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The Literature of Memory (Chapter Two) 
nōŀ aƛƴŀƪƻΩǎ Urashimaso: literature, traumatic 
memory and restorative memory 
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1. 2012 marks the fortieth anniversary of the 
normalization of diplomatic relations between Japan and 
China.  The negative effects of the Sino-Japanese and 
Pacific wars on those relations continued well into the 
second half of the twentieth century. However, 
throughout this period and even while there were no 
such diplomatic relations to speak of ς when neither 
ŎƻǳƴǘǊȅ ǊŜŎƻƎƴƛȊŜŘ ǘƘŜ ƻǘƘŜǊΩǎ ŜȄƛǎǘŜƴŎŜ ŀǎ ŀ ƴŀǘƛƻƴ 
state ς ƘƛǎǘƻǊȅΣ ǿƘƛŎƘ ƛǎ ǘƻ ǎŀȅ ǇŜƻǇƭŜΩǎ ƭƛǾŜǎΣ ǘƘŜƛǊ 
relationships with each other, including their 
representations of such lives and relationships, simply 
carried on. 
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2. It could thus be argued that history is initially shaped, not by 
the records of an organized society or nation state, but 
ōȅ ǘƘŜ ǊŜŎƻǊŘǎ ƻŦ ǇŜƻǇƭŜΩǎ ƭƛǾŜǎΣ ǘƘŜƛǊ ǘǊŀŎŜǎ ƻǊ 
footprints, including the memories they harbor. How 
such traces or remnants are recorded, stored, and 
inserted into historical accounts is increasingly becoming 
an important subject not only for twentieth-century 
historians, but also for writers and critics of literature. 
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3. But how can those unrecorded traces or remnants ς those 
internal experiences that were never spoken about, 
written, or explained to another person by those who 
were there ς be brought to light?  Simply by looking back 
at our own lives it is apparent that even if someone had 
no sense of the course of history and lived, as it were, 
unconnected to politics, they would, as if by their own 
personal reasoning, be guided, determined, and 
manipulated by it.  It is for this very reason that the lives 
and memories of all those forgotten by history are so 
poignant. Living memories die alongside the body and 
mind of the individual. 
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4. For Japan, the devastating history of the air raids and 
the atomic bombings of Hiroshima and Nagasaki has 
become a site of cultural trauma in the postwar period ς 
a trauma wherein a stubborn, unspoken silence, or void, 
Ƙŀǎ ǇŜǊǾŀŘŜŘ ǎǳŎƘ ƘƛǎǘƻǊȅΩǎ ŘƻŎǳƳŜƴǘŀǘƛƻƴΣ ƻŎŎǳǇȅƛƴƎ 
its center like a black hole.  When catastrophic historical 
events occur, such as war or revolution; or major events 
that can change the order of world history and 
civilization, such as the dropping of the atomic bomb, 
ǘƘŜ ǾƻƛŘ ƭŜŦǘ ƛƴ ǇŜƻǇƭŜΩǎ ƳƛƴŘǎ ŀƴŘ ǘƘŜ ǎƛƭŜƴŎŜ ƻŦ ǘƘŜƛǊ 
memories are starker than ever.  This is because their 
silence is the silence of those who witnessed the 
tragedy, and who suffered through and were made 
victims by the event. 
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5. The reason why the minds and memories of these 
victims have become a void in history, and their silence a 
black hole, is because no one besides those who were 
swept up by the catastrophe ς those individuals upon 
whose minds such experiences are etched ς can speak or 
write about their memories.  Furthermore, it is not that 
those who experienced the catastrophe choose not to 
speak about their memories, but rather that they are 
unable to speak about them because those memories 
ŀǊŜ ΨǳƴǎǇŜŀƪŀōƭŜΩΦ  IƻǿŜǾŜǊΣ ǘƘŜ ǾƻƛŘ ƻŦ ǘƘŜƛǊ ǎƛƭŜƴŎŜ 
does not stop at the point of the individual; the 
unspoken, unrecorded, undocumented memories and 
experiences have ς via the pain of those who witnessed 
the catastrophe ς become stored at a deeper level: they 
have become a cultural memory.  This is because when 
ƛƴŘƛǾƛŘǳŀƭǎ ΨŎŀƴƴƻǘ ǎǇŜŀƪΩ ƻŦ ǘƘŜ ǊŜƳƴŀƴǘǎ ƻŦ ǘǊŀǳƳŀ 
engraved upon their minds, the trauma becomes 
engraved at a deeper level, upon a cultural 
unconsciousness.  Such remnants themselves fill the 
ōƭŀƴƪǎ ƻŦ ŀ ƎƛǾŜƴ ŎǳƭǘǳǊŜΩǎ ƳŜƳƻǊȅΥ ǘƘŜȅ ŀǊŜ ŎǳƭǘǳǊŀƭ 
trauma. 
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сΦ ¢ƘǊƻǳƎƘ ǘƘŜ ƴŀǊǊŀǘƛǾŜǎ ƻŦ ǘƘŜ ŀǘƻƳƛŎ ōƻƳōǎΩ ǾƛŎǘƛƳǎΩ 
ǇŜǊǎƻƴŀƭ ǎǘǊǳƎƎƭŜǎ ǘƻ ŎƻƴǘƛƴǳŜ ǘƻ ƭƛǾŜΣ nōŀ aƛƴŀƪƻΩǎ 
Urashimaso (¦ǊŀǎƘƛƳŀǎǁ) addresses the themes of 
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survival and cultural trauma in the wake of catastrophe.1  
It portrays the culture and the inerasable scarred 
memories harbored by characters who survived 
catastrophe around the world and in Japan. 
 

 
1 nōŀ aƛƴŀƪƻΣ UrashimasǁΣ Tokyo: Kodansha, 1977.  
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тΦ ²Ƙŀǘ nōŀΩǎ ǎǘƻǊȅ ƳŀƪŜǎ ŎƭŜŀǊ ƛǎ ǘƘŀǘ ǿƘƛƭŜ ǘŀƭƪƛƴƎ ŀƴŘ ǿǊƛǘƛƴƎ 
entail remembering; not talking and not writing does not 
equate to forgetting.  In trauma, we realize, memories 
bounded by silence remain stored.     
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уΦ aŜƳƻǊƛŜǎ ƻŦ ŎŀǘŀǎǘǊƻǇƘŜ ŀǊŜ ōǳǊƛŜŘ ŘŜŜǇ ƛƴ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ 

mind and rise to the surface of society and culture as 
remnants. However, because the experience of the 
catastrophe is not shared by others, the individual is 
continuously trapped in the role of the victim, and is 
unable to find release from them. But how can the 
memories of these witnesses ς the scars on their minds ς 
be recognized and shared by others? 
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фΦ CǊŜǳŘΩǎ ŘƛǎŎƻǾŜǊȅ ƻŦ ǘǊŀǳƳŀ ŀǎ ŀƴ ΨŀǊŎƘŀƛŎ ǊŜƳƴŀƴǘΩ ƛƴ 
the unconscious mind throws some light onto this 
matter. According to Freud, literature, theatre, music, 
ŀǊǘ ŀƴŘ ŦƛƭƳ ŀƭƭ ŜȄǇǊŜǎǎ ŀƴŘ ǎȅƳōƻƭƛȊŜ ΨŀǊŎƘŀƛŎ ǊŜƳƴŀƴǘǎΩ 
that originate in the memories of the individual. 
Although this root-of-all-art was placed to one side for a 
while, following the rise, at the start of modernity, of 
fields of scientific research and analysis which take 
society and humans as their object of study ς such as 
history, sociology, anthropology and psychology ς this 
ŦǳƴŘŀƳŜƴǘŀƭ ǇƛŜŎŜ ƻŦ ǎȅƳōƻƭƛǎƳΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ōȅ the 
creative arts, which captures and expresses the realm of 
the human mind, has been restored.  Whereas artistic 
expression is created by certain conscious behavioral 
practices of an individual, cultural representation is 
made up of the many and varied expressions thrust 
forward by the structure and phenomena of that 
ŎǳƭǘǳǊŜΣ ƴƻǘ Ƨǳǎǘ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ŜȄǇǊŜǎǎƛƻƴ ƛǘǎŜƭŦΦ  ¢Ƙǳǎ 
ǿƘƛƭŜ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ŜȄǇǊŜǎǎƛƻƴ ǊŜƭŀǘŜǎ ǘƻ ŎǳƭǘǳǊŀƭ 
structure and is an integral part of cultural 
representation, it also has the power to deconstruct that 
very representation. 
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10. Surely cultural representation ς that which raises 
from the depths of oblivion those secret memories 
about which witnesses to atrocity themselves do not 
speak ς memories that do not find expression or 
representation at the surface level of history or 
biography through words, letters, or images ς is what we 
call art.  But how is it even possible to represent 
narrators who are so other, and who do not attempt to 
express their personal memories, nor speak as a witness 
to atrocity through art?  This thorny question ς  the 
ǉǳŜǎǘƛƻƴ ƻŦ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ 
memory, silence, and cultural representation ς concerns 
the capacity of representation and symbolism in art to 
be authentic. 
 

 



13 
Hannah Osborne  nōŀ aƛƴŀƪƻΩǎ Urashimaso   

 
11. There are many literary works in postwar Japan 
which take the atomic bomb as their theme and which 
represent the minds of victims of atrocity.  Owing to her 
ŦŀǘƘŜǊΩǎ ǿƻǊƪΣ ǘƘŜ ǿǊƛǘŜǊ IŀȅŀǎƘƛ YȅǁƪƻΣ ŦƻǊ ƛƴǎǘŀƴŎŜΣ 
was sent to China during her childhood where she grew 
ǳǇΦ  ²ƘŜƴ WŀǇŀƴΩǎ ŘŜŦŜŀǘ ǎŜŜƳŜŘ ƭƛƪŜƭȅ ƛƴ 1945, she 
returned to Nagasaki only to become a victim of the 
atomic bomb.  After a long silence, she wrote Ritual of 
5ŜŀǘƘΩ όΨaŀǘǎǳǊƛ ƴƻ ōŀΩύ ƛƴ мфтрΣ ŦƻǊ ǿƘƛŎƘ ǎƘŜ ǿƻƴ ǘƘŜ 
Akutagawa Prize.2  Her silence was not just the silence 
of a victim of the atomic bomb, but also the silence of a 
woman who had stored up her anxiety, pain and anger.  
The passage of those long years before she began to 
write can be understood as an indication of the gravity 
and depth of her anxiety.   
 
 

 

 
2 IŀȅŀǎƘƛ YȅǁƪƻΣ ΨaŀǘǎǳǊƛ ƴƻ ōŀΩ ƛƴ Matsuri no baΣ ¢ƻƪȅƻΥ YƻŘŀƴǎƘŀΣ мфтрΦ ¢ǊŀƴǎƭŀǘŜŘ ŀǎΥ IŀȅŀǎƘƛ YȅǁƪƻΣ Ψwƛǘǳŀƭ ƻŦ 5ŜŀǘƘΩΣ ǘǊŀƴǎΦ Yȅƻƪƻ {ŜƭŘŜƴΣ 
Japan Interpreter, Vol. 12. Tokyo: Center for Japanese Social and Political Studies, (1978) pp. 54ς93.  
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12. It seems clear to me that, for Hayashi, writing was a 
way of breaking free from and releasing those traumatic 
remnants of her memory. As a woman writer caught up 
in the bloody history of the atomic bomb on her return 
ǘƻ ƘŜǊ ƘƻƳŜƭŀƴŘΣ IŀȅŀǎƘƛΩǎ ŎƘŀǊŀŎǘŜǊ ŦƻǊƳŜŘ ǿƘƛƭŜ 
growing up as a subject of a suzerain state in a Japanese 
colony outside that homeland.  Thus, not only did she 
experience an encounter with an otherness that might 
be understood as absolute, but moreover, this 
encounter was the basis of her silence and her eventual 
emergence as a writer. 
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13. Although Hayashi emerged as a writer after many long years 
of silence, here, I would like to focus on how the writer 
as other engages in the expression of memories and the 
internalization of tragic events of those who do not, or 
cannot speak and how such an expression, in turn, 
becomes a cultural phenomenon. 
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14. In other words, how is it possible to represent the traumatic 
ǎƛƭŜƴŎŜ ƻŦ ǇŜƻǇƭŜǎΩ ƳŜƳƻǊƛŜǎΤ ǘƻ ƳŀƪŜ ǘƘŜƳ ǾƛǎƛōƭŜΚ !ǎ 
any such representation would itself be a test of our 
most basic epistemologies, this question is one which 
concerns both theories on the practice of literature and 
art, and ontological enquiries about the shared nature of 
ƻǘƘŜǊŜŘ ƳŜƳƻǊƛŜǎ ŀƴŘ ΨŀǊŎƘŀƛŎ ǊŜƳƴŀƴǘǎΩΦ  Lǘ ƛǎ ƛƴ ǘƘƛǎ 
way that, I believe, literature and art, as cultural texts, 
share common ground with philosophy and ethics. 
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мрΦ Lǘ ƛǎ ǿƛǘƘ ǘƘƛǎ ǎǇŜŎƛŦƛŎ Ǉƻƛƴǘ ƛƴ ƳƛƴŘ ǘƘŀǘ L ǿƛǎƘ ǘƻ ŘƛǎŎǳǎǎ nōŀ 
aƛƴŀƪƻΩǎ ƴƻǾŜƭ Urashimaso in which the characters are 
all survivors of the atomic bombings. 
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16. As the characters of the novel are survivors of the 
holocaust, their experiences and suffering are thus 
given a voice.  However, these characters are all, of 
ŎƻǳǊǎŜΣ ƳŀƴƛŦŜǎǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ŀǳǘƘƻǊΩǎ ƻǿƴ 
interpretation and representation of such experiences 
and suffering.  Which is to say that even if the author of 
a given work had lived in the same environment, held 
the same perspective, and shared the experiences of 
people who experienced such atrocity, such a novel 
could, to the furthest limits of possibility, only ever be a 
representation of the memories of others.  Moreover, 
in the case where none of the above applies to the 
author, such a way of writing itself would be burdened 
by a huge problem; I would like to approach this 
problem by considering thŜ ŎƻƴŎŜǇǘ ƻŦ ΨǇƻǎǘƳŜƳƻǊȅΩ ς 

 in other words, the afterlife of memory itself ς 
 ŀǎ ƛǘ ƛǎ ŘƛŦŦŜǊŜƴǘƛŀǘŜŘ ŦǊƻƳ ΨƳŜƳƻǊȅΩΦ 
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17. Implicit within the concept of postmemory is the notion that 
ŀ ƎƛǾŜƴ ǿƛǘƴŜǎǎΩ ŜȄǇŜǊƛŜƴŎŜ ƛǎ ƴƻǘ ǘƘŜ ǎŀƳŜ ǘƘƛƴƎ ŀǎ ǘƘŜƛǊ 
memory of that experience. Even if witnesses can record 
their experience, they cannot perfectly reproduce it.  
Furthermore, attempting to reproduce the experience 
does not release the witness from their suffering.  While 
physical pain dissipates and wounds eventually heal, 
ǿƛǘƴŜǎǎŜǎΩ ƳŜƳƻǊƛŜǎ ƭŜŀǾŜ ŀ ǎŎŀǊ ƻƴ ǘƘŜƛǊ ƳƛƴŘǎΦ  {ǳŎƘ 
memories are what is meant by trauma. 
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18. The memories of those individuals who experienced 
traumatic events ς or rather, their archaic remnants ς 
are the memories of those who are struggling to live.  
IƻǿŜǾŜǊΣ ǇǊŜŎƛǎŜƭȅ ōŜŎŀǳǎŜ ǘƘŜ ŜȄƛǎǘŜƴŎŜ ƻŦ ΨǘƘŜ ƻǘƘŜǊΩ 
is formulated through such memories, even when those 
ƳŜƳƻǊƛŜǎ ōŜƎƛƴ ǘƻ ŦŀŘŜΣ ǘƘƛǎ ΨŀǊŎƘŀƛŎ ǊŜƳƴŀƴǘΩ Ŏŀƴƴƻǘ 
be forgotten.  But herein lies the problem of the 
relationship between literary expression and memory, 
and, moreover, postmemory: both archaic remnants 
and memories which have not been written down 
recede and are consigned to oblivion.  This is the 
founding principle behind the need for cultural 
representation and expression. 
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19. Written in 1977, Urashimaso ƛǎ ŀ ƳŀǎǘŜǊǇƛŜŎŜ ōȅ nōŀΣ ōǳǘ 
controversially, its protagonist is a female survivor and 
victim of the Hiroshima bomb.  In discussing what it was 
ƛƴ nōŀΩǎ ƧƻǳǊƴŜȅ ŀǎ ŀ ǿǊƛǘŜǊ ǘƘŀǘ ƭŜŘ ƘŜǊ ǘƻ ǿǊƛǘŜ ǎǳŎƘ ŀ 
novel, I first wish to focus on her search for a means of 
expression that would allow her to fuse the modern 
novel (ǎƘǁǎŜǘǎǳ) with traditional story-telling 
(monogatari).3   

 

 

 
3 ¢ǊŀƴǎƭŀǘƻǊΩǎ ƴƻǘŜΥ ¢ƘǊƻǳƎƘƻǳǘ ǘƘƛǎ ŜǎǎŀȅΣ aƛȊǳǘŀ ƻŦǘŜƴ ǳǎŜǎ ǘƘŜ ǘŜǊƳǎ ΨǎƘǁǎŜǘǎǳΩ όǘƘŜ ƴƻǾŜƭύ ŀƴŘ ΨmonogatariΩ όǎǘƻǊȅ-telling) in order to 
describe what she discerns as two competing lƛǘŜǊŀǊȅ ŦƻǊƳǎ ƛƴ nōŀΩǎ ǿǊƛǘƛƴƎΦ {Ŝǘ ƛƴ ƻǇǇƻǎƛǘƛƻƴ ŀǎ ǘƘŜȅ ŀǊŜ ƘŜǊŜΣ ǎƘǁǎŜǘǎǳ ǊŜŦŜǊǎ ǘƻ ΨƳƻŘŜǊƴΩΣ ƻǊ 
ΨǿŜǎǘŜǊƴ ōƻǊǊƻǿŜŘΩ ŦƻǊƳǎ ƻŦ ƴŀǊǊŀǘƛǾŜ ǿƘƛŎƘ ƭŜŘ ǘƻ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ƳƻŘŜǊƴ όWŀǇŀƴŜǎŜύ ƴƻǾŜƭΤ ŀƴŘ ƘŜƴŎŜ monogatari refers to 
ΨǘǊŀŘƛǘƛƻƴŀƭΩΣ ΨƻǊŀƭΩ ƻǊ ΨƴŀǘƛǾŜΩ ŦƻǊƳǎ ƻŦ ƴŀǊǊŀǘƛǾŜΣ ǎǳŎƘ ŀǎ WŀǇŀƴŜǎŜ ŦƻƭƪƭƻǊŜΦ  IƻǿŜǾŜǊΣ ŀǎ ƘŜǊ ŀǊƎǳƳŜƴǘ ǳƴŦƻƭŘǎ ōŜƭƻǿΣ ƛǘ ōŜŎƻƳŜǎ ŎƭŜŀǊ ǘƘŀǘ 
this dichotomy is more complex, as ǎƘǁǎŜǘǎǳ is used to describe features which are specific to an understanding of Japanese novels or I novels, 
and there are traditional oral story-ǘŜƭƭƛƴƎ ŦƻǊƳǎ ǿƘƛŎƘ ŀǊŜ ƴƻǘ WŀǇŀƴŜǎŜ ǿƘƛŎƘ nōŀ ŜǾƻƪŜǎ ƛƴ ƘŜǊ ǿǊƛǘƛƴƎ ǿƘƛŎƘ aƛȊǳǘŀ ŀƭǎƻ ŘŜǎŎǊƛōŜǎ ŀǎ 
monogatari.   To complicate this further, ǎƘǁǎŜǘǎǳ Ŏŀƴ Ƨǳǎǘ ƳŜŀƴ ΨǎǘƻǊȅΩ ƻǊ ΨǎƘƻǊǘ ǎǘƻǊȅΩ ŀƴŘ monogatari can just mean narrative. Whereas I 
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нлΦ nōŀ ƳŀŘŜ ƘŜǊ ŘŜōǳǘ ǿƛǘƘ ǘƘŜ !ƪǳǘŀƎŀǿŀ ŀǿŀǊŘ-winning 
Ψ¢ƘǊŜŜ /ǊŀōǎΩ όΨ{ŀƴōƛƪƛ ƴƻ ƪŀƴƛΩύΣ ŀ ǎǘƻǊȅ ǿǊƛǘǘŜƴ ŘǳǊƛƴƎ 
her eleven-year stay in Alaska, in which the 
ǇǊƻǘŀƎƻƴƛǎǘΩǎ ŘŀǊƪ ƛƴǘŜǊƴŀƭ ƭŀƴŘǎŎŀǇŜ ƛƴ ƘŜǊ ǎŜŀǊŎƘ ǘƻ 
locate a sense of the meaning of life uses elements 
which are extremely novelesque.4  Shipworms 
(FunakuimushiύΣ ǿǊƛǘǘŜƴ ŀŦǘŜǊ Ψ¢ƘŜ ¢ƘǊŜŜ /ǊŀōǎΩΣ ōȅ 
contrast, deploys traditional allegorical story-telling 
methods rather than those of the modern novel, 
creating an imaginary setting ς a solitary island with no 
name ς where the drama of characters who also remain 
nameless unfolds.5 Ψ¢ƘŜ tƛŎǘǳǊŜ ǿƛǘƘƻǳǘ /ƻƳǇƻǎƛǘƛƻƴΩ 
όΨYǁȊǳ ƴƻ ƴŀƛ ŜΩύ ŀƴŘ ƭŀǘŜǊ ΨCƛǊŜƎǊŀǎǎΩ όΨIƛƎǳǎŀΩύ ǎƛƳƛƭŀǊƭȅ 
ŎƻƴƴŜŎǘ ǘƻ ŀ ƭƛǎǘ ƻŦ ƳŀǎǘŜǊǇƛŜŎŜǎ ōȅ nōŀ ǿƘƛŎƘ ƛƴŎƭǳŘŜǎ 
Shipworms, Journey Through the Mist (Kiri no tabi) and 
Urashimaso, through their attempts to fuse the novel 

 

 
have translated ǎƘǁǎŜǘǎǳ ŀǎ ΨƴƻǾŜƭΩ ŜȄŎŜǇǘ ƛƴ ƛƴǎǘŀƴŎŜǎ ǿƘŜǊŜ ƛǘ ƛǎ ǊŜŦŜǊǊƛƴƎ ǘƻ ŀ ǎƘƻǊǘ ǎǘƻǊȅΣ ƻǊ ŀ ǎǘƻǊȅ ƻŦ ŀ ōƻƻƪ ƛƴ ƎŜƴŜǊŀƭΣ L ƘŀǾŜ ǘǊŀƴǎƭŀǘŜŘ 
monogatari variously in order to be clear about its meaning each time. 
4 nōŀ aƛƴŀƪƻΣ Ψ{ŀƴōƛƪƛ ƴƻ ƪŀƴƛΩ ƛƴ Sanbiki no kani, ¢ƻƪȅƻΥ YƻŘŀƴǎƘŀΣ мфсуΦ ¢ǊŀƴǎƭŀǘŜŘ ŀǎΥ nōŀ aƛƴŀƪƻΣ Ψ¢ƘŜ ¢ƘǊŜŜ /ǊŀōǎΩ ƛƴ ¸ǳƪƛƪƻ ¢ŀƴŀƪŀ ŀƴŘ 
Elizabeth Hanson eds This Kind of Woman: ten stories by Japanese women writers 1960 ς 1976, New York: Perigee Books, 1982.  
¢ǊŀƴǎƭŀǘƻǊΩǎ ƴƻǘŜΥ ¢ƘŜ ǳǎŜ ƻŦ ǎƘǁǎŜǘǎǳǘŜƪƛ (novelesque) is here, and subsequently, used specifically for a literary genre which is described as 
approximating autobiography, through which there is a search for the self.  These traits are not necessaǊƛƭȅ ƛƳǇƭƛŎƛǘ ƛƴ ǘƘŜ ǘŜǊƳ ΨƴƻǾŜƭΩ ƛƴ 
9ƴƎƭƛǎƘΣ ōǳǘ ǘƘŜȅ ŀǊŜ ƛƳǇƭƛŎƛǘ ƛƴ ŀƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ƳƻŘŜǊƴ WŀǇŀƴŜǎŜ ƴƻǾŜƭ ƻǊ ΨL ƴƻǾŜƭΩΦ  bŜǾŜǊǘƘŜƭŜǎǎΣ ŀǎ aƛȊǳǘŀ ŘƻŜǎ ƴot make this point 
explicitly in her essay, I have maintained the translation of this term as ΨƴƻǾŜƭŜǎǉǳŜΩ ǘƘǊƻǳƎƘƻǳǘΦ 
5 nōŀ aƛƴŀƪƻΣ Funakuimushi, Tokyo: Kodansha, 1970.  
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with other traditional story-telling forms.6 The former, 
Ψ¢ƘŜ tƛŎǘǳǊŜ ǿƛǘƘƻǳǘ /ƻƳǇƻǎƛǘƛƻƴΩΣ ŎƻƳƳŜƴŎŜǎ ƛƴ ŀ 
manner reminiscent of her early novelesque 
(ǎƘǁǎŜǘǎǳǘŜƪƛ) writings.  However, a native Canadian 
folktale, which reads as an authentic ancient narrative, 
forms an undercurrent to this story and connects it to 
ǘƘŜ ƭŀǘǘŜǊΣ ΨCƛǊŜƎǊŀǎǎΩΣ ǿƘƛŎƘ ŀƭǎƻ ŘǊŀǿǎ ǳǇƻƴ ǘŜŎƘƴƛǉǳŜǎ 
of folklore and the imaginary world in constructing its 
narrative framework.     

 
6 nōŀ aƛƴŀƪƻ ΨYǁȊǳ ƴƻ ƴŀƛ ŜΩ ƛƴ Sanbiki no kani, ¢ƻƪȅƻΥ YƻŘŀƴǎƘŀΣ мфсуΤ nōŀ aƛƴŀƪƻΣ ΨIƛƎǳǎŀΩ ƛƴ Sanbiki no kani, ¢ƻƪȅƻΥ YƻŘŀƴǎƘŀΣ мфсуΤ nōŀ 
Minako, Kiri no tabi, Tokyo: Kodansha, 1980. 
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21. One more point which I wish to make here, however, is 
that sex between men and women unfolds as a central 
ǘƘŜƳŜ ƛƴ nōŀΩǎ ǎǘƻǊƛŜǎΣ ŀƴŘ ƛǘ ƛǎ ǘƘǊƻǳƎƘ ǘƘƛǎ ǘƘŀǘ ǎƘŜ 
presents an awareness of the self. In other words, a 
certain understanding of sex shapes her literary worlds 
and consistently informs her philosophy on life. 
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22. The theme of sexual desire is central, not only to 
UrashimasoΣ ōǳǘ ǘƻ ŀƭƭ nōŀΩǎ ǿƻǊƪ ǳǇ ǘƻ ǘƘƛǎ ǇƻƛƴǘΦ 
Desire and its implicit loneliness fill the pages of the 
ƴƻǾŜƭΦ  CƻǊ nōŀΣ ǘƘŜ ŘŜǎƛǊŜ ǘƻ ƭƛǾŜ ŀƴŘ ǎǳǊǾƛǾŜ 
constitutes a life-force; it is a desire to touch the 
consciousness of being; and it is an energy channelled 
through sex. This triangular structure of sex, self-
awareness, and desire, where loneliness is the reverse 
ǎƛŘŜ ƻŦ ŘŜǎƛǊŜ ƛǎ ŦǳƴŘŀƳŜƴǘŀƭ ǘƻ nōŀΩǎ ŜƴǘƛǊŜ oeuvre, 
informing her literature of memory and her narratives 
on living and surviving. 
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23. In Urashimaso, a gothic mansion provides the stage 
upon which the narratives surrounding those archaic 
remnants occupying the human heart are played out 
amidst the desire and solitude that shapes them.  The 
literary world of Urashimaso comes into focus through 
the correspondence between two literary frameworks: 
in the first, the protagonist is a specific character, whose 
search for the self is expressed accordingly in a 
novelesque manner; and in the second the subject of the 
narrative is unspecified, frequently invisible, and 
narrates through a plural impersonal pronoun so that 
the voices of various ghosts can be heard intermingling 
with each other in a style reminiscent of oral story-
telling.  Both Shipworms and Journey Through the Mist 
are also representative of this narrational processes in 
which two frameworks are brought together in one 
story.  As I analyse these stories elsewhere, this essay 
focuses solely on Urashimaso. 
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24. Urashimaso ƛǎ ŀōƻǳǘ ΨǎǳǊǾƛǾƛƴƎΩ IƛǊƻǎƘƛƳŀΦ  !ƭǘƘƻǳƎƘ it is 
ǘƘŜ ŦƛǊǎǘ ƛƴǎǘŀƴŎŜ ǿƘŜǊŜ nōŀΩǎ ǿǊƛǘƛƴƎ ŘƛǊŜŎǘƭȅ 
approaches this theme, the shadow cast by Hiroshima 
can also be seen to hover over her previous writings, 
which seems to indicate that for her, Hiroshima is the 
origin of writing. Thus, Urashimaso has the effect of 
highlighting the presence of this theme in her previous 
writings, while elucidating the philosophical basis for its 
use.  While the invocation of Hiroshima as a literary site, 
or topos, carries with it a significance that does not 
need to be spelled out, in Urashimaso, the general 
ǎƛƎƴƛŦƛŎŀƴŎŜ ƻŦ ŀƭƭ ƻǘƘŜǊ ǘƻǇƻƛ ƛƴ nōŀΩǎ ƭƛǘŜǊŀǘǳǊŜ ǳǇ ǳƴǘƛƭ 
this novel ς the US, Kanbara Town in Niigata, Tokyo, and 
finally, Hiroshima ς is woven into this one site of 
expression. 
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25. Another theme that occupies a central space in Urashimaso 
is the way in which the US and Japan confront each 
other as enemy armies, as assailant and victim, as 
ΨƻǘƘŜǊǎΩΦ ¢ƘŜ ŘǊŀƳŀ ƻŦ ŎƻƴŦƭƛŎǘ ǿƛǘƘ ǘƘŜ ƻǘƘŜǊ ŦƻǊƳǎ ŀ 
background to this novel, whether this is represented 
through the Second World War with its winners and 
losers; those who committed the atrocity of dropping 
the bomb and their victims; and the antagonism 
between the respective cultures of the US and Japan.  
However, although the way a given nation state sustains 
its power through the desire to control the other and 
represses cultures which vie against it informs 
UrashimasoΩǎ ŎƻƳǇƻǎƛǘƛƻƴΣ ƛǘ ŘƻŜǎ ƴƻǘ ŘǊƛǾŜ ǘƘŜ 
storyline, nor structure the story; instead, the narrative 
ƛǎ ŘŜǾŜƭƻǇŜŘ ŀǊƻǳƴŘ ΨǎǳǊǾƛǾƛƴƎΩ IƛǊƻǎƘƛƳŀΣ ŀƴŘ ǘƘŜ 
search for an othered self which this survival inevitably 
entails.  Thus Urashimaso is not a testimony of 
objection and protest, critical of the nation state or its 
social and cultural structures and institutions.  Rather, it 
is a depiction of the drama of those searching for a 
sense of selfhood who experience conflicting feelings of 
anger and desire for the other while struggling to 
survive both Hiroshima, and having been controlled; 
and it encompasses the personal drama of a protagonist 
who returns home from the US in order to discover her 
direction in life. 
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26. In Journey Through the Mist, a story written in 
tandem with UrashimasoΣ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘΩǎ ǎŜŀǊŎƘ ŦƻǊ 
the self is central, and is developed through an 
ŀǳǘƻōƛƻƎǊŀǇƘƛŎŀƭ ƴŀǊǊŀǘƛƻƴŀƭ ǎǘȅƭŜΦ  IŜǊŜ ǘƻƻΣ nōŀΩǎ 
ǘŜŎƘƴƛǉǳŜ ƛƴ ǿǊƛǘƛƴƎ ƛǎ ŜǾƛŘŜƴǘ ƛƴ ǘƘŜ ǎǘƻǊȅΩǎ 
ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ǇǊƻǘŀƎƻƴƛǎǘΩǎ ƘŜǘŜǊƻǎŜȄǳŀƭ 
relationship, and the drama of the conflict and survival 
of such a relationship.  The novel does not couch its 
discussion in terms of the rights and wrongs of 
Hiroshima, nor does it assert the superiority or 
inferiority between cultures and nation states and their 
strengths and desires in an overbearing manner.  
Instead, it relentlessly develops a story of such lovers 
surviving the scars upon the consciousness of the self 
that have been inflicted by desire.  

 

 


