pessimism of the mass culture theory m e r .  

The Frankfùrt School for Social Researfh was started in Gerrnany in 1923. For 

intellectuals such as Theodor Adomo, the culture indumy impeded the development 

of humans as individu al^.'^ According to Adorno "the customer is not king, as the 

culture industry would have us believe, not its subject but its ~bject."~' In othcr 

words, consumers becorne so saturated by popular culture that they can no longer 

decide for themselves what they want. Consequently, the culture industry creates 

false desires that the masses unconsciously satisfi by spending money on the 

products of thiç industry. 

Not surprisingly, feminists daim that there is another hegemony evident in 

popular culture. Feminism focuses on the male dominance of culture and 

" Ray Brome and Pat Brown+ uIntrod~ction," Diggrggrng inro P c p &  Culîtire: 77worïes und 
MetWoIogrogres in Arckology, Anthrapiogy, and Oiher Fie@, eds. Ray Browne and Pat Browne 
$owling Green Ohio: Bowling Green Sute U~venity  Popular Press, 199 1) 1. 
7 Dominic Strinati, An intrductio?~ to ïhewies of Popuim Cufmre (London and New York: 

Ro~tledge, 1 995) 1-50, 
48 John Fiske, Reading the Poprdar (Boston: Unwin Hyman, 1 989) 2. 
49 Stnnaîi 54. 
'O Sainoti 62. 



representation of women in the mass media." An exarnple of the latter is the 

numerous studies of women in advertking. The book Wornen, Media. and 

Conrumprion in Japan is an example of this trend. 
As would be expected of an analysis of women and media anywhere in the world, 
issues such as femininity, sexuality, love, age, family, food and tiishion play a centrai 
roIe in the following chapters Ail of the contibuton to this book have, in one way 
or another, been ponng over the shoulders o f  Japanese women - leafhg through their 
magazines, reading their books, or watching their television programmes - to see 
how ail these topics are dealt with in the intimate and personal, yct highly 
commercial, world constituted by women's media 

52 

in this book the question is whether or not women in Japan are k ing  liberated or 

discriminated against by the media which love to focus on them. The conclusions 

that the contributors reached seem to reflect the idea that the representation of 

Japanese wometi in the media is contradictory. Women are used to convey 

innovations in Japanese culture such as attention to the environment but in actuality 

they play a very small role in the impact these i~ovations will have on the 

Generally speaking, ideas regarding popular culture focus on the mass media 

as a dominant force in society. According to sociologist Dominic Strinati 

postnodemism "tries to corne to ternis with, and undentand [this] media-saturated 

s o ~ i e t ~ . " ~ ~  Popular culture, as it is conveyed through the mass media, dominates 

society's sense of reality, and thus it begins to become reality. This results in the 

blurring of the distinction between art, or high culture, and popular culture. Sûinati 

supports this concept with the exarnple of pop artist Andy Warhol's multi-imaged 

print of The Mona Lisa titled "Thirty are better than One' which can be interpreted as 

a comment on the fact that even fine art can be mass produced.s5 This mass 

production tums the art into an objet of popdar culture. Consequently, consumers 

buy these mass produced objects simply becaue they are products of popular culture 

"not for the deeper values they may ~~rnbolize."~~ Reaiity and a media-constructeci 

5 1  Sûinati 181. 
52 Lise Skov and Brian Moeran, "Introduction: Hiding in the Light," Women, Media md Conamptim 
in J v i ,  eds. Lise Skov and Brian Moeran (Honolulu: LJ~versity of Hawaii Ras, 1995) 5. 
j3 skov and M- u~ttod~ai~nn 5 .  
54 Strinati 224. 
" Strinati 226. 
Sa Strinati 225. 
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reality, hg culture and popular culture, and the economy and popular c u h m  merge 

in a postmodem world- 

Popular Culture in Japan 

Kato Hidetoshi, a prominent figure in the ara  of popular culture studies in Japan, 

holds the view that popular culture is everyday culture, but places emphasis on the 

fact that it is 'Japanese' popuiar culture: bbPopuîar culture in this country [Japan] is the 

culture that is shared by every single individ~al."~' Kato takes this concept of 

exclusiveness M e r  when he attempts to explain why the terni popular culture 

cannot be directly translated into ~apnese? The argument he presents is that the 

term that Japanese scholars use is taisht buriko. The problem that he points out is 

that when translated into English, ruishû bunku means mass culture, a phrase which in 

light of the mass culture theory has very definite implications and thus carmot be used 

as a general t ew by English scholars. According to Kato, the other difficulty with 

these MO tems is that while the English word popular, Unplies a distinction between 

elite and cornmon culture, the word tui~hû was originaliy a Buddhist term so it does 

not reflect a concept of class distinction. In other words, the use of the tem taishû 

bunka supports Kato's idea of popular culture as being a culture shared by everyone 

in Japan. 

This toishû venus popular debate is discussed m e r  in three later 

pub1 ications that deal solely with Japanese popular culture. In Contemporary Jupn  

and Popular Culture (1996) John Whittier Treat points out that the term taishU in 

Japan cames with it the same connotations as 'popular' does in English because the 

meanings of both tems "reflect political assumptions and agendas in whose interests 

that terrn has been deployed."5g In other words, many English-speaking scholan 

prefer ternis such as 'mass', 'public', or, as in the case of Sonia  an^^, simply 

'culture' to the term 'popular'. Whittier compares the 'mass' [culture imposed upon 

57 Kaio Hiidetoshi, "Japanese Populer Culture Reconsideredw H- of J'se Poplao. Cultwre, 
eds. Richard Gid Powers and Kato Hidetoshi (New York: Greenwood Press, 1989) 315. Emphasis in 
original. 

Kato Hidaoshi, usorne Thoughts on Ispancse Popular Cuhre," H m a k  of Jqpmws4 Popïlm 
Cultute, cds. Powcrs and Kat0 (New York: Greenwood PressT 1989) xvii-mriii. 
59 John Whittia Treat, "Introduction: Iapmcse Studies into Cultural Studies," Contempwary J-1 
ad Popular Culture, ed. Treat (Honolulu: University of Hawaii Press, 1996) 5. 



the people] venus 'popular' [culture of the people] debate with the 'taishE' [culture 

imposed upon the people] venus 'rnimhir ' [culture of the people] debate in Japan but 

indicates that they are not identi~al.~' Finally, Treat explains that some Japanese 

social scientists such as Aoki Tamotsu use the English words 'popyurâ ' [popuiar] and 

'msu' [mass] to indicate a difference fiom the Japanese vocabulary "that would 

othenvise confine thern.'*' These debates indicate that the study of popular culture in 

Japan is just as controvenial as it is in the West. 

The fall 1997 issue of the Jounial ofPopulnr Culture is dedicated entirely to 

Japanese popular culture. In the introduction, Jan Bardsley acknowledges the debates 

that Kato and Treat have discussed and adds to them. Bardsley highlights negative 

views that scholars such as Tessa Moms8uzuki hold regarding the state of Japanese 

popular culture today. She States that Morris-Suniki "sees little room for personal 

fieedom in Japanese society, and regards media and consumption as directed by the 

needs of corporate ~ a ~ a n . ' * ~  This echoes the ideas of the Frankfurt School that were 

discussed earlier in the chapter. On a more positive note, Bardsley tums to Marilyn 

Ivy's description of the views of anthropologists Ueno Chizuko and Asa& Asano that 

it is " 'the emergence of a new, feeling based individual sensibility' which has 

emphasized desin and consurnption as tools of popular controLVbJ In other words, 

their view is that the people have the purchasing power and can control the extent to 

which popular culture exists in îheir lives. Finally, Bardsley indicates that the goal of 

the fa11 1997 issue of the journal is to reafirm this positive view of the term raishU 

bunka as "a truly popular culture of personal choice, of small group consciousness 

and influence, and thereby, 'purchasing power' in ~a~an.'"' 

Anthropologist D.P. Martinez suggests that since 'high' forms of 

entertainment such as opera and ballet are now being consurned by masses of people 

around the world as borders blur and distinctions between 'high' and 'low' disappear, 

Sania Ryang. artîhropologist. e-mail to author, 24 Nov. 1997. 
Treat 5. 

62 Treat S. 
63 Jan Bardsley. "Purchasing Powa in Japanae Popuiar Culture," Journal of Poplm C u l m  Vol. 
31.2 (1997) 1 I .  
@ Barddey 1 1. Emphasir in original. 
65 Barddey 12. 



perhaps the t e m  taishfi b u n h  [mass culture] is an appropriate term for the pop 

culture of the nineties? The great number of women in Japan who study the tea 

ceremony, classical dancing, or classical instnments is evidence that the term is 

suitable in the case of ~apan.~' She also rerninds us of the postmodem idea that it is 

not just the products of popular culture that are important but how the people interact 

with t h e d 8  Martinez ad& another dimension to the popular venus mass culture 

debate: ". . . p o p d a  culture (and not just in Japan) is not only mass ctrlrure, the culture 

of the irnagined community: it is culture consurneci, and consumed in various ways, 

by different people.'69 Therefore, the relationship between the products of popular 

culture and the people who partake in their entertainment is of great importance to 

people studying popular culture. 

Nihonjinron 

In the same chapter, Kato lists four points that he feels are vital to the study of 

popular culture in Japan. 
1 . Japan is an egalitarian country 
2. The Japanese population is extremely homogeneous with gaps in sociai classes much 

nanower than in other societies. 
3. The dite in Japan are less class conscious than the elite in other countries and are 

more accepting of poputar culture. 
4. Japanese popular culture is unique and that this uniqueness should be considered 

when studying it. 70 

niese four points reflect the rhetoric of a huge body of work called nihonjinron that 

can be literally translated as 'discussions of the Japanese'. In the book The W h  of 

Japanese Uniqueness Peter Dale defines nihon~inron as any type of writing that 

reflects the idea that Japan and the Japanese are unique." Likewise, Yoshino Kosaku 

States that nihonjinron is a form of cultural nationalism that aims to define the 

uniqueness of Japanese culture, society and national chamter." Both authors agree 

that nihonjinron is separate from the academic research that has been done on Japan 

'' D.P. Manina, "Introduaion: Gender. Shifhg Boundaries and Globai Cuhres," 7he WorIds of 
Jbpwse PopuIm Culture, cd. Martinez (Cambridge: Cambridge University Press, 1998) 5. 
67 Maanez 5 .  
68 Mamnez 4-5. 
69 Martinez 6. 
'O Kato, U J a p 8 i 1 ~  Popular Culture Reconsidered," 3 16. 
' ' Pa= Dale, 7 k  Myth o f J v i e e s o  Unique~wss (Kent: Croom Helm, 1 986) M. 
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because the former is made up by works written fiom the point of view of dilettantes 

and is not necessarily based upon academic research. By stating that Japan is a 

homogeneous society that should be approached as a unique culture, ICato is echoing 

the ideas proposed by nihonjinron 

When studying Japanese popular culture, scholars often refer to this concept 

of 'Japaneseness' or the national identity that some aspects of popular culture are 

seen to reinforce. However, for Brian Moeran, this emphasis on 'Japaneseness' may 

be becoming a thing of the pst in advertking campaigns. In "In Pursuit of 

Perfection: The Discourse of Cars and Transposition of Signs in Two Advertising 

Campaigns" Moeran suggests that rather than using Japanese elements to sel1 

products, advertisers have started to move away fiom this emphasis on 'Japaneseness' 

by including non Japanese elements in the ads too. Here he gives the example of a 

sumo wrestler skateboarding through Golden Gate ~ a r k . ' ~  In other words, Moeran is 

proposing that this random use of international images is evidence that the idea of 

'Japaneseness' rnay no longer be relevant to the study of popular culture. 

Scholan from a varïety of disciplines have contributed to the growing body of 

research on Japanese popular culture. Naturally, the more obvious foms of popular 

culture such as sports, literature, popular music, and television have been examined. 

Even studies of 'New Religion', the performing arts and tourism have also been 

included under the umbrella of Japanese popular culture. For the purposes of this 

study, 1 will consider the perfonning arts, literature, popular music and television 

&amas as popular culture in Japan. 

The Performina Arts 

A look at the perfonning arts maniai (comedy dialogue between a straight man and a 

clown) and rakugo (the art of storytelling) reveals that they have a definite link with 

Japanese popular culture. The impact they have had on this culture is examined in 

" Yoshino Kosaku, Culhrml N a t i o ~ h n  in Confemporary J b p r  (London and New York: Routledge, 
1992) 2. 
73 Brian Mo- "h Rvsuit of P a f d o n :  The D i m m  of C m  and Transposition of Signr in Two 
Advert ising Campaignq" Contenrp0r.y Jqm md P p l m  CuItrwe. ed- T m  (Honolulu: University 
of Hawaii Press, 19%) 62. 
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Muneo Jay Yoshikawa's contribution to Power and Kato's handb~ok.~' These two 

traditional art f o m  have pemeated the world of popular culture through telefision., 

videos and radio. He notes that since the Meiji p e n d  (1 868-19 12) rakugo style has 

remained vVtually unchanged. Despite îhis stability, perfomances broadcast on radio 

and television in the 1980's resulted in the creation of rakugo idols and study groups 

similar to fan clubs. In the 1 990's another resurgence of interest in rakugo has been 

observed. The University of Michigan's Patricia Welch connects ruhgo's recent 

. . .a rccent wave of nodgia among Japanese, attributable to increasingly rapid 
technological developrnent and social change, has sparked a retreat into a familiar 
past and thus has contributed to the growth in popularity of mkugo. '' 

Hence, audiences look to rakugo for a sense of tradition that will rassure them in the 

present. Welch goes on to say that if r h g o  artists continue to place their traditional 

stories within a contemporary context, people will be able to relate to and enjoy this 

classicd style of entertainment? 

In contrast to rakugo's relatively unchanged style, maxai is a comedy style 

that is continually changed to suit both the perforrners and the audience. As Mark 

Schilling indicates in his article "The Kings of Comedy are Downtown", the wildly 

popular duo Downtown, have adapted the mami style of comedy to create their own 

comedic style.77 Among these two cornedians' several television shows, Guki Tsukai 

Ya Arcrhende! (This i.s No Job for Kids!) is one of the most popular comedy shows on 

Japanese te~evision.'~ 

As the preceding examples indicate, rakugo and m ~ u i  can both be said to have a 

continuing impact on popular culture. Their ongoing presence in the mass media 

gives them accreditation as an area of study in the field of popular culture. 

- - - 

'' MWKO Jay Yoshikrwa, "The Perfonning Arts," Handbook of Japanese Popul" Culture, cds. 
Powers and Kato (New York: Grecnwood Press, 1989) 75-96. '' Panicia Welch, "A Laughing Critique of the Ages: &go Humor and Soaety," J v  Quatlerlj 
Vol. 44.4 (1997) 47. 
" Wcleh 54. 
.H 
I I  Mark Schilling, "The Kings of Comedy arc Downtomn Mangain No. 63 (1997) 16-17 

Schilling "The Kings of Comedy are Domtown" 16. 
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Literature 

Literature is no manger to popular culture. For writen of serious or 'pure' literature 

(junbunguku) in Japan such as Ôe Kenzaburô, the Generation X writen such as 

Murakami Haruki and Yoshimoto Banana have created quite a controversy in Japan 

with regards to the plight of literature in Japan. Both writers have enjoyed a huge 

commercial success much to the consternation of the likes of literature professor 

Masao Miyoshi who feels that their success diverts attention away fiom serious 

novelists such as Nobel PNe Winner Ôe ~enzaburô.'~ In the book Postmodernism 

and Japon Ôe 's contribution, "Japan's Dual Identity", focuses on the opinion that the 

trend towards the fiction of pop writers like Yoshimoto, marks the decline of 

Japanese culture because popular culture is taking overW 

However, as John Whittier Treat points out in "Yoshimoto Banana's Kitchen, 

or the Cultural Logic of Japanese Consumerism", despite the superficial, naïve 

quality of her books, Yoshimoto has k e n  awarded literary awards. 
But ber Kaien award for best new writer of the year was an exceptional event in 
Japanese literary history not on account of her youth, but because, in the pubiished 
summary of their deiiberations, none of the judges praised the work At a Ioss of 
what to say about this scant story m redolent of Japan's distinctly Iow-cuItural 
fernale adolescent (shôjo) culture, the judgcs rather seerned resigned to award the 
prize on the basis of their nebulous impression that they were witness to something 
'new' in Japanese literature.. . 8 1 

This reflects the postmodem idea of art and popular culture becorning one and the 

same because although the award marks some kind of acceptance into the realm of 

'serious' literature, the market success of Yoshimoto's work fits within the realm of 

popular culture. 

Treat also attributes the popularity of  Yoshimoto's novels to the public's 

nostalgie yearning for the happy family in another article about her work in the 

- - 

79 AM Sherif, [Review ofl "The Dilemma of tk Mdem in J ~ P Q I H ! ~ ~  Fiction by Dennis Washbwn 
Mommtenta Nippo~rica vol. 50.3 (1995) 3 89. 
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Oe Kenzaburô, "Japan's h l  Identity," Post Mudernim 4 Jàpm, 4s. Masao Miyoshi and H.D. 
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John Whittier Trm, "Yoshimoto Banana's Kitckn, or the Cultural Logic of Japaner 
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anthology Contemporq Japan and Populur ~ u l r u r e . ~ ~  However, he concludes that 

Yoshimoto's cultural representations of home may not really exist. Therefore, it is a 

constnicted nostalgia that readers yearn for, not necessady the real past.83 Aoki 

Tamotsu also discusses the nostalgie element of Murakarni Haniki's novels stating 

that he portrays a "pleasant, even sentimental" world while still insinuating that 

sentirnentality may syrnbolize the decline of kpanese ~ d t u r e . ~  

For supporters of the 'pure' literature school of thought in Japan, the poet 

Tawara Machi's commercial success is also a bone of contention. ùi 1987, the 26- 

yearsld revolutionized t anh  for her generation. Her tanku collection, Sa/ad 

~nniversa$~ created a sensation in Japan's literary world by selling an 

unprecedented 2.5 million copies in its first six months. Tawara's blending of the 

traditional 3 i-syllable poetic form, tanka, with the materialistic aspects of Japan in 

the 1980's revived an interest arnong young people in the classical fonn. From Sahd 

Anniversav TV drarnas, talk shows, musical revues and a Ml-length movie were dl 

spin-offs from the best seller creating what is oficially called "Salad ~henornenon".'~ 

In May 1997 Tawara published her third book of ranko, Chocolate ~ e v o l u t i o n ~ ~ ,  

which deals with similar themes of love and life in the ordinary world. 

Perhaps the reason for this commercial success was that the collection 

presented an age-old form in a new light as translator Juliet Winters Carpenter 

explains, 

Part of Tawara's achievement lies in hw ability to use fiesh, contemporary language- 
skilltUHy incorporating bits of naturat conversation, borrowed words from English 
Iike "photographer," and modem icons like McDonald' s-wit hout sacrificing the 
traditional tmrka vinues of concision, cvocativeness, and musicality. 88 

- 
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Natumlly this new approach to fanka met with criticism by those who felt that the 

mixing of classical and modem elements was not very effective. "One is tempted to 

compare it to a McDonaldY s hamburger-readily available, absolutcly bland and easiiy 

f~r~ettable,*"~ cornments John Vachon of The Doily Yomiuri He went on to Say that 

although Tawara's combination of the old and new into her poetry is innovative, he 

did not seem to think that was relevant: "I suspect that it isn't the form that matten 

here and that the rnajority of Japanese who bought her book know little more about 

tonka than your ordinary Westemer knows about the Shakespearean someC"' 

Despite criticism such as this, Salad Anniversas, sold more books than an 

average poetry collection had. Sirnilarly, in its fint three months, Chocolate 

Revolution had reportedly sold more copies than its 'Salad' predecessor did in the 

same tirne period.g' The postwar tcrnku pet, Tsuchiya Bwunei, whose tanka were 

also known to express events of daily life, countered similar criticism that runka was 

a stale art form that could not be used to express life in the modem world with the 

following argument. 

1 admit ttiat the t& is simple, but far fiom expecting that a form of literature which 
is so extremety close to the lives of people will disappear, 1 believe that it will 
continue to exist within the social structure, no matter what kind of stnicture that 
may be. Moreover, 1 believe that it is this poetry with simple roots, this tmh which 
will fil1 in the gaps and the estrangement between commercial literature and life. 92 

Tawara Machi's commercial success as a fanci p e t  in the late twentieth century 

supports Bunmei's ciaim. The critical acclaim of Yoshimoto, Murakami, and 

Tawara's literature indicates that the line dividing popular and pure literature is 

bluning. 

Cornic Books 

A discussion of Japanese popular literatue would not be complete without delving 

into the world of comic books. In "Japanese Comics", John A. Lent States that "the 

89 John Vachon, blJnsubrtantial Appctizen." 7he Dai& Yomitlri 23 Iuly 1989. 
Vachon 1989. 

91 Derkk Atie- "A Trnka Poeî's Binemue* Revoit." Ihr Jcgnrn limes Woe& IntenmiOll~I 
Editiorir. 28 July-3 August, 1997. 
92 Donald k n e ,  Down to the West: J'se Literatwe of t h  M d r n  bu, P ~ Q ,  Dremu, Criticism 
(New York: Holt, Reinhart and Wmston, 1984) 75. 



22 
hugeness of the Japanese comic industry has no parallel in the ~orld. '"~ In fact, the 

1.16 billion copies of comics produced annually constihite 27 percent of the total 

books and magazines printed in ~ a p n . ~  The first comic (as we think of them today) 

was produced in 1920. Today comic genres Vary greatly. Some of the more popular 

kinds are boys' comics (shônen manga) and girls' comics (shnjo mungu). The most 

popuiar of the boys7 comics is Shhen Jump, an action pcked thick weekly comic 

with a basketbal1 theme. Shôjo manga, popuiar among young girls, emphasize 

relationships and dreams rather than action. In Japan adults read comic books, too. 

For this audience there are samurai comics andyakzca comics. Comics for 

businessmen deal with topics such as gambling @achinko and moh jong ), the 

business world and erotica. Doruemon, a robot cat is a typical example of a comic 

book hero for r hildren. 

Lent speculates that popularity of comics can be linked to the need for people 

living in a fast paced, high stress society to escape into a fantasy world that will not 

drain their pcketbook. He also cites television as an influence because the pictorial 

medium is said to 'rad' like a television program.95 In fact, the telwision drarna 

Tokyo Love Szory is based on the comic book of the same narne. It is interesting to 

note that despite the fact that comic books are a highly visible form of enteminment 

and that it is the ambition of many young people to become comic book artists, there 

has been very little research done on this phenornenon outside ~ a p a n . ~  

Po~ular Music in the 1990's 

In The Encyclopedia of hpanese Pop Culture, Mark Schilling says the following 

about Japanese pop music in the 1990's. 

in the eariy 1990's the Japanese pop music scene resembled that of the West in its 
fragmentation and cross- fenilization. Want rap in Osaka dialea? Fdk rock with an 
Okinawan accent? Spacey ambient groovcs in no known human language? We got 
it . 97 

93 John A Lent, "Japanex Comics," Handhok  of Jizpeuteeso Poplm Culture, edr.. Powers and K m  pew York: Greenwood Press, 1989) 230. 
Lent 222. 

95 Lent 23 1. 
% Lent 235. 
97 Mark Schilling. The Encyciopedia of Jipmsz  Pop Culture (New York: Weatherhill, Inc., 1997) 98. 



Indeed, Japanese popufar music, or J-Pop as it is otherwise known, is a diverse 

mixture of talent venus image and electronic music versus iive music. It has 

pervaded d l  areas of Japanese popular culture in the form of CD singles, albums, 

commercial dinies, hruoke performances on television variety shows, and drama 

theme songs. Just as pop music around the world does, &Pop reflects Japan's 

regional differences and national similarities and presents them in one very well 

marketed package. 

In 1994, the rap group East End x Yuri, based in Tokyo, produced a single 

titled "Du Yo ~ e " "  [It is, isn't it?]. It is a catchy, repetitious tune that was the 

inspiration of several other singles released in 1995 by Sony Music Entertainment 

that used the sarne song but sang the lyrics in the dialect of a certain area of Japan. In 

the Kansai (Osaka) region West End x Yuki sang "So Yu Na'', in the Chubu (Nagoya) 

area it was Chubu end x Satomi and "Do Ga Ne", and in Hokkaido North End x 

Ayumi sang "Da Be Su". Another regional band that has struck it big in the '90's is 

The Boom fiom Okinawa. Their style has been described as a mixture of reggae, 

bhangra, Okinawan folk, and Southeast Asian styles.99 Their hits include "Shima 

Uicr " [Island song]'" and " K c e  ni Noritai" [I Want to Become the ~ind] '" .  

The dance music group 'trf [Tetsuya Komuro Rave Factory] is the creation of 

the multi-talented record producer Komuro Tetsuya. Consisting of one female 

vocalist, one DI, and three dancen, the group perfoms to Kornuro's pre-recorded 

music. They debuted in 1995 with great commercial success. Songs such as "Crazy, 

Gonna ~razy" '~ '  are described by writer Mark Schilling in the following way: "W s 

speciality was Eurobeat rave music that, with its busy-but-insistent rhythrns and 

simple-but-catchy hooks was easy to sing, easy to dance to, and, once heard, nearly 

impossible to launch fiom the brain."lo3 Arnong his other huge successes is the teen 

id01 Okinawan Amuro Narnie whose sales in her fint year totaled nearly eighty 

- 

98 East End x Yuri, ''Du Yo Ne," CD Single, Sony Music Entertainment, 1994. 
99 Steve McClure, "Japanese Pop Music: A Beginner' P Guide," Mmgojin No. 36 (1 994) 52. 
100 The Boom, "Shima Uta psland Song]," CD Single, Sony Music Entertainment, 1990. 
'O' The Boom, **Kae ni Ninitoi [I Want to Becorne the Wmd]," CD Single, Sony Music 
Entertainment, f 995. 
102 trf, "Ctaty, Goma Crazy," CD Single, Avex Tm, 1995. 
'O3 Schillin& Emydopdia 99-100. 
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million dollars.'04 It is interesting to note that Komuro wrote and produced two songs 

for comedian Hamada Masatoshi of the duo Downtown. Hamada perfonned the 

songs live on the weekly TV show Hey! Hey! Music Chcimp. The Song "Wow War 

~onight"'~' has al1 of the above elements accompanied by the very out of tune singing 

voice of the comedian. Most likely it was the songs' associations with Komuro and 

Downtown rather than their quality, that resulted in large volume of sales. These 

characteristics can be associated with a great deal of mainstrearn J-Pop. 

According to Charles Whipple in the magazine LookJapan, %e three key 

words in toâay's [El pop music are 'persevere', 'ok', and 'happy""06 and that young 

people in Japan today prefer songs about reality to those of a drearn world. A look at 

the lyncs of main Stream popular music indicate that this 'don't worry be happy" 

attitude does prevail. However, many groups also emphasize longings for love and 

the uncertainty of tomorrow in their songs. One such group, the trio Dreams Come 

True [DCT] is one of the most successful pop acts in Japan at the moment. Their lead 

singer, Yoshida Miwa has one of the strongest singing voices in the J-pop ~ o r l d . ' ~ '  

The following Song "Love, Love, Love" is about the bittenweet aspects of a 

relationship. 

Ne Semete yumei de airai ro oneguu When 1 ask/long jun to meet you in a dream 
Yoru ni kagitte ichidomo ru ru m.. . Only in the night time, not a single tirne 
Detekm wu ktire m i  ne you won't corne to me 

Ne doushite mgoku ai shite iru hi10 ni Why do you suppose, to the one you r d  y love, 
Ai shire im to iu d& de m m tu ... just saying '1 love you' 
Namida ga dechortn d m  brings tears to ones eyes? 

IO8 

The Song is the therne Song for the 1995 drarna Please Say You Love hie [Ai shiteiru 

ro ittekure]. Yoshida also sings in English with an almost flawless accent. DCT or 

Dori Kamu as they are affectionately known as by their fans, is a pop group with m e  

talent that enjoys great popularity. Not only do they lend their talent to drama theme 

- -- - 

l M  Schilling, ~ncyc~opà ia  1 W. 
*O5 Hamada Massroshi, "Wow War Tonight," CD Single, Avex Trax, 1995. 
'O6 Charles Whipplc, "Paxvere, & Happy,'' tml Jlgw> Vol. 44.5 10 (Scptember 1998) 35. 
IO7 McCIwc 50. 
'O8 Dr-s Come Truc. "Love, Love, Love," CD Single, Sony Music Entenainment, 1995. 



25 
songs, but their songs, such as the 1993 hit "go for it!"'09, are used in TV 

cornmercials for products such as Shiseido lipstick The use of pop songs in 

commercials is a universal phenornenon in the world of Japanese popular music. 

The world of pop music in Japan is dominated by "Johnny's idols". Talent 

agent J o h y  Kitagawa of Johnny's Jimusho [Johnny and Associates] manages 

almost al1 the major all-rnale singing groups in Japan, composed of 'handsome' 

young teenagers. ' ' O  The group that has gained the most popularity is the five- 

mernber group, SMAP"' [Sports Music Assemble People]. Onginaily, al1 of the 

members of SMAP were dancen for H i k m  Genji, seven singing teenage boys who 

roller-skated their way to stardom in the late 1980's. As a separate entiw, SMAP 

made their debut in 199 1, but musically have not had as many hits as Hikaru Genji. 

Taking this in stride, J o h y ' s  Jimusho started giving each member individual 

exposure in dramas and commercials. As their popularity grew, Johnny ended up 

with six"' stars and one hit pop group. Their songs are light hearted, catchy tues 

that echo the theme 'don't w o q  be happy'. As the memben of SMAP get olderl", 

Johnny has started grooming a new generation of good-looking boy groups such as 

Tokio and V6 who continue to entertain in mie J-Pop fashion; dancing, singing, 

acting, and selling their way into the hearts of Japanese people. 

The J a ~ o  

Since 1995 SMAP has dominated the drama, variety show and music scene. Al1 of 

these areas are aspects of the entertainmentlido1 world Lgeincjkui]. Idols such as the 

memben of SMAP: Nakai Masahiro, Kimura Takuya, Kusanagi Tsuyoshi, Katon 

Shingo and Inagaki Goro, are examples of a practice common in the Japanese 

entertainment world, that of creating multi-talented artists. l '' While al1 five young 

men star in ciramas and television cornmerciais, perhaps the most popular SMAP man 

is Kimura Takuya, or as he is nicknamed, Kirnutaku. 

'O9  Drearns Corne Tnie, "go for it!" CD Single, Sony Muic Enteminment, 1993. 
' 'O Philip Brasor and Tnibuko Mauko, "Idol Chatter," J v  @artet& Vol. 44.2 (1 997) 55. 
' ' ' See Mark Schilliag*~ discussion on SMAP in 7k Eiqcfopedio of Jupzese Pop Culture pp. 230- 
23 7. -- 

' l2 In 1995 Mori Katsuyuki lefi the group to becorne a professionai race car driver luving 5 membm. 
'13  The 5 remaining mernbar arc in their mid-telate twcnties now. 
' " Schilling, EKycopedia 234. 



In February 1996, a steamy TV ad that showed the long-haired, androgynously 
handsome Kirnura Takuya getting his lips and face srneareci with a n t w  brand of 
Kanebo lipstick sent the product's retail sales soaring to 3.12 million units in the first 
two months- a Company record and well worth the singer's heAy fee [. . .] The 
sponsor's only conceni was that the carnpaign's posters, which showed a full face 
shot of Kimura, were disappearing fiom train station walls faster than they could 
replace them. Not only sexy but, as he proved on countless TV and radio 
ap pearances, disarmingl y h n k  and charmingl y quic k-wi tteâ, Kimura had become 
the favourite boy toy of the 1990's.'15 

In his discussion on "Japanese Daytime Television", Andrew A. Painter daims that it 

is this breaking dom of barriers between the acton and the audience that makes 

Japanese television popular.l l6 Although Painter is teferring to the relationship 

between talents [rarento] or TV personalities who are neither acton nor singers, and 

audiences, 1 feel that his observations could aiso be applied to idols like Kimuîaku. 

These idols are ofien guests or hosts on variety and talk shows. Like TV talents. in 

the talk show environment, acton and singers are also thought to reveal themselves to 

the audience rather than putting up a front for the camera. This method makes the 

situation seem more real and intimate for the viewers. Painter gives a clear 

description of the world of idols in Japan. 

Watching and working on the Japanese television while listening to how my fiiends 
and colleagues would talk about various raremo [idols] led me to see the Japanese 
geinôh as a special mas-mediated universe in which both public and private issues 
couid be openly talked about; a son of vicarious realm that supplies the neta [ideal 
situation] for topics otherwise too delicate to discuss [. . .] Because viewers in Japan 
do not see the turent0 [idols] as fûndamentally different fiom themselves, they are 
able to use the publicly available representations of fare~iro [idols'] lives in order to 
refiect upon their own. 117 

Painter's description of the Japanese entertainment world illustrates the kind of 

intimacy that is set up between id01 and audience. Through a range of radio and 

television shows, cornmercials, magazine advertisements, and train station posters, 

members of the geinôkni find their way into Japan's living rooms, kitchens, and even 

bathrooms and become a part of the farnil y. 

I IS Schilling, EncycIopeda 236. 
' l6 Andrew A Painter, "lapanese Diaytime Television, Popular Culture and Ideology," Contemprary 
J 1 md Popular Cuhre, cd. Treat (Honolulu: University of Hawaii Press, 1 9%) 2 1 3. ,Y Paint cr 2 1 3. 



Television Dramas 

Japanese television dramas can be traced back to the advent of television in Japan in 

1953. I l 8  From that time home dramas [hemu doruma] focusing on the fmily, and 

historical dramas [izdai] were popular. Among these home dramas, Oshin, which 

aired on NHK between Aprill983 and March 1 984 was one of the most popular 

programs. This drama aired in fifteen -minute episodes weekday momings and 

depicted the life of a kpanese woman who became a successfÙ1 business- woman 

despite al1 ~dds.''~ Yet another genre of dmms in Japan are trendy b a s ,  

pnvileged with prime time broadcasting slots. These trendy &mas are the 

equivalent of North Amenca's prime time soap operas such as Melrose Place and 

Beverly Hills 902 IO. Both genres focus on the love lives of young, beautiful, urban, 

career-oriented people whose accommodations and lifestyles are realistically beyond 

their means. Schilling states that the trendy drama boom started in 1988 with Fuji 

Television's romantic comedy I Wunr [O Hug You! [Dakishimetoi!]. ''O Mer the 

decline of the bubble economy, in the early nineties the focus of trendy drarnas 

shifted away fiom material excess and a purely romantic comedy theme, to a mixture 

of comic scenes juxtaposed with moving moments of tendemess. This new 

generation of trendy dramas can be further divided into two categories, 'happy 

end7[huppi endo] dramas in which the main couple stays together in the last episode 

and 'unhappy end' [sure chigui] dramas in which, ultirnately the main couple does 

not stay together. 

Bruce Stronach states that television in Japan is "the most popular source of 

information and entertainment among al1 the mass media.""' He also states that 

Japanese television does not mirror a Japan that is unique arnong the countries of the 

world: "When Japan is examined through its image on television, it is enigmatic and 

' For a daailal discussion on the history of Japanese televinion drama, sec Goto Kazuhiko, Hirahan 
Hideo. Ôyama Katsumi, Sata Masanon, A Hisiory of Jipmese Teimison Druma: Mdent J i p m  md 
h e  Jiqmese (Tokyo: The Japan Association of Broadcasting Art, 1991). 
l9 S e  Schilling, Ehcyciopdia 168-171 or Goto et ai, A Hislory ofJqtxmse TeIevision Drmq 192. 

120 
. -. Schilling, Encycfopediu 273. 
ILL Bruce Strmach, "lapanese Television," Hmdbook of Jopanese PopuIw Culture," eds. Powcn and 
Kato (New York: Grœnwood Press, 1989) 130. 
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eccentric but not unique."'" Stronach goes on to say that one of the reasow for this is 

the strong influence of Amencan television on its Japanese counteipart. This 

Amencan influence is evident in Japanese trendy dnunas. Kathleen Morikawa offers 

insight into the world of tremdy dramas in her article "The Road to Ratings Success", 

". . . many Japanese TV drarnas [. . . ] do not hesitate to "take a hint" from western 

films, as the TV magazines like to describe such borrowing, but quickly retums to the 

familiar subplots, cultural symbols, and stereotypes to flesh out the remaining 10 

episodes."123 

The example Morikawa gives is Fuji Television's trendy drarna Virgin Road. 

which aired at the beginning of 1997. In this drama a young single and pregnant 

Japanese woman ropes a stranger into masquerading as her fiancé and eventually falls 

in love with him. As Morikawa points out, this story resembles the 1996 Arnerican 

movie A Wuik in the Clouds starring Keanu Reeves. However, this is where 

Morikawa says that the similarity ends. The familiar Japanese elements that crop up 

in this àrarna are sentimental family relationships; secrets conceming the young 

woman's own birth, another woman, and the basic differences between Tokyo and 

Osaka residents (which the heroine and the hero are, respectively). 

Stronach's suggestion is that this standard formula is not just ernployed in 

Japan to get good ratings, as it is in other countries, but that ths standardization is the 

result of fundamental cultural factors. According to Stronach, Japanese art 

emphasizes form over content and this has been canied over to drama plots. He 

argues that once a drarna with a certain plot gains popuiarity, that plot is reused again 

and again.l2" Stronach States that as a result of this emphasis, in television prograrns 

such as dramas the content becomes stereotyped, predictable, and boring. While 1 

agree that Msually these ciramas are of very high quality, 1 do not share Stronach's 

disdain for the content of Japanese dramas. I wodd argue that while trendy drarnas 

do recycle the boy-rneets-girl plot lines and have soap opera melodrama incorporated 

into thern, they also captivate audiences with unexpected t u m  in the story, interesting 

122 Stronach, 153. 
Kathleen Modtiwa, ''The Road to Ratings Su-s," Mmgnjin No. 67 (1991) 36. 

124 Stronach 154. 
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opening seqwnces, tender moments, innovative dialogue, popular idols, catchy music 

and an everyday quality that resonates with audiences. Another reason that these 

forrnulae do not becorne wom out quickly is because each cirama only lasts ten to 

twelve weeks.'" Therefore, trendy dramas are made to reflect current trends, news 

items and seasonal events. This also contributes to the everyday feelings that are 

often conveyed in the dramas. It is precisely for these reasons that 1 feel that trendy 

dramas are a valid area of research. 

A Definition of Popular Culture 

Contemporary cultural anthropologists usually define culture as a set of values and 

rules which allow individuals to understand the world and to engage in appropriate 

behavior. What is appropriate, of course, varies according to context. 126 

Furthemore, we can distinguish between hhro major domains: everyday life and 

fantasy or diversion fiom everyday life. Here, it is suggested that the dramas 

examined in this thesis fa11 into the realm of fantasy, or escape from everyday culture. 

Fantasy has many aspects in common with everyday culture, and is indeed embedded 

in it, but, at lest  in the popular culture exarnined here, The Tale ofGenji of Heian 

Japan and the trendy ciramas of modem Japan do not entirely reflect reality. 

For sorne scholars, however, the term 'popular' in popular culture is redundant. 

For instance, Ray B. Browne, the editor of the J o u d  ofpopuiur Culture, maintains 

that popular culture is everyday cul tue.  

Popular culture is the everyday culture of a gmup, large or small, of peopk. It is far 
more than entertainment, the electronic media, folk life, fast foods, fashions, Wall 
Street, the church, the educational system or the government. It is the way of life in 
which and by which mon people in any rociay live."' 

Another suggestion, along the same lines, was proposed by Geofiey Nowell-Smith in 

1987 in the journal New Formations. 

To me. the mort naiking absence in the plethora of writing on popular cultural 
themes is any xnn of artistic production - the idea that films are made by film- 
maken, that music is composeci and perfonned by musicians, and with this the idea 
that there is a relation ôetweni the skills and talents of thesc musicians and film- 

125 Schilling, Encycfopecfiu 272. 
126 e.g., Domthy Holland and Naomi Quinn, eds., Cultumil Morlels in Language mid Ihought 
(Cambridge, Engluid: Cambridge University Press, 1 987). 
12' Ray B. Browne. "Intemationolizing Popular Culture,'' Jorn1 ofPopuIar Cvlnre Vol. 3O.l(l9%) 
22. 



makers and the sort of pIeasure that audiences get fiom music and cinerna. When 
that cornes in, or rather when it cornes back, then the study of popular culture will 
have beeome the m d y  of.. .culture. 12' 

For Nowell-Smith it seems that popular culture is aot being studied for its artistic 

value and if it were, it could no longer be seen as different than high culture. If that 

were the case, then there would be no need to make a distinction between the two so 

popular culture and high culture could both be referred to as just plain culture. 

Nevertheless, just as the name, Journal of Populor Culture, illustrates, this 

term does exist and occurs repeatediy in the great body of research about it. Ln the 

book Hiding in the Lzghr, in which Dick Hebdige refers to popular culture as "a set of 

generally available artifacts" such as movies, TV prograrns, books or CD's because 

these artifacts can al1 be related to entertain~nent.''~ Strinati expands on this 

definition in An introduction to Thories of Popuiur Culture adding that these 

artifacrs will differ depending on the time period and society that they represent. 

This differs from Browne's definition of popular culture, which excludes any 

indication as to how people feel about a culture: whether they like it or dislike it. 

According to sociologist Gary Alan Fine "the mere existence of the cultural 

element is insufficient for it to be considered popular culture, the extent of audience 

and audience reaction must be considered."131 1 feel that in order not to become 

bogged down by the theories that abound in the field of popular culture, it is 

necessary to begin with a working definition of culture as outlined above, and to view 

the dramas as being within a fantasy realm. 

Trendy dramas, in rny estimation, represent largely fantasy because of the 

idealized lives that the attractive characters lead. That is to say, although many of the 

characters are struggling with choices about careea, love and uncertain futures that 

ordinary, young Japanese people can identiS, with, they generally manage to maintain 

a stylish Tokyo lifestyle that the average Japanese young pmon can only dream of. 

12' Geofiy Nowell-Smith, "Popuhr Cuhure," New Fomutiionr No. 2 (1 987) 90. 
1 29 Dick Hebdige, Hidi~~g in the Lighl: On Images ami Thrngs (London and New York: Routledge, 
1988) 47. 
130 Strinati xvii. 
l 3  ' Gary Aian Fine, "Popular.. .Culture: Sociological Issues and Explorations~ JoumI o f P o p h  
Cirlrure Vol. 11.2 (1977) 381. 
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The same can be said of The Tale of Genji in its &y, because it depicted the lives of 

the Heian aristocracy in a manner that suggested that they were entirely free of daily 

responsibilities and could wile away the hours thinking about love. Moreover, the 

main character, Hikaru Genji, who is portrayed as an un~turally handsome, very 

accomplished, and widely admired young prince has, throughout the centuries, 

becorne a legendary hero. Throughout the novel the namitor constantly reminds 

readers that the 'shining prince' may not even be rneant for this world.'" Likewise, 

the ability of the protapnists in trendy drarnas to punue dream jobs and romantic 

interests of their own choice, despite what society dictates, is also very idealized. In 

trendy dramas these idealistic or fantasy situations coexist with societal expectations, 

thus creating the points of conflict upon which the story is developed. Therefore, 

trendy drarnas are also illustrative of deeply held cultural values, and their ability to 

atûact viewen is based on a shared set of values. Although this thesis examines 

mono no aware specifically, the broader cultural implications of trendy drarnas will 

be considered in the conclusion. 

Approaches to the 'Trendy or Timeless' Question 

Recently, several anthropologists have studied popular culture as a source of insight 

into Japanese culture (for example, the collections edited by Skov and Moeran, 1995; 

Treat, 1996; Martinet, 1998). In the foregoing discussion, 1 have placed trendy 

drarnas within the genre of popular culture entertainment. However, in contrast to the 

general consensus discussed at the beginning of the chapter in which popular culture 

is viewed as a dominant force determining values in society through mass media, 1 

will argue that the popularity of these trendy drarnas refects the force of a pervasive 

(traditional) aesthetic about romantic love that remains in contemporary Japanese 

society . 

The anthropological methods that 1 used to conduct rny research were 

participant observation, infamants, and questionnaires. First, while living in 

~a~an'"),  1 was able to get a firsthand look at Japanese popular culture. 1 had access 

to and therefore was able to arnass a large amount of background information that 

132 
See Seidensticker, The Genji 3-4 and 13. 

13' I lived in Japan for two yean from 1993-1995. 



made it easier for me to conduct rny research in Canada. Most importantly, 1 was able 

to observe people's reactions to the trendy dramas being shown at that time. 

When 1 began my formal research in 1997, in order to gain a better 

understanding of who watches trendy drarnas, 1 sent out a pilot via e- 

mail to four acquaintances in Japan in the fa11 of 1997. Although I am not aware how 

many copies they made and distributed, 1 did receive a total of 45 completed 

questionnaires. The respondents ranged in age fiom 11-55,28 were female and 17 

male. Of the 45 respondents, only 8 (4 fernalei4 male) claimed that they did not 

watch trendy drarnas. An article in a Japanese magazine indicates that the audience 

that advertisen target for these drarnas is 20-34 year-old ~ornen. '~'  As 1 have 

already mentioned, rny study of trendy dramas will focus upon four dramas: Tokyo 

Love Story, The Most Important Person, Long Vocution, and Love Generation. The 

first two ciramas belong to the 'unhappy' end category, and the latter two to the 

'happy end' category. My reasons for focusing on these panicular drarnas are 

threefold: 1 ) Tokyo Love S'ory and Long Vucution were in Fuji Television's top ten 

drama l i~ t "~ ,  while at the s m e  time, Love Generation was achieving high ratings. 

This trend was also reflected in my pilot questionnaire; 2) Like Tokyo Love Srory, The 

Mosr Importunt Person ends with one of the main characten marrying someone else; 

and 3) al1 four of the dramas star prominent rnembers of the Japanese entertainment 

world who were al1 ranked among the top ten male and female actors by the people 

responding to my pilot questionnaire. 

As I stated in my introduction, my thesis is that the aesthetic ideai mono no 

aware 1s a quality embodied in both Heian romances and trendy dramas and that it is 

a focus on the process of a love story that is more important than the fulfiliment of 

love. Once 1 had established this thesis, I created a second questionnaire to test it. In 

order to make sure that what 1 was asking in English had the sarne connotations in 

Japanese I had several native Japanese speakers assist me with the translation. 13' The 

13' ûther than the information in this chaptcr, the pilot questionnaire and a formai sumrnary of the 
results are not incfuded in this thesis. 
I J S  "Digest," Shtihshhtihô 24 Dec. 1998: 69. 
136 TYAca<kmy 2, m. Kondô Sato, dir. Ôaishiki Ganaka, Tokyo, Fuji Television 1997. 
'" Sec Appendices A and B for the English and Ilpanese versions mpectively. 
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target participants were Japanese males and females between the ages of twenty and 

thirty who had seen at least one of the four dramas in question. The goals of the 

second questionnaire were the following: 

1 .  To find out what elements of a love story are romantic for a Japanese audience 
2. To find out whether or not any viewers see the aesthetic elernent mono no mare in 

trendy dramas 
3. To find out what type of endings appeal to a Japanese audience. 
4. To find out whether or not Japanese audiences associate 'happy end' (main characters 

marry) dramas or 'unhappy end' (main characters do not many) dramas with any Heian 
literature. 

Once completed 1 sent out copies of the questionnaire to Japan via regular mail and 

e-mail, which were distributed to an unhown number of people. Several Japanese 

exchange students in Alberta participated in the process, too. In total 1 received 3 1 

completed questionnaires fiom people ranging in age fiom 19 to over 30. 13' 

Seventeen of the participants were female, 13 male and one unknown. 1 will discuss 

the results of hs questionnaire in chapter 6. The following chapter will examine the 

relationship between romantic love and maniage in contemporary Japan as it is 

refiected in trendy drarnas. This will provide the 'modem view' against which 

traditional Heian views will be compared. 

Respondens were not rpcufic about their age over thhy. They notcd "30 +". 



Chapter 3 
'Tme Love Never Runs Smootb' 

Marriage and Romantic Love in Contemporary (Heisei) Japan 

'True Love Never Runs Smooth': this is the slogan for the 1997 trendy drama Love 

Generation which, for al1 its turmoil, ends happily for Teppei and Riko because they 

overcome al1 odds and rnarry. For people of Generation X (X-sedai bom 1965-1 976) 

this contradictory representation of romantic love in popular culture is standard in a 

society where ananged marriages [omioi] still occur. The following discussion will 

attempt to analyze the relationship between romantic love and maniage in Japan. 

Arranged Mar riages: Onilai 

In the "Marriage with the Proper Stranger: Ananged Marriage in Metropolitan 

Japan", Kalman D. Applbaum States that as of the early 19909s, 25 to 30 percent of al1 

mariages taking place in Japan were arranged rnaniages or ~ rn i az '~~ .  Orniai refers to 

mamages "'ananged based upon the similarity of social standing of the families of the 

prospective couple."'J0 Harumi Befu notes that emphasis on amnged rnaniages over 

'love' mamages increased towards the end of the Tokugawa period ( 1600- 1 867) with 

the spread of the ideology of the wanior (samurai) class for whom marriages were 

political. not romantic alliances."" A basic belief about mamage was that "human 

feelings should not intrude upon the serious affain of l~fe.""'~ Even today in Japan, 

obligations to one's farnily may cause a person to fonake love for practicality. 

in the ananged marriages of Heisei Japan (1989-present), a mediator known 

as a nakodo introduces the two prospective people and their families. During the 

meeting, educational background, leisure interests and salaries are discussed. If this 

initial meeting is favourable to both parties, the couple may date for a time, after 

which they will many if they are compatible. 

Kalrnan D. Applbaurn, ''Maniage with a Proper Stranger: Anmged Marriage in Metropolitan 
la  an," E~h~roiogy Voi. 34.1 (1995) 37. 
14' Applbaurn 37. 
'4 H a m i  Be&, J q m :  An AnthropoIogiical Inhduclion (San Francisco and London: Chandler 
Publishing Company, 197 1) 50. 
142 Ruth Benedia, The Chrysa,ithemrrm ond the Swnrd 119461 (New York and Scarborough, Ontario: 
New Arnerican Li brary, 1 974) 1 84. 



The increase in instances of arrangeci maniziges in the Tokugawa period was 

due to strong Confucian influences that emphasized the importance of the family as a 

stable unit in society. 143 nierefore, a good maniage, approved by both farnilies was 

believed to strengthen the foundation of Japanese society, the family. Stress on filial 

piety usually ensured that both the man and wornan would conform to the wishes of 

their parents and marry for 'practical' reasons rather than 'frivolous' notions of love. 

In postwar Japan when the Allied Occupation removed Confucianism from public 

life, P was an ideology that was so deeply ingrained in Japanese culture that even 

today its influence is still evident. A reason for this is offered by Krauss, Rohlen and 

SteinhofF "Perhaps because it was a time of national breakdown and rapid change, 

many Japanese retreated even more into the close-knit relationships of farnily and 

mal1 group. In these relationships the old c u l m  values remained strong."'" 

Arranged marriages are a remnant of Confucian tradition. 

Romantic Love: Renai 

In the ariicle "A Cross-Cultural Perspective on Romantic Love", W.R. Jankowiak and 

E. F. Fischer define romantic love in the following way. 

By romantic love we mean any intense attraction that involves the idealization of the 
other, within an erotic context, with the expectation of enduring for some time in the 
firture. Romantic love stands in sharp contras to the companionship phase of love 
(sometimes refmed to as attachment) which is characterized by the growth of a more 
peacefbl, cornfortable, and hifillin relationship; it is a strong and cnduring aflection 
built upon long tenn association. 149 

In the book, The Anoromy of love Helen Fisher equates romantic love with 

infatuation. However, she is quick to point out that "infatuation is more than 

exhilaration. It is pan of love, a deep, 'mystical' devotion to another hurnan 

being."lJ6 Thus, romantic love could aiso be termed "passionate" love. We will now 

examine the foms romantic love takes in Japan. 

143 See Joy Hendry, U d e r s t a d ~ ~ g  Jiqmese Smiery (London: Croom Helm, 1987) 1 13- 1 14. 
144 Ellis S. Krauss, Thomas P. RohIen and Patricia G. Steinhoff, "Conflict and Rcsolution in Postwar 
lapan," Conflict in J q m ,  cd. Krauss, Rohlen and Steinhoff (Honolulu: University of Hawaii Press, 
1984) 379. 
145 W .R. Jankowiak and E.F. Fischer, "A Cross-Cuîturai Perspective on Romantic Lave," Ethnology 
Vol. 3 1.2 (1 992) 150. 
ld6 Hekn Fisher, 7k Amomy o/low: A N-1 Hisiory of Adultety, M'q ad Divorce 
(London: Simon And Schuster, 1992) 54. 
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The Mixing of Tbree Traditions 

Along with the Confucian emphasis on carefully arranged marriages to preserve the 

foundation of the nation, rornantic love in contemporary Japan is affected by two 

other traditions. One is the Heian tradition of courtly love, and the other is the 

domination of the popular Western notion of romantic marriages and happy endings. 

In Japan during the Meiji period (1  868- 1912), the famous p e t  Yosano 

Akiko's expression of sensuality in tonka, the traditional 3 1 -syllable poem form, 

shook the samurai sensibilities of many conventional people. 

kurogami 110 
sensuji ilto 
rnidare garni katsu 
omohi rnihrr omohi 
midamm 

A thousand fines 
of black biack kir 
ail tangled, tangled - 
and mgled too 
my thoughts of love! IJ7 

Around ths time the positive word renui, which is the equivalent of the western idea 

of romantic love, came into popular use.lJ8 Prior to this, Japanese literature professor 

Konishi commented that "Wcient Japan had a wide range of words to express the 

same idea, each with a slightly different shade of meanhg and feel."la9 In a 

discussion of the expression of passionate love in Heian love poetry, Edwin A. 

Cranston highlights the Buddhist concept of love (passion or sexual desire) as a 

negative force: 

No sooner has he [young lover] feasted his eyes on the beauty of the two sisters than 
his feelings 'become disturbed' (kokochi muûoiaikeri). The verb muàou means to go 
astray, iose the path, by extension to becorne lost in the blindness of passion. The 
aroused excited state is treated as a loss of sense control and a departure fiom the 
path of enlightenment. 1 50 

In other words, in Heian lapan, romantic or passionate love hindered one's journey to 

enlightenment. Cranston translates the "enor of hurnan entanglement in al1 forms of 

desire and attachment" as a "darkness of the heart."15' In examining this further, 

147 Sanford Goldstcin and Shinoda Seishi, trans., Tangled Hair: Strlected Tonkafrotn Miriaregami by 
Yom10 Akiko (Tokyo: Charles E. Tunle Company, hc. 1987) p a m  no. 104. 
'" Konishi lin'ichi, "Many Splendored Thing: Love in Japanese Literature; LdJ' Vol. 39.045 
p.4.rü 1993) 1 19. 

Konishi 40. 
''O Edwin A Cranston, "The Dark Psth: Images of Longing in Japuiese Love Peary," H'd 
Jourtral of Asiatic Siudies Vol. 3 5 (1 975) 6 1. 
15' Crannon "The Dark Path," 61. 
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Janet Walker points out that despite the negative connotations that Buddhist beliefs 

irnposed upon such descriptions of love in Heian love poetry, the message that pet s  

wanted to convey was very different. 

. . . that the expetience of love, by its very intensity, causes the lover to reject the 
Buddhist designation of enlightenment as a positive 'reaiity' and love as a negative 
'attachrnent', and to posit the dreamlike, blissful expenence of love as the highest, 
indeed the only reality. lS2 

Therefore, in Heian Japan, a state of passionate love was both negative and appealiiig. 

In "Maniage Institutions in the Heian Period William McCullough lists the normal 

considerations in Heian mamages as weaith, influence, prestige and political 

advantages. Just as in the arranged marriages of the Tokugawa period, love was 

not necessady a deciding factor for a marital relationship. Hence, a relationship 

based upon passion was elevated to a wonderful drearnlike state thai was not rooted in 

reality and was often fleeting. This tendency in the Heian period to equate counly 

(romantic) love with dreamlike bliss may contribute to a phenornenon that sociologist 

Merry White observes of Japanese young people today: " the arena of romance is 

often quite separate fiom the realm of maniage drearns or realities." '" White goes 

on to discuss the fact that while the appeal of romance is strong amongst young 

Japanese people, the combination of romance, passion and socially approved 

cornpanionship (rnamage) is not necessarily the positive ideal that it is in North 

~merica. 'j5 

This Nonh Amencan ideal view of romantic love, in which love and mamage 

are equated, is well represented in Japan in the fom of Arnefican romance movies 

that end with the hero and heroine entwined in a kiss. An example of ths type of 

movie, that was very popular in Japan in 1993, is Sfeepless in Seattle. The kpanese 

title for the movie is Meguri Aetara which translates as 'if by chance we were able to 

meet' and alludes to the circurnstances of fate that led to three chance encounters 

152 Janet A Walker, "Conventions of Love Poetry in Japan and the West," Jinmd of the Assuciatio~~ 
of Teackrs o J J q r e s e  Vol. 14.1 (1979) 3 1-32. 
'j3 William H. McCullough, "Maniage Institutions in Heian Japan," H-d J m m d  of'kiotc 
Snrdies Vol. 27 (1967) 11 5. 
IH Meny White, ïbe Materi~~l Childr Coming of Age i>t J o p t  andAmetic~ (New York: The Free 
Press, 1993) 180. 
155 White 180. 



between the main characten played by acton Meg Ryan and Tom Hanks. The 

'happy end' movie is described in Japanese as "a sqrisingly heartfelt love story in 

which the magic of love and the mysterioumess of destiny are rnovingly depicted."lS6 

The sentence on the poster for the movie, while merely inàicating the timeline of the 

story, could be said to reflect the very western aspects of rornantic love in Japan 

because both Christmas Eve and Valentine's Day are recogwed as 'special date' 

holidays: "Anection [koi] begins on Christmas Eve, love [ai] cornes cdling on 

Valentine's ~ a ~ . " ' ~ '  

It is interesting to note that when asked what the term 'romantic' means to 

thern, many Japanese young people gave the following responses; starry skies, 

sunsets, loven spending time alone, flowen, chocolates, candle light dinners, 

Christmas and ~ i s n e ~ 1 a n d . l ~ ~  While starry skies, sunsets, and loven spending time 

alone are things expressed in Japanese love poetq, the rest of the images are of 

distinctl y western origin. Furthemore, the majori ty of answers to questions 

regarding the definition of a happy ending in a love story stressed the marriage of the 

main couple159 as an important element. Overall, happy endings were indicated to be 

the most satisfying closure for a love story. '60 These results and the popdarity of 

Nonh Amencan love stories in ~ a ~ a n ' ~ '  are evidence that western romantic love also 

influences young people in Japan today. However, as the following discussion will 

reveal, rornantic love in Heisei Japan is an interesting mixture of Confician, Heian 

and western traditions. 

In the 1959 ethnography Village Japun, the authon explain that marriages 

based stnctly on love have long been associated with love suicides and other 

tragedies. '62 The playwri ght Chikamatsu's love suicide plays are examples of this. 163 

Is6 lapanese rnovie handbill for Skpiess in S e d e ,  Dec. 1 993. 
15' Japanese movie handbill for SIeepIess in Serrttfe, Dec. 1993. 
158 See Appendix C, question 5. 
' 59  See Appendix C, question 3. 
'60 See Appcndix C, question 1. 

Hcndry, Unrderstcmdl~~g J v z e s e  Society, 1 1 5 .  
162 Richard K. Beardsley, Idin W. HaiI and Robai E. Ward, KIIage J' (Chicago and London: The 
University of Chicago Press, 1959) 3 1 7. 
163 See Donald Keene, 7k Mqior Plays ofChikamisu (New York: University of Columbia RKS. 
1969). 



39 

In the late twentieth century as romantic love and marriage converge, Gen-Xers are 

finding it increasingly dificult to marry because, in the desperate punuit for r o W c  

love, the cnteria for the ideal mate among women are becoming more and more 

unrealistic. It seems that it is men, not women who are having the most difficulty 

finding someone to marry because wornen have set unrealistic standards. 

In the 1970's it was cornmon for sociologists in Japan to assert that marriage and 
romance were separate experiences and that passionate romance was not a necessary 
criterion for a viable relationship. Now women are regarded as more inclineci to seek 
a romantic relationship than men. 1 64 

Generally speaking, young wornen in Japan think very carefully about their hiture 

with regard to maniage. Their prospective mates should be a certain height, be 

willing to cook, and they should work for a good Company and have a high salary. 

They are very aware that decisions they make concerning their career lifestyle 

choices will have an impact on the kind of marriage they will have. As Joy Hendry 

says, ' W i s  kind of preparation may sound rather callous to those of us who are 

brought up entirely under the spell of the syndrome of romantic love, but Japanese 

women tend to be very practical when planning their ~ives."'~.' According to a 1998 

report by the Associated Press on a Japanese government s w e y ,  "among Japanese 

single women aged 25 to 29, some 27 percent have 'no will' to get married.166 

Perhaps this is due to a lack of 'supermen' who can meet their very high expectations 

for husbands. The following are the accounts of the marriages of two Japanese 

women who have both followed very specific, although very different courses. 

An Urban Mamage 

~ i e k o ' ~ '  is 29 years old. She has lived in Tokyo for most of her life with her mother, 

father and younger brother. Like most young Japanese women Mieko has a plan for 

her life. She attended a junior college for two years and obtained a kindergarten 

teaching license. nien she went to the England for two years to improve ber English 

and see the world. While in England, Mieko fell in love with a mamed man. 

Naturally, the circumstances of this relationship did not lend themselves to a happy 

164 Applbaum 39. 
16' Hendry, Unders&mdi~~g J'se Sxiety, 149. 
16' "Marrisge Without Merit." Globe rnd Md, Fdl 1 998. 
167 This is a true account. Names have ben changed. 



ending. The relationship was terminated leaving a lonely Mieko to pick up the 

pieces. Mieko returned to Japan at the age of 24. Her goal fiorn that point on was to 

find a suitable man and many him. When asked why marriage was so important she 

replied, "1 have done my own thing and now it is time to look for a husband because a 

woman is most attractive in het late menties. If 1 wait any longer, I won? fmd a 

husband". 

With that Mieko went home, met a man two years older than her who works 

for a major electronics Company and was mamed by the age of twenty- six. She and 

her husband live in their own apamnent in Tokyo and have just purchased a van large 

enough to transport future family members. With the goal of marriage achieved, 

Mieko's next step is to get pregnant, quit her full time job, and become a housewife. 

Rural Versus Urban 

Within a culture, various factors detemiine the way in which people live. In other 

words, life in a metroplis wiil be very different than life in a nual area. While 

Mieko's situation may be a very typical scenario for a young woman in an urban 

seîting, this may not be the case in rural Japan. Take for exarnple, Rie.I6' Rie has 

lived in a t om with a population of 5000 al1 of her life. Wlile living at home, she 

anended a nearby junior college where she rnajored in English literature. Her 

education, coupled with her volunteer activities with the Rotary club and participation 

in a nvo month exchange in Canada, have enabled Rie to achieve a very high level of 

fluency in the English language. Rie is a unique mixture of old and new because her 

international experiences have given her a cosrnopolitan outlook on life, while lessons 

in traditional Japanese arts such as the Japanese harp (koto), flower arranging 

(ikebana) and the tea ceremony (sado) give her an air of Japanese elegance. With her 

talent with languages, Rie could have a promising career as an interpreter. However, 

her situation is cornplicated by the fact that she is the only child of a well established, 

traditional farnily. As a young woman, Rie has an enormous responsibility. She must 

marry a man whose own farnily will allow him to becorne part of his wife's farnily 

and give up his famil y name for hen. In addition to these requirements, he must be 

This is r mie amunt. Nun« have b a n  changecl. 
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willing to give up any plans that he had for his own career and take over the Rie's 

father's roofing company. A situation like this does not lend itself to the 'love match' 

route. And for 24 year-old Rie omiai becarne the only option. However, after several 

unpromising meetings arranged by a go-between, Rie set out to find a husband with 

the correct qualifications on her own and was successful. She and Toshiaki were 

rnarried in the sarne month as her twenty-fifth birthday. Toshiaki has since given up 

his enviable job with a popular retail company to move in with her extended family 

and nui the business. 

In contrast to Mieko's 'love-match', Rie's marriage is very much a business 

transaction in whrch both parties Rie and Toshiaki, have made sacrifices to Mfill 

familial obligations. Althougb Rie found Toshiaiu on her own, she says that she does 

not love him. This is complicated by the fact that up until her wedding day, she was 

involved with another man. Indeed, to a young woman greatly influenced by the 

ideals of the romantic love portrayed in English literature and western movies, this 

would seem to be a nagic turn of events. However, Rie states that out of respect for 

her family, she will cornply and "gaman shimasu " (literally, '4 will endure it). It is 

interesting to note that while Mieko's rnarriage is termed as a 'love mamage' it is, 

still, part of a careNly executed plan rnuch like Rie's arranged marriage. These two 

forms of mamage both exist in today's Japan. The society they exist in reflects the 

conflict between the two. 

Valentine's Dav 

The ultimate celebration of romantic love, Valentine's Day, has taken on a distinct 

Japanese flavour. In the article "Sweet Love and Women's Place: Valentine's Day, 

Japan Style", Millie Creighton states that this very commercialized event is indicative 

of changes in the relationships between men and women since World War II. 16' On 

February 14, single women in Japan target the object of their desire and express their 

'" Millie R Creighton, "Sweet Love and Wornen's Place: Valentine'n Day, Jipm Styl+" J o t ~ m I  of 
Popuim Culture Vol. 27.3 (1993) 1. 



feelings for them with chocolate. It is not until White Day, one month later that 

women find out whether or not the feelings are mutual when the men have the 

opportunity to reciprocate with white chocolate, handkerchiefs, or socks. People in 

Japan feel that Valentine's Day gives wornen the chance to express themselves fieely: 

"Valentine's Day [in Japan] is the only occasion or chance when 'king men or 

women' becomes the focus of aîtention. Moreover, the leading part is played by 

women. We plan to value this occasion."'" However, these two 'westem' holidays 

are also affected by the traditional Japanese practice of reciprocity. This is evident 

because an obligation exists for Ofice Ladies to give giri choko (literally obligation 

chocolate) to their male coworkers. This act is reciprocated on White Day. Thus, 

romantic love is overshadowed by a longstanding Japanese custom. 

Christmas 
Another westem holiday that has corne to be linked with the westem notion of 

romantic love in Japan is Chnstmas. In the late 1980's Chrismias becarne the 

trendiest &y on which to take your true love out for a romantic night on the tom. As 

Anne Pepper remarks, "Chnstmas Eve becarne the most important night of the year to 

have a date - no self-respecting single in Japan would admit to spending the evening 

alone.""' Just as Valentines' Day has been injected with the traditional element, giri. 

a Japanese Christmas reflects the tradition of omiaz. While very commercial in its 

approach, department stores, hotels and other companies that profit from the 

extravagant amounts spent at Christmas, provide services in the fom of mixers, to aid 

those who cannot get a date for the big &y."' In a sense, these institutions are just 

taking on the role of the traditional nakodo or go-between who plays the most 

important role in an arranged mamiage. Hence, despite the fact that the two most 

important romantic holidays in lapan, Valentine's &y and Christmas, were originally 

westem celebrations, they still are related to the traditional Japanese arranged 
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Electronic Love 

In this age of Japanese romantic love, as young Japanese people become more aware 

of themselves as individuals as opposed to king part of a group, people are finding it 

harder to meet people that they are compahile with without the help of a nakodo. 

Popular culture offers some unique fonns of omiai for people to meet people. 

Examples of this are TV Dating shows such as Neruton and Kiss Kiss on which 

perfect sûangen meet, talk, ask each other on dates and are often turned d o m  on 

national television. 173 Another example of a nontraditional version of the traditional 

omiai are the computer dating services and intemet chat sites on which people can be 

formally introduced to each ~ t h e r . ~ ~ ~  Through the medium of mass media, young 

people are canying on an age-dd tradition. 

Romantic Love in Trendy Dramas and the Individualized Self 

In the book Words of love, Eileen Failon talks of love as an individualizing emotion. 

Love is an individualizing emotion; to be in love is to be more hlly aware of oneseIf 
and of the beloved than ever before. It is for this teason perhaps that in each of its 
early periods of development an upsurge of the romance coincided with a 
development of awareness of the importance of the individual; in fact the rise of 
romance is in direct response to the rise of the individual. 175 

This idea can been seen in the trendy dramas that are popular in Japan. If we consider 

Honda Shiro's discussion of Japanese popular culture once more, there is a 

comection between the depiction of young people and their encounters with romantic 

love in these drarnas and Fallon's definition of love as an individualizing emotion. 

Honda states that in popular culture in Japan today Japanese people are portrayed as 

assertive and independent, having the fieedom to pursue their romantic impulses.176 

These are characteristics that were not ideal images in pre-war Japan during which 

time self-sacrifice was important and individuality was suppressed. 177 

173 See Kim Eanham, "W Dating: Mating for Ratings," Mm>gcjjn No. 33 (1994): lû-14 and 56. 
17' See T.K. Ito and Virginia Murray, "Cornputerized Matchmaking" Mimgjrin No. 1 1 (1 99 1): 16-20. 
175 Eileen Failon, Worh of Love: A Complere Gui& to Romunce Fiction (New York: Garland 
Publishg Co., 1984) 5.  '" Honch 78. 
in Honda 78. 
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As Honda indicates, there is more emphasis on the individual in the Japan of 

the nineties than in previous decades. The correlation between the popularity of 

romantic love and the emphasis on the individual is reflected in trendy dramas such as 

Love Generation and The M m  Important Person. In Love Generution the creative 

Teppei fin& himself thnist into the world of advertising sales where suits and short 

hair are the only accepted nom. He and Riko are both two people t y n g  to find true 

love in the fast-paced world of Tokyo and they are constantly reminded that true love 

is not an easy thing to deal with. However, until Riko's father steps in and suggests 

that Riko should look over some of the potential husbands that a nakodo found for 

her, the young couple tries to make their love work. Eventually, despite al1 the odds, 

the audience is given a view of wedding photos at the end of the drarna. Joy Henûry 

observes that marriages, such as Teppei's and Riko's, based on romantic love are 

attractive to the younger generation because it implies that they have the freedom to 

make the decision for themselves rather than having a nokodo decide for them."' Yet 

many young Japanese people are glad for the services of a nakodo and they can still 

decide whether or not they will accept the arrangement. 

An interesting thing is that while there are many dramas in which the two 

main characters end up living happily ever after together, there are equally as many in 

which they do not end up manying each other. The Most Important Person is one of 

these dramas. Kôhei and Miwa have been fnends since elementary school and they 

find themselves together again when Miwa r e m s  to her family after graduating from 

college. The drarna follows their relationship througb six yean of 'will they or won? 

they' scenarios until they finally confess their mutual affection and consummate their 

love. The problem is that by that point, they both have other people vying for their 

love and ultimately obligation triumphs over passion as they go their own separate 

ways. 

Merry White discusses another example of the portraya1 of this type of 

unrequited love in the Japanex young adult magazine, ConCam: 

In al1 issues there are also i1lustr;ned shon stones, whose major theme is romance, 
poctic stories of unrequited or impossible love, acwmpanied by misty illustrations of 

178 Joy Hendry, Mmriuge irr C ' p g  J v  (London: Croom Helm, 1981) 1 17. 



a girl counting daisy petais or writing poetry on a rnisty Ml. Untulfilled love and 
what wouid be to Americans unhappy endings are a feature of these stories. '" 

CanCom also published a rnanual for arrangeci marriages in its October 1989 issue.'" 

At the end of her discussion, White concludes that by means of a popular magazine, 

traditional views about love and marriage are being directed at young women.'*' This 

idea helps to explain why although Love Generotion offen a 'happy wedding 

ending', the theme running through the whole drarna is 'me love never rwis smooth'. 

This slogan is ofien a subtle reminder on billboards throughout scenes in the drama. 

Teppei even has a poster of this billboard on his refngerator. A crystal apple that is 

also part of the poster pops up in various scenes. While 1 cannot ver@ the reliability 

of the following explanation for the apple, this fan 'quotes' the producer on an 

unofflcial h a  web site: 

Everyone is probably wondering about the crystal apple, right? [. . .] 
According to the producer, the deep meaning behind the qstal apple is that there is 
only one tme love and that is Adam and Eve - hence, the apple. But why crystai? 
Because it's a very fragile element. When you look through it, things looks upside 
down, symbolizing Te pei's torned [sic] apart between Mizuhara [high school 
girlfnend] and Riko. M!' 

The juxtaposition of this slogan and the fragile apple, with the theme Song "Happy 

~ n d i n ~ " ' ~ ~  and the title Love Generation creates a very mixed message about 

romantic love in Japan in the nineties. The audience, although enchanted by the 

beautiful wedding photographs at the end, knows that the relationship will be a hard 

one because of the unstable, passionate love upon which it is built. Similarly, in The 

Most lmportunt Person romantic love does not triumph at al1 because the hero, Kôhei, 

and his mie love Miwa realize that romantic love is not a strong enough basis for a 

mamage. 

In the last episode of the drarna, when Kôhei's sense of obligation to his 

fiancée, Hiroko and her parents gets the better of him, he reaiizes that he carmot be 

White 180. 
''O White 180. 
''' White 181. 
182 Love Generolion Spciol: Behid the Scerws, online, Internet, 30 Mar. 1998. 
'83 Ôtaü Eîchi, "Shimasem &?tsurnatsu wappy Ending]," CD single, The Niagara Entaprises, 1997. 



with Miwa. In anguish he tells Miwa that he does not know what to do any more. 

Miwa selflessly says the following. 

Me liking you, that was just an illusion. It was probabl y the same for you, too. 
Our love for one another was nothing more than an illusion. So don? worry. 
Besides. 1 haven't refused the marriage proposai and 1'11 probably get rnarried before 
you do! We are nothing more than childhood fnends. Go to Hiroko and don't worry 
about me. 

Thus, romantic love is not dependable. Miwa and Kôhei only imagined that they 

were in love. Kôhei's potential mamage to Hirokq already approved by her 

traditional parents, is a much safer bet. In the final scene of this cirama, Kôhei's 

words M e r  enforce the idea that romantic love and marriage are not ideal together: 

Kôhei: You know, since I've gotten rnanied [to Hiroko] and have been 
separated tiom you, there's sornething that 1 finally somehow 
understand. And that is, that you are the most precious penon in 
my life. 

Miwa: Kô hei ! 
Kô hei : But.. . that's why even if our lives go in different directions, 1 don't 

feel that sad. This may sound strange but, ever since that night 
[they made love for the first tirne], I've felt like you have been 
with me constantly. How can 1 put it? It's like we're in the same 
school, but in different classrooms. When 1 think of it like that, I 
feel reassured. [. . .] You and 1 wifl aIways be together. Together 
forever. 

Kôhei's final words, "together forever', are reminiscent of Heian notions of love 

existing on a higher plane than reality because he and Miwa will always be comected 

through their souls. Thus, their love exists on a different plane than the love that he 

will nurture with Hiroko which is grounded in Confucian values of loyalty. Both the 

Kôhei/Miwa saga in The Most lmportunt Person and the fiagile relationship that 

Teppei and Miwa share reflect the longstanding belief that mamage and romantic 

love are not necessarily a positive combination in twentieth-century Japan 

Romantic love associated with marriage is a relatively recent phenornenon in modem 

Japan. The approach that contemporary, young Japanese people take to romance is a 

dynamic mixture of traditional values that are rooted in Confücianism, the Heian 

'unreal' idealization of romantic love, the West's preoccupation with happy endings 

and a new sense of individudity. Both real life situations and the depiction of 

romance in popular cultue suggest that a love marriage is still not a universaily 

accepted positive ideal in Japan. As we see in Kôhei and Miwa's 'unhappy' love 
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story, for Generation X 'mie love never nuis smooth', but as long as they remember 

that, they can enjoy the thrill for a while. Jut  as this chapter has provided a look at 

love in Heisei Japan through the lens of popdar culture, chapter four wdl provide a 

detailed examination of romantic love in Heian Japan as it is depicted in the romances 

of the period. 



Cbapter 4 
Love at First Imagination 

Romantic Love in Heian Japan 

They [romances] have set down and presewed happenings from the age of the go& 
to our own. The Chro,licles of J i t  and the rest are a mere fiagrnent of the whole 
truth. It is your rornances that fil1 in the details. 

It is ironic that these are the words of Genji, the princely hero of one of Japan's, and 

perhaps the world's, earliest romances, The Tnle of Genji. These words are part of 

the famous 'Apology for Fiction' section of the novel in which it is said that the 

author uses her male protagonist to defend fiction in a society in which romances 

were a woman's frivolous pastime and were Frowned upon by menJs" As Genji 

suggests, the romance literature of the Heian period reveals a plethora of information 

about romantic love in eleventh-century Japan. Within the pages of the faiq taie The 

Tale of the Lady 0chikubofa6, the poem tale The Tales of Isef8', the pets, of Izurni 

~hikibu'", Sei Shônagon's Pillow ~ook''' and, of course, The Taie ofGenji, the 

ntuals of Heian romantic love are played out again and again: the beautifully 

coloured silk sleeve of a kimono emerging fiom beneath a screen; a fiagrant wafi of 

incense; the shy silhouette of a woman barely visible; secret midnight rendezvous; a 

letter composed un fine paper in an elegant hand; partmg at dawn; a forbidden love. 

These images have been captured over and over again in the poetry and fiction of 

Heian Japan. A romantic f ia i r  would start with the fragment of a glimpse, a sound, 

or a fragrance. The following is an examination of the 'details' of Heian society that 

la Seidensticker, The Genj, 437. 
185 mis is a widcly acceptd interpretation of this panicular passage. Se+ Wm. Theodore de Bary. ed. 
Sources of Jqmtese Tradition, h l .  I (New York: Columbia University Press, 1 964) 1 76. 
'" In hpanese Ochikr~bo Mo?wgatrian. It is thought that the taie was written in the Iast half of the tenth 
cmtury before Murasaki Shikibu wote Tht, Taie of Gmji. It rescmbles the western fairytale 
Cirrderdfa because it has a beautifid young woman, a wicked stepmother and stepsisters, a noble lover 
and a happy ending. 
187 H. iay Harris, tram-, Thr Taies of Ise (Tokyo: Charles E. Tuttie Co., 1972). in Japanese, Ise 
Moirogalari. It was written in the early 900's. Thm is speculation that Murasaki Shikibu may have 
used the poem taie romance as a mode1 for The Taie ofGenji. 
Iss nie Iami Shikibu D i q  (ca. 1003) ( h m i  Shikibu ni&&) focuses on the poet Lwni Shikibu's &oir 
wit h Prince Atsumic hi, the haif-brot her of her lover Prince Tametaka. ï h e  atfair occutred after 
Tametaka's death. 



the romances of the period offer, starting with the innocent beginnings of a love affair 

and leading to the ofien bittenweet end. 

Heian Heroes 

What kind of man caused a Heian woman's heart to race? The answer to this lies in 

the heroes of the romances. One of the earf iest heroes of Heian fiterature was a real 

penon who became a 1egenda-y figure, the farnous tank poet of the ninth century, 

Ariwara Narihra. His 3 1-syllable poems are included in both the Kokznshtî 

(Collection of [Japanese] Poems Ancienr and Modern, Ca. 920) ,and The Tales cflse. 

The legend of Narihira as a dashing lover seems to have become a mode1 for later 

literary heroes, including Prince Genji (The Shining Prince) himself 19'. The 

following poem fiom the KokznsW illustrates Narihira's ability to perceive and 

convey the mystical dual nature of 10ve:'~' 

Kakihuasu 
kokora no yami ni 
madohiih 
yume rrrsrrtstc ro MW 
yohito sadame yo 

I am lost in the 
total darkness of the heart- 
people of this world 
you decide for me if love 
was a dream or 

The Kokinshzi also contains poems attnbuted to ~ a r i h i n i ' ~ ~  that allude to the idea of 

the lover as vulnerable. 
Aki rio rio I I I  

sasa wakeshi ara rio 
sude yori mo 
awadt! kushi yo 20 

hiji masarikent 

Wetter than sleeves that 
have pushed through fields of barnboo 
grass on an autumn rnom 
are mine when 1 retum 
on a night we did not meetIg" 

189 ~ a k m  no Sôshi (ca. 1000) is a collection of lists and observations recordeci by the c m  lady Sei 
Shônagon, a contemporary of Izumi and Murasaki Shikibu. 
lgO Earl Miner, Roben E. Monell. and Hiroko Odagiri, The Prir~teton Cornpanion to Chsicai 
Ja rese Lirerature (Princeton, NJ: Princeton University Press, 1985) 143. 
19P" Janet A. Walker, "Conventions of Love Poctry in Japan and the West" Joumf  ofthe Association 
O Teachrrs of Jc~~a,~ese Vol. 14.1 ( 1  979) 32. '' Laurel Ruplici Rodd. tram.. Kohshri: A CalIec~im o/Pantr Ancimi m d M d e m  (Rinsctan: 
Princeton University Press, 1984) 234. 
193 Janet A Walkcr indiaues that the authw of thir poem is Narihira, sec Wdker 4 1 . However, in the 
Ko&imhri Rodd notes that the author is anonymous but that the poem did appear in The Tule of 1s. In 
the tale the passage bcgins with "Long ago thcre was a man.. ." which is usually associated with 
Nari hira. 
Ig4 Rodd 227-228. la Heian poetry, the image of wct deeves wss an allusion for weepiag out of 
loneliness for a loved one. 



It is these types of tonka combined with his representation in The Tales of Ise that 

have contnbuted to the heroic yet wlnerable image of the legendary lover Anwara 

Narihim. Narihira's virtues are summed up well by Ki no ~swayuki ' s '~~  "half- 

gnidging, half-admiring comment in the preface to the KokinFhzi that Narihira's mind 

(or heart) was too great and his words too few well captures the intense intellectuality 

of his style."'% Thus, readers today have an image of Narihira as an articulate man 

susceptible to the whims of love. 

Likewise, the ability of h i  Shikibu's lover Prince Atsurnichi to express his 

intense love for her is revealed in her diary through poems such as the following: 

"1 was moved by the fearsorne howling of the wind and wondered how it must affect 
you : 
Karehutete Lonely in her 
Ware yori hoka ni withered solitude with none 
Torr hito mo Save me to visit her, 
Arashi rto ka=e O what feelings must be hers, 
Ikga kikrrran hearing the stom-wind rage? 

The very thought of it was more than 1 could bear." 
His words brought her a glow of pleanire.'97 

Because he admits to being moved by forces of nature, the reader is made aware not 

only of the prince's feelings but also of his vulnerability. Another of Prince 

Atsurnichi's admirable qualities may have k e n  his willingness to de@ acceptable 

societal noms in order to reach out to a lonely woman with a rather scandalous 

reptation. 

The most famous romantic hero of the Heian pend is Prince Hikaru Genji 

created by Murasaki Shikibu. In his critical work The Bridge ofDream: A Poetics of 

'The Tale of Genji ', Shimne Hmo rnakes the following observation of the man so 

aptly nicknamed 'me Shining One." 

Genji becomes a great lover-hero not simply because he conques women but 
because he has also mastered the "artsn - poetry, calligraphy, music - of counshi p. 
The same applies to Gmji's political triurnphs, which are measured by a cultural and 
aesthetic code that tfstllscends the usual notions of power and influence. Genji 
consolidates his power not as a scherning and ambitious politician but as a man of 

-- - - - . -- - -- 

19' Ki no Tsurayuki (Ca. 872-945) was the compiler of the Kokinshu as well as a noted ~mata pon 
1% Miner, More11 and Odagiri 1 43. 
lg7 Edwin A. Crannon, mm., The I'ni Shikibu D i q :  A Romme of rk Heîm Couri (Cambridge, 
MA: Harvard University Press, 1969) 178. 
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miyobi (iiterally, "courttiness"), as a noble devoted to the acquisition of courtiy 
graces, good taste, and aesthetic sensibility . Ig8 

in other words, Prince Genji was a well-rounded man with a natural grace and 

elegance. "He [Genj i] had grown into a lad of such beauty that he hardly seemed 

meant for this world."'" Throughout the novel, the author of the Genji bestows 

praise such as this upon the prince. As if to remind the reader that Genji was indeed 

'the Shining Prince', Murasaki Shikibu remarks on his talent in the arts that were so 

important to courtship. 

When he was seven he went through the ceremonial reading of the Chinese classics, 
and never before had there been so fine a perforrnan~e.'~ 

1 need not speak of his accornplishments in the compulsory subjects, the classics and 
the like. When it came to music his flute and koto made the heavens echo- but to 
reccint al1 his virtues would, 1 feu, give rise to a suspicion that 1 distort the truth.201 

It is doubtless that these natural talents and extraordinary good looks allowed Genj i 

the great liberties he took with many women. There are episodes in the novel in 

which Murasaki Shikibu depicts the prince almost forcing his amorous advances upon 

women.'" The following passage is from "The Safflower" chapter when Genji visits 

a princess of Iower status and forces his way into her chambers. 

He talked on, now joking and now earnestly entreating, but there was no ftrther 
response. It was al1 very srrange - her mind did not seem to work as   th ers did. 
Finally losing patience, he slid the door open. Tayu [the lady's nurse] was aghast - 
he had assured her that he would behave himself Though concemed for the poor 
princess, she slipped oKto her own room as if nothing had happened. The princess's 
young women were less disturûed. Such misdemeanors were easy to forgive when 

203 
the culprit was so uniquely handsome. 

In other words, Genji's questionable actions were easily forgiven simply because he 

was 'the Shining One'. 

198 Shirane Hamo, n e  Bridge of Dreams: A Poefics cf 'The Tale of Genji ' (Stanford, CA: Stanford 
University Press, 1987) 30. 
199 Seidensticker, lk Genji 13. 
200 Seidensticker, The Genji 13. 
20 1 Seidensticker, 7k Genji 24. 
202 See pmicularly the "Lavender" chapter in which Genji has sexual relations with his aepmother 
Fujitsubo and the '*HeartvineW chapter in which he crosses the linc with the heroinc Murasaki and 
becomes lover mher than a hther figure. 
103 Seidensticker, The Genji 120. 



Despite Genji's tendency to pursue passionately his romantic desires, he was a 

loyal man capable of king deeply affecteci by the emotions of others. In the words of 

Murasaki Shikibu, "Genji was a generous man and he did not abandon women to 

whom he had been even slightly d r a ~ n . " ~ ~  His continuous support of the orphaned 

safllower princess mentioned above, whose bright red nose made it difficult for her to 

find a husband, is an example of his loyalty.205 His genuine grief afier the death of 

his first wife Lady Aoi, with whom he did not even seem to get dong, illustrates his 

nlnerability as a man and a husband. 

. . . he was unable to sIeep. He thought over their years together. Why had he so 
carelessly told himself that she wouid one day understand? Why had he allowed 
himself silly flirtations, the srnaIIest of them sure to anger her? He had let her carry 
her hostility to the grave. The regrets were strong, but useless. [. . .] 

Kagiri weba Weeds obey niles. 
Uscurni goro rno Mine are the shallower hue. 
Asu kerrdo But tears plunge 
Nami& IOSO de my sieeves 
Fuchito ~nan'kan~ 'O6 into the deepest wells. 

He closed his eyes in prayer, a handsomer man in sonow than in t~a~~iness. '~ '  

When his two mie loves, first Fujitsubo and then several years later Murasaki, pass 

away, Genji once again reveals the depth of his emotions in a subtle and elegant 

fa~hion.'~' Even in times of great sadness "The Shining Pnnce" is ever the eloquent, 

refined hero. 

Pnnce Genji, himself, passes away before the end of the novel and is 

succeeded by his assumed son, Kaoru and his grandson, Niou. 

The shining Genji was dead, and there was no one quite Iike him. It would be 
irreverent to speak of the Reizei emperor. Niou, the third son of the present emperor, 
and Kaom, the young son of Genji's Third Princess, had grown up in the sarne house 
and botb were thought by the worid to be uncommonly handsome, but somehow they 
did not shine with the same radiance. They were sensitive, cultivated yowig men, 
and the fact that they were rather more loudly acdaimed than Genji had been at their 
age was very probabl y becau se they had been so close to him. 'OD 

Seidensticker, ï k  Genji 387. 
205 See Seidensticker, The Ge,lii, Chapter 6 "The Safflowef' and Chapter 23 "The First WarbIe?'. 
206 The classical Japanese versions of the poctry in the passages frorn the Gmj! and ni4 Tule of the 
Lody Ochihbo are taken fiom Abe Akio, Akiyarna Ken, and Imai Gene, usas. N i h  Loten bu~~gaku 
zemhri vol. 10 and 12- 1 7 (Tokyo: Shogakkan, 1974). 
207 Seidenst icker, The Gwji 1 7 1. 
"8 Sa Seidensticker, Xhe Genji 340 and 716-722. 
'O9 Seidensticker, Tk Getgi 735. 



As is evident in this passage, no one could replace the brilliant Genji as a Heian hero. 

However, thanks to familial association, his descendents carry on his legacy for the 

remainder of the novel. Al1 the legendary heroes discussed above possess a cultured 

sensitivity with which they carry out their &airs in a manner that appealed to the 

romantic sensibilities of readers of Heian romances. 

Ferninine Mystique 

One may wonder what type of woman Prince Genji and his other fictional 

counterparts sought out. Just like the men, Heian women were equally adept in the 

rituals of courtship. Aithough women were forbidden to study Chinese (the language 

of politics) they were al1 literate in their native Japanese language and well versed in 

the Kokinshiî, and the classical Iiterature of the period. This howledge, combined 

with a talent for calligraphy made it possible for women to participate in wiw and 

romantic poem and letter exchanges with their lovers. The poet Izumi Shikibu is a 

good exarnple of an accomplished Heian woman whose "fame as a p e t  is deeply 

involved with her reputation as a passionate ~ornan.""~ Even the oppressed Lady 

Ochikubo is capable of captivating her suitor with a response to his poem. 

MeanwhiIe the Lord had sent this poem- 

Yoso ni te ha 
Nahowa ga koi wio 
Mam kugami 
Uinmi kage 10 ha 
Ikade rlaramarhi 

Absence the stronger 
Has made my love; let us be 
As are a figure 
And its shade in a mirror- 
Ever inseparable 

The same day the Lady answered for the first time- 

Inseparable 
Though now we rnay seem to be, 
This thought saddens me- 
Your love rnay be as fleeting 
As shade in a mirror 

The poem was written so charmingly that when the Lord read it his face expressed 
his hopes and his 

2 10 Crafiston 3. 
' ' Wil fred Whitehouse and EUo Yanagisawa, tram.. 7he Tuk ojfk Lp3. Ochikubo: A T d  Ce~ttury 

Jipniese Nowl (New York: Anchor Books, Doubleday and Company Inc., 197 1 ) 32-33, 
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Similady, while Prince Genji is in exile at Suma, his ladies in the capital correspond 

with him. His lifelong cornpanion, Murasaki's reply to one of his letters contains a 

poem that stirs Genji' s hem. 
And Murasaki's reply was of course deeply moving. ïhere was this poem: 

Urabito no Taking the bnne 
Shihokutnt~ s& ni on that strand, 
Kurabe mi yo let him compare 
N m i j i  he dotsuru His dripping sleeves 
Yom no koromo wo with these night sleeves of mine. 

The robes that came with it were beautifully dyed and tailored. She did everything 
îo well. [. . .] Thoughts of her, day and night, became next to unbearable."' 

This passage illustrates the hold that a woman with poetic ski11 could have over a man 

of sensitivity. 

It was also important for a woman to possess a flare for music. In the 

following scene the Akashi lady, the future rnother of Genji's daughter, plays the koto 

as a farewell tribute for the prince before he retums to the capital afier a sojourn in 

the provinces. 
She was apparently in the mood for music. Sofily she tuned the instrument, and her 
touch suggested very great poIish and elegance. It was in the modem style, and 
enough to bring cries of wonder from anyone who knew a little about music. The 
koto of the lad before him was quiet and d m ,  and so rich in ovenones as almost to 
arouse envy . 21 K 

Being a skilled musician himself, Genji cannot help but be moved by the Akashi 

lady's artistic talents. Her music had the power to conjure up the old longings for 

Fujistubo who was his ideal in every way because "there was no one really like 

her."2'' In Genji's eyes, Fujitsubo's only rival was the equally accomplished and 

graceful Murasaki. 

In the narrow world of the Heian court, women of the aristocracy, such as 

Murasaki and Fujitsubo, were hidden away from the world behind voluminous layea 

2 11 Seidensticker, The Gcnji 233. 
213 Seidensticker, 7k Gmji 266. 
214 Seidensticker, ï k  Genji 18. 
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of silk kimonos, long flowing locks of kir,  fans, decorated screens, and bamboo 

blinds. For a Heian nobleman the world of women was a translucent mixture of 

music, fragrances and suggestions.215 Such seclusion rneant that catching a fleeting 

glimpse of a woman could be an erotic experience for men because women were 

constantly hidden from them. 

A group of ladies-in-waiting was seated behind the bamboo blinds. Their 
cherry-coloured Chinese jackets hung loosedy over their shoulders with the collars 
pulled back; they wore robes of wineria, golden yellow, and other colours, many of 
which showd beneath the blind covering the hdf-~huner."~ 

It is likely that the visibility of the robes in the scene described by the Heian court 

woman Sei Shônangon was carefully orchestrated by the ladies-in-waiting rather than 

a careless mistake. In The Wudd of the Shining Prince, Ivan Morris describes two of 

these types of fashion devices that women ernployed in order to attract the attention 

of men without rcvealing more of themselves than was sociaily acceptable. The first 

was oshidushi, the practice of letting carefully dyed kimono sleeves protrude from 

beneath the curtain of state while talking to a man, and the second was idushipmrna 

in which women let their multi-layered sleeves hang enticingly outside the camage 

when they were on an outing.'17 In the "Heartvine" chapter of The Tuk of Genji, 

bnghtly coloured sleeves seem to add life to a festival in much the same way that 

young women's prom dresses might brighten up a dance today: "The sleeves that 

showed beneath the curtains fulfilled in their brightness and variety al1 the festive 

promise." The trained eye of an aristocratie man could discem a trace of a 

wornan's personality from just the hint of a sleeve, and his desire to become more 

intimate with her could prompt him to get a better view. 

If a sleeve triggered a man's desire to become more intimate with a woman, 

his next step was norrnally to get a better look at the wornan of his dreams. 

Esperanza Ramirez-Christensen argues in the article "The Operation of the Lyrical 

Mode in the Genji Monogatari" that because kaimmni or "catching a glimpse of a 

woman behind a banier" is a recurring theme in Heian romantic tales and poetry, it 

2 15 See Moms, lik World of the Shining Prime. Chapter 8, 1 99-250. 
2 I6 Morris, The Pi l /m  Book 34. 
217 Moms, 7ne Worî" of the Shinng Prim4 204-205. 
'18 Seidemicker, î7w Genji 1160. 



cm be seen as an "archetypal motif signifjmg the inception of love." The mere 

suggestion of femininity, "the rnomentary, elusive glimpse that leaves the subject 

yearning for more", captures the imagination of Heian men and leads them to pursue 

this subtle hint of beauty. '19 The most famous example of himami is fkom the 

opening episode of The Tales of Ise. 

Once a man who had recently corne of age went hunting on his estate in Kaniga, 
near the former capital of Nara, where he caught a secret giimpsc of two ememely 
attractive siners who lived in the village. Startled and excited by the sight of such 
beauty in the ruineci capital. he tore a nrip fiom the skin of his hunting robe. which 
was imprinted with a rnoss-fem design. inscribed a verse, and sent it to them-220 

This type of rornanticized voyeurism is depicted over and over in The Tale of Genji 

and seems to run in Prince Genji's family. The young Murasaki's fate as Genji's 

lifelong lover is sealed when he first lays eyes upon her through a wattled fence. 

"What a discovery! It was for such unforseen rewards that his amorous followers 

were so constantly on the prowl. Such a rare outing for him, and it had brought such 

a find! She was a perfectly beautiful child. He was ôeginning to make plans: the 
"1 222 child must stand in the place of the one whom she so resemb1ed."-' , Genji does 

manage to spirit the child away and they eventually become lovers. Genji's 

preoccupation with Murasaki puts stress on his official mam-age to Lady Aoi. Unlike 

the romantic begimings of his relationship with Murasaki, that mamage was 

arranged by the bride's and the groom's fathers. Neither Genji nor Aoi seem 

pariicularly enthralled with one another because the excitement of courtship is 

lacking. 

The Stuff Fairytales Were Made of 

Just like the marriage of Prince Genji and Lady Aoi, Heian court marriages were 

often dictated by politics because men mamied their daughten off to powerful suitors 

in order to gain a higher public position. How then could Milnerable, sensitive, and 

2 19 Esperanza Ramirez-Chri stensen. "The Operation of the Lyrical Mode in the Genji Momga!uri." 
üki@ne: Love in 'The Tale of Genji ', ed. Pekarik (New York: Columbia University Press, 1982) 33. 
Rarnircz-Christensen states that whilt himami literdly means "pecring through a gap in the hedge," it 
alludes to the idea of a man "catching a giimpse of a woman behind a bdcr." 
Uo Shirane 47. 1 prefer Shirane's rendering of the tcxt to that of Harris. See Harris. 35. 
22 1 Here "the one whom she so resembled" refers to Fujitsubo, Genji's infatuation and also his 



elegant men like Prince Genji find happiness in such a stictly govemed environment? 

If the love stories are any indication of the society, then the answer is romantic 

intrigue outside the confines of marriage. As Earl Miner notes "given the arranged 

nature of mamiages of the hi& nobility and the serious &ont of an &fair with a 

woman of the same social statu as one's consort, romantic practice and romantic 

notion often involved the highbom lover with a woman of lower stature.'"23 Indeed, 

this is the theme of The Tale of the Ludy Ochikubo. in which the unfortunate 

orphaned Ochikubo is courted and rescued from the grips of her wicked stepmother 

by a hi@ ranking major-general. At the end of The Dimy o f l u m i  Shikibu, Prince 

Atsumichi's first wife leaves him because he has brought I m i  Shikibu - a woman 

of il1 repute and thus low status - to live with him in the main house. 

Similarly, romantic themes are exploited further with the illicit pursuit of 

wornen belonging to other men. Perhaps the ultimate depiction of the punuit of 

forbidden love is found within the 54 chapten of The T d e  of Genji, a "pattern set in 

the very first chapter, "Kiritsubo," with the love of Genji's royal father for his 

relatively lowbom mother.""' Genji himself is guilty of numerous class 

transgressions with Yugao, the Akashi Lady and other women of a lower social 

status. The fact that a woman belonged to another man did not deter Genji fiorn his 

amorous punuits. Evidence of this lies in the Shining One's intimate relationship 

with his own steprnother, Fujitsubo, and his endless attempts to bed the Suzaku 

Emperor's soon-to-be conson, Oborozdciyo, in the narne of passion. In later chapters 

of the Genji, his best fiend's son, Kashiwagi, fathers the child Faom] of Genji's 

own wife, the Third Frincess, and Kaoru and Niou are both entwined in secret 

relationships with the beautiful Ukifune. It is h m  these illicit, ofien awkward, but 

always very passionate, relationships that the true essence of a Heian romance is 

born. That essence is mono no mare. 

Mono no Aware: The Essence of Love 

Al1 of the relationships discussed above reflect one of the most valued aesthetic 

qualities of the Heian p e n d  The classical scholar of the Tokugawa perioâ, Motoori 
- - - - - -. - - 

223 Earl Miner, "The Heroine: Identity, Recurrence, Destiny," Lhhf irr~:  Low in 'Th4 Taie of Genji '," 
ed. Pekarik (New York: Columbia University Press, 1982) 69. 



Norinaga (1730-1 801) devoted years of study to The Tale of Genji and concluded that 

the tale was the ultirnate expression of the Literary ideal mono no aware.'" This term 

defies translation into a single English term because the aesthetic quality it embodies 

is determined by the context in which the term is used. Literally, mono means 

'things', no means 'of, and avare is an expression of deep feeling. The following is 

a description of mono no mare by Motoori Norinaga: 

To spell it out: with al! the variety of things in this world, to savor rnyriad deeds in 
one's hem, to absorb the essence of myriad deeds in one's heart according to what 
one sees with rhe eye, hem with the ear, touches with one's being- that is to know 
the essence of things, to know the aware of things.226 

In the introduction to her translation of The Kagerô Diary, a literary precursor to The 

Tale ofGenji, Sonja Amtzen defines the mare of Heian Japan as a "fine tuned 

sensitivity to the transience of things, an awareness that things are most precious just 

when their loss is irnn~inent."'~' The following is the definition for mono no mare, 

devised by Akiyama Ken, the noted Japanese scholar of Heian literature. 

. . . it cm be said that the specific things that invoke mare are indirectly sensed and 
felt. Specifically, [these objects are] the love and sentiment central to the relations 
between parents and children and men and women within the context of the fate of 
human existence and its unavoidable sadness, separatioc and suffering, and, poetry 
and literature, music and art as well as the beauty that exists in natural scenes and the 
periodic changing of the seasons. The emotion or feeling that takes root and is 
inspired by each of these things is mono m mare. The tendency towards pathos and 
sorrow is universal. That is, the auwe of a phase of an individual's limited 
experience transcends and becornes generalized and universalized. h can be said that 
the fusion of the feeling or sentiment of subject and object is one aspect of mono no 
aware. 228 

1 think that Akiyama's definition suggests tive very key ideas. These five elements 

are as follows: 1) beauty and happiness are fleeting; 2) sadness is an unavoidable and 

poignant emotion; 3) nature's cycle of life and death and changing seasons mirron 

these realizations; 4) emotions are stirred by poetry and music; and 5) love is a 

dominant inspiration of aware or a sensitivity to things. In the Heian pend,  the 

$24 Miner. "The Heroine* 69. 
25 Ueda Makoto, uMotoori Nofinaga", The Kodmsh Encycclopedio of Japm> 1983 cd. 258. 
"' Nonna Field, 7ne Splem'or oflo~tginig in The Taie of Ge@ (Princeton, New Jersey: Princeton 
University Press, 1987) 299. " Amtzen, ine Kager6 Diary 6. 

Akiyama Ken, "Mono no awme." Nihm koten bungaku kijiten. (ïoLyo: Iwanarni Shoten, 1983) 
25. 
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melancholy emotions that beautiful nature scenes could invoke were often the 

inspiration for a wistful tanka or a melancholy Song and that often alluded to a human 

emotion. 

in light of Nonnagays description, perhaps another way to descnbe mono no 

aware is as a mood or essence that pervades the everyday, making each single 

experience and encounter part of a unique whole. In other words, mono no m a r e  is a 

unifying emotional mood. For a Heian aristocrat it was the appreciation of the 

seemingly insignificant and fleeting things that gave life its vitality. 

As mentioned above, love inspires mono no aware. According to Norinaga, 

The Tale ofGenji expresses mono no more through its descriptions of love affain 

because "love, more than any other emotion, moves human hearts deeply, and it is 

therefore an especially rich source for the mono no uwcire e ~ ~ e r i e n c e . " ~ ~  In a love 

story, mono no mure  is conveyed to the reader through the eamest words or 

unconscious actions of lovers yearning for their sou1 mates with the realization that 

their longings for love may never be fulfilled and that even if they are, it rnay be a 

fleeting thing. These expressions of uwore are often subtle, indirect allusions to the 

actual emotion. In The Tale ofGenji such subtleties abound. 1 concur with 

Norinagays declaration that this novel is the ultimate expression of the mare of the 

Heian period and will therefore focus mainly upon the love stories within the Genji 

for the remainder of this discussion. 

Expressions of Aware 

In The Tale of Genji. the theme of longing dances in and out of the chapters. It 

begins with the yeaming of Genji's father, the emperor, for his dead wife, Kiritsubo. 

Genji's illicit and constantly thwarteà, love for his father's new wife, Fujitsubo, 

resonates throughout the tale. 

Constantly by his father's side, Gcnji spent iittle time at the Sanjo mansion of his 
bride [Aoi]. Fujitsubo was for him a vision of sublime beauty. If he could have 
someone Iike her - but in fact there was no one really Iike her. His bride too was 
beautifid, and she had had the advantage of wery iuxury; but he was not at al1 sure 
that they were meant for each other. The yearning in his young hem for the other 
lady was agony. . . . On evcnings when there was music, he would play the flute to 

Matsumoto Shigaq Motmri Niwillylga (Cambridge, Massachusens: Harvard University Press 
1970) 47. 



her koto and so cornmunicate something of his longing, and take some cornfort fiom 
her voice, soft through the mains. 

To a Heian audience, this ill-fated love was beautifid. Through the music of his Bute, 

Genji tried to convey feelings for Fujitsubo that could not be voiced. His aware 

found expression in music, the ody outlet available since he does not have access to 

her person. 

In the romances of this period, this longing was ofien captured in the 3 1- 

syllable poetic form, tonka. The following is a touching farewell between Genji's 

grandson, Niou, and the beautifid Ukifune after a clandestine meeting. 

He could not possibly stay another day. "My soui," he whispered as he made ready 
to go, "does it linger on your sIeeve?" Wishing he could be back in the city before 
daylight, his men were coughing nervously. She saw him to the door, and still he 
could not lave her. 

She was touched 

What shall I do? 
These tears run on ahead 
And plunge the road 

1 must go 
into utter darkness. 

So nanow my sleeves, 
they cannot take my tears 
How then shall 
1 make bold 

to keep you with me? 

A high wind roared through the trees and the dawn was heavy with tiost. Even the 
touch of their robes, in the moment of parting, seemed cold. He was smitten afiesh 
as he mounted his horse, and turned back to her; but his men were not prepared to 
wait longer. In a daze of longing, he at length set out."' 

This simple poetic exchange is very moving. One can almost feel the fiostiness in the 

air and the cold void forming in Niou's hem. It recalls Juliet's words in the balcony 

scene in Romeo and Juliet: "parting is such sweet sorrow." 

An excerpt from Sei Shônagon's PiUow Book confirms that taking leave of 

one's lover was an event overflowing with 'sweet sorrow'. 

Presently he raises the lattice, and the two lovers stand together by the side door 
while he tells her how he dreads the coming day, which will keep them apan; then he 
slips away. The lady watches him go, and this moment of parting will remain arnong 
her moa c h m i n g  mernories." 

230 Seidensticker, Tho Genji 19. 
Seidcnsticker, Tk Ge~tji 985. 

232 Morris, The P i l h  Book 49. 



The following scene in "The Sacred Tree" chapter could have been the one Shônagon 

i s  descniing. It is early morning and Genji is preparing to leave the quarters of 

Oborozukiyo before anyone becornes aware of their tryst. 

The lady was sad, and more beautifid for the sadness, as she recited a poem: 

Kukoro kma They say that it is dawn, 
kTaraguta d e  wo that you grow weary. 
Nurusukarra 1 W W ,  

A h  !O wo sh~fim my sorrows 
K m  ni mkeremo wrought by myself alone. 

He answered: 

Nagekt tsrrrsir You tell me 
Waga yo ha kakure that these sorrows 
S U ~ S P  fo y~ must not cease? 
Mum rio akubeki My sorrows, my love 
T o h  to rno r i a k t 4  will neither have an ending. 

He made his steaithy way out. The moon was cotd in the faint beginnings 
of dawq sofiened by delicate îracings of min." 

Once again, nature plays a role in the aware of the scene as the coldness of the moon 

mirrors the sorrow of lovers forced apart. 

Moving good-byes are plentiful when Genji prepares to go to Suma and bids 

farewell first to Murasaki and then to Fujitsubo. Al1 of the poerns resonate with mono 

no aware. 

[Genj i] 
Mi iw kahite I now must go into exile. 
h m  hem tom0 In this mirror 
Kimi ga armi an image of me 
Sararru kagarni no will yet remain 
Kage ha harmreji beside you. 

Huddling against a pillar to hide her tears, she Murasaki] replied as if to herself 

Wakmeremo If when we part 
Kage&titomaru an image yet remains, 
Mononarabu Then will 1 find 
Kugmi w v  mitemo some comfort 
Nagusamere mashi in rny sorrow. 

Yes, she was unique-a new awareness of that fan stabbed a! his h e a ~ t . ~ '  

733 Seidensticker, ï h  Genji 195. 



His meeting with Fujistubo is just as heari-wrenching. 

He was aimost too handsome as he at last succumbed to tears. 
"1 am going to pay rny respects at his majesty's grave. Do you have a 

message?" 

She was dent for a time, seeking to control herself. 

Mishihadu The one whom 1 served 
Am ha b m h i ù i  is gone, the other must go 
Yo rro hale wo Farewell to the worid 
Somukishika himo was no farewell 
Nakumhcofirru to its sorrows. 

But for both of hem the sorrow was beyond words. 
He replied: 

Wukareshi rii The worst of grief 
Kumshikr koto h for hm should long have passed. 
T~ukr~iishi wo And now 1 must 
Marazo kono yo rio Ieave the world 
Clso ha masmenr where d w e h  the c h i ~ d . ~ '  

The poignancy of this good-bye is complicated by their emotions regarding the secret 

of their son whom everyone believes is the son of the emperor, Genji's father. The 

Genji is full of moving moments such as these. 

As we have already seen in the examples quoted above, beautihilly scripted 

letters and ianku were the main fom of communication that lovers employed in the 

Heian period. In his preface to the Kokinshû, Ki no Tsurayuki States that it is poetry 

that "smoothes the relations of men and ~ o r n e n " ~ ~ ~  and it is poew that Genji 

repeatedly resorts to, to express his feelings to each of his loves. Sonja Arntzen sums 

up the reasons that îanka were used in communication during the Heian period. 
The choice of a brief form for the nom in poetry had other ramifications for the mie 
of poetry in social interaction. A short fonn lends itself to king included in letcers 
and facilitates impromptu composition. In conjunction with having fured and casily 
undernood conventions, the brevity of w& [tmth] helped keep poetry within 
everyone's reach. It may not be easy to write a superb [iunka], but it is not dificult 
to write one that rnerely follows the conventions and fits the fm of3 ~ - s ~ l l a b l a . ~ ~ ~  

234 Seidensticker, ï k  Genji 224. 
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In other words, tanka were part of everyday communication in the Heian period and 

were often included in lettea or whisperings of love because of their brevity and set 

themes. As we can see in the following examples, poetic conventions did not affect 

the passion that the short poems were used to express. Here is a bittersweet exchange 

of tonka beween Genj i and Fujitsubo when she is about to return to her farnily afler 

the death of her husband, the emperor: 

"It is very late, 1 fear," he sent in to Fujitsubo. "1 have k n  with the emperor." 

. . . ~ r n ~ ô b u ' ~ ~  brought a poem fi-orn Fujitsubo: 

Koko no ht, ni Ninefoid rnists 
Kiri yu hedatsînr have risen and corne between us. 
Kumo no ue 1 am lefi 
No tmh WO haruka to imagine the moon 
Ni omoh@uru karu beyond the clouds. 

She was so near that he could feel her presence. H i s  bittemess quite lefk him and he 
was in tears as he replied: 

Tsth kuge ha The autumn moon 
Mishi yo no aki ni is the autumn moon of old. 
Ka hararrir wu How cruel the miss 
He hts~rru klri 110 that will not 
Thra h m o  am h,ra let me ree it. " 9  

This situation illustrates that, even though the two characters are within speakmg 

proximity with one anotber, etiquene and Fujitsubo's fear of discovery, prevent them 

from speaking directly to one another. This is because Fujitsubo and Genji are not 

supposed to have a relationship that allows them direct contact with each other. The 

use of poetry has more of an impact than mere words. 

Even a fleeting mumw to oneself, expressing the mono no uwure invoked by 

a loved one could find its way to the ears of the lover that is the inspiration. This is 

the result when a nun overhears Kaoru's tanku reflecting his wonder upon seeing the 

beautiful Ukifune for the first time. 
Kaho tori no I had heard the cal1 
K m  mo kikishi ni of that strange 
Kayofu ya ro and lovely bird, 
Shigemi wo wokete And parted the grasses, 
Kefi :O tawnutu hoping to find its kin. 

- 

238 Omyôbu is Fujitsubo's lady-in-waiting and acts as go-between for the two lovers. 
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It was a poem t b t  he whispered as  if to himselfl, but she [the nun] took it in to the 

Kaoru's simple poem lays the groundwork for the complex love triangle that develops 

between Ukifune, himself and Niou. It is Kaoni's desire to keep Ukifune a secret that 

drives Niou to seek her out. Once he does, the two are undeniably attracted to one 

another and they spend forbidden time together. During one of these secret 

rendezvous Niou creates a tanka expressing the uncertainty of their relationshp. 

"You must look at t h  and think of me when 1 am not able to visit you." He 
sketched a most handsome couple kaning towards each other. "If only we could be 
together Jways." He shed a tear. 

Nagaki yo wo The promise is made 
Tolromete rtaho for al1 the ages to corne, 
Kmtashiki ha But in these our lives 
Tacth ashita shiram we winot be sure 
Itrochi ltarikeri of the rno r r~w.~~ '  

Perhaps an appropriate closing scene to end this discussion of the role of tanka in the 

Genji is the reflection of Prince Genji's gief when Fujitsubo passes away. 

Her fimeral became the only business of the court, where grief was universal. The 
colours of Iate sping gave way to unrelieved gray and black. Gazing out at his Nijô 
garden, Gcnji thought of the festivities that spring a dozen years before. 'This year 
alone." he whispered. Not wanting to be seen weeping, he withdrew to the chapel, 
and there spent the day in tears. The uees at the crest of the ndge stood clear in the 
evening light. Wisps of cloud traiIed below, a dull gray. It was a tirne when the 
want of striking colour had it's own beauty. 

Ifhi sasa A rack of cloud 
hfjlte rti imlLlbiku across the light of evening 
Ump~mo ha As if they too, 
Morro omohi s d e  these hills, 
Ni iro ya muguheru wore mourning weeds. 

There was no one to 

Here Genji's poem exemplifies the intemvining of nature and emotion that is mono 

no uwme. The landscape reflects his sorrow. 

240 Seidensticker, ThP Gettji 935. 
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Closure: East and West 

Just as romances of the Heian penod are tales of longing, the great romances of the 

West exhibit this universal quality of love as weli. Nonetheless, in westem romances 

closure seems to be essential to the story. Romeo anguishes over Juliet, Elizabeth 

subconsciously longs for Mr. Darcy in Pride and Prejudice, Anne of Green Gables 

mames her c hildhood sweetheart, The EngIish Patient obsesses afkr Katherine, and 

Rose and Jack stniggle with their forbidden love aboard the Titanic. It is the way in 

which these desires are resolved that sets The Tale of Genji apart from these westem 

romances. In The Promised End, Joseph M .  Lenz speaks of romance closure as " a 

mirror that reflects the order that grounds a fiction in time and space and the artistic 

polish needed to maintain the refle~tion".~'~ Hence, looking back the death of Romeo 

and Juliet justifies their young love and adds a poignancy to a situation which, if 

ended any other way, would seem hvolous, given al1 the misunderstandings and the 

deaths that their affair caused. If the two deserted their ravaged families and mamied, 

we would be left with a tabloid article with no sernblance of elegance. While the 

deaths of one or both of the Iovers in Romeo and Juliet, The English Patient and The 

Titanic hardly qualiS as "happy endings", they do offer the viewedreader the same 

sense of closure as the weddings in Pride and Prejudice and Anne of Green Gables. 

In other words, closure, according Barbara Hermstein Smith, offers a certain 

fulfillment. 

The occurrence of the terminal event is a confirmation of expectations that have been 
established by the structure of the sequence, and is usually distinctly gratifling. The 
sense of stable conclusiveness, finality, or "clinch which we experitnce at that point 
is w hat is referred to as c l o s ~ r e * ~  

By contrast, it could be said that Murasaki Shikibu cheated readers out of that 

final "clinch" because the last passage of The Tale of Genjl leaves us dangling 

waiting for an end that will never corne as Kaom ponders over his relationship with 

Uki fune. 

243 Joseph M. Lem The Promised W: Romonce Cfosure in the Gawaiin-poet, Mafory, Spenser, md 
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It would seern that, as he examinec! several possibilities, a suspicion crossed his 
mind: the memory of how he himself had behaved in earlier days made him ask 
whether romeone might be hiding her from the world."" 

At the end of 54 chapters, the reader is lefl wondering what will happen next. Of 

course, this enâing has caused endless debates as to whether or not the Genji was 

actually finished, but this is a question that rnay never be a n ~ w e r e d . ~ ~ ~  Shirane Haruo 

provides a reason for the ambiguous or anti-climactic endings of various love &airs 

in the Genji. 

In the Genji it is not the fiilfillment or frustration of desire that becornes the focus of 
the narrative so much as the elegant and elaborate process of courtship: the poetry, 
the carefiiily chosen words, the dligraphy, the choice of paper, the evocative scent, 
the overheard music.''" 

In other words, it is the process of love that is important in The Tale of Genji. 

Kaon's pursuit of Ukifune and the emotions that are stined up as a result of his quest 

for ideal love takes precedence over the actuai Mfillment of his desire. Prince 

Genji's lifelong infatuation with Fujitsubo adds a rnelancholy tension to the entire 

novel. The countless love letter exchanges and poetic expressions of love in the 

Genji held more appeal for a Heian reader than a happy ending. The longing and 

yeaming that accompanies unrequited love is the ultimate expression of mono no 

aware. While some readers may feel that the Genji lacks the 'final clinch' that bnngs 

closure to a work, perhaps people who hold an appreciation of Japanese literature are 

not interested in king provided with that 'clinch' but are looking for the details that 

make a story captivating. This is an idea that will be further discussed below. 

Whether finished or not, The Taie of Genji is not alone in its defiance of 

closure. Donald Keene quotes the farnous pet  Yoshida Kenko (1283-1350) to 

explain the unfinished quaiity of many Japanese literary works in an essay entitled 

"Japanese Aesthetics." Kenko asseris that "in everything, no matter what it may be, 

uniformity is undesirable. Leaving something incomplete makes it interestiag, and 

gives one the feeling that there is room for g~owth."'~* These words shed light on a 

14* Seidenstiçker, The Genji 1090. 
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Japanese sense of aesthetics that is very different from a westem perspective. Just as 

Kaoru's final thoughts bewilder us, as we flip through the book in search of the next 

instai lment, Japanese li terature in general often disappoints or bewilders westem 

readers with its tendency not to follow the westem iite~ature's expected narrative 

sequence of beginning, rnidde and end249. This ambiguity is a long -standing 

characteristic of literature in Japan. 

Even the Cinderella of Heian literature, The Tale of the Lady Ochikubo, while 

providing a happy or just ending for dl of the characters, has an interesting twist that 

suggests that the ending is not as important as the beginning or middle of romance of 

the period. In the preface and appendix of the English version, the translators stress 

the novel's redism. 

. . here for the first time we have a vivid and realistic chronicle of life [. . . ]  The 
author keeps close to the human story he is chronicIing. [. . .] Each incident has its 
place in the mosaic of the plot; there is not a detail inconsistent with another, with 
the chronology or with the charaners he is ponraying.2'0 

In a later discussion of the tale and its place in Heian literature, the translaton 

contrast it with "fairy stories" such as The Tale d r h e  Bamboo Cutter [Taketori 

monogaturi] and "tales of wonder" such as The Tale ofthe Hollow Tree [Utsubo 

rnon~~arar i ] ,~~ '  suggesting lhat The Tule of the Lady Ochikubo's realistic depiction of 

life in Heian Japan sets it apan fiom these magical tales. ' 5 2  Indeed, rnagic does not 

play a role in the story, considering the supposedly accurate depiction of the society. 

However, the last line is somewhat punling. 

And she who was formerly called Akogi became Naishi no Suke WicôDirectrcss of 
the bureau of General flairs of the Em ress]. And it is said that the Naishi no Sukç 
lived to the of two hundred years. '' 

The idea of a peaon living for two hundred years is a very magical, unreal 

phenomenon. Why did the author choose to conclude a reportedly reaiistic depiction 

'" Linda H .  Chance, FonnIess in Fom: Ke~tko, Tmrezwegusa, and the Rhfroric of J-se 
Fragmentaty Prose (Stanf'ord: Stanford University Press, 1997) 1 1. 
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of life in the Heian period with such a magical notion? Perhaps the answer lies in the 

happy ending. That is to Say, maybe the author was attempting to remind readers that 

happilyever-afler is unrealistic and that had Lady Ochikubo been a real person, al1 of 

her desires may not have been fulfilled and the wicked stepmother may have 

triumphed. This unreal ending may also support the idea that the ending of a Heian 

romance is less important than the preceding events. 

In her book The Spiendor ofLonging in the Tale of Genji, N o m  Field 

observes that the relationship between Genji and Murasaki has the malongs of a fairy 

tale; "She is an orphan girl with nothing but herself to offer, he a handsome prince 

fallen on hard times. They are faithful to each other and are rewarded for their 

v i r t ~ e . " ~ ~ ~  Field notes that this 'fairy tale' is underpinneci with suggestions that al1 is 

not perfect in paradise and cites Murasaki's ongoing jealousy of Genji's other women 

and her inability to have children as areas of conflict in their r e ~ a t i o n s h i ~ . ~ ~ ~  

Therefore, even in the most promising of relationships strengthened by tme love, the 

elegant Murasaki's "fine-tuned sensitivity to the transience of things"256 [Genji's 

romantic whims] invokes the melancholy strain of muore. Although readers are 

reassured of Genji's faithfùiness to Murasaki even when she is gone, what is 

enthralling is the uncertain yet moving nature of their relationship rather than a desire 

to know how the relationship ends. 

When an old and continuous relationship cornes to an end, the sorrow is not just for 
the relationship itself. The rnernory of the girl who was presently a woman and of al1 
the years until suddeniy at the end of your own life you are alone- this is too much 
to be bom. It is the proliferation of memories, some of them serious and some of 
them amusing that makes for the deepest ~ o r r o w . ~ ' ~  

These are Prince Genji's words as he look back upon his relationship with Murasaki 

almost one year after her death. Prince Genji indicates that memories invoke "the 

deepest sorrow." It is from that sor~ow that the wistful beauty of mono no w o r e  is 

"4 Field 175. 
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The Refinement of Emotion 

Let us reconsider Lenz's staternent that romance closure is " a mirror that reflects the 

order that grounds a fiction in time and space and the artistic polish needed to 

maintain the refle~tion.'~' It may be that in Heian romances it is mono no awwe that 

maintains the reflection because through the lem of mare even the hanhest 

situations have a certain beauty. Moreover, 1 would argue that it is the reflection, and 

not the closure, that leaves an impression on readen. Royal1 Tyler, another translater 

of The Taie o f ~ e n , ? ~ ,  comments that "Murasaki Shikibu tums her reader fiom 

uncontroiled excess of feeling, since excess lacks masure and grace, towards 
9, 260 affective and especially visual beauty . The passage Tyler cites to illustrate this 

refinement of emotion is a scene fiorn "The Moming Glory" chapter in which Genji 

aaempts to comfort his Murasaki, who is distraught by Genji's blatant pursuit of Lady 

Asagao. The conversation opens with Genji's seerningly heartless comment "You are 

looking curiously unlike younelf -1 cannot imagine ~ h ~ ? ' ' ~ ?  The following is 

Tyler's account of his discovery. 

I had r a d  these lines more than once before 1 transtated them. [. . . ]  
By then 1 was already fed up with Genji's behavior, and his "You are looking 
curiously unlike yourself' was to me the last straw. Imagine my surprise when. 
instead of indulging my indignation, the author tumed the scene into a charming 
paint ingqmade one want to paint them b ~ t h " ) . * ~ ~  

Murasaki Shikibu skillfully prevents the reader from reacting to the blatant arrogance 

of Genji's comment by moving the focus from the h m h  reality of Genji's infidelity 

to the poignant beauty of the scene. Thus, she succeeds in preserving the understated 

dignity of the novel, the expression of mono no awure. 

228 Lenz 119. 
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Conclusion 

Just as Prince Genji suggests that rather than the history books, it is the "romances 

that fil1 in the d e t a i ~ s , " ~ ~ ~  a survey of the details in romance literature of the period 

illustrates that romantic love in Heian Japan was a highly ritualized experience. The 

literature paints the heroes as vulnerable and the heroines as enduring and mysterious. 

In The Taie of Genji, while forbidden love &airs abound, they are never ugly 

because the depiction of the progression of love, no matter how unhappy, was never 

harsh and always poignant. Rather, Heian romantic love as depicted in the Geriji is a 

series of moving love relationships that may be fleeting but are orchestrated with a 

grace and a refined passion that contribute to the poignancy of the situation. In 

Heian romances, the celebration of the process of love plays a dominant role and 

fulfillment fades into the background. The next chapter will reveal the shape that 

mono no w a r e  takes in the romances of present-day Japan. 

263 Seidemticka, The Genji 437 



Chapter 5 
Trendy Mono no Aware 

Traces of the Heian in Heisei Romances 

What would we do if there were not these old romances to relieve ow boredom? But 
amid a11 fabrication 1 must admit that I do find real emotions and plausible chains of 
events. We can be quite aware of the fnvolity and the idleness and still be moved.'" 

Once again 1 rely upon Murasaki Shikibu's discussion of romances conveyed in the 

dialogue of Prince Genji. This statement reflects a timeless tnrth about romances, at 

least for Japanese fans. It is my contention that the essential element delivering the 

jmignancy of love in The Tale of Genji, mono no aware, is still evident in trendy 

dramas. I also feel that in these dramas, just as in the Genji, the pursuit of love takes 

precedence over the fulfillment of desire. Given the dominance of the 'Hollywood 

romance'265 (in which the emphasis is on the end of the love story) as a mode1 for 

movie and television love stories the world over, one would expect trendy dramas of 

Japanese popular culture to emphasize closure as well, but many of them do not. The 

fact that prime time dramas exhibit a quality shared with a Heian romance suggests 

that it is not the promise of closure, but the melancholy essence of the love story that 

captures the attention of Japanese viewers. Taking examples from the trendy dramas 

Tokyo Love Story, The Mosr lmportunt Person. Long Vucation, and Love Generafion 

I will highlight traces of this Heian aesthetic quality shared between modern &amas 

and The Tale of Genji. 

Heisei Heroes and Heroines 

In ail four of the trendy dramas the stars, both male and femaie, play characters 

seeking love. The heroes are wlnerable and feel things deeply. They experience 

constant conflict with their emotions. The heroines are beautifil, vital women. The 

actors are the most popular idols of the moment and perhaps could be calied the 

'shining' princes and lady Murasakis of Heisei ~ a ~ a n . ' ~ ~  

264 Seidenst icker, fie Genji 43 7. 
265 The tam 'Hollywood romance' refers to popular romances that have a happy ending. See 
especiall y Vïginia Wright Wexman, Creating the Couple: Low Mmriage and HoI&wOod 
Pe~onnutxe (Princeton, New Jersey: Princeton University P m ,  1 993) 3-5. 
266 The id01 Kimura Takuya plays the roIe of both Sena in Long Vûcation and Teppei in Love 
Gerturation. In the last few years he bas enjoyed great popularity. His fans men include housewives. 
He is a membw of the wildly popular musicd group SMAP. Minami is played by the talentcd 



The four heroes Kanji (Tokyo Love Siory), Kôhei (The Most Important 

Person), Sena (Zong Vacation) and Teppei (Love Generaiion) are al1 good-looking 

young men who are searching for happiness in a grown-up world that is not always 

kind. Throughout the dramas they demonstrate awareness or sensitivity in moments 

of w a r e  and a vulnerability when they are moved to tears. Kanji is a businessman 

confused about love. Kôhei is a university student bewildered about love and Iife, 

who afler graduation cannot seem to settle on one job and ends up working for a 

courier Company. Sena is a talented pianist who has settled for a job teaching piano 

rather than pursuing his dream to be a concen pianist, while Teppei is an artistic 

young man, forced to confom with the niles of the corporate world. Al1 four of the 

men arc educated, thoughtful men who cannot seem to find happiness in their work or 

their personal lives. 

Likewise their female counterpms, Rika, Miwa, Minami, and Riko are on a 

persona1 joumey looking for a kindred spirit to share tender moments with. Rika, a 

career woman with a knack for befnending people, is still getting over an afTair with 

her rnarried boss. Miwa, fiesh out of college, is ta11 and beautifhl and is just starting 

out in the corporate world. Minami, unwilling to sacrifice her personality in order to 

confonn to the strict world of modeling, suddenly finds herself unemployed and 

without a fiancé at the age of 3 1. Riko is a country girl who moves to Tokyo to 

become an o .L . '~~  because it seemed like Tokyo was a place full of possibilities. 

The Stuff Trendy Dramas Are Made Of 

As we have already seen, there are two types of trendy drarnas that focus on love: 

'unhappy end' (sure chigai) &amas and 'happy end' (huppi endo) drarnas. The four 

dramas discussed here al1 take place in the incredibly complex city that is Tokyo. In 

each type of cirama, four similar elements exist; 1) boy meets girl, 2) boy andlor girl 

become(s) unwilling participant(s) in a romantic relationship, 3) boy and girl face a 

modeuactor Yamaguchi Tomoko and Teppei's Riko is the singing actor Matsu Takako. Another 
feilow member of SMAP is the much adored Katori Shingo who plays The Most Imponunt Person's 
Kôhei. Miwa is the young modeilactor Miaiici Aiisa. In 199 1. Tokyo Love Siorj% Ôda Yuji was the 
heartthrob of the moment. Both he and Suniici Hon~rni (Rika) are t i l l  widely admired. Al1 six of 
these actors are very active in the Japanese entertainment worid. 
267 O.L. aands for Office Lady, a secretariai position that usually includes s c ~ n g  coffee and tea to 
CO- workers. Wornen usually leave this job when they get marri&. 
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series of obstacles within their relationship, and 4) boy and girl overcome obstacles. 

In Tokyo Love Stov small-town-raised Kanji finds the worldly Rika's independence 

and fiankness to be somewhat disconcerting qualities for a Japanese wornan to 

possess. Likewise, Rika stmggles with the fact that she has to compete with Kanji's 

childhood crush, the lady-Iike Satomi. 

The stars of The Most Important Person, Miwa and Kôhei, are constantly 

forced together by friends and fate, although they are each desperately seeking to find 

happiness on their own. In Long Vucution stmgghg pianist Sena reluctantly allows 

the older, beautiful and aggressive Minami to become his roommate. As they both try 

and find out what really makes them happy they constantly look to each other for 

guidance and eventually love. The couple of the Love Generation seems to have a 

love- hate relationship as they struggle along with past girlfriends, broken 

engagements, farnily obligations and the rigid corpotate world. 

The point at which these two types of dramas differ is in the final episodes, 

which will be examined later in this chapter. However, it is the four aspects of the 

plots that the drarnas share that are the most important. That is to Say, it 1s the 

processes involved in the course of the love affair and the way that the characters 

express their love that resonates with the mare of the Genji. 

Trendy Mono no Aware 

In order to understand how mono no mare exists in trendy &amas, we must 

reconsider the Wve main points of the aesthetic ideal. 

1. beauty and happiness are fleeting 
2. sadness is an unavoidable and poignant emotion 
3. nature's cycle of life and death and changing seasons mirrors these realizations 
4. emotions are stirred by poetry and music 
5. love is a dominant inspiration for awote or a sensitivity to things 

How is it possible to capture and convey this classic and incredibly complex aesthetic 

that is so intricately bound to nature within the format of commercial television 

programs that take place in the sprawiing concrete metropdis of Tokyo? In the book 

Japanese Images of Nature: Cultural Perspectives editors Asquith and Kalland make 

the observation that "the commonly held view that the Japanese have a 'love of 

nature' has been developed and repeated literally for centuries by both Japiuiese and 



observers of ~a~an."'~' They go on to Say that natural imagery plays a role in 

advertising anythuig from tourism to cornputen. Proof of ths also lies within the 

trendy dramas as the characten constantly comment upon the weather, or the beauty 

of a natural scene. Furthemore, the time frame of trendy dramas generaily reflects 

the actual season that they are produced for. For example, Long Vacation aired 

starting in April of 1996 and ended in summer of the same year and the opening scene 

and final scene paralleled this time frame. Likewise, The Most Important Person 

started in April and ended in an Apnl several years later. In drarnas the seasons are 

represented with set symbols. In other words, cherry blossoms are equated with 

spring, fireworks with summer, oden [fishcake stew] with winter. This close 

affiliation with nature can be linlied with the role that natural imagery played in the 

tanka of the Heian period: "whenever beer or sake comrnercials sel1 their product 

with the imagery of the four seasons, they are drawing on that traditional and 

communal sense of the valorization of nature that was informed by the poetic 

~adi t ion. ' "~~ This longstanding tradition in Japan of an asswned relationship with 

nature and the tendency to incorporate natural imagery into popular culture facilitates 

the transference of mono no awore in trendy dramas. 

It is precisely this persistent focus on the natural within the confines of the 

city and the characters' constant acknowledgement of the relationship between 

emotion and nature and the changing seasons that pennits drarnas to be conveyors of 

mono no mure. This essence is captured in trendy dramas in the aesthetic experience 

conveyed through heart to h a r t  conversations, usudly about love, between the main 

characters. These encounters generally occur at night and often take place outdoon. 

Although the dialogue is central to the creation of mure in a scene, the combination 

of cinematography, lighting and music is used to enhance and smooth the rough edges 

of matters of the heart (refinement of emotion). The result is usually a touching 

revelation of a universal truth or emotion. 

268 Arne Kailand and Pamcla J. Asquith, "Japanese Perceptions of Nature: Ideals and Illusions," 
J v e s e  Images of hbfure: Cultural Perspcfives, eds. Asquith and Kailand. (Surrey: Curzon Press, 
t 997) 1-2. 
269 Sonja Arntzen, L'Natural Imagery in Classical Japanese Poetry," Asquith and Kdland, 55. 
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Stars seem to be a major inspiration for mure in these situations. The 

following scene fiom Tokyo Love Story illustrates this. 
The newly acquainted Kanji and Rika are on their way home d e r  getting together 
with Kanji's childhood fnends. They stop in a park to take a look at the night view 
and Rika voices her envy of the camaraderie that Kanji and his friends share. 

Rika: f was envious when 1 saw you talking with Satomi and Mikami. 
Ever since I was iittle we moved a lot and when 1 was a teenager 
we Iived overseas. 1 don't have childhood fnends. And other good 
fnends 1 have lost touch with. But, that doesn't mean that I feel 
lonely. For exampIe, even when 1 am lonely, or can't sleep, 1 look 
up at the stars in the sky and 1 think that there m u t  be other people 
in the world doing the sarne thing. Each person is alone, but the 
starry sky that we are ail looking at is the same one. 

Rika gazes longingly at Kanji as he wistfûlly looks away. 

The combination of the love theme plzîying in the background, the night sky, the 

lookout platform in a park full of trees set the scene for a poignant personal 

revelation. Even in moments of loneliness, Rika finds beauty in a connection with the 

natural world. 

Five years later on a rooftop in Tokyo, on a late spnng evening Minami and 

Sena are gazing up at that same starry sky : 
Sena bas just been passed off as a neighbour by his roommatelfnend Minami who is 
desperately trying to rnake a relationship with a prosperous photographer work out. 
Feeling dejected Sena heads to the roofiop to contemplate the stars. This is where 
the guilty Minami seeks to reconcilc with him. 

Minami: 
Sena: 

Minami: 

Sena: 
Minami : 
Sena: 
Minami : 
Sena: 
Minami : 
Sena: 

Minami: 
Sena: 

(With a forced cheerfiilness) I'rn home! 
Welcome home. (Sarcastically } So, neighbour, did you receive 
the community newsletter that 1 Iefi at your door? 
( Sheepishl y ) Yeah, what a great newsletter! ( Casually ) He's a 
good- looking guy, isn't he? 
He's that photographer Sugizaki, right? 
You got it! 
(Wistfiilly )Hey, in the sky.. . 
Sky ? (they bot h gaze up at the sky) 
There are stars in the sky, right? 
Yes.. . 
The reasan the stars twinkle in the sky is because they are 
Surrounded by darkness. 
Yeah, you can't see stars in the daytime 
The darkness exists to makc the stars nvinkie. Am 1 like the 
Darhess that helps the stars twinkle [always behind the scenes 
never the star]? 
{ Smiling ) You're so poetic. 



This intimate disclosure reveals that, although Sena is hurt by Minami's actions, he 

can still share bis innermost thoughts with her. His vulnerability prompts Minami to 

confide in him about the fact that she failed another job i n t e ~ e w .  A wistful piano 

version of the dramays title song "La, La, La Love   on^""^ plays as she talks of her 

uncertain future as unmarried woman of 3 1 with no job. Throughout this 

conversation Sena looks up at the sky and then back at Minami. He sofily suggests 

that she should not worry, that she will find a job and then Minami finally says what 

she has been wanting to express since she got home but is womed that it wiil change 

the warm relationship that she and Sena share. 

Minami: 
Sena: 
Minemi: 

Sena: 

Minami: 
Sena: 

Minami: 
Sena: 

Minami : 
Sena: 

Minami: 
Sena: 

(Abruptly) 1 was jus asked to be Sugisah's assistant. 
{Hesitating)That's good, isn't it? 
But 1 don? know anything about photography.. . What can 1 do? 1 
Want to do something but I can't do anything.. . and 1 am 3 1 ! 
(Cheerfiilly) It's not too late. You'll find sornething new. 
I don't think there is anything wrong with photography. You used 
to have photographs taken of you [when you were a model] so you 
know soma hing about it . 
Yeah.. . 
While you are doing that job, you'lI probably find something 
ben er. 
You're right. Something is better than nothing. 
(Thoughtfully) 1 am the type of person that dcesn't really Iike to 
go out much. 
You're lazy!? 
No! You know that isn't what 1 meant. 1 go out wben 1 am invited 
but other than that I don't. So, when 1 do go out g m d  things 
happen. 
What kind of good things? 
Nothing really important, but.. . seeing a beautifid sunset on the 
way home. Stuff like that 1 guess. It's better than just sleeping al1 
day . 
f Srniles wistfùlly and looks understanding1 y [and fondly] at Sena} 

Sena's recognition of simple, natural things such as a sunset parallel the idea that 

mono no mare is the appreciation of everyday things that make each day unique. He 

tries to cheer up Minami by reminding her not to forget the M e  things in life. 

In TBS's 1997 'unhappy end' drama, The Most Important Person cherry 

blossoms are witnesses to a moment of aware. 

Miwa graduates fiom college and retums t o  Yokohama fier a two-year absence, to 
live with her parents. Miwa finishcs her rdationship with her college boyfiend. 

270 Kubota Toshinobu and Naomi Campbell, "La, La, La Love Song," CD Single, Sony Music 
Entenainment, 1996. 



F indl y, Miwa and Kôhei meet after the tweyear separation and Kôhei seeks to 
resolve the issues between them. They are strolling under the c h e q  blossoms late 
one evening. 

Kohei : (Breaks a oNig of cherry blossoms off a branch and offers them to 
Miwa) Here, these are for you. 

Miwa: They're for me? Isn't that destmction of park property? 
Kohei : Oh, be quiet! Picking tiowers isn't a crime! 
Miwa; (Earnestly ) They ' re beautifil. 
Kohei : So, what happened to you &er that? 

There is a flashback to a younger Kôhei and Miwa in high school uniforms. ïhe  
setting is similar to the one they are in now. Kôhei closes his eyes and suddenly 
Miwa kisses him and then rushes off. Kôhei is left looking shocked. Presumably, 
they haven't spoken since that event occurred. 

Miwa: 
Kohei : 
Miwa: 

Kôhei : 
Miwa: 
Kôhei : 

Miwa: 
KÔ hei : 
Miwa: 
KÔ hei : 

Miwa: 

Mer  what? 
Mer what, you say? Mer THAT! 
Oh, not much. The usud.. -1 got accepted to Tarna College and 
weqt to Hachi Ôji . . . . 
Don't joke around! You selfishly left! 
Seifishiy? 
It's custornary to say good byc if you're going somewhere.. . 
You hurt me! 1 resent that! 
Sony.. . 
I didn't know where you lived, 1 didn't know your phone number. 
(Coyly f You wanted to know? 
That's not the point! You and I have k e n  together ever since 
elementary school! That's.. . How can 1 put it? Well, I guess that 
we're childhood fnends. Don't selfishly give up our fnendship, 
O.K.? 
(nods) O.K. 

With that tacit agreement, Miwa resolves what has been a source of conflict between 

them. Under a starry sky, beneath a cheny tree in full bloorn, mare unfolds in the 

shape of a twig of cherry blossoms doomed to fade. In this scene, as in others not 

mentioned here, through his gentle scolding of Miwa, Kôhei unconsciously reveals 

his intense longing to be with her. There are nurnerous scenes in which Kôhei is 

lonely and calls Miwa only to get her mother7s "Miwa's not here" reply. He also 

waits for Miwa at a previously agreed upon location, al1 night, hoping desperately 

that she will keep her promise. There is no doubt in the mincis of the audience that 

Our sensitive hero7s heart is breaking with every denial of a chance to be with his tme 

love, Miwa. Just as the title of N o m  Field's book about The Tale of Genji reflects, 

it is "the splendor of 10ngin~'~'' that rnakes Kôhei's character so enduring. 

"' Field (1987) 
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For Riko and Teppei in Love Generation a twilight stroll through the streets of 

Tokyo leads to an ocean side hunt for Riko's carelessly discarded engagement ring. 

Ironically, the ring serves as a bitter mernory of a broken engagement. During this al1 

night vigil, the two reveal their desires to find satisfaction in life and love. As d a m  

begins to break and faint strains of the love theme, "Tnie t rue"^", cm be heard 

mingling with the sound of the ocean lapping up on the shore, Riko laments about lost 

love, "You don' t fdl in love very often, do you.. . ?" As the sun rises, the two gaze 

woefdly at the horizon and Teppei quietly reassures her that love will find her again. 

In chapter 3 we discussed other aspects of this drama that imply a co~ection between 

love and the concept of mono no mare. These are the slogan "tme love never nuis 

smooth that can be seen on billboards here and there throughout the drama and the 

fragile crystal apple that keeps appearing conspicuously in scenes of particular 

importance to the plot. Both of these symbols also contribute to the overall 

atmosphere of sadness as an unavoidable and poignant emotion because we are 

reminded of the delicacy of love. 

The scenes described above al1 combine nahiral imagery, lighting and music 

with revelations of personal fears or longings. The overall effect is one of subtie 

melancholy. The pacliaging is definitely different, but 1 suggest the mono no aware 

of the Heian penod lives on in the television love stories of contemporary lapan. It is 

a unifying emotional mood that creates the poignancy. 

Expressions of Trendy Awore 

Genji and his contemporaries used the 3 1-syllable form of tanh as a means to 

express mare. Almost every chapter of the Genji has one t anh  that serves as the 

emotional 'theme' in the chaper and usually gives the chapter its title. Perhaps the 

tanku of trendy ciramas are their theme and love songs. Although social contexts 

have changed, love, as a human emotion, is a concept immune to the progression of 

time. Therefore, based on the central theme of love it could be argued that cornparhg 

ancient love poems with popular Japanese love songs is not too broad of a 

generalization. As Sonja Amtzen comrnents in the introduction of The Kagerô Diaty, 

the blues genre of music shares similar characteristics with Heian tanka. 
-- 

2" mm, "Truc True," Love Generatim Soundtrack, EMï, 1997. 



The possible adogy with the blues opened up rny own appreciation of the entire 
genre of Heian poary, and this d i q  in particular. For fans at Ieast, the blues 
produces joy; its particular alchemy is to tm pain into pleasure. Part of this 
transformation rests in the power of expression for expression's sake. Pain 
express& is pain released. In terms of an art form, it is the artistry of the expression 
that contributes the pleasure.2n 

Similady, parallels could be drawn between the lyrics of lost love and yeaming in 

North American country music. Therefore, the fact that several genres of songs 

around the world share characteristics with t o n b  suggeas that there is nothing unique 

about cornparhg ths poew to Japanese popular love songs. 

However, if one looks beyond the physical poetic form (language and 

themes), to the role of tank  in tender exchanges in eleventh century romance The 

Tale of Genji and the role that love songs play in trendy &amas, perhaps a more 

speci fic link exists. Despite the obvious differences between trendy dramas and The 

Tale of Genji, like the Heian novel, the drarnas of modem Japan are also love stones. 

Whether classic or contemporary, as Ellen Peel States in the article "Mediation and 

Mediaton: Letters, Screens and Other Go-betweens in The Tale ofGenji," "any love 

story raises issues of communicating with the oti~er."'~~ As we have already seen, in 

the romances of the Heian period, just as in the society which read these romances, 

tanka were used as a means of communication. 

Moreover, in the literature of the period poetry is used in verbal exchanges 

between couples when perhaps mere words c m o t  convey the depth of the emotions 

being experienced. The following is the final farewell exchange between Prince 

Genji and Lady Rokujo, who have had a very turbulent relationship, after their last 

night of 10ve."~ 

Their feelings for each other, ûenji's and the Iady's, had run a whole range of 
sorrows and irritations, and no words could suffice for al1 they wanted to say to each 
other. ï h e  d m  sky was as if made for the occasion. Nos wanting to go quite yet, 
Genji took her hand, very gently. 

173 Amtzen, 7hir KugerO D i q  6. 
274 Eilen Peel, "Mediation and Mediators: Lerters, Sacens, and mer Go-Bmetns in Th4 Tale of 
Geqii," Apprmcks to Teaching Murasaki Shikibu 's 7k Tale of Genji, cd. Edward Kamens, (New 
York: The Modern Language Association of America, 1993) 109. 
2'5 Both ûenji and Lady Rokujo believe that Rokujo's jeaious spirit may have b a n  rrsponsible for the 
untimely deaths of Yugao and Genji's first wife Lady Aoi. At the time of this meeting, the lady is 
preparing to renounce henclf to the wodd and becorne a nun. 



Akatsuki no A dawn farewell 
WaRare wa immo 1s always drenched in dew, 
T s u p  keki wo But sad is 
Koha p ni shiranu The autumn sky 
Aki no sora kana As never before 

A cold wind was blowing and a pine cricket seemed to recognize the occasion. It 
was a xrenade to which a happy lover would not have bem de&. 

, their feelings were in such tumult, they found that the poems they 
exchanged were eluding them. 
At length the lady replied: 

Perhaps because 
might have 

Ohohtano An autumn farewell 
Aki no w-e mo needs not hing 
Kanushih ni to rnake it sadder 
Nuh ne rra sohe su Enough of your songs 
Nobe no matsu mushi O crickets on the moors! 

Tt wouId not do to pour fonh al1 the regrets again. He made hjs departure not 
wanting to be seen in the broadening daylight. His sieeves were made wet dong the 
w2y with dew and with t e a r ~ . ~ ' ~  

At a time when even poeûy was difficult to conjure up, the resulting ranka intensify 

the mood of confusion and sorrow. These emotions were so strong that had they been 

expressed in plain language they may have appeared hanh. Hence, the poetic form 

heightens the difficulty of the farewell. This reliance on poetxy when overwhelrned by 

a situation is echoed throughout the romances of the Genji. 

Likewise, the pop music of today can be said to serve a similar function in 

trendy dramas. In the article, "Listeners' Communicative Uses of Popular Music", 

James Lu11 suggests that music c m  be used as a medium of comrnunicaîion between 

two people. 
When a personally relevant or amusing lyric is transmitted in music it ofien becomes 
a focal point for listeners, sometimes overriding the physid and emotionai 
attractiveness of the beat. The beat can be seen as a medium for delivering the lyric 
in a rhythmic way, sending it deep into the mind of the listener. Concentrathg on 
the lyrics, the Iistener may use music in special ways. Zn situations where two 
listeners are paying attention to the lyrics, for instance, one of them can use the 
message to make a point to the other person. Singing dong with the words "you're 
no good, you're no good, you're no good," for example, could be an effective 
message to someone within hearing distance. People remember kcy lyrics-those that 
have special meaning to the self or to someone else who shares the code." 

'" Seidensticker, ï7te Gwi 188. 
lames Lull "Listeners' Communicative Uses of Popular Music," PopuIm Musif und 

Commu)rication (New York: Sage Publications Ltd., 1987) 146. 



Although sornewhat more subtle and perhaps more romantic than the image of 

someone using the lyrics "you're no good to convey a message to a second party, the 

theme songs of certain trendy dramas are often used within the story itself, as a 

medium by which the two protagonists indirectly communicate their feelings to one 

another. A prime example of this is the scene in The Most  importa^ Person in which 

Miwa is in the bedroom of her childhood fnend, Kôhei. At this point in the cirama, 

the two have just recently been reunited after two years apart and although their 

mutual amaction is obvious to the audience, it may not be readily apparent to the two 

young people. The synopsis goes something like this: 
Miwa sits at the desk in Kôhei's room. 
Kôhei sits on the floor in fiont of the stereo. 
He puts a CD in the player and the song "Starting Over" by John  enn non''' can be 
heard . 
Miwa: Hey, I've heard this song before, 
Kôhei : It 's "Starting Over" by John Lennon. 
Miwa: You like John Lennon? 
Kôhei: 1 Iike this m g ,  

And he proceeds to îmslate the lyrics from English to Japanese 

Kô hei : Our fife together is beautifiil and special. But someday without 
knowing it, we will grow up. Although our feelings won't change, 
we will each go off' on our own joumeys. But we'll be together 
again. It is certain that we'll be together again. 

Miwa: Isn't that a contradiction? 
Kôhei : Where? 
Miwa: if their feelings for each o t k  never change, why can't they be 

together? You must have made a mistake in the translation. 
Kôhei : That's not me! It's wrinen in the lyrics. 

Miwa moves next to Kôhei to read the lyrics. As she realizes that she is close 
enough to Kôhei's face to kiss him, she says: 

Miwa: Yeah, it is a good son& isn't it? 

And quickly moves away fiom Kôhei. 

Ceriainly, the song, which is also the -a's title song, refiects the course that Miwa 

and Kôhei's relationship is about to take as it progresses fiom a childhood niendship 

to that of awkward lovers and beyond. Whether or not Kôhei is conscious of the 

parallels that he is making between the Song and 'real' life is ambiguous, but the 

278 John Lennon, "(JuR Like) StPnuig Owr," rcc. 1980. Imagine, EMI 1988. 



exchange has a great impact on Miwa because she physically has to remove henelf 

fiom the intirnate position into which the discussion forced her. 

The ambiguity of Kôhei's intent as he plays the song is similar to that of 

Kaoru's poetry in The Tale of Genji chapter "The Lady at the ~ r i d ~ e " ~ ' '  as he tdks to 

another elusive princes, Oigimi. In "The Operation of the Lyrical Mode in The Taie 

of Genji", Esperanza Ramirez-Christensen States that the ambiguity of boni's poetiy 

is a result of the "poetic persona" characters adopt when speaking through poetry. 

Hence, a character 3 s  not necessarily aware of the full implications of his poem."280 

Perhaps ths  idea can also be applied to modem dramas in which the deep and ofien 

unconscious sentiments of masculine characters like Kôhei can subtiy be conveyed 

through the popular medium of song while still p r e s e ~ n g  the character's dignity. 

According to Rarnirez-Chnstensen "Kaoru can feel free to unmask his emotions, 

something he would not ordinarily do, under the guise of impenonal identity lent by 

the convention of the poetic e ~ c h a n ~ e . ' " ~ ~  

Another example of this elegant preservation of dignity in a modem love story 

is the repeated use of music as a nonverbal medium between two potential lovers in 

the drama Long Vocation. The scene is between the two roommates, Minami and 

pianist Sena after they have had an argument. Minami has just stonned out of the 

apartment when Sena realizes that it is aftually her birthday and naturally regrets his 

harsh words. When he calls out the wïndow asking her to return and she does not, he 

tums to his last resort, his grand piano. As the rune "Happy Birthday" drifts out the 

open window into the street, Minami's resolve to leave fdters, and she listens 

reflectively as the ditty tums into "Close to You - Sena no Picrno[Sena's ~ i a n o ] ' ' ~ ~ ~ ,  

the love theme of the drama. By the end of Sena's serenade, Minami is back in the 

apartment and the unspoken apologies are hplicitly understood. 

At another crucial turning point in the story Sena reveals to Minami that if he 

wins the piano cornpetition in which he is participating, be will be moving to Boston 

$79 Seidensticker, The Genji 775-798. 
280 Ramirez-C hrist ensen 4 1 -42. 
28 1 Ramirez-C hristensen 4 1. 
2" Hinata Daisuke and Bud Rizm, uClox to You - &na no Pîam [Saia's Piano]," Long Vc~ccltion 
Soundtrack, Cagna, 1996. 



to study music. He does this over the phone, and it is obvious to the viewers that 

upon hearing this, Minami reaiizes how much she will miss him if he goes. 

Unspoken longing ebbs through the silences of their conversation. Finally, Minami 

asks Sena to let her hear "his piano" "just one last time". While he plays the love 

theme, she cries and the audience knows tbat they have deep feelings for each other. 

Just as the lyricai mode of tanh lends an aesthetic quality to Heian discoune, 

popular love songs add a subtle touch to sentimental exchanges in modem ciramas. 

Speaking once more of the aesthetic quality of both tanka and popular love 

songs, they can be said to add to the mood of the story in which they are included. 

There are 795 tanka in The Taie of Genji. Among the hctions of the poetiy in the 

tale, Amy Vladeck H e i ~ c h  says that the tanka "emphasize themes within the 

nanative progression, and clariS, r e l a t ion~h i~s . "~~~  Richard Okada highlights the 

narration of the heroine Murasaki's death in The Tale of Genji for this 

characteri~tic.'~ In this section the author's narrative is linked to the poetry in the 

section with the word 'dew'. The passage opens with the Murasaki Shikibu's words. 

The c d  of autumn, so slow to corne, was at last here. Though far from well, she 
[Murasaki] felt sornewhat better. The winds were still gentle. but it was a time of 
heavy dcws a11 the same. She would have iiked the empress to stay with her just a 
iittle whiIe longer but did not want to say so. 

Genji came in. "Tsn't this splendid? 1 imagine Her Majesty's visit has done wonders 
for you." 

How pleased he was at what was in fact no improvement at d l -  and how desolate he 
soon musc be! 

wurasaki] O h  ro mim So briefly 
Hodo zo hbmk.1  rem the d m .  
Tomostlreba upon the hagi 
Kae  ni midarutll Even now it scatters 
Hagi no u h  !suyu in the wind. 

It would have been a sad evening in any event, and the plight of the d m  cven now 
being s h a h  ffom the tossing branches, thought Genji, mua seem to the sick lady 
very much Iike her own. 
[Genk] Yqycr mo xba In haste we make 

Kie wo arusohu to leave this world of dew, 
Tsuyu no yo ni may there be no time 

- 

2 B 3 ~ m y  Wsdeck Heinrich, "Blow in Furries: The Role of Poetry in 'Ukifune'," (Rifne: Low in Ihe 
Tale of Genji, Pekarik, ed. (New York: Columbia University Press, 1982) 153. 

Richard H. Okada, Figures of Resislmce: Lunguage, Paefry, and Nmuting in '7k Tale o/Gmji ' 
mi Otkr Mid-Heîart T e m  (Durham: Duke University Press, 1 99 1) 109- 1 10. 



Okure saki&tsu beîween the first 
Hodo he-rr mogana and the last 

He did not try to hide his tears. 
And thk was the empress's poern: 

Akika-e ni A world of dew 
Shibashi tomamru before the auturnn winds. 
Tstcyu no yo wo Not only theirs, 
Tare ka hwba no these tiaj~ile 
Lnte to nomi min leaves of grass . 

The ernpress took her hand and gazed into her face. Yes, it was indeed like the dew 
about to vanish a ~ a ~ . ~ ' '  

And, with the vanishing of the dew, Murasaki passes away. The ephemeral image of 

dew ties the poetry to the narrative thus creating a poignant ahnosphere that 

exemplifies the aesthetic quality of mono no mure that the Genji is said to embody. 

In the sarne way, the title songs for television love stories are played 

throughout a drama to enhance the mood of the scene. Retuming to the set of The 

Most Important Person, exchanges of tendemess or longing are accompanied by the 

theme Song "Starting Over", thus signaling to the viewer the importance of the scene 

to the progression of Miwa and Kôhei's relationship. Likewise, the love themes in 

Long C'acution, Love Generarion, and Tokyo Love Story are oni y heard at particularl y 

emotional moments in the interactions between the main characters. Furthemore, 

these titleilove songs join each weekly episode together to mate a theme of 

continuity . 

To emphasize the threads of continuity refiected in the parailels between 

tonka and popular music we can consider Ki no Tsurayuki's farnous comrnents on 

Japanese poetry fiom the preface of the Kokinshij. 

Japanese poetry, with the human hem for a seed, grows into the countless leaves of 
words. Since for people in the world, there is such a lushcss of things, in response 
to seeing things, hearing things, we are rnoved to express what we fcel in our htarts. 
Hearing the warbler in the blossoms or the voice of fiogs living in water, what living 
thing is not moved to song [poetry]. It is poetry that without using force moves 
heavcn and earth, causes tender ftelings in invisible spirits and demons, softms the 
relations between men and women, and consoles the fierce h m s  of w a r r i o r ~ . ~ ~  

- -- --  

2ss Seidensticker, n>e Gap 71 7. 
286 Anitzen, lk Kagerô Dias, 35. 1 prcfer Amtzen's translation of this passage to Rodd's. See Rodd 
35. 
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Although Tsurayuiu is refemng to the expressive power of poetry, the preceding 

discussion reveals that his view could also apply to the therne songs of trendy chmas. 

Popular Japanese (and Arnerican) love songs are the tanka of twentieth-century 

television love stories that reveal, convey, and preserve the emotion of mono no 

aware. 

Closure: Past and Present 

In trendy dramas, as in The T'de of'Genji, there is evidence that the process of the 

love affair is more important than the ending. in Love Generotion. Teppei and Riko 

share another kind of written exchange. One evening Riko plans a surprise for 

Teppei to let him know how she feels about him. She asks him to meet her at a very 

public square that is mershadowed by a huge electronic sign. Due to demands at 

work, Teppei arrives too late and a dejected Riko has dready leR Somehow, when 

asking the park attendant if there is a message for him, he discovers that Riko had 

intended to p s t  a very special message on the electronic sign for hirn to see at 

precisely at 8:00 PM. When Teppei realizes the seriousness of her message, he 

rnakes a plan and then calls Riko and begs her to meet him again and give him a 

second chance. She arrives, and much to her chagnn, at 10:00 PM her message nuis 

across the board for al1 to see: 

Love for Sale 
Teppei. I Love YOU! !"' 
Your Riko 

Teppei srniles to hirnself as he watches the board and then a message for Riko appears: 

Riko! I Love You Tm!! 
Teppei 

Just as Genji sends letten to his ladies, it seems that it is easier for the two to put their 

feelings into writing, than to Say them. Although their love has been declared before 

the entire world, this scene cornes across as very intirnate because the couple are 

standing in the midde of the square and no other people are visible in their space. 

The sofl streetlights and the playing of the theme Song "Happy Ending" add to the 

intimacy. Although ovenvhelmed by Teppei's response, Riko is quick to tease him. 

2" In Japanese the message has more of an impact because the word mb. Oovc) is repcsted 10 times 
across the board. 
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Eventually Teppei manages to embrace her in a kiss. This scene represents one of the 

best moments of tendemess between the two. What is interesting is that it cornes in 

the middle of the drarna and not at the end. In the final episode Teppei and Riko 

accidentally corne upon one another in the same place that they initial'y met. They 

reconcile their differences in the same manner that they have throughout the drama, 

and then confimi that they want to grow old together just as it begins to snow and the 

credits m across the screen. After the credits are finished, the audience is given a 

giance at the 'wedding photos'. Thus, we are given the impression that they 

eventually get married. In cornparison to the 'first kiss' scene, the last scene is rather 

anti-ciimactic. 

In the orher "happy end" drama Long Vacririon Sena and Minami's first 

outwardly intimate exchange is equally as thnlling as the Teppei-Fùko scene and 

takes place outside. The two have just walked half way across Tokyo after 

witnessing an ernotional encounter between Minami's brother and Ryôko, Sena's first 

crush. Before heading into their apartment they unwind perched on a sound wall 

nearby. Imagine Sena and Minami, both wearing white shirts, perched above some 

les@ trees, under a cloudless summer night sky. 

Minami: 
Sena: 
Minami: 
Sena: 
Minami: 
Sena: 
Minami: 
Sena: 
Minarni: 

The night air aiseady feels like summer, doesn't it? 
Yeah.. . 
It makes me want to go to the beach. 
That it be nice, wouldn't it? 
(with a dreamy smile) You are such a senerous person, Sena. 
Me? 

The sky is blue, the ocean is wide, you are generous. 
{Jokingly j 1 am not sure whether that is a compliment or not.. . 
i f 1  ended up spending my life with someone like you, I'd dways 
be happy. 

They sit quietly together and then Sena playfully nudges Minarni and casually 

suggests that they should kiss. She smiles and indicates her approval of the 

suggestion. As "La, La, La Love Song" breaks the silence and the streetlights take on 

the role of spotlights, they look fondy at one another and Minarni closes her eyes and 

offers her lips to Sena. Sena bashfully gives her a quick peck on the cheek and they 

srnile at each other. The next kiss is much more passionate. Afterwards they snuggle 

affectionately in the warm night air under the stars. 
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In my opinion, the cinematography and lighting effects used in this scene, 

combined with the perfectly timed music make this scene a high point of the drama. 

Of coune, the last scene is exciting. Sena has just won the piano cornpetition. The 

two confront each other on the same wall. As they shout out each other's names, they 

gradually move closer to each other unhl they are embracing. Sena asks Minarni to 

move to Boston with him and she answers with a kiss. Once again, it is not ut i l  after 

the credits run that we are privileged with evidence that a wedding will take place as 

the drama ends where it began, this time with bride and groom in wedding dress and 

tux madly running through the streets of Boston chastising each other for sleeping in. 

While this happy ending is satisfiing it does not have the same impact as the first kiss 

scene because it lacks the same poignancy and tendemess. Even in 'happy end' 

drarnas such as Love Generation and Long Vacation there is evidence that viewers are 

more interested in the process of love rather than the actual outcorne. This will be 

discussed in chapter six. 

If the 'happy end' dramas close on a positive note, then the 'unhappy end' 

dramas end on a wistfbl one. Tokyo Love Story does just that. In the last episode, 

Rika realizes that she cannot compete with Kanji's long time love, Satomi, and 

announces that she is going to work in Los Angeles. Kanji is dismayed by this news 

and tries to talk her out of her decision. Suddenly, Rika disappears and Kanji 

instinctively knows that she has gone to his hometown, Ehirne, to see what it is like to 

grow up in a smal1 cornmunity (something that Rika never experienced). Eventually 

Kanji tracks Rika down and they spend a lovely &y together visiting his childhood 

hauts. They agree to meet the next day at the train station and return to Tokyo 

together. However, at the appointed time Kanji is alone and al1 that is lefi of Rika is a 

handkerchief that has "Bye Bye" wriaen on it in lipstick. When Kanji returns to 

Tokyo, Rika has already left for Los Angeles without a spoken good bye. One &y, 

however, he does get a postcard from Ehirne: 
Good Mernoon, Kanji! (or is it Good Evening?) 
I'rn going to break up with you. I'm a little sad, but, I'm not ody sad. 
Anyway, I'm happy that 1 s h e d  time with you. Kanji, right now, 1 feel like 
Something is missing, but, 1'11 be ok. 
I'rn Iucky to have met you. 1 am not going to say good bye and 1 am not gohg to 
Make any promises, but we will meet again, won't we? 
Akana Rika PS How arc you? 



The two key sentences in this letter are T m  happy that I shared time with you" and 

"1 am luclq to have met you." Rika does not wallow in self-pity about what could 

have been. She celebrates what was. This is reinforced by the employment of 

flashbacks depicting moments in their relationship. Some of these moments are 

memorable, some happy, some sad, and some were just little everyday things that 

they did together. 

Three yean later the now mamied Kanji and Satomi nui into Rika on the 

Street. The always- accommodating Satomi encourages Kanji and Rika to go and 

catch up together. The two head up ont0 the rooftop and exchange formalities. 

Eventuaily, the conversation turns to their relationship. %ka's defense for not saying 

good bye to Kanji three years before echoes Riko's comment in Love Generation that 

falling in love is a rare occurrence. 

You don't fa11 in love that many tirnes in your life. So if you meet the right person, 
it's easy to fdl in love. That's why 1 cherish the fact that 1 loved you. That's the 
way I feel. Loving someone, being loved by someone, it will dways live in my 
heart. You don't fa11 in love thinking about what will happen tornorrow. I can tell 
myself that 1 did well because 1 was the way 1 was and f am the way 1 am now. 

Kanji presses Rika to tell him her address so that they can keep in touch, but she 

refuses saying that maybe they'll accidentally run in to each other again. As the 

credits roll, we see Rika standing alone on the rooftop looking out at the sunset. This 

ending is very touching but as Rika comments, it is not this moment that viewers 

should hold dear to their hearts, but the times that the two shared together. 

Rika's thoughts on loving and being loved resemble Kôhei's obsemations in 

the Iast episode of The Most Inportani Person. He has married Hiroko and is taiking 

to Miwa in the classroom that she teaches in. He takes Rika's thoughts on life one 

step M e r  and says that even though nothing stays the sarne, and people follow their 

own paths in life, tnie love will keep people together forever. 
Kô hei : You know, since I've gonen marrieci and b e n  separateci fiom you, 

there's something that I finaliy somehow understand. And b t  is, 
that you are the most precious person in my life. 

Miwa: Kôhei ! 
Kôhci: But.. . that's why evcn if our lives go in different directions, 1 

don't fccl that sad. ïhis may sound strange but, ever since that 
night, I've fclt like you ben  with me constantly. How can 1 put it? 
It 's like we're in the same schooi, but in diffêrent classrooms. 



When 1 think of it like that, 1 feel reassured. 1 guess that it's a fact 
that when you become an adult, you have to become a little more 
mature, and progress a little further everyday. It's realIy nerve 
wracking. To te11 you the truth, 1 find it really hard. But then, 
sometirnes, well.. . 1 guess, that 1 think of you. What can 1 say? 
You've known me so long that you know everything about me. 
So, somehow just knowing there is sorneone who will always think 
of me in the same way, 1 guess maybe you could say that it makes 
me feel better. You and I will always be together. Together 
forever. 

Just as the audience is preparing for a touching final farewell that Kôhei's revelation 

has set up, Miwa trivializes the whole confession by tuming it into a joke that Kôhei 

willingl y contributes to: 

Miwa: 

Kôhei : 

Miwa: 
Kôhei : 

(Jokingly) How can you say such a selfish thing? Suppose 1 find 
someone 1 really like, and faIl madly in love with him, what 
then?. . . . Kôhei? Really? Who? Don' t know him! 
You really are a big mouth! Have you forgotten the obligations 
you have to me? 
Obligations? What obligations? 
There's lots! The time we were in charge of seMng the school 
lunch and we were carrying the case of bread together? You 
tripped on the stairs, and dropped the bread? I'm the one that 
handed out that bread to everyone! 

Miwa: But the tacher found out about it and was really mad at me! 
Kôhei: Well, there are lots of other times! 

Their bantenng continues as they playfully chase each other out of the classroom and 

into the hall. At the end Kôhei has Miwa in a playful neck hold when they realize 

that four school children have witnessed their frolicking. Quickly they unhand each 

other and sheepishly Say good bye to the students. The scene fades as the two 

fnendsAovers (?) gaze fondly into each other's eyes. 

In this final scene loose ends are tied up. The audience now knows that Miwa 

did not m d R g  after al1 and has retumed to her old neighbourhood to teach. Most 

importantly, Kôhei has revealed that he has corne to ternis with his relationship with 

Miwa. But, has he really? As soon as Kôhei states that Miwa is the most important 

penon in the world to him, questions begin to creep into the min& of the viewen; 

"Well then, why did he many Hiroko?" or "How does he expect Miwa to feel, 

knowing that there is always the chance that maybe, someday, they will end up in 

288 In an earlier scene, when a guilty Kôhei says that he bas to marry 'the other woman' Hiroko, Miwa 
reassures him that she has already been proposed to and is planning to marry somcone else. 
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each othen arms again?" Finally, he concludes his soliloquy with the endless word, 

forever (eien = etemity, forever). How will Hiroko take the news that Kôhei's 

promise of" 'til death do us part" has to compete with a promise of "eteniity" with 

Miwa? While the term 'Yogether forever" suggests closure, it is not final because 

Kôhei and Miwa did not many each other, no one is dead, and Kôhei is manied to 

someone else. The ambiguity of the course their relationship will take, leaves open 

the option that the Miwa - Kôhei saga is not over. Although the last line of the drama 

is suybnum, Miwa and Kôhei do not direct this good bye to one another and the 

drama fades out as they gaze fondly at each another. As strains of the theme Song 

"(Just Like) Starting Over" by John L e ~ o n  waft through the spnng air perhaps 

viewers will take the hint that in the season of new beginnings, this relationship that 

seems doomed to %art over" every two years, will continue in its cyclical fashion. 

This ambiguous ending not only seems to have a lack of closure, but it also seems to 

indicate that it is not the ending, but what has happened and what will happen in the 

love story that takes precedence over the final scene. 

Unlike The Most Important Person, Love Generufion is a 'happy end' drama. 

As a follow-up to this drarna, Fuji TV aired a special in 1998. The title of this special 

was Love Generat ion 1998: Let 's Start Wirh o Happy Ending [huppi endo de 

hojin~eyô]. '~~ The special is basically a condensed version of the drarna, highlighting 

the important events. However, the summary ends before the 'happy wedding shots' 

and the scene shifts to the two actors, Matsu Takako (Riko) and Kimua Takuya 

(Teppei), who have presumably been watching the condensed version along with the 

audience. Both actors look slightly different than their characters, and convey quite a 

different personality, so the audience is aware of the ciifference? The conversation 

that ensues is somewhat perplexing because the acton seem to switch in and out of 

character. They begin by commenting on how young they were in the show. They 

then agree that the kind of tme love that was portrayed in the drama does not really 

exist. Kimura comments on how difficult that love was, but then remarks that only 

2 89 Love Guneration 1998:Ler 's Siarî With a Happy Ending [@pi endo de hajimeya, prod. Koiwai 
Hiroetsu, Fuji Television, Tokyo 1998. 
290 Matw Takako has a pem and Kim= is rponing a goatee. Both Riko and Teppei arc vcry clean 
cut characters. 



someone like Teppei would go to the lengths that he did to be with his tnie love.Lg' 

M e r  this they seem to revert back into their roles and discuss how their lives have 

changed since they (Teppei and Riko) 1s t  met. Suddenly, Teppei becomes Kimura 

again and slips quietfy out of the room when Riko/Matsu is othenMse distracted. She 

smiles knowingly when she realizes that he is gone. In the final shot before the 

credits, a smiling Kimura glaces back as he leaves the television studio. 

This Love Genemtion special gives a very mixed message about the original 

happy ending and couid be interpreted in two ways. The first is that the dialogue 

between the two characters/actors at the end of the show reflects the notions that tme, 

or romantic love does not exist in real life (but it is a very enjoyable thing to watch). 

This is related to the fragile syrnbolisrn of the crystal apple and the slogan 'true love 

never runs smooth'. The second is that it creates possibilities for new stones to corne 

afler the happy ending. Hence, the tide Love Generation 98: Let S Sturt Wirh a 

Happy Ending. However, if that is the case, then the pwpose of the actors' 

conversation is arnbiguous. This program resonates with postrnodem ideas of art and 

life becoming one. Whatever the reasoning behind the program, it serves to 

undermine the happy ending because it allows viewers to use their imagination as 

they consider other possible scenarios besides a mamage. This is reminiscent of the 

thirteenth- century pet ,  Kenko's assertion that "leaving somethng incomplete makes 

it interesting, and gives one the feeling that there is room for g r o ~ . " 9 2 9 2  

At the end of both the 'happy ending' and 'the unhappy ending' &amas the 

drarnatic device, the flashback is employed. During Sena's prize- winning piano 

performance in the last episode of Long I/pcation, Minami Iistens with tears 

streming dom her face. Throughout the son& moments of fiiendship, love hate and 

passion that they have shared are recaptured in slow motion. Similady, in Love 

Generation, the lonely Teppei, desened by Riko because of various 

misunderstandings, wanden the streeu of the Shibuya neighbourhd of Tokyo 

plagued by bittersweet mernories of their time together. Whether it is the intention of 

29' Teppei ended up running up a Nagano ski hi11 rt Nght, in a suit and dress shoes, to kcep a promise 
to Riko, but he was late and she gave up on him and left before Teppei got there. 
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the director is not certain, but these flashbacks serve to emphasize as of the stages the 

couple went through before they reached the inevitable happy ending. 1 feel that 

these flashbacks shift the emphasis from that happy ending and place it on the journey 

to that fulfillment, 

Flashback scenes are incorporated into 'unhappy end' dramas such as Tokyo 

Love Story and The Most Important Person as well. However, in both examples, the 

flashback occurs just before, during, or just after the couple breaks up. It seems to 

add to the poignancy of the break up, emphasizing what they endured and enjoyed 

while together. In other words, flashbacks are another aspect of trendy dramas that 

echo the Genji's tendency to focus upon the details of courühip and love rather than 

the fulfillrnent of desire. 

Conclusion 

The longing for love is an element universal to romances in J a p  past and present. I 

rely once more upon Genji's opinion of romances, "sometimes a series of absurd and 

grotesque incidents which we know to be quite improbable holds our interest, and 

afterwards we must blush that it was so. Yet even then we can see what it was that 

held us".293 As Genji observes, we are able to suspend disbelief in order to gratify 

our need to see love pursued. Even a classic like The Tde ofGenji with its 

atrnosphere of an exotic world keeps us tuniing the pages to cüscover the plight of its 

various intriguing lovers. In Reodingfiom the H e m ,  Suzanne Juhasz speaks of a 

popular romantic conclusion; "The simplest romance novels end with a kiss. We 
3 3 ,  294 have a phrase for that fade-out: 'happily ever afier . Janice Radway lists the three 

most important ingredients of a romance of the western tradition in Reading rhe 

Romance. 

1 .  happy ending 
2. a slowly but cunsistently developing relationship between hero and heroine 

795 3. xime detail about the heroine and hero aAer they'vc gotten togcthef 

292 Keene, "Japanese Aesthetics" 32. 
293 Seidensticker, The Genji 437. 
294 Suzanne Juhasz, Readïng F m  the Heart: Women, Literuture, mdtk S40tch for Tme Love (New 
York: Viking, 1 994) 69. "' Janice A. Radway, Reading the Romence: Women, Patnmchy, md Popuîlar Lirerature (Chape1 
Hill and London: The University of Nonh Carolina Press, 1984) 67. 
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Unlike the western romances Radway is speaking of, in The Tale of Genji the 

ernphasis is on point nurnber two, "a slowly but consistently developing relationship 

between hero and heroiae," and points one and three are inconsequential. It is the 

details that hold the reader's interest and not the promise of closure. As the above 

discussion reveals, it appears that trendy &amas also rely upon the details of love to 

keep their viewers interested in the love affair. 

Furthemore, the drarnas Tokyo Love Story, The Most important Person, Long 

r'acation, and Love Ceneraiion dl resonate with mono no crware. Through the 

wistful sensitivity of the twentieth-century characters the Heian aesthetic mono no 

awclre is given Iife as a lyrical and unifjmg rnood. Natural imagery and emotions are 

combined with cinematography and music to convey the subtle nuances that allude to 

mie feelings of love and sadness. The audience is not only privileged with an 

intimate view of a turnultuous yet tender relationship, they are reminded of the simple 

beauty of a sunset or the ephemeral cherry blossom. It is my contention that it is the 

journey, not the destination that fascinates fans of Japanese love stories in Heian and 

present &y Japan. 



Chapter 6 
Questionnaire Aaalysis 

In the introduction to the book The Worlds of Japanese Popular Culture D.P. 

Martinez gave the following advice to anthropologists attempting to undentand this 

subject; 'lhis domain [popular culture] is never static; it is always changing, shifting 

and is often called upon to mean diflerent things to different people. [. . . ] ask a 

relying ody upon my interpretation of trendy dramas, I chose to do just what 

Martinez proposes; thus my research is interdisciplinary, incorporating the disciplines 

of anthropology and literature. 1 was interested in discovering whether or not 

Japanese viewers are aware of the presence of mono no aware in trendy clramas that 

focus on love. 1 was also curious as to whether or not audiences in Japan appreciate 

these dramas for their conclusions or for their emphasis on the processes of love as 1 

have argued. 

As 1 indicated in chapter one, I will now discuss the results of Questionnaire 

T W O ' ~ ~ .  In order to facilitate the discussion a recap of the age and gender of the 

participants and the goals of the questionnaire is necessary. Thirty-one questionnaires 

were completed. Seventeen respondents are female ranging in age from 2 1-32 and 

thirteen are males between the ages of 19 to over 30. The gender and age of one of 

the participants is unknown. The sarnple consists of Japanese people living in Japan 

and of Japanese exchange students residing in Alberta, Canada. 

The questionnaire consisted of 28 questions covenng the following four areas; 

1 ) romantic elements of a love story; 2) associations with Heian Meranire; 3) mono no 

mare; and 4) closure. There were four main goals for this questionnaire. 

1. To find out what elements of a love story are romantic for a Japanese audience 
2. To find out whether or not any viewers see the aesthetic element mono no more in 

trendy dramas 
3. To find out what type of endings appeal to a Japanese audience. 

194 
Martinez 5 .  

lg5 Sce Appendices A and B for Japanese and English versions of the quenioiinaire and Appendix C 
for the compilation of the translated resuIts. 



4. To find out whether or not Japanese audiences associate 'happy end' (main characters 
marry) drarnas or 'unhappy end' (main characters do not many) dramas with any Heian 
cIassical literature2% 

For the sake of consistency, 1 focused upon the four &amas that have been centmi to 

this thesis: Tokyo Love Stoy, The Most Important Person Long Vacation, and Love 

Generation and firsthand knowledge of any one of these dramas was a prerequisite 

for participation. The numbers of participants who have watched each drarna are as 

fo1lows: 

The numben for the three Fuji Television productions Tokyo Love Story, Long 

, 

Vucaiion, und Love Generation minor the television stations' top ârama ranking. I 

, Drama 
To@o Love Story 

have included a breakdown of age and gender numbers to give an indication of the 

type of people who watch trendy dramas. Although 1 do notice trends affected by 

these two factors and see the potential for M e r  research based on age and gender, 1 

Fernale 
15 

will not be considering these differences in this discussion. Furthemore, rny analysis 

Male 
I I  

Unknown 
1 

will be based rnainly on qualitative rather than quantitative results because 1 am 

Table 1: Number of viewers who have watched each drama 

1 
1 I 
7 

Totrl 
27 

O 
1 
O 

The Most Imporiant Person 
Long C'acarion 
Love Gerwration 

interested in the reasons for the participants' answers. 

3 
26 
17 

2 
14 
1 O 

Although rny questionnaire consists of 28 questions, 1 will not be analyzing 

the responses to al1 of the questions. This is because when 1 received the completed 

questionnaires, 1 realized that not al1 of the questions were relevant to rny final thesis. 

For the purpose of this thesis, 1 will be focusing upon questions 16,944, and 28 

because they focus on the two areas that 1 am interested in; mono no mare and 

closure. While 1 do not believe that al1 the questions are applicable to my argument 

al1 of the responses provide us with interesting and valuable data 

Romantic Elements 

When asked what type of ending was most satiswng in a love story, of the 3 1 

respondents, a total of 26 people said that they preferred a happy ending. Eighteen 

1% 
in the questionnaire the 'happy end' ciramas are rderred to as TYPE 1 and 'unhappy end' dramas 
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people did not provide reasons for this answer, but 8 did. These explanations 

identified a happy ending as one in which the main couple gets together, gets married, 

and lives happily ever after. ''The kind of story that ends with a happy ending. It is 

common in Amencan rn~vies,"~~' is the way one of the participants phrased his 

answer. 

If a story does not have a definite ending, participants described their feelings 

in the following way: five chose the word disappointed. The reasons they gave were 

that they wan~ed a clear ending and that they wanted a happy ending. Six chose the 

word happy. Reasons given were that love stories do not have an ending, and that 

there is no reason to have a clear conclusion. Two participants indicated that it would 

be more interesting because viewers could interpret the ending in their own way. 

Only 1 participant chose 'let dom'  because "in the end 1 want a clear conclusion, no 

matter how it ends. If it is an arnbiguous ending, somehow, my own self confidence 

becomes ~nciear.'"~~ Seven picked the word satisfied. Once again the freedom to 

imagine an ending was cited. " 1 am not pa~icularly hssy about endings," was the 

response of one participant.299 Finally, 13 indicated that they would be left feeling 

expectant or wanting more. The main reason given was that it would bother a person 

to have an ambiguous ending. 

For most of the participants, the term romantic conjures up typical western 

images such as candlelight dimers, s t a n y  skies, flowers, chocolates, dating, 

C h s a a s ,  and Disneyland. Some of the exceptions were: "the kind of love in which 

rnoving encounters and unexpected things occur," "things that one can't see very 

oflen, things that make one's heart pound," and "when you hear a sad Song tears 

corne to your eyes, or when you hem an old Song and remember past times. 99 300 

These exceptions echo aspects of mono no more because they show an appreciation 

for things that are fleeting, quite simple, and conjure up longing. 

are TYPE 2. 
297 Appendix C, question 1. 
298 Appendix C, question 2. 
299 Appendix C, question 2. 
3W Appendix C, question 5 .  
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A 'happy ending' was almost unanimously defined as an ending in which the 

main couple marries. However, some responses included the thought that mariage 

does not always equal happiness. Responses such as, "1 think that in Japan it is 

common for rnaniage to be a happy ending, but personally 1 think that they don? 

necessarily have to get manied as long as they undentand each othei' or, "the best 

ending depends on the person as long as they have no regrets and are happy 

afienvards" stress this ides."' Likewise, an 'unhappy ending' was generally defined 

as an ending in which the main couple does not get together or one of hem dies. 

Two interesting exceptions are "when the characters aren't true to their own feelings" 

and " when both of them are unhappy" because this could suggest that even if a 

couple got married, if they were not being true to themselves, it would be a 

tragedy. ' O 2  

While the participants dernonstrate a familiarity with the ideals of romantic 

love in the western tradition, awareness of the concepts of romantic love embodied in 

the Heian tradition were also evident. People were asked to identifi examples of 

contemporary or classical literature that either the 'happy end' or 'unhappy end' 

dramas remind them of.'03 For 'happy end' dramas 28 out of 3 1 people did/couId not 

give any response. However, of the three responses two were Heian works, the 

fairytale The Tale of the Bamboo Cutter and The Tale of Genji. For 'unhappy end' 

dramas 24 out of the 3 1 didkould not respond. Of the seven responses, 4 were Heian 

and 3 were modem Japanese literary works. Once again The Taie of the Bamboo 

Cutter got one vote and this time The Tale of Genji was chosen three times. The 

important factor that these responses revealed to me is that classical Japanese 

literature is not a familiar topic for many young people in Japan today and they may 

not be aware of any similarities simply because they do not know what they should be 

looking for. Thus, the fact that The Ta/e ofGenji was mentioned four times out of 

the ten responses rnay be significant becaw it indicates that some people do see a 

comection. 

30 1 Appendix C, question 3. 
302 

Appendix C, question 4. 
303 Appendix C, question 14. 



Trendv Mono no Aware 

While working on this project, 1 worked with several Japanese people in their 

menties. As we were working, I often found myself explaining what mono no mare 

was besause the Japanese penoo had never heard of the tem. This reminded me that 

Heian literature, like Chaucer and Shakespeare in the western tradition, is a 

specialized field of study. Perhaps the most revealing evidence of attitudes to 

romantic love was contained in responses to the final question, number 28. Here, 

people were given a list of terms and were then asked to indicate which of the tems 

best described the love expressed in each of the drarnas. Of the eleven terms, three 

have long been associated with the Heian romance literature: mono no aware, 

koishiso [longing], and hakanai [fieeting]. While mono no awure is a literary term, 

koishtsa and hokunai are comrnonly used words md their frequency in the responses 

may reflect t h .  Two other ternis that reflect mono no avare, setsunui [bittersweet] 

and tsurai [painful], appear replarly in daily conversation and popular songs about 

love. Irôshisa[longing] is a modem word having a similar meaning to ko~shisu. 1 

included the term, arranged marriage [orniui] as an opposite choice for renai 

[romantic love] so that participants would find words defining al1 aspects of love (i.e. 

the good, the bad). Eikyu [etemity, eternally], sh~uwase [happy], and raburabu [love 

love: cute term to describe love] are al1 contemporary terms used to describe romantic 

love. The following table illustrates the breakdown of responses by term and drama. 

Respondents were fiee to apply more than one term to each drama. 

Te rm 

Mono no 
aware 
Koishisa 

, Hakanai 

Tokyo Love 
Story 

TYPE 2 
2 

S 
7 

Sers~~nai 
Tsumi 
Itôshisa 
Eiàyî 
Remi 
Orniai 
Shiawase 
Raburubu 

- - -  

Table 2: Ternis describing the love story in trendy dramas 

The Most 
Importmrr 
Person 
TYPE 2 

O 

1 
2 

13 
IO 
6 
O 
10 
O 
1 
O 

Long k a r i o n  

TYPE 1 

O 

9 
1 

3 
1 
1 
O 
O 

Love 
Generarion 
TYPE 1 

O 

2 
1 

3 
2 
9 
5 
O 

Totd 

2 

17 
11 

1 
O 
4 
2 
4 

1 
O 
O 

20 
13 
20 
7 
14 
2 
14 
13 

1 
10 
6 

O 
3 
7 
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I feel that although mono no avare was only chosen twice the terms koishisu, 

hakanai, setsuwi, and tswai ail express aspects of the mono no awure of a love story, 

thus supporting rny hypothesis that mono no mare still exists in trendy dramas. 

However, 1 do not think that Japanese viewers are conscious of this connection with 

the past simply because it is part of their aesthetic culture. Furthemore, despite the 

"happy ending" of the drama Long Vocaiion, respondents applied terms reflecting 

longing more than those reflecting happiness or love. Similarly with the 'happy end' 

drarna Love Generotion, while 14 responses were of the happiness, love attributions, 

8 were of pain or longing. 

Closure 

Table 3 illustrates the results of the questions on what kind of ending appeals to 

viewers. Type I refers to 'happy end' ciramas in which the main couple marries and 

Type 2 'unhappy end' refers to the case where the couple does not ma-. 

Question 1 TYPE 1 Dnmas 1 TYPE 2 Dramas 

1 Like 
1 1 

1 23 1 8 1 
1 Dislike l 2 I 9 l 

1 t 

Dcpends on Story 1 1 9 I I 
1 Not Romantic 

1 

I 7 I 9 l 
Depends on Story 

Happy 

It appears that the ideas that Japanese people between the ages of 19 and 30 have 

regarding romantic love reflect and probably have been infîuenced by the Hollywood 

romance in which couples marry and live happily ever after. However, I find it 

interesting that although the majority of people indicated that they thought TYPE 1 

drarnas had a happy ending, they also thought that TYPE 2 dramas represented a 

Unhappy 

Depends on Story 

304 
Set Appendix C, Questions 9-1 3. 

4 

27 

8 
I 

6 

Table 3: Viewers' responses to questions about cirama endings.304 

O 

3 

10 

13 
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happy ending depending on the progression of the story. As one participant stated, "if 

it was a good experience, I think that it is a happy ending." 'OS 

It seems that in TYPE 2 dramas, it was the act of falling in love or 

experiencing love and the happiness of the couple in question that detennined 

whether or not it was a happy ending rather than the maniage of the couple. 

Responses such as "even if they don? get marrieci, falling in love is romantic" and 

"they may not end up happy, but they were happy along the way" reflect an 

appreciation of the process of a love ~ t o r ~ . ' ~  Thus, the reason TYPE 2 drarnas 

appear to be romantic for Mewers is similar to the notion of romantic love in Heian 

period [the splendor of longing] and also the appreciatton of love as a process rather 

than the ultimate and only goal.307 This could be co~ec ted  to a heightened 

awareness of the beauty of ephemeral things or of the processes involved in love, i.e. 

mono no awore. It is also apparent that my equation of the tems 'happy end' and 

'unhappy end' with the marnage or non-mariage of the main couple was an 

imposition of a 'Hollywood' view of romance. Nonetheless, the responses point to a 

judgement of a happy or unhappy story as lying in the process of the story rather than 

in the ending. 

Conclusion 

The resuits of the questionnaire confirm my suspicion that 'Hollywood romances' 

have greatly influenced young Japanese people. Nevertheless, a number of the 

responses reflect the appeal of the process of romantic love as opposed to a neat and 

tidy ending (closure) in dramas. I feel that these responses support my suggestion of 

an aesthetic comection between trendy dramas and Heian romances, particularly as 

portrayed in Tj~e Tale of Genji. I also think that this questionnaire illustrates that 

although the average Japanese person may not be conscious of the existence of mono 

no aware in contemporary television love stories, their responses reveal an 

appreciation of elements that mono no aware encompasses. In other words, fleeting 

love, bittenweet love, hardship, and longing. 

' O 5  Appendix C. question 12 
306 Appendix C, question 1 1 
307 This relates back to my discussion on page 87 regarding the appreciation for the events during the 
story over the actual ending. 



Chapter 7 
Conclusion: 

Contemporary Culture and the Aware of it AU 

Despite being in the realm of fantasy, trendy dramas reflect everyday values as well. 

Regardless of their ending, or the idealistic portraya1 of the main characters, in each 

drama cultural values that are important in Japan are evident. Specifically, in the 

'unhappy end' drama The Most Important Person, Kôhei's decision to many Hiroko 

rather than his longtirne love Miwa portrays the act of placing duty or obligation to 

others [giri] before personal feelings [ninjo]. He feels an obligation towards Hiroko 

and her family because he has been living with her for some time. Even in the 'happy 

end' drama Love Generution Riko's father frowns upon her relationship with Teppei 

and urges her to retum to her hometown and thus, a more traditional, and perhaps 

more acceptable lifestyle. Eventually, Riko gives in to her father's wishes when she 

thinks that life with Teppei will never be easy, retums to her famil y and agrees to 

meet some potential suiton. However, unlike Kôhei and Miwa's separation at the 

end of The Most hportunt Person, fantasy triumphs in Love Genercirion because 

Riko realizes that only Teppei will make her t d y  happy. 

In ToRyo Love Story' rather than causing smfe by fighting Satomi for Kanji's 

love, Rika seems to accept the situation and instead turns it into a valuable life 

experience. In the first episode of Long Vacoiion, the 3 1 year-old Minami causes her 

family to lose face when she is deserted by her fiancé on her wedding day. 

Throughout this drama, Minami's age and marital statu and their effect upon her 

family add to her character's struggle and development as a member of Japanese 

society. In Long Vacation once again the domain of fantasy is triurnphant because 

Minami defies the conventions of society and marries Sena, a younger man with an 

uncertain, but exciting fiiture. 

The dynamics of the inner [uchi] group and the outer [soto] group play a role 

in al1 four of the dramas. In Tokyo Love Stmy Rika is an outsider to Kanji's 

relationship with his school fnends, Mikami and Satomi. In The Most Important 

Person, Kôhei and Miwa represent the imer group and their various suitors represent 

the outer group. In Long Vacation, Sena and Minami are thmst together by the 
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actions of Minami's fiancé and as their friends are introduced to one another, a new 

inner group is created. Minami's marnage possibility, the photographer Sugisaki, is 

an outsider to this new inner group. In Love Generation, Teppei and Riko belong to 

several different groups (e.g. coworkers, schoolmates, fmily) and they are constantly 

struggling to maintain their own relationship within these other groups. 

The actions of these characters reflects a sense of loyalty that is important in 

Japanese society. in these dramas, a carefully conducted marriage is promoted as a 

positive contribution to that socieîy. Sacrificing personal feelings [ninjo] for familial 

obligations kari] and the preservation of harmony [wa] within the group are cultural 

values that were greatly emphasized by Confucianism during the Tokugawa period. 

Trendy dramas may be considered to be reinforcing these 'traditional' values. 

In a soap opera study Flitterman-Lewis States that "it is a well known faft that 

the desire for narrative closure-the resolution of a fiction's complications-is the 

mainstay of classical Hollywood ~inerna ."~~ Ien Ang expands on this idea, 

". . . romance novels [in the western tradition] always abrupt1 y end at the moment that 

the two lovers have finally found each other, and thus never go beyond the point of 

no retum: romantic fiction generally is exclusively about the titillating period before 

the ~ e d d i n ~ ! ' ' ~ ~ ~  When considered independently, this fact suggests that the 

romances of the West are no different than The Tale of Gen~i or Japanese trendy 

drarnas in their emphasis on process. However, Ang then follows this with the 

statement that romance fans "can luxwiate in never having to enter the conflictual 
9 7 7 3 1 0  world that cornes afier the 'happy ending . In other words, the fulfillment of love 

as the ultimate closure contributes to the tradition of romantic love as an idealized 

ernotional state because readers never have to deal with the inevitable realities of the 

relationship. Therefore, while both Japanese and western romances share a 

fascination with the details that lead up to an ending, a happy ending in the Japanese 

context is not always suitable as in the case of Tokyo Love Stmy and The Most 

important Person. 

Sandy Flittemn-Lewis, "Ail's Well that Doesn't End-Soap Open and the Marrïage Motit" 
Cornera Obscura No. 16 (19881 119. 
'O9 Ans, Living Rmm W ~ S  106. 

Ang, LivingRucm Wms 106. 
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In an article about Japanese moming bas, Paul Harvey begins by saying 

that "'contemplating a society through the window of its artistic productions is an 

activity fraught with penl: there d l  always be distortion, for art is necessarily a 

selective representation of society and its multiple ide~logies."~" He goes on to 

argue that although these morning dnimas are no exception, for various reasons "this 

form of television h a  is a revealing instance of the contradictory ideologies that 

go into making modem ~a~an . "~ ' '  In light of the previous discussion of trendy 

dramas and their relationship with the Heian novel The Tale of Geni, 1 feel that 

trendy dramas also reveal a contradictory aspect of modem Japan in the fom of this 

dynamic concept of romantic love. 

The British scholar M u r  Waley was the first person to translate Murasaki 

Shikibu's The Tale ofGenji from classical Japanese into English, and thus is credited 

with introducing the world of the Shining One to a considerable portion of the world. 

With his refined sensibility and keen aesthetic understanding WaIey was a tme Heian 
gentleman-whence, no doubt, his particular sympathy with that magnificent period 
in Japanese cuiture. Literature, especially poeuy, was central in his life, as it was for 
men and women of the Heian Court, not as an academic subject but as a vital, 
inspiring force."' 

Despite his strong identification with Heian Japan, and nwnerous invitations from the 

Japanese govemment, m u r  Waley never did go to Japan. A colleague explained 

that it was precisely due to his strong connection to Heian Japan that he did not. He 

"feit so much at home [. . . ] in Heian Japan that he could not face the modem ugliness 

amid which one has to seek out the many intact remains of beauty." "" While the 

landscape of modem Japan, as is the case in most nations of the world toàay, is a 

myriad of concrete and neon, automobiles and industry, there are still vestiges of 

Genji's world. I feel traces of Heian Japan can also be found in trendy dramas. 

The love stories revolving around Kanji and Rika, Kôhei and Miwa, Sena and 

Minami and Teppei and Riko are infused with mono no aware. Within these dnunas 

mure is a unifiing mood that combines love and longing with an appreciation of the 

' Harvey, "Nonchan's Dream" 133. 
3 12 Harvey, "Nonchan's Dream" 13 3. 

l3  Ivan Morris, "The ûenius of Arihur Walcy." h4d& Singing in ihe Mmnfains: An Appeciation and 
Anfhofogy of Arthur Waley, cd. Ivan Moms (New York: Walkcr and Company, 1970) 75. 
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everyday thngs that make life special. Rika will always value the love she once had 

with Kanji. No doubt she will take cornfort in the fact that they are looking up at the 

same stany sky. The fleeting beauty of cherry blossoms will always rernind Kôhei of 

the special bond he and Miwa share. Sena and Minami will chensh little thùigs like 

sunsets and feel the significance of a wistfui piano tune. Whether or not Teppei and 

Riko have found, or will ever fmd, tnie love is unceriain. However, in that 

uncertainty lies endless possibility. 

Just as Prince Genji observed of romances at the beginning of this discussion, 

"amid al1 the fabrication" in both The Tale of Genji and trendy drarnas, "we do find 

real emotions and plausible events." Although separated by centuries, the essence of 

Japanese romantic love, mono no mare lingen in each of these romances. Both 

Heian fiction and trendy ciramas reflea the daily lives of people in the society they 

were meant to entertain and life does not always have a "happy ending". The love in 

these trendy dramas has a timeless quality that may be attributed to their classical 

heritage. It is not necessarily closure that appeals to a Japanese audience, but rather a 

long-cultivated sensitivity to the beauty of longing. Viewers prefer the excitement 

and suffering of the emotional roller coaster ride. At the end of that ride they rnight 

feel unsettled, but perhaps the hi11 of the ride was wonh it. 
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Appendir A 

Japanese Trendy Drama Questionnaire Two: English Version 

1 am in the East Asian Studies Graduate Programme at the University of Aiberta, in Edmonton, Canada 
and 1 am conduaing rescarch for my thesis. My areas of interest arc the love stories of the Heian 
period and Japanese trendy drama 1 would appreciate it, if you could take the time to answer the 
following questionnaire. It wiI1 take approximately 30 minutes to complete. 

Agt: S u : M / F  
This questioruiaire is about the foIlowing 4 trendy dramas. Plcase indicate with an 'X' which of the 
four you have watched. After answering Section 1 & 2, please oniy answer the questions pertaining to 
the ciramas you have watched. Everyone should answer Section 7. 

fl Tokyo Love Story - Long V1u:ui1i'on - 
Li The MM Imporlan! Prrson - 
d Love Gen-on 

Section 1 : 

In a love story, what type of ending satisfies you? 

In the lm episode of a love story, if the story does not have a definite ending (marriage, death), do 
you feel: (Choose one) 

disappointed 
1 can imagine what the couple's fiiture will be like so it is a good conclusion (happy) 
Although 1 thought that the couple was going to end up together, my expectations were wrong (let 
dom)  
It wasn't the ending that 1 imagined but it was a good conclusion afkr al1 (satisfied) 
It was an ambiguous ending (expectant=wanting more) 

Define the term 'Happy Ending'. 

Define the term 'Unhappy Ending' 

Whcn you hear the term romantic, what do you think of, 
What words corne to rnind? 

I s  the element of longing an important part of a love story? 

Define the following terms: 
f koibito: 
Q rabci= 
O kmeshi: 
9 boifireirdo: 
4 hiojo:  
S gh~furendo: 

Section 2: 

8. Which of the t m s  in question 7 most cloxly d e s m i  the following rclationships between the 
charaders? Why ? 



ToAyo Low Stoty: Kanji & Rika: 
Kanji & Satomi: 

b a g  Vàcaiion: Sena & Minami: 
Sena & Ryoko: 

The M d  lnlportOIlt Pmon: Kôhei & Miwa: 
Kôhei & Hiroko: 

Love Gentdon: Tqpei & Riko: 
Teppei & Sanae: 

These 4 dramas represent two different types of trendy dramas. In TYPE 1 b p p y  end] the nivo 
protagonjsts meet, fail in love, face a series of obstacles, and ultimately marry each other. In 
TYPE 2 [unhappy end] the two protagonists meet, fat1 in love, face a series of obstacles, but do 
not rnarry each other. 
Does TYPE 1 a p p d  to you? Why or Why not? 
Does TYPE 2 appeal to you? Why or Why not? 

1s TYPE 1 romantic? Why or why not? 

1s TYPE 2 romantic? Why or Why not? 

Is TYPE la happy or unhappy ending? Why or why not? 

1s TYPE 2 a happy or unhappy ending? Why or why not? 

Can you think of any examples in Japanese literature, conternporary or classical, that these two 
types of stories remind you of? 
Please list and expIain why. 

For Sections 3 4 anmer only for dnmis you have wrtchd. 

Section 3 : Tokyo Love Stoty 

15. Kanji and Rika do not rnarry each other at the end of the drama. How do you think they feel about 
this? 

16. Rika always expresses the way she feels to everyone. How do you feel about this quality? 

17. Why is this drama called 'T+ Love Stoy "? 

Section 4: Long VQC~~IOH 

18. In Long Vacation Minami gives up the chance to marry a successfùl photographer to be with Sena, 
a younger man whosc fbture is uncertain. What do you think of this ending? Explain why. 

19. At the end of the cirama, Minami and Sena get manied to each othm. Do you think that they will 
live 'happily ever afier'? 

20. Why do you think the drama is calleci Long C"hcation? 

Section 5: me Most Importaat Pcrson 



2 1. In the h a  7k Most I m p o m t  P e r m ,  the main character, Kôhei, tells Miwa that ever 
since he m h e à  Hiroko, he has corne to realize that Miwa is the most important person in his 
lift and that he and Miwa would be together forever. 
How dots his statement make you fcel? What does it make you think? Discuss this 
statement . 

22. How do you think Miwa feels about the abovc statement? 

23. Why doesn't Kohei marry Miwa? 

24. Throughout the drarna K6hei and Miwa seern to be longing for one another, but never 
admitting it to anyone. 1s this type of longing romantic? Why or why not? 

Section 6: Love Gemmition 

25. The slogan that runs throughout Low Ge~ieratiun is 'True Love Never Runs Smooth'. 
What do you think this slogan means? 
What does this statement rnean to you? 

26. Teppei ana Riko get married to each other at the end of Low Gerwation Do you think that 
they will live 'happily ever afier'? 

27. Why do you think this drama is called Love Generation? 

Everyone sbould mnswcr Section 7 

Section 7: 

28. Below is a list of terms: 

4 mort0 no mari! . zmrai, bishisa, ittishisa, renai, omiai, S ~ I S ~ I I M ~ ~ ,  shiawae, raburabu, hakarnai. 
eikyN 

Which of the above terms closely describes the love story in the foIlowing dramas? Why? 

Tokyo Love Stoty: 

Long t 'ocarion: 

Love Gmeration: 

Thank you for your time! 
Gretchen Phillips 



Japanese Trendy Drama Questionnaire Two: Japanese Version 









Japanese Trendy Drama Questionnaire Two Results 

Notes on the format: 
4 Unless otherwise indicated each raponse was given by one person 

Total Partici~ants: 3 1 
Total Female: 17 Age: 2 1-32, Total Male: 13 Age: 19-30+, Unknown: 1 Age: ( ?) 

Tokyo h e  SIov Fernale: 15, Md$: 1 1, Unknown: 1 
il Long V a c ~ o ~  Female: 14, Mate: 1 1, Unknown: 1 
l2 The Most Importaril Pctson Fernale- 2, Male: 1, Unknown: O 
2 Luve Gennrttr'on Female: 10, Male: 7, Unknown: O 

Section 1 : 
1. In a love story, what type of ending srtisfies you? 
Female: 
+ 13 - Happy ending 
4 The couple is joined for eternity, also mariage 
+ A realistic ending 
+ The main couple get together and Iive happily ever afler 
+ Happy ending: It is good when at first it is a one- sideâ Iove, and even though it is painfiil, the 

couple get together in the end. 
Male: - 
6 5 - happy ending 
+ 1 think it is good if the main charaaers pass each other (strrechigmr) (ie. Don't meet up). And 1 

think that if one dies it is also good. (1 Iike Romeo and Juiiet) 
raburabir [love love] 
When a compatible couple gets together 

4 The couple separates and each person follows their own path in lifc. Thus, it is a happy ending. 
+ The kind of story that ends with a happy wedding. It is common in Amencan movies. 
+ When the couple lives happily ever after 
+ 2 - no response 

Unknown: 
+ The hero and the heroine fa11 in love, overcome many obstacles and get together 

2. In the fast cpisodc o f  r love sto y, if the sto y does not bave r dcfinitc cnding (mamagc, 
dcrrth), do )-ou fecl: Select one choiee. Why? 

Disappoiateâ: 
Female: 3 

Because 1 want a clear ending. Provideci that the two main charmets separate and each follow a 
new direction in life then it doesn't bother me. 

+ Because 1 want it to be a happy ending 
+ What happcns to the couple d e r  this? It would bother me: and 1 wouid want to see what happens 

next . 
Male: 2 
+ Because 1 want to see it through until the end 
+ Because 1 want them to get together in the end 
1 cm imagine wbrt the couples' future Ml ùe like so it W r good conclusion (happy) 
Fernale: 2 
+ Because 1 think that love stories don't have an cnding 
4 No rcason given 



Male: 3 
+ No reason given 
4 There is no reason to have a clear ending 

It rnay not end in a clear way, but it leaves a strong impression because you can imagine various 
things. 

Unknown: 
When we say trendy dramas, viewers have the image that the main couple will get together. A 
conclusion in which the couple doesn't get together gives viewws a chance to interpret the ending 
in their own way. 

Altbougb 1 tbougbt tbrt the couple was going to end up togethtr, my uptctrtions wtrt  wmng 
(let down) 
Female: 1 
4 In the end I want a clear conclusion, no matter how it ends. If it is an ambiguous ending, 

somehow, my own feeling of self-confidence becornes unclear. 
It w a d t  the cnding that 1 imagined but it w u  r good conclusion after r U  (sitisficd) 
Female: 4 
+ Because if it is uncfear, then there is the possibility that they may have gotten together. In bat 

way, I can think positively. 
+ Because there rnay be a bener ending than the one 1 imagine. 
4 1 - no reason given 

ff the drama ends how 1 imagined it to enci, it would be boring 
Male: 2 

No reason given 
4 Even if the ending isn't clear, it is ok if 1 can imagine what happens next. 
4 1 am not particularly fussy about endings 
Unknown: 

See unknown response above 
It was an rmbiguous ending (expectant = wanting mort) 
Fernale: 8 
+ 1 - No reason given 
4 It doesn't matter what story it is, if you don't know how it ends then you aren't satisfied 
4 Because I would want to know the conclusion and it would probably bother me. However, I may 

look forward to the possibility that a pari 2 couid be mde. 
+ What happens to the couple after this? It would bothcr me and I would want to see what happens 

next . 
+ Even though I can imagine that it ends in a happy way, not knowing for sure would bother me 

1 would think that it may have been better not to have watched it at dl. 
Dramas are things that are direrent fiom reality so they should always have a happy ending. 
Since I expect that when 1 am watching it, an ambiguous ending would be unforgivable. 
It wodd simply botfier me 

Male: 5 
+ Because I want it to be clear as to whether they get together or not. 

It is a drama so 1 think it is better for it to have a clear conclusion. 
+ No rcason given 
4 Personally 1 like happy endings so if it isn't a happy ending, it isn't intertsting. 

It is satisfying when a drama bas a cicar conclusion and if it ends the way you imagined it makes 
you feel good. 

3. Wbrt das the tenn 'happy tnding' mcrn to you? 
Fm&: 

The feeling that they will be togcther for the rest of their lives 
+ 1 think that it is a happy ending when the couple overcomc many trials and end up togcther, 

smiling 
More than getting together, in thcir hearts they should be uniteci 
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The kind of ending when even though the couple breaks up once, they mea again and get married. 
When the man and wornan have mutual feeIings and start thcir life together 
The couple convey their feelings to each other, they start going out togaher, they get mmïed 
2 - When it ends happily for the couple. There are occasions when the couple separates happily. 
Usually the pattern of getting together is most cornmon. 
When the feeling is mutual 
When the muple gets marri& and \ives happiiy eva fier or men if they don? get manie& they 
still get along weIl and go together. 
When the couple continues to get along well and go together. A h ,  even if the couple chooses to 
go along their own separate and new paths that is good, too. 
Lovers or marriage ( d e n  thcir feelings become munial) 
Marriage 
4 - When the couple gets togcther. 

When it ends when they finally have sex, kiss or something. 
When the couple gets together and their rivals in love disappear. When enemies become fnends 
and uneasiness ceases to exist. 
When the couple gets together 
No resyonse 
When it ends and the actors have big smiles. 
When a couple who tries to get together is able to convey their feelings to one another. 
When two people who really like cach other, but could never get along, get together. 
When the main couple get along well together 
An ending which cnables you to predict the charactcrs' futures and sets the stage for another 
episode. It can be said that it is also important to be able to predict the supporting characten' 
futures. 
The kind of ending in which the main characters can live with mutual understanding. They don? 
necessarity have to get married. 
When the main couple rcaches a mutual understanding, and they start a new life. 
The best ending depends on the person. As long as they have no regras and are happy afterwards. 
1 think rhat in Japan it is cornmon for mamiage to be a happy ending, but personally 1 think that 
they don? necessariiy have to get married as long as they understand each other and the woman 
becomes independent. 

Unknown: 
When the hero and heroine get together. 

4. What does the terni burihappy Ending' m a n  to you? 
Fernale: 

When they go their own separate ways 
When they don't ga togaher, and separate on a bad note 
Even though the love is mutuai, they don't mœt up. 
When one person mamies a differern person and the main couple dotsn't meet again. 
When they don't get together 
When the man and woman case to be interested in each other 
Aithough the couple really does like each other, they never seem to be able to ge! togahcer and 
finally go their own separate ways. 
When an afïair becomes serious and they end up wit h sotneone dse 
Whcn b t h  of them arc unhappy 
When one of the main characters marries a different person or dies. 
When the relationship continues to be one-side& when ont charactcr is dropped by the othcr. 
2 - Whm the couple breaks up or someone dies. 

When the couple breaks up 
When the main characttrs end up with supporthg characters 



+ When they can't be together (one goes abroad, etc.) 
+ Death 
Male: 
+ Hmm . . . Death? 
+ When one of the characters dies. When they don't end up together. 
+ When they break up 
+ When one of the lovers marries (someone else) 
+ When it just ends without them [the couple] being able to say how they feel. 
4 When one of the lovers dies (there are exceptions) 
+ When they don't end up together 
4 When one of the main characters dies and they don? end up togcther 
+ When a deep rift that m o t  be reconciled is created between lovers and they do not even part as 

fnends 
4 2 - When they don? reach a mutual understanding and part on a bad note 
+ When the characters aren't m e  to their own feelings (3 1)  
+ when two characters don' understand each 0 t h  or forgive each other and end up with someone 

they don't like 
Unknown: 

Wnen the couple's love cools, and they move on to other loves. Whcn the hero has anotner lover 
and the heroine kills herseIf 

S. When you hear the term romantic, what do you think of? 
What words come to mind? 

Fernale: 
A night stroll, but maybe even a shon date in the aftemoon can be romantic. 
2 - Lovers spending tirne alone. 
Loving someone. Suteki, eren (etemity ) 
The kind of love in which moving cncounters and unexpected things occur 
A romantic person has a good imagination a starry sky 
Being abIe to fantasire about rnany things when thinking about each other, euphoria 
On his girlfriend's binhday, a guy makes a reservation at a restaurant with a night view and gives 
her a present and flowers, Christmas 
It is dificult to explain. For example, when you hear a sad Song tears come to your eyes, or when 
you heu an old Song and remember past tintes. The word that cornes to mind is 'music'. 
Things that one can't see very often. things that make one's heart pound, a stany sky 
Love (rennai) 
An incredibly happy atrnosphere in which a separate world just for 2 
Starry sky, Christmas, etc. 
Night vicws, the flame of a candle, expensive, fancy restaurants, live piano performance 
Night viewq Christmas, Disneyland 
Unrdistic 
watching the night sky, drcams 
Confessions of love on a swset beach 

Male : 
1 candlestick on a table. A room lit by ody the light of one candle 

+ A couple alone in their own world that othcr people canyt sec. Couple, kiss 
4 A couple looking at a night view 
+ 1 can't think of anyt hing but, 1 think it is delightful. 
+ Things that don? happa in reality very oflen 

Ican't~ywhatisorisn'tromanûc 
+ Night views, starry skies, fireworks 
+ ûniy swcer, not painftl, enjoyable things. To makt your girlfnend happy 
+ A relaxhg environment such es going to a restaurant, or coffœ shop 



+ True love, 1 often think of a couple finding each oher 
+ To spend time alone togaher that is so wonderful that words wuiot express, night views 
4 Happytimes 

A candle iight date 

JJnknown: 
+ Looking at the ciîy lights with your lover fiom the rooftop of a skyscraper in the city, kirei 

6. b the tlcment of loaging i n  important part oCa love %tory? 
Female: 
+ 8-YS 
4 4 - 1 think it is very important 
6 2 - ofcourse 
4 Yes. 1 tiiink that the continued longing for someone is more important than loving sorneone. 

Of course, longing = love story 
Basically, 1 think it is important, but pcrsonally 1 hate wfiining. 

Male: 
6 9-Yes  
+ ! think it is very important. 1 think it is good when the viewers are anxious to know what happens 

next . 
4 No response 
4 Y s ,  1 think that when you feel longing, it is naturai to want to be together. 
4 Nanirally 
Unknown: 
6 Yes, one can dream about falIing in love. No, a love story is a fictional drama and you just faIl in 

love with the love in the drama. 

7. Define the following ttrms: 
*3 Roibito: 
FemaIe: 
+ 2 - the person one loves 
+ a special existence (when a couple live in their own world) 
4 when you are with each other, it feels good 

those who have a stable retationship, or people who want to get married 
+ 2 - the most imponant person 
4 a bittersweet relationship with someone who feels the sarne way 
4 a couple whose love is mutual 

someone one is going out with whom they have a special regard for. It is different fiorn adoration. 
it is someone ont would die for 

4 steady boyfriend/girlfncnd 
+ the person one is seriously dating 

a couple who like each other 
4 2 - person one is going out with 
+ when feelings becorne sweet, bitter- 
+ when one mutuall y understands the other, they are an important person 
Male: 
+ sorneone one likes 

a couple who has admittd that they like each other 
+ 2 - the pcrson one is going out with 
4 2-Noresponse 
+ a person who one genuinel y loves 

real feeling 
someone one wants to take care of 



4 the most important person to one next to oneseif 
+ someone you are going out with and think fondly apart 
4 when two people iike each other 
+ a couple who are goiag out because they plan to get married 
Unknown: 
+ no response 
*:+ d a :  
Fernaie: 
4 sorneone one longs for 
+ secret lover 
+ Simpfy just someone you love, with no thought of the hiture 
+ a mistress 
+ 2 - don? use this word, can't define it 

someone you use to satise your own desires 
4 2 - No response 
4 English version of koibito 
+ a rnysterious f la i r  
+ 3 - can be a lover (am) 

? [don't know] 
a secret lover that one wants to be with 

+ one time lover 
Male: - 
+ someone one loves [koibiio] 
4 sorneone you have relations with even though you have a partner 
4 4 - no response 
+ a reiationship that has nothing to do with love 

aijh 
4 semai relationship only 
+ 2 - the EngIish version of koibifo 

never used, impossible to define 
4 someone you simpl y like 
+ A couple who have physical relations without the intention of getting manieci. Liking each other 

is not an issue 
Unknown: 
4 no response 

*:* koreshi: 
Fernale: 
+ person one is going out with = more than a fnend, not quite a koibito 
4 guy one gets dong happi1y with 
4 3 - the guy one is going out with 
+ just a boyfhend, a relationship without a view of marriage 
4 2 - the same as koibito 
4 a person who one needs 

no response 
O someone one is simpiy going out with The feeling depends on the phase that the relationship is 

in. 
O boyûiend 
+ the person one is going out with, I have the image of a younger pcrson 
+ a @al guy (one is going out with) 
O when there are feelings of love and it is fbn to be togethcf 
4 sorncone with whom one sharcs intemting times, sad times, painfiil tirnes, etc. with 



Male 
+ male 
6 a guy one is dating. Not Iimited to one person 
+ 4 - the guy one is going out with 
4 4 - the guy one is going out with 
O akoibitowhoisarnalefiiend 
+ man with limits 
O special member of the opposite sex 
+ a cool, nihilistic, nice guy 
+ no response 
4 includes one-sided love and concealed love 
gnknown: 
4 no response 

4* bo~unndo: 
Female: 
4 7 -male fnend 
4 a fiiend fiom school days 
4 2 - a good male tnend 
O 2 - a person you have tùn with 
4 a guy who is more than a fiend, but not quite a koibilo 

guy one is casually dating, but tentatively going out with 
4 same as kareshi 
O one of many not- so -special guys one is dating 
Male: 
4 man one loves tmly (ai) 
4 male koibito 

no response 
4 7 - male fnend 
4 good fnend 
4 a male fiend, back up kareshi 

a relationship that ftiends know about. May or may not be sexual 
Unknown: 
+ no response 

+ kmojo: 
Female: 
+ girl one is going out with-more than a fncnd, not quite a koibifo 
+ person one can get dong happily with 
+ 3 - the girl one is going out with 
+ just a girlfiend, a relationship without a view of mamage 
+ 2 - the same as koibito 
+ 2 - no response 
+ 2 - the female counterpart to Aateshi 
+ girlfiicnd 
+ the person one is going out with, if the relationship lasts a long time, the pcrson could be called 

koibiio 
+ 2 - special girl one is going out with 
+ when there are feelings of love and it is h n  to be together 
Mde: 
4 female 

girl one is dating. Not limitcd to one person 
5 - girl one is dating 



4 a female fnend who is a koibito 
4 limited woman ???? 

specid member of the opposite sex 
good fiiend 

+ no response 
4 ??? 
Unknown : 
+ no response 

+ gûmfurendo: 
Female: 
4 9-femaie fiiend 
4 3 - close female 

no response 
more than a fnend, not quitc a koibito 

4 girl one is casually dating 
4 same as kanojo 
4 one of many not-so-special girls one is dating 
4 a fiiend you can say anything to 
Male: 
4 woman one m l y  loves (ai) 
4 female koibito 
4 no response 

7 - fernale fnend 
4 good friend 
4 female fiiend, back up hiojo 
4 a girlfiend that fîiends know about 
Unknown: 

no response 

Section 2: 

8. Which of the tcrns in question 7 most dosely describe the lollowing rtlrtionships betwun 
the charactcrs? Why? 

Tokyo b w  Srov 
Kanji & Füka: 
Female: 
+ 3 - Kmeshi & kmojo 
4 koibifo, because they needed each other 
4 koibifo because they are honest with each other 
+ 3 - kuibito 
4 borjirrendo & gOm@erado 
4 2 - no response 
4 borfi~tendo & g h f i ~ m d o ,  because it is a casual relationship 
4 rabua, they were going out before, but they nopped king koibifu 

2-Kmeshi & brojo, because they like each other 
+ Kanji: kartojo, Rika: boifurendb 
4 Aoibito, because they are the most important person to cach 0 t h  
Male: 
+ 2 - no response 
+ Kaibito: even though it was only temporary, they were attracted to each d e r  
4 3 - bibito 



4 hibito because it had a binersweet feeling 
4 boiflredo & ghfirendo 

Koibifo & gârufuredo 
4 In the beginning of the show, Rika wanted to becorne Kanji's koibito. Kanji Iiked Rika but none 

of the words above describe the nature of the reiationship. 
Unknown: 
# The way in which Rika regards Kanji is the viewcrs' idealistic view of bve 
ffinji & Sitomi: 
Female: 

raM 
4 First rabd, then koibiro: 1 don? like Satomi! ! ! She soie sorneone else's boyfhend. I feel sorry for 

Rika. 
kureshi & h m j o  because they like each other but it is an awkward rclationship 

4 h j o  
4 2 - borjirredo & gdmjiiredo 
4 2 - Rateshi & h o j o  because they were actually going out at one time 
+ 2 - no response 
4 koibifo 
4 koibiro, because they bot h like each other 
4 They aren't really anything to each other, just classmates fiom high school. The way in which 

they constantly can't get together means that they cannot be called koibito. 
+ just fiiends 
4 Kanji: gOrufuredo, Satomi: koibito 

rabâ, because Satomi doesn't r d l y  like Kanji. 
Male: 

3 - no response 
koibito because at the end they wcre both attracted to each other 

+ 3 - borjùrerido R- gcniifirredo 
kareshi CG kttojo: sornehow it seemed to be their on1 y choice 

+ bozfirrrdo & h o j o  
kareshi & gcin~fiirerdo 

+ As far as Satomi is concerned, Kanji is a good catch. Kanji wants to become Satomi's koibiro but 
he can't . 

Unknown: 
4 No response 

Long Vacation: 
Sena & Minami: 
Female: 

2 - Aareshi & h o j o  
More than koibito because they seemed genuinely happy together 
kareshi & b to jo  because their relationship was equal 
5 - koibiro 
2 - no response 

4 koibito because they love each other 
4 boifirerdo & gcinrfirremio because they were like fnends 
+ koibito because they gradually gtcw to likt each 0 t h  

2 - kureshi & h o j o  because they Iikc each other 
Until the last cpisode, they wercn't really anything. In the last episodc 1 guess that they were 
koibito because they got married. 

4 Aoteshi & kamjo b u s e  t hey needed each other 
Male: 
4 koibiro because they had scx 



4 5 - no response 
2 - furendo (fkiend) 

+ kareshi & b m j o  because I can't betieve that they really Iike each other with al1 their heart 
+ koibito 

kareshi & Kanojo 
+ koreshi & hibito 
4 koibito it was just at a different time than Ryoko and Sena 
Unknown: 
4 Noresponse 
Sena & Ryoko: 
Femde: 

rab& borfürendo 
5 - Borfirrendo & ghfirendo 

+ boifuendo & gâuficrendo because it didn't develop into anything more than fnendship 
4 2 - Borfirrendo & gcaUf;rendo because the feeling wasn't mutual 
+ 4 - no response 

kureshi & Aanojo because they went out with one another (but only when they were going out) 
boifuredo & gûrufirrendo, Sena Iiked Ryoko but Ryoko didn't share the same feelings and later 
Sena and Minami became kuibifo 

4 Not really anything, just fnends. 1 think that the fact that they thought that they liked each other 
was just a misunderstanding. 

4 Nothing special 
Sena: kmojo, Ryoko: borfirrendo 

+ gunïrfue~rdo? 
Male: 
+ 6 - no response 
+ 2 -firelu80 (fiiend) 
4 4 - bo&rendo B grairfurendo 
4 koibito it was just at a different time than Minami and Sena 
ynknow: 
4 no response 

The Most ImpoHanf Person 
Kôhei & Miwr: 
Female: 
+ 16 - no response 
+ borfiire~ido & gcolrfrtrendo 
Male: 
4 12 - no response 

Childhood %ends, none of the tcrms work 
Unknown: 

No response 
Kôhei & Hiroko: 
Female: 
4 Ail no response 
Male: 

12 - no responx 
4 at first they were boijiurendo and ghficremfo and then they becamt koibito but them they broke 

UP. 

Love G e n e d o ~ ~ :  
Teppei & Riko: 
Fanale: 
4 hreshi & koibito 



+ koibito: the obstinate Riko and Tcppei redly suit each other 
+ 2 - koibito because they both needad each other 
4 7 - no response 
+ koibito 
+ 2 - kareshi & b o j o  
+ koibito because they both loved each other 
+ 2-kareshi & kanojo because they like each other 
Male: 
+ 7 - no response 
4 ~ o j o  
4 3 - koibito 
4 Rcaeshi&hojo 
+ in the end they were Roibito 
Teppei & Srnrc: 
Femaie: 
+ raba 
+ rabri, even though Sanae had a fiancé she tempted Teppei 
+ kareshi & h i o j o  they are amcted to each other 
4 8 - no response 
4 borfireruio & gumfirrenab 
+ koibiio 
+ botfurendo & garujùrendo: t hey don' t love eac h ot her 
6 They used to be classrnates. They liked each other a long time ago but now they each have a 

koibito and it is not possible for them to like each other again. Their thinking that the like each 
other is just a memory of the put.  

+ They are just fiiends. They are merely nostalgie for the attraction that they once felt for each other 
+ bofirendo & ghfuredo: they weren't rneant to get together, it was just a thing of the past 
Male: 
+ 1 - no response 
4 ex- h10jo 
4 2-borfirerdoi & konojo 

borfirrenùo & grirtrfi~rendo 
4 Ex-koibito 

9. These 4 dramas rtpnsent two different types of trcndy dnmrs. In TYPE I (happy endl the 
two protagonists meet, fil1 in love, face a series of  obstacles, and ultirnrtcly mirry each 
other. In TYPE 2 (unhappy end) the two protrgonists mut, frll in love, face r series of 
obstacles, but do not mrrry eacb otber. 
Docr TYPE 1 rppeal to you? Why or Why not? 

Fernale: 
+ Yes, because I am envious of coupIes who think of each other no matter what happens and finally 

get together 
Yes, because it is the foundation of love dramas. 
Yes, because it is a happy ending 

+ Yes, the more hardship couples cxperience, the more happiness they can achieve at the end! (So 1 
was impresscd with such stories) 
Yes, because I want the main characters to be happy 

+ No, because it is not realistic. 1 don't think that maniage is the ultimate goal. 
+ Yes, the more obstacles they ovcrcomc. the dccper the relationship will bc 

Yes. as for drarnas, just watching happy endings is mjoyable 
+ Yes, btcause the main characters becorne happy 
+ Yes, 1 am delighted when it is a happy ending 

Yes, because Ilike happyendings 
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4 Yes, because 1 tbinlc that among drama happy endings, marriage is good. 
+ 3-Yes, when 1 am watching 1 can relax 
4 1 don? reaily iike or dislike it. If it is a happy ending it is ok if it doesn't end with a wedding 
+ Yes, because while they f i c d  many obstacles, they wert stiii able to get marriai 
Male: 

No response 
No, because if they get married, there is nothing new to look forward to after that 
Yes because it ends happily 
Yes, because 1 feel rclieved 
if marriage is the ulrirnate goal, then Type I may be a happy ending, however, in Tokyo Love 
Sfoty Kanji and Rika didn't get married but I think that even falling in love once is a connection. 
Yes, because 1 like happy endings 
Yes, because I don't likc sad endings 
Comparatively speaking, yes because 1 like Long Vacation. Naturdly they will experience ups 
and downs in their relationship, and I hope that is the way it wil1 be. 
No comment, the a m e r  depends on the way in which the ending was teacheci. 
1 don? rcally care about marriage, but 1 think that it is more wonderhl if a couple who has 
overcome many obstacles c m  succeed together. 
If1 put my self in the position of the rnain characters, it depends on the situation. 
Yes, I can experience a love relationship that in had in the past again. In reality rny relationship 
didn't have a happy ending, but 1 can experience a happy ending now. 

Unknown: 
4 Spending one's whole life with one partner is separate fiom reality, it is the viewers' ideal 

Does TYPE 2 appeal to you? Why or Why not? 
Femal e: 

Yes, even though they part, if they each can go their own way, 1 think it is ok. 
It depends on the reason that tbey didn't get m k e d  but if the couple doesn't regret their 
encounter after they have separated. then 1 think it is ok. 
No, because they break up afler al]. 
It is acceptable. It depends on the process, i.e. if they broke up with reasonable reasons (say, 
thinking about their careers, etc.) the result is acceptable, but otherwise falling in love with each 
other and ending up with a negative resuIt makes me disappointed (no maniage). 
No 
Yes, because it is interesting to imagine what their lives will be like 
Not really because break up stories are sad. 
I don? dislike them. It rnay be a bittersweet fecling but if the main characters arc happy, then it is 
ok if they separate. 
Yes, because the rnain charaacrs grow with the w e n c e  
Yes, even though 1 rdize that it will be sad and 1 will cry, 1 can sympathize with the characters. 
No, because when 1 watch ciramas 1 wmt to char for one of the charactcrs. Sincc 1 have it in my 
mind that the couple will gct togethcr. I am really disappointed in the end if they don't. 
No, because 1 want them to gcr mamed 
Yes, because life isn't just marriage, one can be inspired by work, etc. 
1 don't reaily like it, because 1 long to have a family. 
1 don? really like or dislike it. If it is a happy ending it ok if it doesn't end with a wdding 
Yes, dcpending on the situation, sometimts it is for the btst 
No, because they don't ger married afkr al1 

Male: 
+ Yes, btcausc yowtg people don't understand marriagc's deptfi 
4 Yts, you can anticipate what cornes aAcr m a g e ,  etc. 
+ 3-no response 
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Ifgetting manieci is the final goai, then type 1 may be a happy ending. However, in Tokyo Love 
Story Kanji and Rika may not have gotten marrieci but, as far as one love goes, they did get 
together . 
No because it is not a happy ending 
No, because 1 want the couple to be happy 
1 really like it. Even fiom persod experience 1 realize that the growth process is an important 
part of life. We look forward to the next episode. 
No comment, the answer depends on the way in which the ending was reachcd. 
1 don't disiike it. Even if it doesn't lead to m a e ,  or dwsn't go weli, 1 Like the different phases 
of a relationship. 
if1 put my self in the position of the main characters, it depends on the situation. 
Ycs, it reminds me of a past love relationship. 1 can experience the bitter swcetness of a failed 
love affair again. 

Unknown : 
4 No response 

10. 1s TYPE I romantic? W hy or  why bot? 
Fernale: 

Yes, it must be nice to be able to Iike someone that much! 
No, it is a conventional resuit 
Yes, because 1 can imagine a wondefil friture 
Yes, because such stories are somewhat unreatistic (not happen usually) but that what 1 an 
looking forward to experiencing in the fùture! 
No, it depends on the content of the nory. 
No because it is such a cornmon, fixai idea it is not romantic 
No, I don't think it is romantic because it is suspenseful to watch only obstacles 
Yes, if it is a happy ending, it is airnost 'dl's well that ends well'. At any rate if the process is 
consistent fiom beginning to end, one can see the beauty in it. 
Yes, because it is romantic to fall in love 
2 - Yes, 1 think that a happy ending afler overcoming many obstacles is very romantic. 
Yes, just watching others faIl in love often even 1 feel the excitement. 
Yes, after ail 1 think women long for marriage. 
Yes 
Not reaily 
No because ultimately it is stable (stagnant?) 
Yes, because their love is genuine 

Male: 
Yes, after a lot of things happen, they finally get together 
No, because truc love and mariage are different things. in a drama one expects true love more 
than marriage. 
no response 
2 - Y c s  
1 think that it is passionate, so it is good. 
In marriage 1 don? think that a ro&c happy ending is the issue. Marriage is just one paxt of 
life. 
No because it involves hardship 
Yes because that is what everyone Creiuns of 
No comment. It depends on the way the ending was rcached. 
Yes, they could experience many things and wcrc able to spcnd precious Ûme togethcr 
'fhere are times whtn 1 do 
Yes, the hem that fcels, changes and hurts arc al1 dear (kowuii). 

Unknown: 
4 Viewers long for true love's bittersweet yearning 



11. b TYPE 2 romantic? Wby or Why mot? 
Female: 

I don? know 
It depends on the story, if they don't regret the encounter, then 1 think it is rornantic. 
Yes, no matter what happens in the end, they fell in love. 
Yes, because even though such stories end up with sad conclusions, they have some happenings. 
In this sense, those stories are romantic. 
No, it depends on the content of the story 
Yes, 1 think that it is good to be able to choose various endings. It is more rornantic if there is no 
uneasiness 
No, because when you watch it you become sad. 
In the end, if the main characters' happiness cornes before marriage, that in itself is rornantic. 
Yes, evcn if they don't gct married, falling in love is rornantic 
Yes, love stories are rornantic no matter how they end. 
No 
Yes, because although they didn't get m h e d  &er ail, they overcame many obstacles 
No, it is too close to reality 
Not really 
No, the meaning is different than romantic. 
No, it is painttlly sad. 

Male: - 
4 Hmm? 
4 No, because tnie love and marriage are different things. In a drama one expects me love more 

than marriage. 
4 2 - No response 
4 Yes, because it is an unconventional ending. 
4 In mariage 1 don? think that a rornantic happy ending is the issue. Mamage is just one part of 

Me. 
4 No 
4 No, because they can never become completely happy. Painfil things will happen again. 
4 Yes, you can lm fiom it 
+ No comment. It depends on the way in which the conclusion was reached. 
+ 1 think that it has its romantic aspects. They may not end up happy, but they may have been happy 

along the way. 
4 Sometimes 1 think so. 
+ Yes 
Unknown: 
4 No response 

12. b TYPE l a  happy or unhippy ending? Why or  why not? 
Fernale: 

2 - Happy cnding 
4 - Happy ending because the couple is mutually happy 

4 Maniage = happy ending 
Yes, type I stories are happy end stories because coup le achievcd w hat they wanted to be. (i-e. 
marriage, maybe. . . ) 

4 Happy ending because the viewen an reassured (anshin) 
+ Ml's wcll thaî ends well 

Happy cnding if it is a happy marriage 
4 if the couple is -, 1 think it is a happy cnding. 
+ Happy ending because they were finally able to convey their ftclings 
+ Happy ending because in the drama wedding scenes it appears that the couple will be happy. 



4 Marriage doesn't necessarily quai a happy ending. 
4 Happy ending because they overcome many obstacles 
4 Happy ending because they finally get b e d  
Male: 
+ 3 - Happy ending, because the main characters get together 

Happy eoding; because whether they rnarry or not, they are happy 
3 - Happy ending 

+ Happy ending because they got rnarried 
4 No rcsponse 
4 Happy ending, because everything is settled and no one is hurt. 
4 No comment. The answer depends on how the conclusion was reactied. 
4 Happy ending because although a lot of things happened, they got marrieci and will be happier in 

the fiiture. 
+ There are times when 1 think so and times when 1 don't. 
_Unknown: 

Yes 

13. b TYPE 2 r happy or unhrppy ending? Why or wby not? 
Fernale: 

Happy ending because even if they break up, it leads to a new stage in each person's life. 
Happy ending, Keach person is happy with the path that they chose, then 1 think that is a happy 
ending. 
2 - Unhappy ending, because they are not together [married]. 
It depends on how we define a happy end. Suppose that a happy end rneans that couples make a 
reasonable decision about their future. Then type 2 stories conclusion might be a happy end. But 
suppose we define a happy end as rnarriage, t hen type 2 stories are not happy end stories. 
Unhappy ending because they aren't happy. 
1 think that a happy ending is possible even if thcy don't get marrieci because their fcelings are 
mutual. 
I can't say either way. As long as  the couple is content, it is a happy ending. 
It isn't necessary to ga married to be happy. 1 can't ultimateiy say that it is a happy ending, but 
there are times when an unhappy ending is a happy ending. 
It depends on the situation. Marriage isn't the oniy happiness. As long as the main couple happy. 
it is a happy ending. 
It depends. There are times when the separation is happy. As long as the people are happy, 
whether they break up or not, it is a happy ending. 
If breaking up rneans that the couple will have happier times, then 1 think that is a happy ending. 
I don't know, but if their fkelings différ and they don't get married, then it isn't happy? 
Happy ending, because if the main characters are satisfied and don't get marrieci, then that is their 
happiness. 
If each person is satisfied, 1 think it is a happy ending. 
Marriage doesn't necessarily equd a happy ending 
Unhappy ending 

Mdc: 
If it was a good cxpenence, 1 think that it is a happy ending. 

4 Happy ending, whether they marry or not, they are t o g a k  
4 3 - Unhappy ending because the main charactcrs don't gct together. 
4 2 - Unhappy ending 

I can't say because 1 may think that it was better that they didn't many. 
Noresponse 

+ Of course it isn't a happy ending but ptmnally 1 cnjoy them. 
+ No comment. The answer depends on the way the conclusion was rcached. 



+ It differs depending on the rcason why they didn't marry. If they both agree to look for new 
happiness, I think it is a happy ending. However, if they break up on a bad note, it is not a happy 
ending . 

+ There are times when I think it is happy and times when 1 don't. 
Unknown: 
+ Yes 

14. C m  you tbink of rny cumples in Jiprnese littrature, coattmpon y or dassicil, thrt tbese 
two typa of  stories nmind you of? 
f lease list and explrin why. 

Type ~ ~ P P Y  Endl 
Female: 
+ 7-No response 
+ 8 - Don't know 
4 Shyunkirrsh 
+ No, 1 don't read very much. 
Male: 
+ 9 -No Response 
4 Gertji monoguîuri flk Tale of Genji,' 
4 Sorry, 1 donTt r a d  novels 
+ Tuketori monogatari [The Taie ofthe Bmboo Curterj 

Don't know 
Unknown: 

No Response 

Type 2 [Unhappy End]: 
Female: 
+ Kaguya hime T&fori monogatarz[77re Tale of the B a m h  Cutter] 

7 - 1 don't know 
4 Kokoro by Natsume Souseki, h'onmvei no mori[Nom~egwn W d s j  by Murakami Harukj 

(modem) 
+ 5 - No response 
+ Maihime, Nogiku no haka (modem) 

1 don't know. I don't read much. 
4 Genji rnortogatm' [The Tale of Genji] 
Male: 
+ 8 - No response 
+ Sorry, 1 donTt read novels 
4 2 - Genji mor~ogatari [The Taie of Genji] 
4 Hiteki r i o  yoro no mekî by Mishima Yukio (modern) 
+ Don? know 

Unknown: 
+ Noresponse 

For Sections 3 4 mswcr only for dnmrs you bave wrtcbcd. 

15. Kanji and R i k  do not many a e h  otbcr rt the end of  the dnma. Bon do you think they 
Fu1  about tbis? 

Fernale: 
+ 2 - ïhey botb realired that it was just one part of theirlivcs. Since they wcre both starting ncw 

lives, they thought that it was ok. 



Their lives were taking different parhs, so they had no choice, but they are still in each other's 
heart S. 
Sony, It forgot most of this story. I don't remember the last part in particular 
Kanji felt badly for Rika Rika thought that it was ok as long as Kanji was going to be happy. 
1 think that they were both convinced that it was fate. 
At first 1 think that they were both sad, but then they both felt that it was for the best. 
1 think that they bth came to understand whether or not they could be happy forever together. It 
wasn't a sudden break up, they realized that they were gradually growing apm. 
2 - no response 
Rika: 1 think that she was shockeâ, but then she tried her best to move on. Kanji: that is just the 
way it is 
This conclusion will have a positive influence on their fùture pians 
Both Rika and Kanji made a clear break with each other 
1 suppose they thought that it was a good experience (good love) 
2 - They both came to a mutual understanding. 
They thought it was ok. It was fate. 

Maie: 
+ They broke up 
4 1 think that Kanji felt badly for Rika. 1 suppose that Rika was really sad. However, i think that 

she still loved Kanji so she couldn't hate him 
1 think that they reall y had wanteâ to marry each other. 

+ 2 - no response 
+ Tfieir feelings weren't exactly the same, but they knew that if their ftelings became any deeper 

that they would hurt each other 1 suppose. 
+ They liked each other, but it was not the type of love that you married for. 
+ 1 think that Kanji felt guilty about Rika but he was happy with Satomi. Rika felt betrayed by 

Kanji and tried to find sorneone better. 
+ 1 think that they both had the prospect of new love and also a new life. 
+ They both judged that even if they srayed together they wouid never becorne happy. 
Unknown: 

At that time Kanji liked another wornan so he could only see Rika as a fnend, but when Rika 
disappeared. the woman Kanji was looking (wanted) for was her. 

16. Rika always uprcsses the wry she k l s  to everyone. How do you ful about this qurlity? 
Fernale: 
+ 1 think that it is a very attractive personality. 1 admire people who are always honest and don? 

conceal things. 
1 like it. There are so many things that cannot be expresseci unless you put them into words. 1 
wish that 1 could express myself like Rika does. 

+ Ifshe were in my group of fnends, it would be difficult, but 1 like her honesty. 
1 think she is a little bit se1 fish. She is like 'going my way' type of person. 1 guess somaimes 
revding Our own mind is a good thing (Le. no stress lefi). But sometimcs such a open-minded 
(too open-rninded) characteristics might make somebody else trouble. 
1 think it is good that she is hnk. 
2 - 1 like hcr persondity. 

+ 1 have the same kind of personality as Rika so 1 like her way of thinking. 
+ She seemed to k very optirnistic, chterfiil and innocent. In fact, 1 think that she was a vcry 

sensitive girl. She was a kind girl who could express her falings, and pretend not to see or hear 
~Jwm3- 

4 2 - no response 
PersonalIy I think that it is good. 1 like that she doesn't have another side to hcr personality. 
1 think she is selfish. 

+ I envy ha. I would like to be like hm. 



4 Realistically, it would be very dificult [to be like Rika], but I think she has a good personaiity. I 
envy her. 

+ 1 think that at times it is suitable and at times it is not. 
4 1 think it is good because she knows whaî she wants. 
Male: 
4 3 - I like it. 
4 no response 
4 1 don't think it is very good to spread (open up to) a lot of people. 
4 I think that she is loneIy and can't express hcr tme feelings. 
+ There are times when she hurts others and there are times when she hum herselt too. 
4 Positive, self-centered 
4 I think that she is a very independent woman, she is original. 
+ She has a very fiank personality but 1 think that she should have more consideration for the people 

around her. 
I think that it is rare among Japanese people. Maybe if they lived in a foreign country for a while? 

Unknown : 
4 She is a man's ideal woman 

17. Wby is this d n m r  called Tokyo Love ~ O V ?  

Female: 
Because they wanted it to the biggest love story of the modem en and it took place in Tokyo. 
3 - Because it is a love story that takes place in Tokyo. Things like that happen everyday in 
Tobo. 
Because rhey met in Tokyo and that is where everything occurred. 
1 remember this drama brought a new taste to ordinary love stories. This story was more li ke an 
'urban style' version of love stories. 'Tokyo' sounds like 'urban city, busy, active'. Therefore, the 
title was set to provide audiences an impression of 'a hard, busy, active love story' between Rika 
and Kanji. 
1 thought that it was because in a metropolis 'love dramas' often occur.. .(maybe.. .) 
Don't know 
Because it is just one of many love stories that occur evefyday in a metropolis full of young 
people called Tokyo. 
2 - no response 
Rika's dry personality is typical of a metropolis. Tokyo is 'the' metropolis of Japan. 
2 - Because it is a story that takes place in Tokyo. 
Because it is a story about what happened to Kanji afier he moved to Tokyo. 
It might mean that it is a dry [cold?] love story that takes place in Tokyo wherc there are a lot of 
people 
It is a love story about young people who have come fiom othcr places. 

Male: 
4 Don't know why. 
4 1 think that it is small town Kanji encounters big city Tokyo reprcsemed by Rika, falls in love 

and grows up. 
+ 2 - Because it is a love story that takes place in Tokyo. 

2 - It is a love story that is possible in Tokyo 
4 4-riorc~p0ns~ 

Because it is a love story betwecn a person fiom Tokyo and a penon h m  another a m  thaî takes 
place amidst the congestion of Tokyo. 

+ Because Kanji is fiom another place and the love story takes place in Tokyo. 
6 It is a love story in which people with typical Tokyo penonnaiities get together that happens in a 

place Iike Tokyo where there are a lot of diffcrent people 
vnknown: 

+ Tokyo = cooi, cold, londiness 



1s. In Long V11catiÎtt Minami givu up the chance to marry r successful photognpher to be witb 
Sena, r younger man whosc future U unccrtrin. Wbrt do you think of this ending? Erplaia 
w hy. 

Femde: 
1 think it is great. if your finire is uncertain then you are f k  to have many drearns. However, in 
reaiity, women wouldn't really be able to choosc such a guy, so 1 think it is grcat! 
1 think it is good because it is possible in the clramatic world. 1 rnight not be sa good in reality 
It is the only way for it to end. You can't marry someone you don't like! 
1 think that this ending is a good one. Because no rnatter how hard the Iife gonna be, it m u s  be 
important to get married with people who we rcdly love! (Who wes one's social standing) 
1 think it is good k a u s e  the one Minarni liked was Sena. 
Even though it was a painfùl thing to do, it was honest. I think that it was very pure. She wasn't 
thinking of marriage as a goal. 
I like it. It isn't a rnatter of money or honow. 1 think that if you love each other then, you can 
overcome al1 obstacles. 
2 - no response 
1 think that it was a happy ending because she could marry the person that she wanted to rnarry. 
Good Choice! Ifit isn't a person that you rcally like, then you can't get manid.  
1 think it is very romantic. Marriage is different tban true love, and does not only involve 
affection, but economics, too. However, Minarni went with her tme feelings instead of money. 
1 think that it was a good ending. If you don't marry the person that you really love, then you will 
always wonder about that person. 
It is a typical drama plot line. If it is this way, it will be successtiil. 
Isn't this question wrong? Minarni didn't really refuse to marry the cameraman because she 
wanted to rnarry Sena, she simply wanted to marry someone she really liked. Minami's character 
wasn't so cornplex. 
1 rhink it is go04 isn't it? Now it is good to go with someone whom you like best. 
1 think that it is good because 1 think that she reall y loves Sena. 

Male: 
4 1 think it is good. Personally, the photographer bothered me. 
4 6 - no response 
4 i don't think that Minami gave up marrying the photographer in order to marry Sena. I think t b t  

she did that because she cared for Sena. 1 think that it was good because Minami was true to her 
own feelings. 

6 I like it. Even if you with someone with someone with rnoncy and statu, you can't be happy. 
0 Minami didn't retiise to marry the cameraman to many Sena, she liked Sena so she marriecl him. 
+ Minami is almost bordedine, but Sena is still a young man with a bnght fiiture ah&. If it is what 

they like, I suppose it is good. 
4 1 think that it was a good ending. No panicular reason but jt wasn't a bad ending. 
4 It is not redistic, but possible on television 
Unknown: 
4 Who knows what will happen in love? 

19. At the end of the d m r ,  Minmi and Sena get m d e d  to eacb otber. Do you tbink that 
they will Iive 'brppüy mer rfter'? 

Fernale: 
1 don? know, but 1 would like thcm to  be happy. 

4 1 think that they are a couple who q u e  oftm and will be happy. 
4 I think so. It would bc fiustrating if 1 didn't think so. 



142 

1 guess so. Because atter many hardships (living apart, arguments, etc.) they finally found that 
both are good partners for their h r e .  
Yes, because they love each other very much. 
1 think that there will be times when they have regets and times when they will be disappointed 
but (personality wise) 1 think that they can overcome anything together. 
I think so because it is a given that they always think of each other. 
3 - no response 
1 think so because no matter what happens they seem like a couple that will get along well 
toget her. 
2 - Yes, 1 think that they will become happy because they have very similar characters so they get 
along weIl with each other. 
Yes, they often have Little disagreements, but they will always be a close couple. 
If Sena is more optimistic then Minami will probably follow suit 
I think so because they are considerate of each other. 
1 think so because even though shc had a successtiil fiancé, she ended up with Sena. 

Male: 
+ Probably, because the show ended on a good note. 
+ 4 - no response 
+ Somehow I think sa. 

Ithinkso 
Yes, because they Gare about each other 

4 1 hope so 
Yes because their bond is suong because they overcarne many obstacles before they got married. 

+ Yes, the reason that they are unable break up is that Sena has the happiness to cany out his 
dreams and Minami is on the verge of that so they wiil grow old and content together. 

+ 1 think that they will live happily ever &er because it is evident that Minami loves Sena for 
spiritual, not material reasons. Rovided that Sena feelings are the same. 

4 Japanese dramas are made with happiness &er mariage, unhappiness never happens. 
Uriknown: 

1 think that they will meet with many challenges but they will overcome them. 

20. Why do you think the dnma is called Long Vimzfiori? 
Fernale: 

We don't know what the îuture holds for us but even though many things may happen, happiness 
Iasts forever. 
2 - Because it took a lot of tirne for the twa of t hem to corne together 
1 don't know. 
Here 'vacation' may imply sornething Iike 'a long process to achieving happiness'. Dunng this 
'vacation' both person experienced different things (hardships, relationships with somebody else, 
etc.)' and, finally. afier such a 'long vacation' they found what they are supposed to be. 
1 don't know. 1 think maybe because it was a long vacation in between the time Sena and Minami 
met and they got manieci. 
Because before they met one another, their lives were just a long vacation. Mer that th& life 
together began. 
Because they h o p  that their fùture together will be cairn and rclaxing. 
3 - no response 
It çonveys the idea that people have to take tirne out of evcryday life to relax 
After a person has k n  emotionaiiy hurt, before they try to change and grow as a person, thcre are 
times when it is neceswy to give you  hart  and body relaxation tirne. We cal1 this a hcartlsoul 
rest. 
It is called Long Vacution because Minami explained that when she was s t d  up at the dtar, lost 
her job and nothing good was happening it was a vacation thaî the go& gave hcr. So in the drama, 
at the end of the 'vacation' she married Sena 
During on of Minami and Sena's conversations the tmn 'long vacation' came up! (yo ! ) 



+ While they spent a shon time relaxing and enjoying themselves, they found love. 
4 Mer a long time, the two came together 
MaIe: 

Because t h  is what Sena said to Minami when she lost her job. 
4 8 - no response 
+ Because their feelings were always complicated and mixed up for a long time? 
4 Because it expresses the recharging time before you do something big. 
4 This drama was a preparation period for people to be people and becorne happy and was a m i n g  

point in the Iives of Sena and Minami. 
+ Sena said "Life isn't al1 bad, and it isn't al1 good. Ifbad things continue for a long time, it is ok 

not to try so hard and to take a break." 
Unknown: 

Long Vacation = the couple's eternal love 

21. In the drsmr Most lmpon~! Pmon, the main chancter, Kôhei, tels Miwr thrt evtr 
since be marricd Hiroko, be hrs corne to tcalizt that Miwr i s  the most importrrnt person 
in bis life and thnt hc and Miwa would be togcthcr forevtr. 
How dots his statement make you feel? What does it make you think? Discuss this 
statemtnt. 

Female: 
15 - no response 

+ How can they be together forever even though they didn't get married? 1 thought that it was 
sornething that was easy for him to say  that at the time. 

4 It is unfonunate for Hiroko because Kôhei is married to her and says these things to another 
woman. 

Male: 
+ 1 1 - no response 
4 1 haven't seen this drama but I'd like to comment on it. 

1 thought "What [the hell] are you saying?". 
1 think that he is jus king selfish because he is mamai to someone else. 
1 think that it is very romantic. 1 relate to it. He looked happy at the wedding reception. it 
showed that only by giving up marrying another woman that it then becomes possible to make one 
woman happy. 

22. How do you think Miwa feeb about tbe rbove statement? 
Female: 
4 15 - no response 
+ 1 think that it was a very complex feeling because even though they liked each other, they couldn't 

get married. But 1 think that she was dtIighted to be the most important person in Kôhei's life. 
4 1 think that Miwa felt the same about Kôhei. 
Male: 
+ 1 1 - no response 

1 haven't seen this drama but i'd like to comment on it. 1 think that it hurt her. 
+ Ithinkthatsheisreiievedthatshewasabletoreriewhercfiildhoodfiiendship. 

23. Why doesn't Kôbci mary  Miwr? 
Female: 
4 15 - no response 
+ Because he didn't see her as a woman. He didn't want to protect ha. 
+ 1 don? know 

Male: 



+ 12 - no response 
+ The reason is Hiroko. He feh the warmth of her kindness and determination and realized that it 

was more importarit to make Hiroko happy. 

24. Througbout tbe druna Kôhci and Miwa seem to be longing for one mothcr, but never 
rdmitting it to anyona b this type of  longing romantic? Why or wby not? 

Femde: 
4 15 - no response 
4 1 don't think so because it is painful for each person. 
4 1 don't think so. I don't understand how one can't accept the other men if they have longed for 

each other. 
Male: 
4 12-noresponse 
+ Yes, butitdoesn'tpay. 

Section 6: Love G~CIOtiOn 

25, The slogan that mns throughout Love Gennannanon Y 'Tme Lovt Ntvtr Runs Smooth'. 
What do yoii think this slogan means? 

Female: 
+ True love will last forever 
+ IO - no response 

1 don't understand the English 
Genuine love doesn't go smoothfy 

+ True love is never a simple thing 
True love can be found by overcorning obstacles. 

+ It means even if you like each other, there are still a lot of ups and downs. 
4 Don't know 
Male: 

9 - No response 
Tme love is never simple 

+ There are many trials in love. 
Hardship! Love is more dificuit than climbing chomoranma mountain and more mystenous than 
the Mariana Trench. 

0 In obtaining tnie love, you must overcome many obstacles. 
Various things happen. When you overcome those things you reach love. 

Unknown: 
+ No response 

26. Teppei and Riko get mrrritd to trcb other rt the end o l h w  Genedon. Do you tbink 
that thty will fivt 'happily evtr rftct'? 

Female: 
O 7 - Y e s  
4 10 - (22b, 244 245 25h, 26j, 26k, 27t ,  29m, 290) 
+ 1 don't think so because Teppei's feelings s a m  to be ficklc. 
Male: 

8-noresponse 
+ 5 - yts 
Unknown: 
4 no response 

27. Why do you think tôis drama is cdld LdVC Genemtbn? 



4 Maybe because a lot of love is given 
4 10 - no response 
4 Because it is a delicate time. 
4 It' s me love. It is a refieshing love story. 
4 Because the main characters are nght at the 'age to fa11 in love' 
4 Because people the sarne age as Teppei and Riko nart looking for reai love at that time. 
4 Because it was the age for them to fa11 in love. 

Don't know 
Male: 
4 9 - no response 

Becausc it portrays young love. 
4 1 think t hat mther than Low Generation, Love Gewraor is better (hmm) 

Because it is a drama depicting emotionally confused young people taking action in order to 
obtain me love. 

4 Maybe because it is rare for the young generation of today to focus on nonmaterial love in their 
lives. 

Everyone should answer Section 7 
Section 7: 
28. Bdow is a list of' terms [the number in brackets is the total number of times word was chosen]: 
4+ (2) mono no mare: ciassical Japanesc litcm y term 
*3 [13l tsurai: prinf'ul, bard 
4 117) Roishisa(classica1 Japancsc literrry term) 
*:+ (20) itôshisa: toaging, yeirniag 
*:* (14) nnak tni l love 
C* 121 omioi: arranged marnage 
$ 120) sefwrrai: bittemeet 
*:* [14]shi~wase: happincss 
*:* (131 ruburubu: love, love (a cute term Cor young love) 
*:* (Il) hrrkonak fleeting (clrssical Japancse Iitemry term) 
*:+ (7) ei&yQ: etemity, etemdly 

Which o f  the above terms closcly describes the love story in the following dnmw? Why? 

Tokyo Love Story: 
Fernale: 

Renai, mono rto mare, r~ i ra i  
Morro no mare: because Ri ka and Kanji couldn't get toge? her 
Habrai: because they didn't get together. 
Setsunai, bishisol itôshisa 
Koishisa, it0shiw: even though they like each other, it is hard to be togaher 
Rermai, rmrail semnni: 1 think it is absolutely the best love story 
Setmai: because watching it somehow 1 feIt sad 
SQrsunai: although their feelings became mutual, just as their initial cncountcr was sudden, so was 
their parting because when things were going well the suddemess was unirnaginable. 1 think that 
when things were going well, they couldn't predict that things would not go smootfily. It is in that 
that 1 feel it was bittcrswect (sermnu.su)- 
2 - no rcsponse 
setwwi, reM, rsurai: 1 don? suppose thcre is anything more painfirl than watching the person 
you love rnarry somme else. 
1 don? remember enough about the cirama to m e r  
Setmnoi: cven though Rika realIy liked Kanji, she couldn't convey hm feelings. 
Lnrrai: even now I can't forga the look on Rika's facc when she was crying in the train. 
ser-: because thty didn't end up togethcr afîcr dl. 



Renui,hdanai 
4 Remi 
Male: 
4 3 - no response 

itôshisa, renai 
4 Tsmi, sewumi 
4 Tsrrrai, hakarwi. 
+ Twrai, setmnai, 

remi 
remi, Roishisq irahisa 

Setsunui, shiawase. h h a i  
Tsurai, hishis4, i t ô s h i ~ ~ ~ ~  setsunasa, haRaMscJ: Rika could not convey her feelings for Kanji 
Tsurai, haAmlai, setsumi: When it is a break up story, it is aIso mgic love story 

4 Renaî: because people with diffefent personalities have various love relationships in order to find 
the right person for them. 
Remi 

4 Tsurui 
Unknown: 

Koishisa, itôshisa, setmnai 

Long Voccrlion: 
Female: 

rabrrrabrr, shiawasr i 
Raburabu: because the couple's hearts are connected 
Raburabu: the phrase speaks for itself 
Koishisa, itôshisu, shiwase: because both two were thinking about each other at anytime (1 
think). But they can't express their rnind easil y (this is koishisa, itooshisa). And they final1 y got 
together. 
Shiuwase: because in the end the realized that they liked each other and were able to marry 
Korshisu, i~ûshisa. shimase: longing and yeming wcre expressed well in this drama 
eiw: long vacation = eternity 
2 - no response 
Eikjw: It was a drarna in which the couple came to accept one another as etemal partners 
Shiawase, koishisu, itooshisu: ültirnately, they found the person t hat they got dong wit h the b a t  
and liked the best so 1 think it is 'shiawase'. 
Setsurrai: Even though Minami and Sena liked each other, they couldn't be honest about their 
feelings for a long time. 
Koishisa, itôshisa: because at first they argud al1 the time and then little by little they became 
more romantical1 y conscious of each other 
Raburabu: because it reminded me of young people today and the content of the nory is shallow 
so rabutah is good enough to explain it. 
Koishisa: Sena and Minami are different ages, have completely different personalities and 
different interests, but they are good togaher only because they love and need each other 
Tsurui, setsunait e i b i :  1 want them to see their love through to nanity because they overcame so 
many obstacles together 
Shimase 

Male: 
@ Koishisu, ifOshisu: because they were always just missing each other. 
+ 5 -no response 

koishisa, itôshisa 
4 shipwase, omiai 
4 Raburabu 
4 Tmrai, Loishisu, i t û s k  S O ~ ~ M S U *  lmhasa: Sena's binemeet feelings towards Ryouko. 

Shimase, renai: Sena and Minami's relationship 
4 Koishisu, itôshisu, eikjwu: It is it childish but eternal love. 



4 Koishisa, iildshisc~: there are other words that can be included but the scenes that emphasized 
Ionging and yeaniing realIy aood out. (For example: Sena's piano playing) 
Shiawase 

4 unknown: 
4 Rabarabu, eikyuul shiawase 

The Mosî Imporîan! Pason: 
Female: 
+ omiai, hakartai, sptsumi 
4 13 - no response 
4 Set.sumi, fmrai: even though they liked each other, they were never able to get togcther 
4 2 - K0iShi~4, it8shi.m 
4 
Male: 
4 12 - no response 
4 Sefsunui 
Unknown : 
4 H h ~ w i  

Love Gemenüion: 
Female: 
4 Eikyî, ifrishisa, koishisa 
4 9 - no response 
4 Itôshiw: Even though it was raburabu, it was bittersweet and painfiil. But, it was happy later. 

Raburabu: Riko's eagerness (wholeheartedness) is really m e .  
+ Ruburabu: 1 think that when people today say 'rabrcrabic' they are expressing this kind of state. 

Rericli: because it is a drama about people who are confirming whether or not what they have 
found is love. 

+ Rahdrabu: because a young couple has the air of raburabtc. 
+ Rabrirabit: they are young, the word rabwabu is perfect. 
+ Rubitrabif 
Male: 
+ 7 - no response 
+ Koishiscl. irôshisa. rabtirabu 
+ Rmai 
4 Koishisa, itbshisa, raburabu, shiawase, setsumual renai: the main couple were unsure of their 

feeiings 
+ Hakariai, shiuwase: I'd like to think that a love that endures many hardships is stronger. 
+ Shiuwase: because they overcarnc various obstacles and finally were able to And mutual happiness 

Eikyû 
Unknown: 
4 Remi 




