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Summary

The thesis uses a feminist approach to explore the representation of the cyborg in Japanese
film and animation in relation to gender, the body, and national identity. Whereas the figure of
the cyborg is predominantly pervasive in cinematic science fiction, the Japanese popular
imagination of cyborgs not only crosses cinematic genre boundaries between monster, disaster,
horror, science fiction, and fantasy but also crosses over to the medium of animation. In regard
to the academic research on Japanese cinema and animation, there is a serious gap in articulating
concepts such as live-action film, animation, gender, and the cyborg. This thesis, therefore,
intends to fill the gap by investigating the gendered cyborg through a feminist lens to understand
the interplay between gender, the body and the cyborg within historical-social contexts.
Consequently, the questions proposed below are the starting point to reassess the relationship
between Japanese cinema, animation, and the cyborg. How has Japanese popular culture been
obsessed with the figure of the cyborg? What is the relationship between Japanese live-action
film and Japanese animation in terms of the popular imagination of the cyborg? In particular,
how might we discuss the representation of the cyborg in relation to the concept of national
identity and the associated ideology of “Japaneseness”, within the framework of Donna

Haraway’s influential cyborg theory and feminist theory?
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The questions are addressed in the four sections of the thesis to explore the representation
of the gendered cyborg. First, I outline the concept of the cyborg as it has been developed in
relation to notions of gender and the ‘cyborg’ in Western theory. Secondly, I explore the issues in
theorising the science fiction genre in Japanese cinema and animation and then address the
problem of defining science fiction in relation to the phenomenon of the cyborg’s genre-
crossing. Finally, I provide a contextualising discussion of gender politics and gender roles in
Japan in order to justify my use of Western feminist theory as well as discuss the strengths and
limitations of such an approach before moving, in the remainder of the thesis, to an examination

of a number of case studies drawn from Japanese cinema and animation.
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Introduction
Mapping the Cyborg in Japanese ‘Science Fiction’ Cinema and Animation:

Key Concepts and Questions

1. Motivations and Overview

This research is driven by two starting points. The first is my awareness of and interest in the
influx of Japanese popular culture into my homeland of Taiwan since the 1990s. The second is
more theoretical: my fascination with the figure of the cyborg, a figure which populates
technologically mediated societies and cultural imaginations. In contemporary societies the
cyborg operates as a metaphorical and literal figure that crosses a myriad of cultural spaces: from
the virtual spaces of the internet, cyberspace, video games, science fiction films and literature to
its more literal uses in biometric identification chips, artificial intelligence, robotic and
automation technologies, ‘smart’ warfare, space exploration, high-tech medicine, reproductive
technologies, cloning, prosthetic enhancement, and bioengineering. Perhaps more important, the
thesis is driven by the intersection of these two elements, for I find a significant interplay
between these broader cyborg narratives and the discursive formations of Japanese popular
culture. Since my observations suggest that Japanese popular culture, films and animations in
particular, draw heavily upon the figure of the cyborg and since on the other hand the figure of
the cyborg is usually conceptualised and interpreted within Western frameworks, I am motivated
in this research to unravel the interconnections between these theoretical discourses around the
cyborg and its popular representation within contemporary Japanese films and animations.

The first starting point is personal because Japanese culture has had a long-standing impact
on Taiwanese society. Born in Taiwan during the mid nineteen seventies, I not only witnessed
Taiwan’s rapid economic growth culminating in the 1980s, a growth which has transformed

Taiwan into a consumer society demanding Japanese cultural products, but also found myself to
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be an absorbed consumer of those products. The consumption and circulation of Japanese
cultural products began in Taiwan during the Japanese colonial occupation between 1895 and
1945, and Japanese cultural influences remained observable in the postcolonial era after the
Kuomintang (KMT) took over Taiwan from the Japanese colonial government at the end of the
Second World War in 1945." Under the influence of the economic, political, and social
liberalisation after the abolition of the-thirty-eight-year period of martial law in 19877 Taiwan
saw the growth of consumer culture. Due to the high speed growth of the economy since the
1980s’, the wave of globalisation initiated by the pressure of Taiwan’s WTO (World Trade
Organisation) accession since the 1990s’, and the rise of Taiwan’s cable TV industry in the eatly
1990s°, Japanese cultural products have flooded into Taiwan since the early 1990s. These
products range from consumer goods and their contexts — cars, scooters, household electrical
appliances, food, fashion, cosmetics, restaurants, chain stores and supermarkets, 24-hour
convenience stores, karaoke clubs, and pachinko shops (gambling shops) — to cultural products —
pop music, TV drama and entertainment programmes, animations, comic books, films, video
games, magazines, literature and pornography.

Japanese culture has influenced Taiwanese society since the Japanese occupation of Taiwan.
More important, Japans economy, media, and cultural globalisation have reinforced these

postcolonial cultural influences on Taiwan since the end of the Japanese occupation. The

I Leo Ching, “Imaginings in the Empires of the Sun: Japanese Mass Culture in Asia,” Boundary 2.21(1994):
198-219, and Koichi Iwabuchi, “Japanese Popular Culture and Postcolonial Desire for Asia,” Popular
Culture, Globalization and Japan, ed. Mattew Allen and Rumi Sakamoto (Abingdon, OX and New York,
2006) 15-35.

2 Wei-Bin Zhang, Taiwan’s Modernization: Americanization and Modernizing Confucian Manifestations (Singapore:
World Scientific, 2003).

3 Ming-Yan Lai, Nativism and Modernity: Cultural Contestations in China and Taiwan under Global Capitalism
(New York: New York UP, 2008).

4 Christopher M. Dent, The Foreign Policies of Singapore, South Korea and Taiwan (Cheltenham, Gloucestershire
and Northampton, MA: Edward Elgar, 2002).

5> Antina Sharma and Sreemati Chakrabarti, eds., Taiwan Today (New Delhi: Anthem, 2010).

Page | 2



colonial legacy of Japan’s assimilation policy left a strong imprint on Taiwanese society.’ The
Japanese colonisers used the long term policy of ‘assimilation’ to transform the political,
educational, economic and social fabrics of Taiwanese society by imposing Japanese as the only
official language in order to make the Taiwanese people identify with ‘Imperial Japan’ and
culturally identify themselves as ‘Japanese’, but without the civil, political, and economic rights of
Japanese citizens.” Thus, the older generation of Taiwanese who experienced the Japanese
occupation have ambivalent attitudes towards Japan: they either see Japan as a vicious intruder or
perceive the former coloniser with nostalgia, contrasting it to the repressive and authoritarian
regime of the Kuomintang which followed, when the Kuomintang retreated to Taiwan in 1949
after their final military defeat on mainland China.® The Kuomintang government tried to
remove Japanese colonial influences by prohibiting the Japanese language, imposing the
‘authentic’ Chinese culture of mainland China on Taiwanese society, and forcing Taiwanese
people to use Mandarin as the national language.” In contrast to this older generation, younger
generations of Taiwanese, who have neither the bitter memories of the Japanese colonial
occupation nor memories of the Kuomintang government’s repression, have embraced the

10

influx of Japanese cultural products.” Since the 1990s, the young ‘Japanophiles’ who eagerly

consume Japanese popular culture have been described as ‘Ha R/ Zw’ (t5 Elb"ﬁ)“ In general,

¢ Xiaokun Song, “Taiwanese Nationalism under Colonial Rule,” Between Civic and Ethic: The Transformation
of Tatwanese Nationalist Ideologies (1895-2000) (Brussels: VUBPRESS, 2009) 77-122.

7 Leo T. S. Ching, Becoming “Japanese”: Colonial Taiwan and the Politics of Ldentity (Berkeley, CA and London:
California UP, 2001).

8 Alan Wachman, “Opposition and the Course of Reform”, Taiwan: National Identity and Democratization
(New York: M.E. Sharpe, 1994) 128-167.

9 Sandrine Marchand, “Silence in Postwar Taiwan,” Becoming Taiwan: From Colonialism to Democracy, ed. Ann
Heylen and Scott Sommers (Wiesbaden: Harrassowitz Verlag, 2010) 165-180.

10 Koichi Iwabuchi, “Japan’s Asian Dreamworld,” Recentering Globalization: Popular Culture and Japanese
Transnationalism (Durham: Duke UP, 2002) 199-210.

11Yu-Fen Ko, “Japanese I1dol Dramas in Taiwan,” Feeling Asian Modernities: Transnational Consumption of

Japanese TV Dramas, ed. Koichi Iwabuchi (Hong Kong: Hong Kong UP, 2004) 107-154.
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Japanese culture infiltrates the lives of Taiwanese people no matter what age group they belong
to.

In my own family, these different relationships to the consumption of Japanese cultural
commodities within Taiwan’s post-colonial society are evident. Having no experience of Japanese
occupation and the Kuomintang’s repression, I have been an avid consumer of Japanese cultural
products — including clothing, cosmetics, food, Japanese-style spa, TV programmes, pop music,
comic books, animations, literature, and magazines — throughout my teenage and adult life.

However, I do not define myself as a Japanophile or “Ha Ri Zu” (Ué\[ EUT'?—%) — one who attempts

to identify entirely with Japanese culture. Yet whereas I mostly saw the Japanese cultural
commodities as different, advanced, and trendy, my grandparents viewed them as having very
different implications. My maternal grandfather is nostalgic for Japanese culture. He was
educated during the Japanese colonial period, can speak Japanese fluently, and likes using
imported Japanese products and watching Japanese TV programmes. In contrast, my paternal
grandmother, who was an illiterate farmer, knew only a few Japanese words. She kept her
distance from the former coloniser and never bought Japanese products. Finally, my parents,
who were born in the postcolonial era and experienced the Kuomintang’s repressive governance,
show little political concern about the influx of Japanese cultural products but use Japanese cars
and household electronic appliances. For them the only considerations are high quality and a
reasonable price.

The second starting point of my research is that I have been intrigued by the figure of the
cyborg, a hybrid of machine and organism, since I did my postgraduate studies in Taiwan and
the UK between the late 1990s and the early 2000s. In Donna Haraway’s pioneering manifesto,
the cyborg is posited as an empowering metaphor to deconstruct traditional dichotomies and
social categories and uses technology to expand feminist traditions of liberating women from
patriarchal oppression. It was, however, the distance between this vision and the symbolic

realisations of this figure within the visual texts — both Western and non-Western — that I was
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viewing that fascinated me. During this period I became particulatly aware of the abundant
cyborg imagery that appeared in Japanese films and animations that I had consumed. Yet the
cyborgs portrayed in Japanese films and animations were remarkably loaded with connotations
of gender, both exemplifying and, in respect of its utopian strain, contesting the notion of
gender identity theorised by Haraway. Haraway in her cyborg manifesto argues that the cyborg
can deconstruct gender essentialism, constituting a contribution to the feminist utopian agenda
of “imagining a world without gender” and claims that all cyborgs can be “women of colour”
(Haraway 1991: 150, 171)."” In a later interview she adds that the cyborg she envisaged was
gendered female, as “a polychromatic girl”."” Such arguments raise critical questions. How do her
arguments relate, for example, to the large number of male cyborgs portrayed in Japanese films
and animations? And how do they work in relation to the female cyborgs that we actually see
portrayed in film? As a result, I see a need to further investigate in my doctoral thesis the
relationship between Haraway’s notion of the cyborg and gender, and the represented cyborg in
Japanese popular culture. Since Japanese culture is conditioned by the fact that Japan was the first
Asian country to be Westernised and modernised, becoming one of the richest countries in the
world and specialising in developing cutting-edge technologies, the cultural fantasy of the
cyborg, with its complex relationship to notions of gender, sexual difference, and sexuality, has
never been absent from Japanese popular culture. Inspired by feminist critiques of gender
constructions, psychoanalysis, technoscience, and popular culture during my postgraduate

studies, I employed feminist approaches to the body, gender, and male spectatorship to examine

' Haraway argues that the post-gender world is created by cyborgs which deconstruct gender binaries.
See Donna Haraway, “A Cyborg Manifesto: Science, Technology, and Socialist-Feminist in the Late
Twentieth Century,” Simians, Cyborgs, and Women: The Reinvention of Nature (London: Free Association,
1991) 149-181.

13 Haraway in the end of a 1991 interview mentioned that the cyborg “is a polychromatic girl. . .The
cyborg is a bad gitl, she is really not a boy. Maybe she is not so much bad as she is a shape-changer,
whose dislocations are never free”. See Constance Penley and Andrew Ross, “Cyborg at Large: Interview

with Donna Haraway,” Technoculture, ed. Penley and Ross (Minneapolis; Minnesota UP, 1991) 1-20.
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the cyborgs represented in two contemporary Japanese science fiction films, Tetsuo 1: Iron Man
(1989) and Tetsuo 11: Body Hammer (1992), for my master’s thesis. Although feminist theoretical
perspectives on the cyborg are rooted in the West’s historical experiences and the development
of capitalism, it seemed to me that similar perspectives could be deployed in the context of a
Japanese culture that has also experienced capitalisation, industrialisation, and urbanisation.
During this work, it seemed to me first that the representation of the cyborg in these two
Japanese science fiction films, in contrast to optimistic theorisations about its capacity to
challenge gender assumptions, in fact reaffirmed gender stereotypes in respect of male violence
and sexual abuse of women. Second, 1 found that this was an under-researched area. Most
academic work which has examined the representation of cyborgs in Japanese films has focused
on questions of national identity rather than exploring the intersection between the cyborg and
gender. This omission is particularly striking given the prominence of this figure not only in
Japanese film but also in Japanese animation, which in this respect lines up with Japanese film to
play a key role in popular visual culture in its contributions to the cultural imagination of the
cyborg. My doctoral research, then, arises from the conjunction of elements which are at once
personal — Japan’s postcolonial influence on and cultural globalisation of contemporary
Taiwanese society and my personal experiences of consuming Japanese cultural commodities —
and academic — wanting to fill the gap which appears when the cyborg is considered solely or
primarily in relation to questions of national identity.

I will discuss three issues in this introductory chapter in order to establish a background for
my thesis and define my research questions. First, I will review the concept of the cyborg as it
has been developed in relation to notions of gender, representation, and science fiction in
Western theory; secondly, since the cyborg is a figure predominantly rooted in science fiction but
also 1s a figure of such power and complexity that it in fact crosses genres, being found in
horror, monster, disaster, and fantasy films, I shall give a brief account of Japanese science

fiction cinema and animation since the 1950s in terms of its socio-historical contexts and then
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address the problem of defining science fiction. Finally, I shall outline the approaches and
structure of my thesis, before moving to a discussion of the usefulness, limitations, and

justifications for applying Western theoretical approaches to Japanese film and animation.

2. The Cyborg and Gender

The notion of the cyborg, developed within Western cultural theory, and described as a
fusion between machine and organism, provides a useful interpretation for our current living
situation in its relation to technoculture. The word ‘cyborg’ is an abbreviation of the term
‘cybernetic organism’ and was first coined by Manfred Clynes and Nathan S. Kline in the 1960
academic conference paper called “Cyborgs and Space”, which claimed that a self-regulating
human-machine system could benefit the outer space mission. Manfred Clynes also suggested in
the Introduction to Daniel S. Halacy’s Cyborg: Evolution of the Superman (1965) that the cyborg
would be able to bridge mind and matter to make a new frontier for humans who could easily
travel between outer space and the inner space of the mind (Clynes 1965: 7). As well as the
hypothetical figure constructed by those intellectuals, cyborgs also have their origins in cutting-
edge technologies such as ‘“nanocircuitry, computer-enhanced brain functions, artificial
intelligence, genetic alternation, neuro-chemotherapeutics, mechano-electronic prostheses, and
surgical techniques of body modification and perfection” which all tend to extend human bodily
functions and allow us to control the world in which we live (Kern 2000: 95). In a looser sense,
the concept of the cyborg can apply to everyday life in the common use of contact lenses,
walkmans, pacemakers, mobile phones, and the interface of the human with the car, camera, or
computer. Further, it is consistent with the description of media technology as the extension of
the human sensorium as argued by Marshall McLuhan in the 1960s (Brooker 2003: 64). In all of
these technologies, the distinction between the body and the machine is metaphysically

problematic to locate.
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Consequently, the cyborg has become an influential theoretical concept through which to
analyse the relationships between nature, bodies and culture. Culturally, the concept of the
cyborg can provide the opportunity for the creation of strategic identities in a technologically
mediated society. In cyborg theory, technology is not regarded as a threat but accepted as a
merger with the natural in order to argue that social and cultural boundaries are no longer fixed,
and consequently to claim that those boundaries are instead constructed and agencies of
domination that can be challenged and transformed. Generally speaking, the cyborg challenges
the traditional concepts and values of social and cultural categories, particularly in the theorising
of identity and difference, but it does not specifically demonstrate how power works through
those categories and what kinds of ideologies are rooted in them. Especially, the notion of
technology cannot be simply regarded as either a neutral instrument to progress civilisation or
the extension of the human mind and body exerted on social relations and developments.
Instead, politics and ideology should be put into any account of technology; technology is not
only materialised but is also an aspect of the cultural imagination and unconscious.

Additionally, when it comes to discussing the technologically mediated cyborg, the central
debates tend to focus on how technology affects the body and social representations. Such an
analysis can neglect the complex relationship between technology and the human body when it is
assumed that technology is the ‘force’ that exploits the ‘natural’ and ‘docile’ body. Such analyses
presuppose the concepts of technology and the body to operate in a certain dichotomised and
unequal position. For example, Ellul's The Technological Society (1965) sees technology as an
independent factor or the force outside of society, arguing that changes in technology
spontaneously cause social changes, thus expressing the technological determinists’ pessimistic
analysis of technology’s decisive effects on society. Technology, Ellul argues, can be understood
through the notion of technique as “the totality of methods rationally arrived at and (for a given
stage of development) having absolute efficiency in every field of human activity” to transform

society (Ellul 1965: xxv). From this perspective, technology’s very essence has transformed
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people’s values into notions of efficiency or performance capability to the point where
“spontaneous and unreflective behaviour [is converted] into behaviour that is deliberate and
rationalized” (Ellul 1965: vi). This rationalised technique with its self-organising and autonomous
characteristics thus comprehensively influences people’s lifestyles into a homogenisation of
world culture. This assumption about technology as rationalised instrument results in an attitude
of either technophilia or technophobia, both of which follow the logic of social and cultural
changes as being mainly triggered by technological changes. As far as the body is concerned, it is
inevitably positioned as either/both the natural and that which is subject to social construction.
Both imply that the body is merely flesh to be inscribed by cultural and social meanings. The
body itself loses its feature of ‘embodiment’ whilst in the power of discourses of technology.

If the cyborg is a product of post-industrial society and is defined as the extension of the
human sensorium, or the combination of humanity and technology, how is it distinguished from
humans who have always used tools and increased their capabilities by means of mechanical
gadgets or industrial machinery? It is argued that there is a cultural-historical and psychic
difference between using a hammer and driving a car or between using a hammer and wearing an
artificial limb that the body experiences through skin grafts or an implant (Brooker 2003: 65).
Most important of all, it is argued that the latter directly changes the surface or internal
functions of the body: new advanced technologies have an impact on humans physically and
psychologically. For example, biotechnology can affect the construction of memory, aging and
sex, often seen as the essences of humanity. Controlled by technology, the hand of nature is no
longer dominant. The cyborg extends the debates around the possibility of the radically
modified body and provokes a re-examination of identity construction, producing a hybrid
whose partial features preserve human characteristics, in the blending of humanity with
mechanical artefacts. In this situation, there is no chance of returning to an ‘organic’ or ‘natural’

humanity.

Page | 9



The cyborg “represents a radical version of what it means to be human in the Western world
in the late 20" century” by shattering boundaries of dichotomised conceptions that Western
people have long used to construct the world (Tomas 1995: 21). In particular, Haraway in her
pioneering academic article “A Cyborg Manifesto: Science, Technology, and Socialist-Feminism
in the Late Twentieth Century” (1991) takes postmodernist and feminist approaches to theorise
the cyborg as a subversive concept that not only questions the traditional Western dichotomised
concepts constructed since the Enlightenment, but also collapses boundary distinctions. This
hybridised creature, Haraway argues, particularly informs a feminist cyborg politics in “the
struggle for language and the struggle against perfect communication, against the one code that
translates all meaning perfectly, the central dogma of phallogocentrism” (Haraway 1991: 170).
Her putpose is to call into question ideologically troubling Western dualisms such as Self/Other,
mind/body, culture/nature, male/female, civilised/primitive, reality/appearance, whole/part,
truth/illusion, and God/man (Haraway 1991: 177). Those binary concepts are, Haraway argues,
challenged by communication sciences and modern biology. Developments such as telephone
technology, computer design, molecular genetics, ecology, socio-biological evolutionary theory,
and immunobiology all translate information and organism into universal codes for producing
simulacra, artificial counterpart organs or artificial reproduction, resulting in the reconfiguration
of sex, the body, and social relations (Haraway 1991: 164).

Haraway’s most radical theorisation of the cyborg is to use the technologically-manipulated
body to rewrite an identity construction dominated by Western ideologies embedded in history,
religion, and the individual psyche. Haraway suggests that whilst the cyborg has its origins in the
post Second World War and the post-industrial era, it problematises notions of a pure and
authentic origin because it does not desire “its father to save it through a restoration of the
garden”, does not “recognize the Garden of Eden”, does not “dream of community on the
model of the organic family”, and is thus without an “Oedipal project” (Haraway 1991: 151).

Haraway claims that as long as the cyborg has no biological father, and no linear historical
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narrative about kinship and family, there is no need for any resolution of the Oedipus complex
or for the religious salvation and purification of Christianity. Thus, Haraway describes the cyborg
as an “illegitimate offspring” carrying an anti-historical, anti-psychoanalytic, and anti-religious
politics that challenges the Western dualist, essentialist and patriarchal system (Haraway 1991:
151). As a socialist-feminist academic, Haraway takes the cyborg as an optimistic
conceptualisation of the relationship between women and technology embodied through cyborg
writing, feminist science fiction literature in particular. Such writing not only subverts, unsettles,
and challenges Western patriarchal ideologies embedded in technologically determinist notions
such as the idea that technology shapes society and technological rationality determines human
agency, but also embraces ideas of difference, heterogeneity, and embodiment which have all
characterised and been used to devalue women as defined in the West. However, Haraway’s
pioneering theorisation of the cyborg raises questions about the cyborg as going beyond
gendered power and social constructions. Questions such as: who can benefit from thinking of
the cyborg? Who has the power to represent the cyborg? What does the cyborg mean for gender
construction and representation? Finally, it raises the question of how such a concept might be
usefully employed in relation to cyborg images that have abounded in a cinema that emerges
from a non-Western cultural context.

In line with Haraway, Gedalof argues that the cyborg’s “impurity” is useful for positively re-
examining woman’s identity in terms of space, community, race, and nation (Gedalof 2000:12).
The cyborg, Gedalof argues, has two implications: first that woman/women can be provisionally
positioned within a location where gendered, raced, and national identities are constructed in
different contexts; and second, the cyborg challenges, questions, and reconstructs the
identity/identities that traditionally has/have been seen as fixed and restrained. Gedalof agrees
with Haraway’s discussion of some science fiction novels written by the black American Octavia
Butler, who uses cyborg writing to demonstrate the heterogeneous and multiple construction of

the cyborg identity in terms of sex, gender, race, and community, and concludes by suggesting
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the cyborg as a model that refuses the binary separation into object and subject. Haraway’s and
Gedalof’s analyses of the cyborg focus on mythical, symbolic and metaphysical interpretations,
other critics, nevertheless, emphasise its social reality in relation to technology, bodies and
embodiment in contemporary Western contexts. For example, David-Floyd (1998) in “From
Technobirth to Cyborg Babies” argues that the caesarean operation and other medical and
technological interventions in women’s bodies which are often seen as ‘natural’ and as
empowering women can actually mutilate and disempower them. In the case of birthing
technologies, David-Floyd suggests that the forces of cyborgisation, in terms of techniques of
visualisation of foetuses and expert management of the mother’s body, rely powerfully on
already dominant and hegemonic cultural forces. In similar fashion, Balsamo (1996) in Technologies
of the Gendered Body offers a wide range of case studies on practices and representations of the
gendered body in North American cyberculture, such as female bodybuilding, cosmetic surgery,
reproductive technologies, and the cyborg imaginary in cyberspace and cyberpunk literature.
Balsamo concludes that gender boundaries are in fact still carefully classified and monitored, that
gender interests ideologically shape technology, and that traditional gendered power relations are
reinforced. Contemporary discourses of technology still depend on dichotomised concepts of
gender identity and sexuality as social institutional frameworks; therefore the positive prospects
for cyborg technologies advocated by Haraway are limited. Similarly, Gonzalez (2000) in
“Envisioning Cyborg Bodies” analyses “The Mistress of Horology’, an eighteenth century
engraving of a watch with a female body figure, Hannah Hoch’s 1920 photomontage entitled
Das schine Mddchen, and Robert Longo’s installation work, A/ You Zombies: Truth before God (1990),
suggesting that the imaginary of the human-machine hybrid has been present throughout history
in myth, literature, art, and craft, so that the cyborg is a historical production which still draws on
traditional power relations and fails to transcend the constraints of class, gender, race and

ethnicity in its representations within popular culture. Except for Gedalof, these critics share the

Page | 12



37same doubts about Haraway’s radical theorisation and positive valuation of the cyborg when it
comes to representations and embodiments of the cyborg rather than a metaphysical dialectic.
This doubt also occurs in Western cyborg cinema studies. Doane (1990) in “Technophilia:
Technology, Representation and the Feminine” analyses the representation of techno-femininity
in Metropolis (1927), The Stepford Wives (1975), Alien (1979), Aliens (1986), and Blade Runner (1982)
and argues that there is a tendency to use technology to reinforce gendered stereotypes in
relation to maternity, nature, and history rather than destabilise the essentialised relationship
between woman and reproduction. Short (2005) in Cyborg Cinema and Contemporary Subjectivity
observes that the iconographic representation of the cyborg produced by the North American
film industry, Hollywood in particular, is “far from threatening humanity’s uniqueness” and

b

reaffirms “the apparent universality of benign humanity” rather than representing the radical
version presumed by more theoretical writing (Short 2005: 192). These case studies re-examine
the limitation and compatibility of the cyborg in terms of Western social and film industrial
contexts, and it is not surprising that critical theories deriving from a North American context
are tested in relation to cinematic texts from that context. In spite the fact that Short makes an
analytical survey of Western cyborg film by applying cyborg theory and suggests that cyborg
cinema has emerged as a sub-genre of science fiction cinema since Alen (1979), neither the

general survey of cyborg representation nor the methods and approaches used seek to access the

ubiquitous images of the cyborg in Japanese science fiction cinema and animation.

3. Japanese Cinema and Science Fiction Film

This section aims to articulate the relationship between Japanese cinema and science fiction,
and position Japanese science fiction film in terms of the Japanese film industry, Hollywood’s
influence, and historical-social contexts. The introduction of cinema to Japan came in the late
nineteenth century when the Cinématographe Lumicre made its debut and the first motion-

picture camera was imported to Japan in 1897 by photographer Asano Shim of the Konishi
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Camera Shop (Richie 2005: 17). Komatsu (1996) observes that once sound films began to
replace silent cinema in Japan from the mid-1930s, the Japanese studios such as Toho, Toei,
Nikkatsu, and Shochiku established themselves according to the Hollywood model by creating
the studio-director-star-genre system. For example, during the 1950s, Kido Shiro at Shochiku,
and Akira Kurosawa and Mikio Naruse at Toho established the model of the director system
(Russell 2008: 228). The Japanese directors were required to follow not only the norms of
generic conventions, but also the cinematic techniques that served to tell a story and elicit
particular emotions (Komatsu 1996: 714, 715). The Japanese film industry, Desser and Nolletti
(1992) suggest, like Hollywood considers genre as the backbone and lifeblood of the industry.
Richie (1965) in his pioneering English-language book on Japanese cinema, The Japanese Movie: An
Lllustrated History, suggests that Japanese cinema can be divided into two broad genre
classifications: the contemporary era films (the gendai-geki) and the period films (the jidai-geki in
which films are usually set in the Tokugawa Era [1615-1868]). Japanese film genres developed
from the gendai-geki by portraying the lives of ordinary people. Desser and Nolletti (1992) further
elaborate seven major subgenres embedded within the two categories according to historical and
aesthetic criteria: the Samurai film; swordplay films (the chambara); films dealing with the everyday
lives of the common people (the shomin-geki); farce and slapstick films (the nansensn comedy);
films concerning motherly sacrifice and suffering (the haha nono); “National Policy Films” of the
Second World War; and gangster films (the yakwuza eiga) (Desser and Nolletti 1992: xvi). A
number of foreign films from Hollywood and Europe were imported to Japan after 1915 which
not only provided new perspectives to the Japanese audiences, but also led to the adaptation,
appropriation, and reconfiguration of specific genres from Western films as Japanese cinema
further developed (Richie 2005: 27). For example, after the Blue Bird production company films,
which were originally produced for the American market and exported by Universal to Japan,

became popular in Japan, the 103 imported films were remade into Japanese versions roughly
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classified into seven variations or subgenres of melodrama between the 1910s and the 1920s'
(Wada-Marciano 2008: 54). Meanwhile, specific genre films were also closely linked with the star
system. For example, Toei, one of the major Japanese film studios, used actresses Hibari Misora,
Fujiko Yamamoto, and Michoko Saga to play in the female yakuza (gangster) films between the
1960s and the 1970s (Desjardins 2005: 221). Seeing Japanese cinema as the result of the
encounter with the hegemony of Hollywood and the dominant presence of American culture,
leading to the development of a genre-driven industry with a continuity of studio style, makes
Japanese cinema look like the counterpart of Hollywood. However, the appropriation of
Hollywood genre films by the Japanese film industry produces different sets of meanings
because of the localisation or domestication of Hollywood films into a Japanese social context
and domestic film market (Wada-Marciano 2008: 53-54). The Japanese melodrama films
produced by Shochiku such as The Katsura Tree of Love (Nomura Hiromasa 1938) and What Is
Your Name? (Oba Hideo 1953-1954) invented a suspended narrative pattern, which was derived
from the Japanese weekly radio serials and different from the linear narrative of the Hollywood
melodrama (Wada-Marciano 2008: 54).

The relationship between the Japanese film industry and genre was subject to the impact of
the decline and reintegration of studios after the Second World War. Before the war, Japanese
film industries were dominated by the Big Three studios: Toho, Toei, and Shochiku. As the
studios collapsed under falling audience figures during the 1970s, the 1980s’ film market was
dominated by American exports (Bordwell and Thompson 2003; Cook 2004). As studios had
suffered from a hard time since the 1960s, the emergence of independent production and
distribution was associated with smaller Japanese companies’ financial aid to non-studio projects

which gained international export (Bordwell and Thompson 2003: 645). For example, Art

14 The remake films can be divided into seven subgenres of melodrama: (1) a dancer/orphan story, (2)
everyday domestic life, (3) pastoral/mountain romance, (4) married couple/mother story, (5)

moral/religious redemption stoty, (6) hypnosis-based comedy, and (7) war story.
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Theatre Guide (ATG), which was established in 1961, owned art-house theatres for distribution,
and funded Nagisa Oshima, Susumu Hani, Yoshishige Yoshida, Kaneto Shindo, and other new
wave directors. During this decade from the 1960s to the 1970s, bigger independent production
companies financed by department stores and television companies began to produce films,
resulting in competition with big studio companies (Bordwell and Thompson 2003: 645). Both
export revenues and audience attendance at American films gradually surpassed those of
Japanese films from the 1970s to the 1980s. By the late 1970s, the Japanese film industry stably
produced about 250 films per year and half of the releases were the low-budget films and soft-
core pornography that were usually aimed at young audiences (Bordwell and Thompson 2003).
By the end of the 1980s, American films occupied the top-grossing profit slots in Japan and
Japanese films were only one third of all films exhibited (Bordwell and Thompson 2003: 646). In
2000, Shochiku, one of the Big Three studios, had to sell its long-term studio, Ofuna Studio, in
order to prevent collapse. Meanwhile, Toei, a second big studio, had to alter its industrial strategy
of releasing gangster films identified as the studio’s signature genre and move into the release of
video films (V-Cine) or original videos (OVs) in the gangster genre and the television production
of animation (Cook 2004: 7606).

Although Desser and Nolletti argue that Japanese cinema continues to rely on genre
production and has developed generic hybridisation, transformation, and intertextuality, neither
Desser and Nolletti’s nor Riche’s classification of Japanese genre films discuss the large number
of science fiction films produced by Japanese film studios. Academic and general research on
Japanese cinematic genres in English-language studies tends to respond to the general
classification of Japanese genre films and mainly concentrates on erotic, gangster, horror,

melodrama, outlaw, and samurai films." Along the lines of Riche’s substantial research on

15 In particular, the erotic, gangster, horror, and samurai films have consistently appeared in genre
criticism such as David Desset’s The Samurai Films of Akira Kurosawa (1983); Arthur Nolletti and David
Desser’s edited book, Reframing Japanese Cinema: Anthorship, Genre, History (1992); Jack Hunter’s Eros in Hell:
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Japanese cinema history, Standish (2005) in A New History of Japanese Cinema: A Century of
Narrative Film takes a historical approach to Japanese cinema. Standish covers the time span
between the end of the nineteenth century and the end of the twentieth century and discusses
Japanese auteur and genre cinema in relation to their cultural, social, political, and economic
contexts. Nevertheless, science fiction films and the science fiction genre remain unexplored
within this study, despite the fact that Toho’s making of the Godzilla nuclear monster franchise,
beginning in 1954 and extending to twenty-eight sequels over fifty years, has important historical,
industrial, and generic associations: Japan was the first and so far the only nation that has
responded to and been transformed by the atomic bomb. In a similar way, Desser and Nolletti’s
classification of Japanese generic cinema excludes science fiction as one of the popular genres in
Japanese domestic and international film markets and science fiction films are neglected in
relation to genre criticism within Richie’s general introduction to Japanese cinema. Science fiction
films are lightly mentioned in his later books, but he does not elaborate this genre and has the
same bias as Desser and Nolletti in favour of Japanese ‘classical’ or ‘art’ cinema, arguing that
most Japanese directors who are only interested in the profit of making popular films create “a
plethora of nudity, teenage heroes, science-fiction monsters, animated cartoons, and pictures about
cute animals” which devalues the artistic quality of cinema (Richie 1990: 80; my emphasis). This
attitude remains in his latest updated Japanese cinema book, A Hundred Years of Japanese Film in
2005: Richie still only devotes a half page to the Godzilla monster films. What this means is that

the importance within the Japanese cultural imagination of these ‘science fiction monsters’,

Sex, Blood and Madness in Japanese Cinema (1998); Yoshida Kiju’s Ozu’s Anti-Cinema (2003); Chris Desjardins’
Outlaw Masters of Japanese Film (2005); Patrick Galloway’s S#ray Dogs and Lone Wolves (2005); Jay McRoy’s
edited book, Japanese Horror Cinema (2005) and his updated academic research, Nightmare |apan:
Contemporary |apanese Horror Cinema (2008); Alain Silver’s The Sammurai Film (2006); Patrick Galloway’s Asia
Shock: Horror and Dark Cinema from Japan, Korea, Hong Kong, and Thatland (2000); Jerry White’s The Films of
Kiyoshi Kurosawa: Master of Fear (2007); Mark Schilling’s No Borders, No Limits: Nikkatsu Action Cinema
(2007); Jin Harper’s Flowers from Hell: The Modern Japanese Horror Filp (2008); Mitsuyo Wada-Marciano’s
Nippon Modern: Japanese Cinema of the 19205 and 1930s (2008).
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created from the fusion of the technological and the organic, remains under-explored. I argue
that the Godzilla franchise films should be understood through the notion of the cyborg because
the Godzilla monster can be identified as what Haraway calls the hybrid creature, blurring the
distinction between animal and machine. Godzilla’s boundary-crossing nature is also evident in
the way in which the films cross genre boundaries between monster, disaster, horror, science
fiction, and fantasy. More important, the Godzilla franchise films can be recognised as the
exemplary forerunner of the Japanese cinematic cyborg which I will elaborate in the third
section of the chapter.

Komatsu (1996) contests Richie’s classification and argues that the Godzilla monster films
have their particular historical, cultural, and aesthetic qualities, and should be categorised as a
genre of science fiction because since Godzilla (1954) became a box-office success, the Toho
studio began to release a large number of monster franchises every year in Japan. It can be
argued that the Japanese film industry is a latecomer onto the scene of science fiction cinema
since Western national film industries began making science fiction film in the early twentieth
century. Georges Mélies’s A Trp to the Moon (1902), The Impossible 1 oyage (1904), and 20,000
Leagues Under the Sea (1907) manipulate images to create the spectacle of an ‘imaginary voyage’, a
milestone in the evolution of science fiction cinema (Telotte 2001:79-80). Mélies’s films establish
a close affiliation between science fiction, special effects, and set design which has become a
trademark of the genre ever since (Neale 2007: 344). Since the 1920s, the rise of science fiction
film has crossed North America and Europe in response to an increasingly industrialised and
automated society (Telotte 2001: 81). The films made in that period often envision futurist cities
or contemplate a civilisation driven by technology. For example, Ae/ita (1924) and The Death Ray
(1925) made in the Soviet Union; Metropolis (1927) and Der Tunnel (1933) made in Germany;
Transatlantic Tunnel (1935) and Things to Come (1936); The Cragy Ray (1925) made in France; and
The Mysterious Island (1929) and Just Imagine (1930) made in the United States (Telotte 2001: 83-

87). In particular, during the 1950s the boom of science fiction cinema in the United Stated

Page | 18



featured alien invasion, nuclear threat, and monster attack in response to anxieties resulting from
the aftermath of the Second World War and the atomic competition initiated by the cold-war
ideology. Films produced included The Day the Earth Stood Still (1951), The Thing from Another
World (1951), Invaders from Mars (1953), The Beast from 20,000 Fathoms (1953), The War of the Worlds
(1953), Them! (1954), The Day the World Ended (19506), The Black Scorpion (1957), The Deadly Mantis
(1957), The Incredible Shrinking Man (1957), and On the Beach (1959) (Jancovich 1996: 16, Telotte
2001: 95). Godzilla (1954), then, is clearly influenced by the American science fiction film, The
Beast from 20,000 Fathoms (1953), which features an atomic-mutated dinosaur causing civilian
casualties and eventually being eliminated by high-tech weapons. The burgeoning of Toho’s
nuclear monster franchise from the 1950s was thus shaped not only by the atomic and Second
World War trauma suffered by Japan but also by the sustained boom in Hollywood science
fiction. With a strong tradition of franchising since the silent cinema era, the recycling of science
fiction monster films with identical plots and yearly repeating spectacles not only ensured box-
office success but also constructed distinctive generic conventions (Komatsu 1996: 719).
Bordwell and Thompson (2003) and Cook (2004) indicate that the revival of Japanese science
fiction film in the 1970s was once again under the impact of Hollywood’s successful science
fiction blockbusters such as Fox’s Star Wars (1977) and Columbia’s Close Encounters of the Third
Kind (1977).

Although the studios floundered after the 1970s, Cook (2004) observes that during the 1980s
and the 1990s Toho successfully revived the Godzilla monster film. Godzilla 1985 was released in
1984; Godzilla vs. Biollante followed in 1989; and a new Godzilla version was released in every
New Year’s holiday season from 1991 to 1995. After making Godzilla vs. Destoroyah in 1995, Toho
sold the international rights of the Godzilla character to Tristar Pictures which produced Roland
Emmerich’s CGl-intensive Hollywood version of Godzilla (1998). From 1999 to 2004, Toho
continued to release the Godzilla series. Godzilla: Final Wars was the last of the Toho’s monster

production in 2004.
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The scholars 1 have mentioned above either ignore the generic existence and specificity of
science fiction in Japanese cinema or see the Godzilla monster franchise produced by the Toho
studio as the ‘sole representative’ of Japanese science fiction cinema. Yet between 1900 and
2004', a huge number of films which can be also seen as part of a science fiction lineage were
produced, featuring androids, aliens, artificial intelligence, robots, space exploration, time travel,
scientists, scientific experiments, disaster, and a futuristic imagination. These too relied on the
studio system, which from the 1950s established a specific marketing and production mode
called fokusatsu, or special effects (Allison 2006: 47). Tokusatsu refers to specific live-action genre
films, including science fiction film, horror film, fantasy film, and war film, mostly produced by
the Japanese film studios. The fokwusatsu films heavily rely on special effects such as rubber
costumes, miniature cities, optical printers, and computer programmes to produce cinematic
spectacle (Macias 2001: 16). The films often feature monsters or superheroes, acted by stuntmen
wearing plastic suits, who fight with each other, trampling miniature metropolitan or rural scenes
(Allison 2006: 47). Toho, the first studio to make the science fiction monster fokusatsu film with
Godzilla, also created other popular monster films featuring monsters which were either mythical
creatures from Japanese legend or nuclear mutants produced by warfare and scientific

experiments.'” Meanwhile, the Daiei studio also created its own nuclear turtle monster called

16 The survey is based on the books: Thomas Weisset and Yuko Mihara Weissert, Japanese Cinema
Encyclopedia: Horror, Fantasy, Science Fiction (Miami: Vital, 1999); Patrick Macias, Tokyoscope: The Japanese Cult
Film Companion (San Francisco: Cadence, 2001); Chunk Stephens, Tetsuya Masuda, and Kairakutei Black,
Japanese Movies Posters: Yakuza, Monster, Pink and Horror (Tokyo: Cocoro, 2002); Buratsuku Ando Buru,
Japanese SE Movies: Nihon Tokusatsu Meikan Neko Shinema Butsuku (Tokyo: NEKO, 1999); Akihiro Kitajima,
Sekai Esuefu Eiga Zenshi: A History of Science Fiction Films (Tokyo: Aiikusha, 2000).

17The Snowman monster in Monster Snowman (1955); the Mothra monster in Mothra (1961); the Rodan
monster in Rodan (1964); the Dagora monster in Dagora, the Space Monster (1964); the Ghidorah monster in
Ghidorah, the Three Hand Monster (1964); the Gezora monster and Ganime monster in Space Amoeba (1970);
and the Biollante monster in Godzilla vs. Biollante (1989).
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Gamera to rival Toho’s Godzilla, making twelve franchise films between 1965 and 2006." In
addition to these monster films, Toho and Daiei also created superheroes in science fiction
tokusatsy film which highlighted the male superhero’s bodily metamorphosis from a normal
human into a powerful, invincible, and armed warrior and his combat with vicious, monstrous,
and demonic criminals. Whereas Daiei produced only seven superhero Moonlight Mask
franchises between 1959 and 1981, Toho featured the superhero, Ultraman, in sixteen franchises
between 1967 and 2004."

Other themes apart from monsters and superheroes were also created by the studios for the
science fiction fokusatsu film. They can be classified into seven categories according to narrative
and iconographic conventions. The first category is the alien invasion narrative in which alien
forces threaten destruction of Earth and the human race.”’ The second category concerns the
battle between robots. In particular, Toei specialised in robotic policing in films such as the
Kamen Rider franchises between 1971 and 2007, the O Rangers series between 1995 and 1996,
Getting Any? (1995), Juukou B-Fighter (1995), and Mechanical 1 iolator Hakaider (1995). The third
category concerns the technological threat when scientific experiments are out of control or go

wrong by creating horrific and dangerous mutants.”’ The fourth category features scientists who

18The Gamera monster appears in Gamera (1965), Gamera vs. Barugon (1966), Gamera vs. Gyaos (1967),
Gamera vs. Guiron (1969), Gamera vs. Jiger (1970), Gamera vs. Zigra (1971), Gamera: Super Monster (1980),
Gamera: Guardian of the Universe (1995), Gamera 2: Attack of Legion (1996), Gamera 3: Awakening of Irys
(1999), and Gamsera the Brave (2006).

19 Moonlight Mask (1958), Moonlight Mask: Duel to the Death in Dangerons Waters (1958), Moonlight Mask: The
Claw of Satan (1958), Moonlight Mask: The Monster Kong (1959), Moonlight Mask: The Ghost Party Strikes Back
(1959), and Moonlight Mask: The Last of the Devi/ (1959).

20 For example, The Misterians (1957), Battle in Outer Space (1959), Invasion of the Neptune Man (1961), Attack
of the Mushroom People (1963), Dagora, the Space Monster (1964), Konto 55: Grand Outer Space Adpenture (1969),
Yog: Monster from Space (1970), and Parasite Eve (1997).

21 The films are such as The Invisible Appears (1949), The Invisible Man vs. The Fly Man (1957), The H-Man
(1958), The Secret of the Telegian (1960), The Human 1 apor (1960), and The Face of the Other (1966).
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spawn monsters”; the fifth concerns disaster™; the sixth is about the exploration of time or time
travel; and the final category concerns the survival of an apocalyptic or post-apocalyptic
society”.

Since the decline in the production of Japanese studio films, Japanese independent
filmmakers and independent production companies have emerged since the 1980s to make
science fiction films which often portray capitalised, industrialised, and urban society as dirty,
bleak and grim to highlight the ambivalent relationship between technology and society, the
tension between order and control, and the anxiety over the dissolution and disembodiment of
stable, coherent, unified identity. Those films made between the 1980s and the early 2000s can be
classified into four categories. The first category focuses on female disembodiment and
embodiment in cyberspace or virtual reality such as Monster Woman 88 (1988), Video Girl Love
(1991), and Awvalon (2001). The second category concerns adverse side effects when technology
alters the human psychological state, including Hunting Ash (1992), 964 Pinocchio (1991), Splatter:
Naked Blood (1996), and Rubbers Lover (1997). The third category is about the conflict between
humanity and technology caused by hybrid creatures composed of human and machine, in films
such as Tetsuo: Iron Man (1989), Tetsuo 11: Body Hammer (1992), Full Metal Yaknza (1997), Electric
Dragon 80.0001” (2001), and Dead or Alive: Final (2002). The last category depicts the anarchic
society caused by rebels against state authority and nuclear power plants, such as Cragy Thunder

Road (1980) and Burst City (1982).

22 The films include Frankenstein Conguers the World (1965), Terror beneath the Sea (1966), Horror of a Malformed
Man (1972), and Robokill beneath Disco Club Layla (1993).

23 Films are Last War (1961), Gorath (1962), Great Insect War (1968), Submersion of Japan (1973), Last Days of
Planet Earth (1974), Prophecies of Nostradamus (1974), and Deathquake (1980).

24 For example, Message from Space (1978), Girl Who Travelled beyond the Time Barrier (1983), Adventure in the
Parallel World (19806), Drifting Classroom (1987), Time of the Apes (1987), Ambitions Student (1991), Space Cargo:
Remunanto 6 (1996), and Returner (2002).

% The films are Time of Madness (1967), Virus (1980), Tokyo Crisis Wars (1991), Nostradamus: Fearful Prediction
(1995), Casshern (2004), and After the Apocabypse (2004).
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Academic criticism, however, does not reflect the range or thematic concerns of this body of
films. In particular, the historical mapping of Japanese science fiction cinema produced by
English-speaking scholars does not provide the kind of detailed research on the variations of
Japanese science fiction films that we find in discussions of the cyborg in Hollywood science
fiction. From general introductions to Hollywood cinema to works on specific subgenres within
Hollywood science fiction cinema, science fiction is treated as a valuable generic form and the
cyborg narrative within the Hollywood film industry and American society has been extensively
investigated. ** While such Western scholarship provides comprehensive and systematic
frameworks for analysing Hollywood cinematic cyborgs in terms of historical, industrial, generic,
and social approaches, we find either fragmented literature or uncritical references in Western
criticism of Japanese science fiction film in relation to the cyborg. Within the English-language
research literature concerning Japanese science fiction cinema I have found, the literature can be
classified into three types: research on the Godzilla monster franchise, science fiction film
critique, and the encyclopaedia of Japanese science fiction films. In particular, the Godzilla films
have become the representative of Japanese science fiction cinema, in books like A Critical
History and Filmography of Toho's Godzilla® Series (1997) by David Kalat, Godzilla on My Mind: Fifty
Years of the King of Monsters (2004) by William Tsutsui, In Godzilla®’s Footsteps: Japanese Pop Culture
Icons on the Global Age (2006) edited by William Tsutsui and Michiko Ito. Those works neither
intellectually articulate the relationship between Japanese science fiction and the notion of the

cyborg, nor use critical theory to analyse the Godzilla monster. Whereas the Godzilla studies

26 Those can be seen in volumes such as Alien Zone: Cultural Theory and Contemporary Science Fiction Cinema
(1990) and Alien Zone I1: The Spaces of Science Fiction Cinema (1999) edited by Kuhn; Frentz and Rushing’s
Projecting the Shadow: The Cyborg Hero in American Film (1995); King and Krzywinska’s Science Fiction Cinema:
From the Outerspace to Cyberspace (2000); Telotte’s Science Fiction Filp (2001); Graham’s Representations of the
Post/ Human: Monsters, Aliens and Other in Popular Culture (2002); Sobchack’s Sereening Space: The American
Stcience Fiction Film (2004); Short’s Cyborg Cinema and Contemporary Subjectivity (2005); Liguid Metal: The Science
Fiction Film Reader (2004) edited by Redmond; Melzet’s Alien Constructions: Science Fiction and Feminist Thought
(2000); and Cornea’s Science Fiction Cinema: Between Fantasy and Reality (2007).
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include Kalat, Tsutsui, and Ito’s academic research which locate the Godzilla films within
historical, economic, social contexts to examine the monster’s ‘Japaneseness’ or national identity,
the literature on Japanese science fiction film is mostly found within the non-academic film

encyclopaedia and criticism.”’

3.1 Anime, Animation, and Science Fiction

Although the quantity of Japanese science fiction film studies is smaller than the publications
on American science fiction cinema, academic research on Japanese science fiction animation in
recent years has been increasing since I began my own research in 2004.”* This scholarship
reflects the phenomenon that anime (which borrows the English word ‘animation’), has become
one of the most popular and successful exported Japanese visual media commodities in the
world. It also reveals that the generic conventions and narratives of science fiction are apparent
in Japanese animation. In contrast to the academic discussion which draws attention to the
national identity or ‘Japaneseness’ of the Godzilla franchise films, however, academic assessment

of Japanese mecha animation primarily highlights the abundant presence of female cyborgs as

27 Critics such as Stuart Galbraith IV, Yukari Fuji, and Atsushi Sakahara’s edited book, Monsters Are
Attacking Tokyo!: The Incredible World of Japanese Fantasy Films (1987); Stuart Galbraith IV’s Japanese Science
Fiction, Fantasy and Horror Films: A Critical Analysis of 103 Features Released in the United States, 1950-1992
(1994); Japanese Cinema Encyclopaedia: The Horror, Fantasy and Science Fiction Filprs (1997) by Thomas Weisser
and Yuko Mihara Weisser; and August Ragone’s Ezi Tsuburaya: Master of Monsters: Defining the Earth with
Ultraman, Godzilla, and Friends in the Golden Age of Japanese Science Fiction Filp (2007).

28 Bxamples are Antonia Levi’s Samurai from Outer Space: Understanding Japanese Animation (1996); Susan J.
Napier’s Anime: From Akira to Howl’s Moving Castle (2001, 2005); Helen McCarthy’s Hayao Miyazaki: Master
of Japanese Animation: Films, Themes, Artistry (2003); Cinema Anime: Critical Engagements with apanese Animation
(20006) edited by Steven T. Brown; Robot Ghosts and Wired Dreams: Japanese Science Fiction from Origins to
Apnime (2007) edited by Christopher Bolton, Istvan Csicsery-Ronay JR., and Takayuki Tatsumi; Japanese
Visual Culture: Explorations in the World of Manga and Anime (2008) edited by Mark W. MacWilliams; and
Frenchy Lunning edits the Mechaemia seties: Mechademia 1: Emerging Worlds of Anime and Manga (2006),
Mechademia 2: Networks of Desire (2007), Mechademia 3: The Limits of Human (2008), and Mechadenia 5:
Fanthropoligies (2010).
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major connotations or symbols of technology (Giresunlu 2009: 158). However, these scholatly
analyses often neglect the Japanese historical and cultural context in reading the gendered
cyborgs in mecha anime, concluding that the sexy, beautiful, agile, intelligent, powerful,
independent, and armoured female cyborgs signify female empowerment without contextualising
them within the gender politics of Japanese society.

Although animation is often characterised by the graphic visual style which differentiates it
from live-action film, animation also embraces narrative, generic, and iconographic structures
which have been predominantly defined by live-action cinema. In general, science fiction cinema
and animation are discussed separately, often because academic scholars see Western science
fiction film as aimed at adult audiences whilst Western science fiction animation is aimed at
children. In contrast, Japanese science fiction animation targets adult audiences. In this respect,
when Japanese science fiction animation as well as Japanese live-action science fiction film
constitutes a representational apparatus which focuses on the negotiation between ‘real’ and
imaginary worlds in order to facilitate the audience’s psychological identification or viewing
pleasure, and produce specific ideological predispositions, I suggest that we need to look at
Japanese live-action film and animation together in any analysis of issues related to gender,
technology, and representation because both specifically engage with science fiction fantasy and
draw on the cultural imagination of the cyborg,.

Animation can be seen as “one of the most prominent film-making practices”, developing in
parallel with the development of cinema since the twentieth century (Wells 2003: 214). In
cinema’s early days it could be achieved by shooting inanimate objects such as drawings, clay,
cutouts, puppets, or plasticine models frame by frame in stop-motion photography on film and
then projecting the film on screen (Hayward 2006: 19, Subotnik 2003: 86-88). Animation and
cinema both operate to create the pictorial illusion of movement when a sequence of images
recorded on the film is projected quickly enough that human eyes misrecognise as a single

motion (Subotnik 2003: 3). Although both provide graphic representation by producing a series
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of manipulations of images and the illusion of movement, animation has often been marginalised
or excluded from the canons of cinema and academic debates in the West (Gadassik 2010: 225).
This phenomenon is linked to the fact that live-action feature films have dominated the motion
picture industry since the late nineteenth century, to the tension between realism and fantasy in
motion pictures, and to the fact that animation is often seen as the popular debased form of
commercial entertainment targeted at children (Klein 2010: 94, Ashbee 2003: 3, Wells and
Hardstaff 2008: 60). With the development of the motion picture camera and projector which
can automatically record live and project the stored images on screen, the longer forms of live-
action narrative drama emerged in Europe and the United Stated, and animation became much
more costly and labour-intensive compared to live-action film, so that the exhibition of live-
action films gradually surpassed that of animation (Klein 2010: 94, Cavallaro 2009: 11).
Accordingly, there is a discourse that always draws a line between live-action film and
animation. Animation does not share the approach and method of the live-action film because
the latter assumes that it can capture ‘reality’ or ‘the real’ by using real-time recordings and real-
life performance or actors to make viewers believe in the simulation of original events as real
events and produce photographic images which give viewers a sense of the real, whereas the
former does not make viewers believe in the moving images as ‘real’ in terms of the manual
construction of graphic images made by paintings, drawings, or sculptures which clearly draw a
line between the real and the non-real (Wells 1998: 25, Johnston 2000: 442, MaMahan 2005:
111). The live-action film combines narrative structures and film techniques such as lighting,
colour, sound, and editing working together not only to create the ‘reality effect’ but also to
make filming methods and artifice seem as ‘transparent’ as possible (Hayward 2006: 334). In
contrast, animation does not use the camera to ‘naturally’ record or photograph ‘reality’ but
artificially produces and records its animated fantasy (Wells 1998: 25). Western scholars often see
this animated fantasy as ‘low culture’ in terms of its commercial ‘mass’ or ‘popular’ entertainment

characteristics. Although Disney, as a global animation industry and player in the entertainment
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business, for example, has achieved an advanced technical and artistic development of the
animation industry since the 1930s, intellectual discussion about animation was neglected until
the 1980s when on the one hand, digital filmmaking began to burgeon, blurring the distinction
between the realism of live-action film and the artificiality of animation, and on the other hand,
Japanese animation became part of the globalisation of popular culture (Ashbee 2003: 3,
Iwabuchi 2002: 268).

However, the notion of the real or reality in the discussion of cinema becomes problematic
when it comes to definitions of realism. Not only is any definition of reality subjective, but also
any definition of realism that works within an image-making practice is necessarily open to
interpretation (Wells 1998: 24). The audience learns to expect the ‘reality effect’ of the film or the
representation of ‘reality’ which relies heavily on the filming techniques and filmic artifices. The
more ‘realistic’ the representation constructed in the film, the more believable the audience
perceives it to be. The process of ‘representing reality’ has been argued to be dependent on two
types of verisimilitude: generic verisimilitude and cultural verisimilitude. Through these means,
according to Neale (1990), the film is made intelligible to audiences in terms of the plausibility
created by generic conventions on the one hand, and by the degree of cultural consent within the
film on the other hand. In this regard, cinema is a medium producing a ‘representational reality’
rather than a ‘mirror of reality’. The cinematic apparatus including narratives, material artifices,
and filming techniques works to persuade the audience psychologically or emotionally to believe
the cinematic representation, and make the audience ‘feel’ as if it is ‘real’. In contrast, animation
does not strive for verisimilitude or the representation of the ‘reality” which is strongly
underlined by live-action film, but rather is characterised by the mobility and plasticity of its
graphic form that reflects the medium’s flexibility (Harrison and Stabile 2003: 5). Nevertheless,
animation as much as live-action film can still be said to be determined by ‘cultural

verisimilitude’, in that it, too, conforms to our cultural expectations, norms, and values.
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Since cinema is technological mimesis lying between the real and the artificial, producing an
illusion of unmediated ‘reality’ and offering this ‘reality” which does not exist outside of the film
image, drawing a line between live-action film and animation also becomes difficult. Manovich
(2002) argues that by defining animation as the artificial construction of moving images, cinema
studies seek to proclaim the ‘realistic’ nature of cinema by cutting off the reference to its origin
in artifice whilst foregrounding animation’s artificial character. Manovich explains that the
manual construction of images, like the early pre-cinematic zoetrope or praxinoscope which are
made of painted image sequences, and techniques such as frame by frame slicing and matting,
can still be found in the live-action film of the twentieth century (Gadassik 2010: 227). The
emergence of digital media and technology, Manovich also suggests, challenges us to rethink
notions of the real, the realistic, and realism which are traditionally based on the photo-realistic
principle and the recording of physical reality. In particular, CGI (Computer-Generated-Imagery)
or computer animation, which provides an evolutionary process of verisimilitude or the
believable representation of ‘reality’, has gradually become the central technique of a filmmaking
which seeks to make viewers believe in the fictional or the hybrid fiction-real world, and
subsequently the viewers consequently become emotionally involved in the animated
representation (Landon 2002: 62). In this respect, the notion of the real or reality is not the main
concern for either science fiction live-action film or science fiction animation because they so
often, on the one hand, rely on special effects to realise things which do not exist or are simply
impossible to photograph in reality. On the other hand, both can be said to combine the realistic
and fictional worlds to construct their own forms of generic and cultural verisimilitude.

Japanese animation or anime has become a major visual form in the Japanese motion picture
industry in terms of the distinctive Japanese cultural heritage represented by the dependent
relationship between manga and anime, but also of the lucrative business of anime in the domestic
and global market (Napier 2005: 5). The popularity of anime is predominantly linked to the

development of ‘wanga’, namely ‘comics’ in English translation. Schodt (1996) argues that the
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origin of manga can be traced back to the two types of Japanese picture books which were
popular in the eighteenth and the early nineteenth century, called ‘#ba-¢ (“Toba-pictures’, lightly
satirical graphic scrolls) and “&ibyoshs ( ‘yellow-jacket books’, which consist of texts and images
with satirical commentary on Japanese urban society). The modern form of manga first appeared
in the 1930s in the style of slim magazines called ‘comic books’ that compiled ‘comic strips’ from
newspapers and this format has continued until today. Individual manga stories are often
serialised with other stories in the omnibus-format as wanga magazines, and later individual #anga
works would be compiled into their own paperback and hardback books. On the one hand,
Schodt argues that manga, seen as a popular and affordable cultural commodity in Japan, is linked
with the cheap selling price of manga magazines: he compares the selling price of manga between
Japan and the U.S. in late 1995, in which a 400-page manga magazine is relatively cheap with its
cost under $3-$4 in comparison to the typical 32-page American comic magazine which cost
over $2 (Schodt 1996: 23). On the other hand, the diversity of form and content of mwanga also
contributes to its popularity. Different from the mainstream American and European comics
that are often coloured and adopt Western aesthetics, Schodt points out that manga presents far
more visual diversity by combining the traditional Japanese brush painting, cinematic aesthetics,
and a monochromatic colour format to recreate both realistic and non-realistic representations.
The diversity of manga is also broadened by its various narrative subjects, ranging from the
literary approach to soft-core and hard-corn pornography, and targeting neatly every age group
and any taste. Manga has become a major mass medium in Japan, seen as an artistic form and
commercial entertainment, and therefore its visual form is often converted into the animated
film with sound and motion to recreate its artistic and commercial potential. A large number of
anime are based on stories that have been published in manga, as part of the manga industry policy
that creates zanga series and the animated version at the same time (Napier 2005: 20).

In terms of economic factors, animation’s position as one of the most important aspects of

the Japanese popular culture industry is linked to the popularity of the television broadcast, the
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cinematic version often made from the long running television series, and the development of
OVAs (Original Video Animation) made for direct sale by rental shops (Gresh and Weinberg
2005: 27). Whereas Disney’s animation, for example, under American broadcasting censorship is
defined as children’s cartoon or subculture, anime has become mainstream popular culture for
children, teens, and adults in Japan since the Second World War when censorship in Japan was
less strict than in the United States® (Napier 2005: 7, Gresh and Weinberg 2005: 12). After the
first Japanese animation studio, Toei Animation Co., was established in 1956 and produced
several animated films for cinema, TV animation studios began to burgeon in response to the
rise of the TV industry (Gresh and Weiberg 2005: 20-21).

Osamu Tezuka is identified as ‘the God of manga’ in Japan because of his productivity in
drawing huge quantities of anga, his versatility in producing diverse subjects in anga for young
and adult readers, and the founding of his TV animation studio that turned his wanga into anime,
a move which transformed the Japanese manga and animation industry into a mainstream
popular cultural phenomenon since the 1960s (Gresh and Weiberg 2005: 14-17). Japanese
animation grew even more popular between the 1980s and the 1990s when anime became a
global sensation through the efforts of several artists such as Hayao Miyazaki, Isao Takahata,
Katsuhiro Otomo, Masamune Shirow, and Hideaki Anno, who developed animated films into a
significant aspect of cinema (Gresh and Weiberg 2005: 25-27).

These Japanese animators and animation studios share one thing in common: they all became
involved in making science fiction stories in anime. Science fiction is a major genre in anime which
can be observed from the anime titles released overseas (Poitras 2001: 34). In 1963, Japanese Fuji
Television broadcasted two important science fiction animation television series: Tefsuwan Atom

(Astro Boy, the English release title) and Tessujin 28 go (Iron Man No. 28, the English release title).

2 The Japanese Constitution, Article 21, allows Japan to have looser censorship standards that tolerate
nudity, violence, and mature themes shown on TV animation. See Eddith A. Dashiell, “Law and
Regulation,” Mass Communication in Japan, ed. Anne Cooper-Chen and Mitko Kodama (Ames, IA: Iowa

UP, 1997) 175-192.
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Osamu Tezuka adopted his manga Astro Boy into an anime which can be identified as the first
Japanese science fiction animation series. It concerns the adventures of a robot with human
intelligence made by a male scientist to look like a little boy as a replacement for his dead son.
Later in the same year Mitsuteru Yokoyama also adopted his manga Iron Man No. 28 into anime,
featuring the adventures of a young boy who controls a giant robot called Tetsujin 28 built by his
father. The human-friendly robot portrayed in 4s#ro Boy and the giant robot controlled by a boy
in Iron Man No. 28 became the most favourite theme in Japanese animation, inspiring the generic
development of Japanese science fiction animation called 7echa (Levi 1996: 85).

Mecha is drawn from the English word ‘mechanical’, referring to all forms of machinery in
anime. However, mecha predominantly features robotic machinery and often shows ‘good’ robots
battling with the ‘bad’ robots threatening humanity. In general, there are four types of futuristic
or imaginary robots portrayed in mecha. The first type is the humanoid robot as in Astro Boy
(1963-1966, TV series), The Humanoid (1986, OVA), A.D Police Files (1990, OVA), Armitage 111
(1995, OVA), and Ghost in the Shell (1995, animated film). The second is the armoured human,
and includes Bubblegum Crisis (1987-1991, OVA), Bubblegum Crash (1991, OVA), Gall Force: Eternal
Story (1986, OVA), and So/ Bianca (1990-1992, OVA). The third type features gigantic armoured
robots often piloted by children or teenagers, as in Mazinger Z (1972-1974, TV series), Mobile Suit
Gundam (1979-1980, TV series), The Super Dimension Fortress Macross (1982-1983, TV series),
Gunbuster (1988-1989, OVA), Patlabor (1989, OVA), Dangaio (1987-1989, OVA), and Giant Robo:
The Day the Earth Stood Still (1992-1998, OVA). The last type features the merging of the organic
body and robotic machinery, as in §& Man (1963-1964, TV series), A7 City (1986, animated film),
Akira (1988, animated film), Hades Project Zeorymer (1988-1990, OVA), The Guyver: Bio-Booster
Armor (1989-1992, OVA), Genocyber (1994, OVA), Roujin Z (1991, animated film), Bartle Angel
(1993, OVA), and Neon Genesis Evangelion (1995-1996, TV series).

As mentioned eatlier, the burgeoning of the Japanese science fiction monster film is not only

linked to the trauma of the atom bomb attack in the Second World War, but is also inspired by
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the American science fiction monster films of the early 1950s. However, the flourishing and
popularity of Japanese science fiction animation, mecha anime in particular, whilst is closely
connected to the influence of Western science fiction culture, also draws on the nation’s long
fascination with the ‘humanisation’ of the automaton and its impact on society since the
eighteenth century, and the progressive development of Japanese robotics which has contributed
to the nation’s postwar economic growth since the 1960s. The word robot was first introduced in
Japan in the early 1920s by the Czech writer, Karel Capek, who staged the play RUR (Rossum’s
Universal Robots) in Prague in 1921.% Capek’s play tells the story of a scientist called Rossum who
creates humanoid robots that revolt against their human masters and take control of the world.
Capek coined the word ‘robot’ from the Czech word, ‘robota’, referring to the forced labour, but
the word has become a term that is generally associated with smart machines or automatons
(Angelo 2007: 6). RUR created a sensation, its humanoid characters appearing in hundreds of
novels, plays, and films. After RUR was translated and staged in Tokyo in 1923, Fritz Lang’s
Metropolis (1927) was released in Japan in 1929, featuring a dangerous female humanoid
threatening society (Nakamura 2007: 6). Moreover, American science fiction writer Isaac
Asimov’s short story “Runaround”,” published in 1942, featured a robot which was different
from the threatening robots depicted in RUR and Metropolis. The robot portrayed in
“Runaround” is beneficial and friendly to humanity, following three principles known as ‘three

laws of Robotics’ that have inspired the development of modern robotics® (Angelo 2007: 18).

30 Karel Capek, R.U.R. (Rossum’s Universal Robots): A Fantastic Melodrama, trans. Paul Selver (Garden City,
NY: Doubleday, 1923).

31 William Jefferson Tyler, Introduction, Modanizumn: Modernist Fiction from Japan, 1913-1938, ed. Tyler
(Honolulu: Hawai’i UP, 2008).

32 Isaac Asimov, “Runaround,” Robot VVisions New York: ROC, 1991) 113-134.

33 The First Law is that “A robot may not injure a human being, or, through inaction, allow a human
being to come to harm. The Second is that “A robot must obey the orders given to it by human beings,
except where such orders would conflict with the First Law. The Third Law is that “A robot must protect

its own existence as long as such protection does not conflict with the First or Second Law.
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As a result, the popular representation of the lovable, friendly, and humanised robot in media
can be argued as Asimov’s legacy.” The Western popular culture listed above created a general
spread of the concept of the robot in the Japanese popular culture from the late 1920s: for
example, the Japanese media featured robots in comic strips, pop songs, and advertisements
(Hornyak 20006: 38). Japan produced toy robots since the 1950s which adopted the robots
portrayed in the American science fiction films, The Day the Earth Stood Still (1951) and Forbidden
Planet (1956).” Meanwhile, a number of Japanese science fiction writers also published robot
stories such as Hirabayashi Hatsunosuke’s Jinzoningen (The Man-Made Man) in 1928, Kizu Tora’s
Haiiro Ni Bokasareta Kekkon (The Wedding Clonded in Grey) in 1928, Naoki Sanjugo’s Robotto To
Beddo No Juryo (The Robot and the Weight of the Bed) in 1931, Unno Juza’s Jubachiji No Ongakuyokn
(The Music Bath at 6 PM.) in 1937, and Jinzoningen Sensha No Kimitsu (The Secret of the Robot Tank) in
1941 (Orbaugh 2005: 65). In this respect, the pioneering animation work on the humanoid robot
of Tezuka’s 1952 manga and 1963 anime, Astro Boy, and Yokoyama’s 1956 manga and 1963 anine,
Iron Man No. 28, were strongly influenced by Western and Japanese popular culture at the same
time.

The boom of mecha anime began in the 1980s, with a large number of anzme based on the story

of Mobile Snit Gundam being franchised over the past thirty years.” Before Mobile Suit Gundam,

34 Charles Gregory, “Asimov, Issac 1920-,” Matkers of Modern Culture Volume 1, ed. Justin Wintle (London
and New York: Routledge, 2002) 21.

3% William H. Yong and Nancy K. Yong, The 19505 (Westport, CT: Greenwood, 2004) 121; Rebecca
Stefoff, Robots (Tarrytown, NY: Marshall Cavendish, 2008) 92.

36 The franchises are Gundam I (1981, animated film), Gundan 11: Solders of Sorrow (1981, animated film),
Gundam 111: Enconnters in Space (1982, animated film), Mobile Suit Zeta Gundam (1985, TV series), Mobile Suit
Gundam 27 (1986-1987, TV seties), Gundam: Char’s Counterattack (1988, animated film), Gundam 0080: War
in the Pocket (1989, OVA), Mobile Suit Gundam F91 (1991, animated film), Gundam 0083: Stardust Memory
(1991, OVA), Gundam 0083: Last Blitz of Zeon (1992, animated film), Mobile Suit Victory Gundam (1993, TV
series), Mobile Fighter G Gundam (1994-1995, TV series), New Mobile Report Gundam W (1995, TV series),
Gundam M.S.: The 08" Team (1996, TV seties), After War Gundam X (1996, TV series), Mobile Suit Gundam
Wing: Endless Waltz (1997, TV seties), Gundam M.S.: The 08" Team: Miller's Report (1998, animated film),
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mecha anime such as Iron Man No. 28 and Mazinger Z featured giant robots fighting alone against
aliens from outer space and one heroic pilot controlling a giant robot and trying to save a
humanity threatened by invasions from outer space (Gresh and Weiberg 2005: 39). In addition to
portraying the heroic human pilots controlling the armoured robots, Mobile Suit Gundam adds a
more complex and sophisticated narrative in which human space colonies trigger a vast war of
independence by using mass-produced military robots which are able to transform themselves
into another form of robotic machinery (Gresh and Weiberg 2005: 39).

Meanwhile, the 1980s boom of mecha anime can also be seen as responding to the development
of Japanese robot technology. The history of Japanese robot technology can be traced back to
the mechanised dolls developed in the 18" and 19" centuries named ‘Karakuri Ningyo’ which
could serve tea and do archery.” In 1928, the Japanese scientist, Nishimura Makoto, created
Japan’s first robot named ‘Gakutensoks’, meaning ‘learning from the rules of Nature’, displayed at
an engineering exhibition in Kyoto.”® Nishimura’s robot was a huge golden-coloured male figure
which was controlled by an air pressure mechanism to change facial expression, open the mouth,
turn the head, and hold a pen (Hornyak 2006: 38, Nakamura 2007: 7). However advanced,
sophisticated, and functional robots arrived in Japan forty years later after Nishimura’s invention.
In 1968, the American company, Unimation, the world’s first industrial robot company, licensed

hydraulic robot technology to Japanese Kawasaki Heavy Industries, signifying a remarkable burst

Gundam Wing: Endless Waltz (1998, animated film), Gundam (1999, TV seties), G-Savionr (2000, animated
tilm), Gundam Evolve (2001-2005, TV series), Gundam Divers (2001, animated film), Gundam: Earth Light
(2002, animated film), Gundanz: Moonlight Butterfly (2002, animated film), Mobile Suit Gundam SEED (2002-
2003, TV seties), Gundam SEED Special Edition (2004, TV seties), Gundam SEED Destiny (2004-2005, TV
series), Zeta Gundam 1: Heirs to the Stars (2004, animated film), Zeta Gundam 11 (2005, animated film), Zeta
Gundam 111 (2006, animated film), Mobile Suit Gundam MS 1GLOO: Apocalypse 0079 (2006, OVA), and
Mobile Suit Gundam 00 (2007-2008, TV series).

37 Charles C. Kemp et al., “Humanoids,” Springer Handbook of Robotics, ed. Bruno Siciliano and Oussama
Khatib (Berlin: Springer, 2008) 1310.

38 Lisa Rocks, The Robot: The Life Story of a Technology (Westport, CT: Greenwood, 2007) 56.
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of Japanese robotic research and development.” When the world’s first robot association was
formed in Japan in 1971, the Japanese automobile industry also began to introduce robots on its
assembly lines.”” In 1973, Atsuo Takanishi Laboratory at Waseda University released the first
humanoid robot called “‘Wabot-1" which could not walk but could shift weight from one leg to
the other (Gresh and Weiberg 2005: 39). By the 1980s, Japan had more industrial robots than any
other country and became the world leader in robot use.”

Since the 1990s, Japan has made entertainment and service robots (Ndalianis 2006: 57). In
1999, Sony showed ‘AIBO’, a domestic robot which is designed in the shape of a dog,
responding to voice commands, exhibiting a range of ‘emotions’, and imitating different kinds
of dog behaviours.” In 2001, Japan introduced the therapeutic robot named ‘Paro’, in the shape
of the baby harp seal which is used to create a calming effect and elicit emotional responses to
patients in hospitals and nursing homes.” Meanwhile, Honda, the Japanese motor company, has
been developing humanoid robots since 1986.* In 1993 Honda released the first humanoid
autonomous robot, ‘P-2’, which can perform realistic movement. Seven years later, Honda

further introduced a more advanced humanoid robot called ‘ASIMO’ which is more compact

3 Chatles C. Kemp et al., “Humanoids,” Springer Handbook of Robotics, ed. Bruno Siciliano and Oussama
Khatib (Betlin: Springer, 2008) 1309.

40V, Daniel Hunt, Industrial Robotics Handbook (New York: Industrial, 1983) 299.

# Kenneth A. Reinert, An Introduction to International Economics: New Perspectives on the World Econony (New
York: Cambridge UP, 2012) 25.

42 N. Timothy Hornyak, Loving the Machine: The Art and Science of Japanese Robots (Tokyo and New York:
Kodansha, 2000).

43 Takanori Shibata, “Robot Therapy at Elder Care Institutions: Effects of Long-Term Interaction with
Seal Robots,” The Engineering Handbook of Smart Technology for Aging, Disability, and Independence, ed.
Abdelsalam A. Helal, Mounir Mokhtari, and Bessam Abdulrazak (Hoboken, NJ: Wiley-Interscience, 2008)
405-418.

4 Chartles C. Kemp et al, “Humanoids,” Springer Handbook of Robotics, ed. Bruno Siciliano and Oussama
Khatib (Betlin: Springer, 2008) 1307-1334.
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and lightweight compared to ‘P-2"." ASIMO is built with the concept of being ‘human-friendly’,
benefiting people in their daily environment by interpreting their gestures and postures or doing
simple tasks such as turning light switches and door knobs, and delivering objects on a tray to
specific destinations (Hornyak 2006: 38). In 2009, the female humanoid robot called ‘HRP-4C
was released by the National Institute of Advanced Industrial Science and Technology: it not
only has a realistic female face and the average figure of a young Japanese woman, but also can
mimic human facial and head movement to talk, sing, and dance.”

Since Astray Boy and Iron Man No. 28 were shown on Japanese TV in 1963, not only has anime
favoured science fiction by making references to science, technology, and the futuristic
imagination, but also science fiction has become a thriving genre in Japanese animation in the
production of TV series, OVAs, and theatrical films (Gresh and Weiberg 2005: 33-83). Since the
1980s, the feature length science fiction animation film began to burgeon following the boom of
mecha anime (Gresh and Weiberg 2005: 39). In particular, the animated science fiction film has
produced a large number of franchise animations based on the popular TV mecha animation,
Mobile Suit Gundam.”’ In addition to the Gundam franchise films, a number of mecha anime films
have been released including Prgject A-Ko (1986), Venus War (1989), A Wind Named Amnesia
(1990), Patlabor: The Movie 2 (1993), Ghost in the Shell (1995), Memuories (1995), The End of Evangelion
(1997), Akira (1988), Spriggan (1998), A.Li.Ce (1999), WXIII: Patlabor the Movie 3 (2002), Appleseed

(2004), and Ghost in the Shell 2: Innocence (2004).

45 Roland Siegwart and Illah Reza Nourbakhsh, Introduction to Auntonomons Mobile Robots (Cambridge: MIT,
2004) 25.

46 Mark Peterson, “Electric Snakes and Mechanical Ladders?: Social Presence, Domestic Spaces, and
Human-Robot Interactions,” New Technologies and Emerging Spaces of Care, ed. Michael W. J.  Schillmeier
and Miquel Domenech (Farnham, Surrey, Eng. and Burlington, VT: Ashgate, 2010) 112.

47 The franchise includes Gundam 1 (1981), Gundam 11: Solders of Sorrow (1981), Gundam 111: Encounters in
Space (1982), Gundam: Char’s Counterattack (1988), Mobile Suit Gundam F91 (1991), Gundam 0083: Last Blitz
of Zeon (1992), Gundam M.S.: The 08% Team: Miller’s Report (1998), Gundam Wing: Endless Waltz (1998), G-
Savionr (2000), Gundam Divers (2001), Gundam: Earth Light (2002), Gundan: Moonlight Butterfly (2002), Zeta
Gundam 1: Heirs to the Stars (2004), Zeta Gundam 11 (2005), and Zeta Gundam 111 (20006).
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The (re)mapping of Japanese science fiction cinema and animation above reveals that both
representational media are populated with the figure of the cyborg, defined here as the
amalgamation of organism and machine, the mixture of the natural and the artificial, or the
combination of the human and the non-human. Japanese science fiction film and mecha
animation portray a large number of cyborgs in the form of android, artificial intelligence,
humanoid, and robot. The imagery of the cyborg represented in Japanese science fiction film
and animation revolves around fascination and anxiety in response to intimate interactions
between humanity and technology. Whist the cultural fascination with cyborgs can be seen as
related to a fascination with the extension and enhancement of the human body, the cyborg
figure also instils anxiety. Its hybridised character not only challenges the superiority of human
beings over machines but also, in violating the distinction between human and machine, puts into
question aspects of human identity assumed to be foundational, in particular those identified
with gender distinctions. In order to decode the layers of meaning of the cinematic cyborg
might have, the next section will therefore proceed to set out and justify research methods and

theoretical approaches.

4. Methods and Approaches

This thesis neither sets out to construct a history of Japanese science fiction cinema and
animation nor aims to produce a mapping history of cyborgs in these fields. My concern is more
specific: placing Japanese film and animation within a broader social context to critically explore
the representation of the cyborg. My focus will therefore be on how the selected Japanese
science fiction films and animations, and the cyborgs which populate them, serve as a contested
battleground on which to encode identities based on gender, sexuality, and nationality, as well as
an arena through which the ideological concerns of the represented cyborgs might be explored
in Japanese popular visual culture. Accordingly, this research will adopt a cultural studies

standpoint which sees media and popular culture as social practices and cultural representations
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contextualised within fields of socioeconomic and political power.” For this reason, I shall treat
the cyborg portrayed in Japanese film and animation as a social production thoroughly imbued
with power relations and constructed within specific historical and cultural contexts. My thesis
argues that popular representations of the cyborg cannot be simply characterised as radical,
utopian or post-gender as outlined by Haraway, but that the represented cyborgs are strongly
subject to gender implications and national sentiment regulated by a popular culture which is a
site for both the expression and production of anxieties, fears, desires and fantasies about
historical, economic, and social changes. I will offer five case studies in my thesis according to
different types of gendered cyborg bodies, within a range of generically hybrid science fiction
texts. In this respect, the method of this thesis will use Japanese cinematic and animation texts as
a site through which to examine cultural issues and debates raised by the imagery of cyborgs.
Thus, in contrast to Haraways rejection of theoretical ‘grand narratives’ including
psychoanalysis, religion, and linear historical discourse in her reading of the cyborg, I will refer to
those narratives, using them where they seem helpful in the analysis of the represented cyborgs,
and arguing that they can provide valuable theoretical tools for understanding the interplay
between representation, gender identity, and male domination.

My approach will therefore draw on feminist theory. In this I follow Japanese and Taiwanese
scholars who have adopted a feminist approach to illuminate gender-related issues such as the
body, femininity, masculinity, sexuality, and representation in Japanese and Taiwanese popular

culture.” These scholars have found feminist theory a vital intellectual tool for interrogating

48 Douglas Kellner, “Toward a Critical Media/Cultural Studies,” Media/ Cultural Studies: Critical Approaches,
ed. Rhonda Hammer and Douglas Kellner (New York: Peter Lang, 2009) 5-24.

4 For example, Japanese feminist scholarship on popular culture includes Kanako Shiokawa, “Cute but
Deadly: Women and Violence in Japanese Comics,” Themes and Issues in Asian Cartooning: Cute, Cheap, Mad,
and Sexy, ed. John A. Lent (Bowling Green, OH: Bowling Green UP, 1999) 93-126; Setsu Shigematsu,
“Dimensions of Desire: Sex, Fantasy, and Fetish,” Themes and Issues in Asian Cartooning: Cute, Cheap, Mad,
and Sexy, ed. John A. Lent (Bowling Green, OH: Bowling Green UP, 1999) 127-164; Mitsuyo Wada-
Marciano, “Imaging Modern Gitls in the Japanese Woman’s Film,” Nippon Modern: Japanese Cinema of the
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popular culture, providing useful insights in analysing gender construction, linked to systems of
power, inequality, and stereotypes, within Japanese and Taiwanese socio-cultural contexts.
Although much feminist theory has been developed by Western feminist scholars, the research
done by Japanese and Taiwanese scholars not only explores gender issues from a feminist
perspective but also tests the assumptions and conceptualisations of Western feminist theory.
Such non-Western feminist scholarship can be seen as a contribution to the theoretical field.
Inspired by third wave feminism’s demand of self-reflexivity™ and the relational-contextual
nature of feminist thought™, I therefore seck to explore the gap between Haraway’s celebration
of a cyborg that subverts existing dualistic categories of gender in feminist science fiction novels

and the feminist critique of popular culture as a site where traditional gender roles are

19205 and 19305 (Honolulu: Hawai’it UP, 2008) 76-110; Yuko Hasegawa, “Post-Identity Kawaii:
Commerce, Gender and Contemporary Japanese Art,” Consuming Bodies: Sexc and Contemporary Japanese Art,
ed. Fran Ligyd (London: Reaktion, 2002) 127-141; and Hikari Hori, “Aging, Gender, and Sexuality in
Japanese Popular Cultural Discourse: Pornographer Sachi Hamano and Her Rebellious Film Lily Festival
(Yurisai),” Faces of Aging: The Lived Experiences of the Elderly Japan, ed. Yoshiko Matsumoto (Stanford, CA:
Stanford UP, 2011) 129-136; and Hikari Hori, “Migration and Transgression: Female Pioneers of
Documentary Filmmaking in Japan,” Asian Cinema 16.1 (2005): 89-97; Hikari Hori, “Oshima Nagisa’s .4i
No Korida Reconsidered: Law, Gender, and Sexually Explicit Film in Japanese,” Cinema, Law, and the State
in Asia, ed. Corey K. Creekmur and Mark Sidel (New York: Palgrave Machmillan, 2007) 123-140.
Moreover, the Taiwanese feminist scholarship includes, Yi-Ping Chan, “A Study on Social Phenomena of
Feminine Issues in Li-Ang’s Novels,” MA Thesis (Tamkang University, 2008); Ken-Fang Lee,
“Translation and Gender Representation of Self-Help Bestsellers for Improving Relationships in
Taiwan,” Lingnal, Literary, and Cultural Translation 3 (2010) 21-42; Tingyu Chen, “Women’s Adult Movie
Viewing and Interpretation: A Reception Analysis,” Formosa Jonrnal Sexology 15.2 (2009) 17-33; Ying-Ru
Pan and Xing Zhen Yang, “Young Women’s Body experiences in the Spring Scream: The Body
Performance and Meaning of Whitening, Dieting and Dressing,” Tamkang Journal of Humanities and Social
Stcience 40 (2009) 91-114; and Wen-Ru Lee, “Colonization, War and Women: A Study of Masugi Shizue’s
Work Written during the Period of Colonial Taiwan,” Bulletin of Taiwanese Literature 12 (2008) 63-80; I-Pei
Tu, “The Feminist Camp in Tasi Ming-Liang’s The Hole and The Wayward Clond,)” MA Thesis (National
Cheng Kung University, 2008).

50 Angela Calabrese Barton, Feminist Science Fiction Education (New York: Teachers College, 1998).

51 Patricia Melzer, “Introduction: Science Fiction’s Alien Constructions,” Alien Constructions: Science Fiction

and Feminist Thought (Austin: Texas UP, 2006) 1-34.
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constructed. More important, I recognise the urgent need to examine the cyborg imagery in
Japanese films and animations from a feminist perspective in order to address issues such as
sexuality, national identity, violence, and representation. My aim is to explore the ways in which
Japanese film and animation, the most popular forms of Japanese popular culture, shape and
reflect gender norms and gender ideology. As a result, I specifically use aspects of Anglo-Saxon
American and Australasian feminist psychoanalytic theory within my theoretical framework
because they offer a valuable analytical tool for shedding light on how the unconscious is
expressed through the popular representation of the cyborg. At the same time, however, I will be
alert to the need to contextualise these concepts within a specifically Japanese cultural reality.

For this reason, three theoretical approaches will be taken in my thesis, and the justifications
for and limitations in using those approaches will be further elaborated in the next chapter. Since
the cyborg is a hybrid creature, mixing material reality and imaginative fiction, and playing out
tensions between social norms and unconscious desires, the first approach will be psychoanalytic
theory.”” I will focus on Freud’s concept of the unconscious and Lacan’s notion of the Symbolic
Otder in order to articulate ways in which processes of identification, desire, and anxiety operate
in relation to visual representation. The second approach will adopt a feminist critique of gender
identity and patriarchal ideology in order to expand the scope of Freud’s and Lacan’s theoretical
concerns to take in ideas of the monstrous feminine and masculinity in crisis. In using these
approaches, I am aware that feminist-psychoanalytic perspectives have Western origins. Not only
is psychoanalysis accused of making ahistorical and universal claims about human subjectivity
which deny its own very specific cultural origins, but feminism too has been charged with

producing a monolithic discourse about women’s oppression constructed by Western white

52 Annette Kuhn, “Introduction: Cultural Theory and Science Fiction Cinema,” Alen Zone: Cultural Theory

and Contemporary Science Fiction Cinema, ed. Kuhn (London and New York: VERSO, 1990) 1-12.
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middle-class feminists.” In applying these approaches in my thesis, however, I am not making
universal, ahistorical, and asocial analytical claims about the gendered cyborg in Japanese cultural
texts. Rather, I am suggesting that such theoretical frameworks are worth re-thinking cross-
culturally because they can provide insights into the mechanisms by which the discursively
constructed subject is positioned through fantasy and desire and in relation to a historically,
socially, and culturally specific context. Thus, I shall locate my psychoanalytic readings of the
represented cyborg in relation to social anxieties over gender, sexuality, and national identity
within a specifically historical, social, and historical context. Accordingly, my final approach is
social and cultural: postwar Japanese society will be analysed in its political, economic, and social
aspects, with particular concern for issues of gender, including the influence of Western

feminism on postwar Japanese culture.

4.1 The Cyborg

Before moving to discuss the thesis structure, it is worth outlining a little further how I am
defining the cyborg here, since I expand Haraway’s theoretical definition of the cyborg to
address a wider range of cyborgs portrayed in Japanese films and animations. According to
Haraway, the cyborg is “a hybrid of machine and organism, a creature of social reality as well as
a creature of fiction” (Haraway 1991: 149). Her main argument is that modern technology plays
a crucial role in creating a cyborg that literally and metaphysically exists at the interface between
organism and machine. Haraway argues that there is no specific distinction between human and
animal because the scientific discourse of modern biology and evolutionary theory has produced
the notion of organism as an object of knowledge which results in the erosion of difference

between human and animal (Haraway 1991: 152). Thus Haraway’s cyborg figure can be found at

53 Chilla Bulbeck, “National Development Feminism: India, Indonesia, China and Vietnam,” Sex, Love and
Feminism in Asia Pacific: A Cross-Cultural Study of Young People’s Attitudes (London and New York: Routledge,
2009) 84-115.
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the interface between human and machine, between animal and machine, and between animal-
human and machine. I expand her definition by suggesting that the cyborg is the hybrid of the
organic and the technological. In a context in which modern technology has become a symbiotic
component of organic life, Japanese film and animation have dramatised and visualised the
deepest cultural desires and fears in relation to the interface between humanity and technology.
As a result, Japanese film and animation is full of cyborgs which cross multiple genre categories
such as disaster, fantasy, horror, monster, and science fiction films, and take a range of different
forms such as robot, android, mutant, and monster within those popular cultural texts.

In order to focus on the ways in which the gendered cyborgs portrayed in Japanese film and
animation deal with anxieties about specific social changes, I shall offer case studies of selected
Japanese films and animations between the 1980s and the early 2000s. These texts can be seen as
a response to the era in which Japan sought to transform itself from ‘“’a nation built on trade™
into ““a nation built on technology”, becoming a world leader in various fields of high
technology, including bio-technology, semiconductors, nanotechnology, robotics technology, and
computer technology (DiFilippo 1990: 33, Hemmert and Oberlinder 1998: 1-19, Inoue 1998:
194-211, Morris-Suzuki 1994:211, Oberlinder 1998: 173-193, Flamm 1988: 172-202).

Due to restrictions of space, the number of possible case studies is limited and selective. The
films and animations I choose are selected according to their popularity in the Japanese domestic
market, and the cyborgs portrayed in those films and animations typically cross over genre
boundaries between action, disaster, fantasy, horror, monster, and science fiction. In this way it
can be argued that the fantasies and anxieties they display are historically and culturally specific.

My first case study, the Godzilla franchise films, steps outside this timeline, for two reasons.
First, I use the 1954 Godzilla film to argue that Godzilla is a monster which can be seen as the

forerunner of the cinematic cyborg in Japanese cinema in term of the monster’s hybridity, that
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of dinosaur and nuclear technology, and a synthesis of the organic and the technological.™

Second, the 1954 Godzilla film is also the forerunner of a Japanese cinematic cyborg which
crosses genre boundaries between disaster, horror, monster, fantasy, and science fiction film.
However, the notion of cinematic genre, like the nature of the cyborg, is inevitably involved
in boundary-crossing and hybridisation (Grant 2007: 23). The classification and definition of
genre has been problematic in genre criticism because genre is “what we collectively believe it to
be”, the product of “a common cultural consensus” across the film industry, film critics, and
audiences (Tudor 1974: 135-9). The criteria for classifying genres often rely on elements of
conventions, narrative, setting, iconography, stars, or audience responses but all have their
limitations (Grant 2007: 9-22). The notion of genre helps to identify groups of films which
share common elements to illuminate certain values, meanings, and impacts in context, but it is
also important to recognise genre-crossing and genre-hybridising (Grant 2007: 4-6). In particular,
science fiction has been considered a problematic genre because its conventions, narrative,
setting, and iconography overlap and intermix with fantasy, horror, and monster films.” In this
sense, it is hard to draw a clear line between science fiction, fantasy, horror, and monster films.

Thus the Godzilla franchise films analysed in the first case study and most of the other films and

5 More important, I want to point out that the intellectual discussions of the represented cyborg in
cinema primarily focus on the hybrid creature of human and machine rather than that of animal and
machine. For example, the intellectual discussions of the cyborg in films, Hollywood films in particular,
often centre on the hybrid of human and machine such as the police officer, Murphy, in RoboCop; the
powerful assassin, the T-800 and the T-1000, in The Terminator and Terminator 2; the android, Data, in Star
Trek: The Next Generation; the robot, Andrew, in The Bicentennial Man; the android wife, Bobbie, in The
Stepford Wives; the artificial intelligence, David, in AI: Artificial Intelligence. See Sue Short, Cyborg Cinema and
Contemporary Subjectivity New York: Palgrave Macmillan, 2005).

55 Geoff King and Tanya Krzywinska, “Defining Science Fiction: Narrative Themes,” Science Fiction
Cinema: From Outerspace to Cyberspace (London: Wallflower, 2000) 9-57; King Newman, Science Fiction/ Horror
(London: BFI, 2002); James Walters, Fantasy Film: A Critical Introduction (London and New York: Berg,
2011); Katherine A. Fowkes, The Fantasy Film (Chichester, Eng. and Malden, MA: Wiley-Blackwell, 2010);
and Keith M. Johnston, Science Fiction Film: An Critical Introduction (Oxford and New York: Berg, 2011).
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animated films I choose for my case studies are characterised as science fiction according to the
Japanese film industry and critics.”® However, many of these texts also significantly cross over
the boundaries between fantasy, horror, and monster film, and one case study, that centring on
the Ring film series, is more often characterised as a ghost horror film. The significance and
meaning of the represented cyborg in the Japanese ghost horror franchise film is an area which

has been ignored by scholars.”’

5. Thesis Structure

Although a number of specific Japanese films and animations — the Godzilla monster
franchises for instance, a handful of cyborg figures in Shinya Tsukamoto’s Tetsuo I: Iron Man
(1989) and Tetsuo I1: Body Hammer (1992), Hideaki Anno’s Neon Genesis Evangelion (TV series,
1995-1996), and Mamoru Oshii’s Ghost in the Shell (animated film, 1995) and Ghost in the Shell:
Innocence (animated film, 2004) — have been among the most popular texts examined in English-
language academic scholarship, those analyses lack not only critical reflexivity but also a

contextualisation of the represented cyborgs within Japanese culture. They simply point out that

50 Buratsuku Ando Buru, Japanese ST Movies: Nibon Tokusatsu Meikan Neko Shinema Butsuku (Tokyo:
NEKO, 1999), and Akihiro Kitajima, Sekai Esuefu Eiga Zenshi: A History of Science Fiction Films (Tokyo:
Aiikusha, 2006)

57 For example, some argue that the female ghost, Sadako, is a cyborg or a posthuman, but the discussions
neither have the critical references in relation to the cyborg and the posthuman, nor examine the ghost
cyborg from a gender perspective. See Eric White, “Case Study: Nakata Hideo’s Réingr and Ringn 2,7
Japanese Horror Cinema, ed. Jay McRoy (Edinburgh: Edinburgh UP, 2005) 38-50, and Steve Rawle, “Video
Killed the Movie: Cultural Translation in Ringn and The Ring,” The Scary Screen: Media Anxiety in The Ring
(Farnhan, Eng. and Burlington, VT: Ashgate, 2010) 97-114. Moreover, the analyses of the Ring franchise
films often emphasise the cultural anxiety in relation to capitalisation, industrialisation, and modernisation
in postwar Japan. See Jay McRoy, “Ghosts of the Present, Spectres of the Past: The Kaidan and the
Haunted Family in the Cinema of Nakata Hideo and Shimizu Takashi,” Nightmare Japan: Contemporary
Japanese Horror Cinema, ed. McRoy (Amsterdam and New York, 2008) 75-102, and Colette Balmain,
“Techno-Horror and Urban Alienation,” Infroduction to Japanese Horror Film (Edinburgh: Edinburgh UP,
2008) 168-187.
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the hybrid creatures represented in those films are cyborgs which blur the boundary between
human and machine, without critically examining their gender identities in relation to the
Japanese social context. Therefore Chapter 1, “Gender, Feminism, and Popular Culture in
Postwar Japan”, will elaborate my justifications for using Anglo-Saxon American and
Australasian feminist psychoanalytic and provide a contextualisation of gender norms, feminism,
and popular culture in postwar Japan. I will then outline further those aspects of feminist
psychoanalytic theory, including the notions of masculinity in crisis, hysteria, the monstrous
feminine, and the abject, which are relevant to the representation of the cyborg in Japanese film
and animation.

The case studies which follow, from Chapter 2 to Chapter 6, will explore the complex ways in
which the figure of the cyborg has functioned within Japanese-specific social-cultural contexts,
and operating through the generic conventions of the texts I have selected. The case studies are
therefore divided into five sections according to the ways in which the figure of the cyborg
functions within different gendered and generic contexts: the cyborg in the science fiction
monster films (Chapter 1), the male cyborg in the cyberpunk horror films (Chapters 3), the
cyborg in the ghost horror films (Chapter 4), the female cyborg in the science fiction horror
animations (Chapter 5), and the cyborg in the science fiction fantasy film and animation (Chapter
0).

Chapter 2, “Toho’s Immortal Godzilla: Re-imaging Japanese Postwar National Identity
through the Gigantic Monster’s Otherness”, traces the Godzilla monster films, the science
fiction sub-genre most acknowledged by the West in relation to the Hollywood monster genre.
In addition to remapping the Japanese historical and political context that grounds the distinctive
Japanese monster film genre, this chapter pays more attention to investigating the monster’s
body and gender in relation to Japanese postwar concepts of national identity, fatherhood, and
masculinity that respond to the specific social-political environment. Chapter 3, “Hysterical,

Metamorphic, and Abject Male Cyborg Bodies in Japanese Cyberpunk Films”, examines
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independent filmmakers’ cyberpunk films: Shinya Tsukamoto’s Tetsuo: I: Iron Man (1989) and
Tetsuo: 11: Body Hammer (1991), and Shozin Fukui’s Rubbers Lover (1996), in order to understand
‘male hysteria’ caused by the cyborgisation of the ‘natural’ male body when men are deprived of
their patriarchal gender roles or socially and sexually repressed by hegemonic masculinity.
Chapter 4, “Women Ghosts in Black Boxes: Psychic Power, the Curse, and Technology”, takes
the Ring series to examine the generic relationship between science fiction, horror, and body
genres to explore female embodiment in relation to modern technological imaginations, Japanese
ghost folk tales, and psychic power. Chapter 5, “Phallic, Sexualised, and Violent Female Cyborg

Bodies”, explores the representation of the violent female cyborg in selected Japanese science

>
fiction animations in terms of the notion of the phallic woman and the monstrous feminine in
order to understand the female cyborg that kills and is killed. Chapter 6, “Transcendence,
Apocalypse, and Posthumanity”, revisits Haraway’s notion of the cyborg to investigate the
implications of the ‘posthuman’ and ‘posthumanity’ in the science fiction fantasy film. Although
Haraway envisions a cyborg utopia that transcends the dualism that has been profoundly rooted
in Western ideology, the cyborg imaginary in Japanese science fiction film (Casshern 2004), and
animated film (Neo Genesis Evangelion: The End of Evangelion 1997) reflects the difficulties and
dilemmas of abandoning patriarchal ideology in the imagining of posthumanity. If posthumanity
is a new or alternative form of transcending the limitations of humanity, what is the prospect for
the posthuman world in relation to existing social relations, communities, races, and nation-
states? Haraway in her cyborg manifesto does not elaborate this issue. In contrast to her notion
that the cyborg transcends the restrictions produced by dualism, the two texts studied represent
an anxiety about humanity’s deconstruction by cyborgs and fears that the posthumanity
constructed by cyborgs will coexist with and confront humanity. This anxiety, according to the
patriarchal ideology embedded in the narrative, needs religious salvation and transcendence to

reconfigure and re-order the apocalyptic world inhabited by the anti-human cyborgs. The

Conclusion provides a final evaluation of the Western metaphysical idea of the cyborg in relation
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to these non-Western social contexts and cultural texts in which gendered cyborgs are
significantly represented. This thesis will contribute, first, to providing a broader interpretation
of the cyborg and its meanings than has been produced in previous studies. Second, it will fill a
gap in the academic and intellectual discussions of national identity and ‘posthuman’ identity,

which so often ignore genre implications and questions of gendered power.

Page | 47



Chapter 1

Gender, Feminism, and Popular Culture in Postwar Japan

My thesis aims to analyse Japanese films and animations through the lens of a feminist theory
whose origins are Western. In this opening chapter I shall therefore discuss the strengths and
limitations of such an approach, providing the contextualisation of gender politics and gender
roles in Japan in order to establish the rationale for my approach. Accordingly, the first section
of the chapter will explore the relationship between Japanese popular culture, globalisation, and
the cyborg; the second and third section will look at gender politics in Japan from the prewar era
(1868-1945) when feminist and suffrage movements began to burgeon, to the early 2000s when
Japanese feminists’ efforts significantly influenced the legal development of women’s human
rightss8; the final section will review feminist theory and other approaches which will be

employed in the following case studies.

1. The Cyborg, Local Identity, and Global Market
From the perspective of Western second wave feminism, popular culture can be seen as a
broadly patriarchal form of cultural construction, working to negotiate or challenge dominant

ideas about gender roles.? Popular culture thus not only reflects but also produces people’s view

58 There were eight laws concerning women’s and children’s human rights which were passed in Japan
between 1997 and 2001: the revised Equal Employment Opportunity Law that prohibits sexual
harassment at the workplace (1997); the legislation of the conception pill (1999); the Basic Law for a
Gender Equal Society (1999); the Child Prostitution and Pornography Law (1999); the Child Abuse
Prevention Law (2000); the Anti-stalking Law (2000); the Law to Promote Human Right Education
(2000); the Anti-Domestic Violence Law (2001). See Jennifer Chan-Fiberghien, Gender and Human Rights
Politics in Japan: Global Norms and Domestic Networks (Stanford: Stanford UP, 2004) 137.

5 Joanne Hollows and Rachel Moseley, “Popularity Contests: The Meanings of Popular Feminism,”

Feminism in Popular Culture, ed. Hollows and Moseley (Oxford and New York: Berg, 2000) 1-22.
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of what constitute ‘appropriate’ as well as ‘inappropriate’ gender roles® according to a
hegemonic cultural framework which is patriarchal and heterosexist.®! From such a perspective, it
can be argued that the cyborg as a cultural icon in popular culture provides the perfect arena for
representing (in)appropriate gender roles as a response to social changes as well as an expression
of social anxieties. For example, in contrast to Haraway’s vision of a post-gender cyborg
depicted in American feminist science fiction novels which challenges, troubles, and subverts
gender roles in high-tech post-industrial societys?, a number of Western film scholars observe
that the female as well as male cyborgs portrayed in contemporary Hollywood science
ficion/monster/horror films still largely cling to conventional gender norms along the lines of
male/masculine/ dominant/control/subject/mind and female/feminine/submissive/danger /other/
body, in order to resist the cultural pressure for change which comes with a rapidly changing
economic, social, political, and technological world.3 In the context of considerable economic,

social, and political changes in postwar Japan, it can be argued that the cyborg, as a significant

% Gender roles can be understood as the set of attitudes, activities, and behaviours which specify what is
socially appropriate and normative. See Diana Elizabeth Kendall, “Sex and Gender,” Sociology in Our Times:
The Essentials (Belmont, CA: Wadsworth, 2008) 316-321.

1 Nelson Rodriguez, “(Queer) Youth as Political and Pedagogical,” Queer Theory in Education, ed. William
Pinar (Mahwah, NJ: Lawrence Erlbaum, 1998) 146-182.

%2 Donna Haraway, “A Cyborg Manifesto: Science, Technology, and Socialist-Feminism in the Late
Twentieth Century,” Simians, Cyborgs, and Women: The Reinvention of Nature (London: Free Association,
1991) 149-181.

03 Mary Ann Doane, “Technophilia: Technology, Representation, and the Feminine,” The Gendered Cyborg:
A Reader, ed. Gill Kirkup et al. (London and New York: Routledge, 2000) 50-57; Barbara Creed, “Alien
and the Monstrous-Feminine,” Alien Zone: Cultural Theory and Contemporary Science Fiction Cinema, ed.
Annette Kuhn (London and New York: Verso, 1990) 128-144; Christine Cornea, ““The Masculine Subject
of Science Fiction in the 1980s Blockbuster Era,” Science Fiction Cinema: Between Fantasy and Reality
(Edinburgh: Edinburgh UP, 2007) 111-144; Doran Larson, “Machine as Messiah; Cyborgs, Morphs and
the American Body Politics,” Liguid Metal: The Science Fiction Film Reader, ed. Sean Redmond (London and
New York: Wallflower, 2004) 191-204; Daniel Dinello, “Rampaging Cyborgs: Bionics,” Technophobia!:
Stcience Fiction 1 ersions of Posthuman Technology (Austin: Texas UP, 2005) 115-146.
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representational and discursive figuration in Japanese film and animation, emerges here too as
one of the key sites for the (re)production of gender norms.

The interplay between the cyborg and gender norms is complex in relation to the production
and consumption of Japanese popular culture, because the cyborg thus produced is intersected
by the discourses of ‘Japaneseness’ and ‘de-Japanisation’. Two strategies, Iwabuchi (2002) argues,
are often employed in the production and promotion of Japanese popular culture in response to
the transnational market: one is to uphold the Japanese national cultural heritage, whilst the
other, in contrast, seeks to erase national traits in exporting popular culture. Despite the “high-
profile presence” of its trade goods and cultural products exported to and consumed by the
West, Japanese culture, argues Gary Needham, still remains “distant and unknowable in this era
of mass media saturation and local and global formations”.5* One response is the production of
a self-orientalising discourse to construct a non-Western identity in the narrative of modernity,
whilst the other is a form of ‘de-Japanised’ cultural production. As an outcome of the Maiji
Restoration in the imperial period and the American occupation in the postwar era, Japan has
developed a complex Orientalist relationship with the West. The construction of Japan’s own
image of itself, it has been argued®, is according to the notion of cultural Otherness in relation
to the imagined ‘West’ through the process of orientalisation.’ Ignoring the demographic and
cultural heterogeneity of the West, this process results in underlining Japan’s culture as unique

and unknowable in a way that distinctively divides Japan from the West to construct a notionally

homogeneous national identity.5 Japanese art cinema in particular, Freiberg (1998) argues, was a

04 Gary Needham, “Japanese Cinema and Orientalism,” Asian Cinemas: A Reader and Guide, ed. Dimitris
Eleftheriotis and Gary Needham (Edinburgh: Edinburgh UP, 2006) 10.

% Needham 10.

% Koichi Iwabuchi, “Introduction: The 1990s—]Japan’s Return to Asia in the Age of Globalization,”
Recentering Globalization: Popular Culture and Japanese Transnationalism (Durham and London: Duke UP, 2002)
1-23.

67 Koichi Iwabuchi, “Trans/Nationalism: Discourses on Japan in the Global Cultural Flow,” Recentering

Globalization: Popular Culture and Japanese Transnationalism (Durham and London: Duke UP, 2002) 51-84.
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source of fascination to Western film critics and film scholars between the 1950s and the end of
the 1980s, due both to attitudes toward Japanese culture which saw it as the exotic and oriental,
and to the rise of auteurism in Western film studies.®® Likewise, Japanese distributors also
promote Japanese live-action films in the West based on the appeal of its cultural difference.®
For example, Western distributor Metro-Tartan uses ‘Tartan Asia Extreme’ as a promotion
slogan to tag contemporary Japanese fantasy/horror films.” The slogan characterises Japanese
cinema with the implications of danger and the unexpected cinematic narrative in order to feed
into “fantasies of the ‘Orient’ characterised by exoticism, mystery and danger”.” The language
of Tartan Asia Extreme’s promotional slogan manifests its own oriental implication and fantasy:
“If the weird, the wonderful and the dangerous is your thing, then you really don’t want to miss
this chance to take a walk on the wild side”.72 Thus Japanese live-action films both represent
cultural exotica and are considered as a national cinema that presumably represents a coherent
and united Japanese national identity and Japanese cultural-social heritage and specificity.

On the other hand, Tsunoyama (1995) points out that the success of exporting Japanese
popular culture to the West also relies on the strategy of “mukokuseks, which means ‘stateless’
and implies the erasure of visible national, ethical, and cultural traits.” Taking anime as an

example, anime has become an international entertainment culture since the 1980s in terms of its
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diverse themes in contrast to its American counterpart.” Anime ignores visual realism to feature
de-Japanised characters. For example, the characters in anzme often have bizarre hair colourings
such as blue, pink, or green; comedy anime draws grotesque characters with “shrunken torsos and
oversize heads”; romance and adventure anime focus on “elongated figures with huge eyes and
endless flowing hair”.s Japanese animators privilege ‘wukokuseks design to produce ambiguous
phenotypes and vague national origins’ because the medium of anime, Napier argues, with its
“flexibility, creativity and freedom” recreates a fantasy and surrogate world to have a
transnational appeal in a global market.”

Nevertheless, the cyborg figurations offered by Japanese live-action film and animation
neither represent the ‘purity’ of Japaneseness nor exemplify a de-Japanisation of popular culture.
On the contrary, one of the major mechanisms of producing cyborg imagery in Japanese film
and animation is the adaptation of Western popular culture to suit local contexts. The
production of the cyborg in Japanese popular culture therefore can be understood not through
concepts of self-orientalisation or ‘de-Japanisation” but through notions of hybridisation and
indigenisation. Kato Shuichi (1955) argues not only that Japan has been actively adopting

Western cultures and absorbing Western cultural influences as a response to modernisation, but
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also that this has led to the hybridity of Japanese culture.” Such a perspective can be usefully
applied to the case of the cyborg represented in Japanese film and animation. Although Japan
has been long fascinated with automata, Japanese cinema and animation are also influenced by
the genre of Western science fiction, both in literary and cinematic forms, which greatly
contributes to the fascination with cyborgs. The Japanese have been enthusiastic consumers of
Western technoscience and Western science fiction since the mid-1800s.” Japanese gender roles,
too, have been significantly influenced by contemporary Western thinking throughout the late
nineteenth century and the twentieth century as a result of the Meiji Restoration and the
American occupation. In this sense, it can be argued that the Japanese popular cultural images of
the cyborg not only contribute to the reproduction of Japanese gender roles but also are
influenced by Western science fiction which transmits Western gender norms and ideologies.
The figuration of Japanese gendered cyborgs therefore shares many elements with that of its
Western counterparts, but the gender coding of the cyborg in Japanese film and animation also
needs to be understood in relation to the specific historical, political, economic, and social
currents of Japanese modernisation. Japanese scholars have employed feminist theory to
examine the cyborg in Japanese science fiction and anime. For example, Kotani Mari (2007)
explores the monstrous feminine in Japanese women’s science fiction novels;® Kumiko Sato

(2004) discusses the relationship between feminism and Japanese cyberpunk;s! Tamaki Saito
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(2011) uses a feminist psychoanalytic approach to deliver insightful analysis of the powerful,
violent, and sexy female characters in animes2 Therefore, 1 follow those Japanese scholars who
have employed Western feminist theory to reveal and deconstruct gender norms embedded in
cyborg imagery in Japanese film and animation. Accordingly, in the following sections, I will
provide a socio-cultural contextualisation of gender roles in relation to the gendered cyborgs
produced by Japanese film and animation. I shall argue that whereas Japanese myths of
motherhood and Japanese kawaii and rorikon cultures are linked to female cyborg images, the
representation of the male cyborg has been engaged with Japanese nationalism and the

Japanese hegemonic masculine ideal of the salaryman.

2. Motherhood, Gender Politics, and Feminism in Postwar Japan

During the imperial period between 1868 and 1945, Japan had become a modernised,
industrialised, capitalised, and urbanised nation-state which functioned to institutionalise
patriarchy.®> The role of father-husband, under the Meiji Civil Code of 1898, was defined as the
head of household and the authority on family issues from marriage to inheritance.® Women’s
rights were strongly restrained by the Meiji Civil Code in relation to marriage, children, divorce,
and property.8> Women’s education in the imperial period was strongly associated with mothering
and housekeeping in order to achieve the state-promoted notion of femininity, characterised by
the popular catchphrase, ‘good wife, wise mothet’ (ryosai kenbo).36 Meanwhile, Article Five of the

Peace Preservation Law in 1887 explicitly barred women from organising, joining political
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organisations, or even attending meetings where political issues were discussed.® In sum,
Imperial Japan had set “less fluid notions of biologically based feminine and masculine social
orders” as Japanese gender and cultural norms.s8

The American occupation in postwar Japan significantly transformed gender relations
through the legal and constitutional changes initiated by the American occupation authority.s
General Douglas MacArthur, the Supreme Commander of Allied Forces (SACAP) drafted the
equal-rights amendment (ERA) and revised Constitution to endow Japanese women with more
equal rights.? The constitutional revision gave Japanese women equality in domestic, educational,
economic, political, and social spheres. Consequently, more Japanese women entered the labour
force. By 1991, 26.5 million Japanese women were in the labour market, constituting 40.8 percent
of the total Japanese workforce and eroding the prewar traditional gender division, ‘women at
home and men at work’.?' However, the proportion of women taking part-time jobs with long
working hours and low pay has been rapidly increasing.?

Since Japanese women’s primary task was associated with child-rearing and housekeeping,

Japanese working women had been seen as secondary breadwinners in the household and

87 H. Patricia Tsurumi, “Visions of Women and the New Society in Conflict: Yamakawa Kikue versus
Takamure Itsue,” Japan’s Competing Modernities: Issues in Culture and Democracy, 1900-1930, ed. Sharon
Minichiello (Honolulu: Hawai’i UP, 1998) 335-357.

88 William Theodore de Bary, Carol Gluck, and Arthur E. Tiedemann, “Gender Politics and Feminism,”
Sources of Japanese Tradition: 1600-2000, Part Two: 1868-2000, ed. de Bary, Gluck, and Tiedemann (New
York: Columbia UP, 2006) 474.

89 Mire Koikari, “Feminism, Nationalism, and Colonial Genealogy: Women’s Enfranchisement and
Constitutional Revision,” Pedagogy of Democracy: Feminism and the Cold War in the U.S. Occupation of Japan
(Philadelphia, PA: Temple UP, 2008) 32-74.

% Koikari 89.

' Yoko Kawashima, “Female Workers: An Overview of Past and Current Trends,” Japanese Women: New
Feminist Perspectives on the Past, Present, and Future, ed. Kumiko Fujimura-Fanselow and Atsuko Kameda
(New York: Feminists, 1995) 289.

92 Susan D. Holloway, “Balancing Work and Family Lite,” Women and Family in Contemporary Japan
(Cambridge and New York: Cambridge UP, 2010) 171-195.

Page | 55



secondary or supplementary workers in the workplace, with low wages in comparison with
men.” Accordingly, the peak of women’s employment occurred before marriage and after child-
care.”* The rapid postwar economic growth and the emergence of the nuclear family had created
a large middle class in Japan.®> Middle-class families were largely structured by the full-time
housewife/salaried husband relationship. % Promoted by the state, the middle-class full-time
housewife (sengyo shufu) was defined as an ideal femininity since the 1960s in terms of her
feminine complementarity to the salary man (sarari man) husband.”” In order to build the nation
in an effective form of capitalism without class divisions, the Japanese government articulated
the full-time housewife/salatied husband relationship with national economic growth and a
desirable class status.”s The government claimed that the housewife-mother is the foundation of
the Japanese family as well as the key contributor to national economic success.” In this sense,
the dominant imagery of middle-class full-time housewife-mother was a culturally specific
construction with which Japan sought to, on the one hand, differentiate itself from a Western
capitalism negatively characterised by its class divisions, and on the other hand, regulate domestic

identities within the nationalistic discourse.1% Due to the economic recession in the late 1980s in
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association with the burgeoning of the anti-working mother discourse, more Japanese young
women chose to become full-time housewives. The prewar ideal of femininity, ‘good wife, wise
mother’ (ryosai kenbo), not only persisted in postwar society but also had an impact on women’s
educational and occupational achievement. Although Japanese girl’s participation in secondary
education had reached 98 percent in 1990, a majority of Japanese women pursued higher
education in two-year junior colleges rather than four-year universities. ! This phenomenon
reflected conditions in which the labour participation of female university graduates was much
lower than that of female upper secondary school graduates, few female managers were in the
workplace, and Japanese employers reluctantly recruited female university graduates who were
expected to quit after marriage for their family duties.!02

This domestic role assigned to Japanese women has consequently affected their political
participation. Although having the rights to vote and be engaged with political movements and
decision-making processes since the postwar era, Japanese women have played a limited role in
bureaucratic structures.'”® According to a survey conducted by the Interparliamentary Union in
Geneva in June 1991, Japanese women’s political consciousness and representation in the
political decision-making sphere still remained low in comparison with the other democratic
industrialised nations.1® According to the survey, Japan ranked the lowest among industrialised

nations, in 110" position in terms of national parliamentary representation in the Lower
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House.!% By contrast, a majority of Japanese middle-class housewives strongly engaged with
grassroots and community politics in the 1980s such as peace, anti-nuclear, environment,
consumer awareness, and children rights movements.!% However, their politics primarily focused
on the improvement of their middle-class lifestyles rather than challenging gendered power
relations, the implication of class in creating gendered power structures, and the traditional
gender roles assigned to them within the patriarchal economic, political, and family
frameworks.!07

The changes in Japanese women’s civil and social status were not only the result of the
democratisation of Japanese women under the American occupation, but are also linked to two
waves of Japanese feminist movements which have been influenced by the West, the United
States in particular.® The term, feminisuto (feminist) has two definitions in the Japanese language:
one refers to a chivalrous man who treats women with courtesy, and the other to a person who
advocates women’s liberation and equal rights for women.!® The first meaning is the original
definition in the Japanese language, and the second is equivalent to the English definition in
relation to the 1970s’ Western second wave feminism.!10 Since the 1970s, words such as wnman

ribu (women’s liberation) and feminizumn (feminism) have begun to appear in Japanese culture and
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language.!! The first wave burgeoned in the late nineteenth century and continued until the
outbreak of the Second World War. The notions of women’s rights or equality were drawn from
indigenous as well as Western-imported ideas after the Meiji Restoration.!'2 When the Meiji
government abolished the traditional class system, the indigenous ideas were derived from the
notion of being a respected civilian in the emerging modern nation-state through educational
accomplishment and ethical cultivation.!'> The education reforms made in the early 1870s were
the key to the modern Japanese women’s movement: the public elementary schooling was
introduced as a nation-wide education system for all children regardless of gender and three girls
were funded by the state to study in the United States for ten years.!* Under Western suffragist
influence, Japanese women began to form different organisations in Japan for raising political
awareness of women’s issues and seeking power in domestic and public spheres.!'s The second
wave of women’s liberation movements began in the 1970s under the influence of Western
second wave feminism and has continued today to challenge the sexual division of labour, the
dichotomy between the public and private spheres, and as well as prom