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 Japanese Women's Poetry from Interwar to Pacific War:
 Navigating Heterogeneous Borderspace

 Janice Brown

 During the opening years of the Showa period (1925-1940), Japan embarked upon

 a mission to expand not only its sphere of influence but the bounds of its national

 territory, which eventually encompassed what came to be called the Greater East Asian

 Co-Prosperity Sphere (Daitda kydeikeri). The attempt to remake or reconfigure national

 boundaries had implications for all aspects of Japanese society and culture, not the least

 of which was the reimagining of the female body. Such a process had been underway

 since the early Meiji period, when the emperor was restored as head of state after more

 than two centuries of rule by military government. Adhering to the notion that the

 emperor was the "father" of the realm, officials of the modernized Japanese nation placed

 new demands on imperial subjects, including the designation of women as "mothers of

 the empire."1 Thus Japanese female bodies were implicated, at least symbolically, in a

 kind of polygynous relationship with the emperor or, as one scholar puts it, "women's

 [maternal] bodies were expected to function in unison with the body of the emperor."2

 Despite being enlisted in the modern nationalist project in terms of their ability to

 bear, nurture, and care for children, women engaged in a variety of other activities as well.

 Throughout the early twentieth century and into the 1930s and 1940s, women not only

 performed various kinds of domestic labor but also undertook work outside the home, in

 factories and in numerous other industries, and also entered or were sold into prostitution.

 Janice Brown is Professor and Chair, Department of Asian Languages and Civilizations, University
 of Colorado at Boulder. She is the author of Hayashi Fumiko: I Saw A Pale Horse and Selected Poems

 from Diary of a Vagabond (Cornell East Asia Series, 1997) and Tarnished Words: The Poetry of Oba

 Minako (EastBridge, 2002). Her research interests are in modern/contemporary Japanese women's poetry;

 gender, sexuality, and the body; affect studies; and contemporary popular and visual culture in Japan.

 © 2013 by Jdsai International Center for the Promotion of Art and Science, J5sai University
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 Janice Brown 7

 Not surprisingly, the actual boundaries of the maternal role could not be fully or clearly

 demarcated, given its intersection with other areas of female activity. In her study Women

 Adrift: The Literature of Japan's Imperial Body, Noriko Horiguchi repeatedly underscores

 the instability of the borders or divisions between home and workplace, home and brothel,

 private and public, reproductive and productive, describing these boundaries as "blurred,"

 "hazy and overlapping," or "in flux."3

 An examination of women's poetry during this time reveals a close association

 between the national agenda and the concomitant shifting of corporeal bounds that

 defined female experience.4 Some poets, such as Nagase Kiyoko (1906-95), pondered

 the role of the mother and pursued the expression of maternal connection throughout a

 long career. Others, such as Fukao Sumako (1888-1974) and Mori Michiyo (1901-77),

 explored complex and shifting boundary areas that demarcated the domestic and the

 foreign, the native and the Other, and moved their poetic production into a transnational

 arena that encompassed Japan, Asia, and Europe. In all cases, however, the exploration

 of border areas was central to women's poetry of this period, with particular emphasis

 on the search for relationship with the Other, whether it be maternal/familial or national/

 transnational.

 In this respect, the work of Bracha L. Ettinger seems to have particular resonance

 in its focus on artistic or aesthetic practice that takes up the concept of borderspace rather

 than the categorical notion of binarism exemplified by such concepts as masculine/

 feminine, positive/negative, and so on. Borderspace is a term coined by Ettinger in order

 to explore marginal areas formed by such culturally or psychologically imposed binaries.

 Distinguished by her innovative theories on psychoanalysis and aesthetics and the

 implications of these views in contemporary (re)evaluation of shared affect, femininity,

 and the maternal realm, Ettinger challenges the divisions inherent in traditional binaristic

 thinking. As Judith Butler points out, Ettinger "invites us to consider human subjectivity

 beyond the effects of Oedipal, pre-Oedipal and even anti-Oedipal mechanisms, as well

 as beyond intersubjective object-relations."5

 It is important to note that Ettinger does not discount the phallic realm. Instead,

 she proposes a matrixial realm that exists beside/beyond the phallic order. The matrixial

 realm comprises the prenatal and the prematernal—that is, the realm that has been denied

 by Freudian-Lacanian psychoanalytic theory but that nonetheless underlies all human

 experience. In the case studies examined here, women poets sometimes simultaneously

 engage with the phallic differentiation between self (Japan) and Other (Asia/Europe) and
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 8 U.S.-Japan Women's Journal No. 45, 2013

 at other times engage with a matrixial borderspace, moving between these two planes of

 understanding, the phallic and the matrixial, which are not mutually exclusive.

 The articulation of what Ettinger calls the "matrixial borderspace"6 and its desire

 for bonding/sharing/creating connection—or, in Ettinger's terms, co-poiesis—sets up

 a theoretical field in and through which we can examine, with particular relevance,

 women's poetry of the interwar and war periods in Japan. During this time, Japanese

 women poets aspired to explore a complex of relationships with the Other in a variety

 of settings, an undertaking that invites consideration and evaluation of their work with

 respect to Ettingerian borderspace, in which matrixial desire is seen as "linking with the

 unknown and bonding with unknown others in the process of becoming and transforming

 oneself."7 Nagase Kiyoko, Fukao Sumako, and Mori Michiyo are significant examples of

 poets who sought to navigate such new and heterogeneous realms. Their desire, however,

 was not without risk, given the threat it posed to the phallic paradigm and to patriarchal

 control.8 Not surprisingly, women poets of this time were often unable to realize their

 goals or to fully explore the arenas they had entered, being subject to inherent patriarchal

 constraints. This essay explores the work of Nagase, Fukao, and Mori with respect to

 Ettinger's ideas, and shows how these women poets' search for resolution and connection

 was often compromised by the ambiguities of their position within the nationalist/

 masculinist desire for empire.

 Keeping the Home Front: Nagase Kiyoko and the Desire for the Mother

 Nagase Kiyoko began writing poetry on her own as a high school student and published

 her first poem in Shinsei (New life), a Nagoya-based poetry journal, in 1926.9 Active as a

 poet throughout her life, Kiyoko succeeded in producing twelve volumes of poetry over

 a career that spanned sixty-five years. Yet despite her substantial contributions to modern

 poetry, Kiyoko was not allied with established poetry circles; instead, she maintained a

 solid presence as an independent poetic voice that focused primarily on the depiction of

 the daily life of women in domestic situations.10 Kiyoko's first appearance in print was

 followed, some four years later, by her debut poetry collection, Gurenderu no hahaoya

 (Grendel's mother, 1930). Despite her later reputation as a poet of female domesticity,

 Kiyoko also took inspiration from old tales and folk literature. "Grendel's Mother" (Fig.

 1) the title poem of her eponymous first volume of verse, provides a new perspective on

 an unexpected source—the eleventh-century Beowulf, which Kiyoko had read in her high

 school English literature course:
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 Janice Brown 9

 Gurenderu no hahaoya
 Nagase Kiyoko
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 Fig. 1. "Gurenderu no hahaoya" (Grendel's mother), by Nagase Kiyoko. First published in Gurenderu no
 hahaoya in 1930. Reprinted with permission of Shichosha Publishing Company.

 In the depths of her ancient cavern

 at the far edge of a cyan marsh

 (or at the bottom of a gloomy city

 where electric poles cast shadows)
 Grendel's Mother,

 with her bronze hair,

 holds her children tightly in her arms

 Her ancient monster's eyes

 stare at the entrance like a spider

 Her powerful motherhood
 like a helmet

 gives them sanctuary

 Her children will become great monsters of the North in due time

 (or they will grow up to be

 ones who steadily lap up the tears of multitudes in silence)

 Even among their gruesome victims

 each, alone, will step toward the sublime

 will not melt away even amid evil and wrath,

 and will not roar in pain

 except in Mother's arms!
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 10 U.S.-Japan Women's Journal No. 45, 2013

 Moonlight like fresh ore

 rises from the profound depths of night

 flares in cyan
 over the ancient marsh

 (or over the roof tiles in the city)

 Grendel's Mother

 is now hiding in the heart of the cavern."

 In "Grendel's Mother," Kiyoko eschews the perspective of the male warrior that dominates

 the Old English text, and highlights instead the mother hiding in a cavern of indeterminate

 location. In the original tale the warrior Beowulf is praised for slaying Grendel, a monster

 who has attacked the Danish king. Beowulf mortally wounds Grendel by tearing his arm

 from his body. Grendel escapes, returning to his marshy lair to die. Thereupon Grendel's

 mother decides to take revenge, attacks the Danish kingdom, and drags Beowulf into a

 cavern where the two battle until Beowulf emerges victorious. Occupying both an

 "ancient cavern at the far edge of a cyan marsh" and a cave "at the bottom of a gloomy

 city," this mother of Grendel is no longer the same figure found in the Anglo-Saxon

 narrative. Rather than seeking revenge for the death of her son, she traverses the margins,

 moving across space and time, holding tightly to numerous offspring. She does not come

 forward to attack but waits, watching, her gaze directed toward the entrance of the womb

 world. As her thoughts encompass her children and their violent potential, we are left

 with the image of a powerful yet enigmatic presence hovering at the edges of existence.12

 In Kiyoko's poem, Grendel's mother appears not only as monster but also as

 a creature who evinces a "powerful motherhood / like a helmet." Although not stated

 explicitly, this line, with its mention of a helmet (kcibnto), is probably what led the scholar

 and critic Ikubo Itsuko to claim that Kiyoko's poem constructs maternity in the figure

 of Grendel's mother as a "boldly heroic hermaphroditic motherhood" (ooshiku kakan na

 ryoseiguyu no bosei).u Certainly "helmet" could imply a male presence, yet is this enough

 to claim that Grendel's mother is "hermaphroditic," or possessed of characteristics of both

 sexes (rydsei guyuf! Arguably, such an interpretation tends to produce a superficial reading

 of the mother, and of gender, based on binarisms, which are problematic and inadequate

 in addressing the complexity of motherhood and/or gender. At the same time, however,

 Ikubo's observation points to a certain complexity that underlies this maternal figure

 and her transgressive chthonic stance. Reading Grendel's mother as "hermaphroditic"

 locates her difference in essentialist assumptions about gender yet ignores the significant
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 Janice Brown 11

 relationship between the mother and her children, which is in fact the focus of the poem.

 That is to say, in this poem the mother is described as holding her potential progeny in a

 "sanctuary"; as such, they remain conjoined and concealed in a womb-like haven, beyond

 which lies an outside world of trauma and difference.

 Through Kiyoko's monstrous mother, then, a powerful sense of imminence, of

 coming into being, is invoked alongside, through, and with a consciousness of multiple

 embryonic Others, not yet distinct but with the potential for becoming so. Grendel's

 mother appears to embrace her prospective offspring in what Bracha Ettinger has

 described as a "subsymbolic" borderspace, that is, an area in which plurality and partiality

 are conjoined and in which interconnectivity describes "borderlinks and jointness."14 As

 Ettinger explains, "In the phallus, we confront the impossibility of sharing trauma and

 phantasy, whereas in the matrix, to a certain extent, there is an impossibility of not sharing

 them."15 In other words, Ettinger is suggesting that rather than the separating effects of

 the phallic realm—or what Judith Butler describes as the "on/off logic" of the phallic

 model16 that prevents any possibility of shared subjectivity—in the matrixial realm the

 I and non-I are always plural and thus always connected and interconnecting, whether

 in pleasure or pain. Thus, in Nagase's poem, the monstrousness of the mother is shared

 with the children, just as the approaching trauma of differentiation, of separation from

 cave and mother, are also shared.

 Interestingly, Kiyoko's own view of the poem highlights a reverse perspective,

 for the poet sees her poem as sympathizing with Grendel as a victim. In remarks written

 some fifty years after the poem was first published, Kiyoko comments:

 Is it realistic to go about thoughtlessly praising the victors? The Danish king had

 built a beautiful palace, and held sumptuous feasts day and night for his warrior

 followers; this was the cause of the monster Grendel's anger. Looked at from our

 contemporary perspective, might we not consider this anger a bit justifiable? Further,

 if we look at Grendel in comparison to the king and the heroes and ask what sort

 of person he might have been, his mother would have known him as the son she

 loved and had given affection to, and wished great good fortune, and thought of as

 a person she could depend upon .... People demonize others whose true hearts and

 lives they do not know. As a young poet, I thought I wanted to be the sort of person

 who would always understand the heart/mind of such victims.17

 In this quote, rather than invoking a transsubjective shared world, such as that envisioned

 by Ettinger, Kiyoko calls for empathetic experience of the Other. That is, Grendel's
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 mother, and by extension Grendel himself, are to be viewed intersubjectively, as distinct

 beings, worthy of empathy and understanding yet nevertheless profoundly monstrous,

 or Other. Embracing alterity in her comments, Kiyoko thus maintains clear distinctions

 between I and non-I.

 In the poem itself, however, such demarcation is much more ambiguous and,

 I would argue, invokes the Ettingerian transsubjective, wherein the I and non-I are

 seen as "partner[s]-in-difference."18 Instead of intersubjective Others, this intrauterine

 representation attempts to describe "a shareable dimension of subjectivity in which

 elements that discern one another as non-I, without knowing each other, co-emerge and

 co-inhabit a joint space, without fusion and without rejection."19 Thus, in my reading,

 Grendel's mother and her potential brood remain conjoined in an underground womb-like

 locale that evokes the shared co-poiesis of an Ettingerian borderspace, rather than the

 distinct, empathetic intersubjective individuality envisioned by the poet.

 At the same time, along with its attempt to conceptualize the maternal in new ways,

 "Grendel's Mother" arguably brings to the forefront a representation of the mother that

 foreshadows later imperialistic notions. As Helen J. S. Lee notes, by the late 1930s,

 "Mothers were bestowed with the auspicious responsibility of serving as stewards of

 the home, guarding the private quarters of the empire."20 In this respect, the "helmet" of

 Grendel's mother not only invokes maternal defense and protection of the domestic sphere

 but also lends significance to the future actions of the mother's children. Describing their

 potential to become "great monsters of the North" who will dispatch victims in a gruesome

 fashion without showing pain seems to uphold bushi ideals as well as foreshadow

 subsequent military and colonialist undertakings, some of which were already underway

 by the early 1930s. As Lee observes, "Mothers were called on to devote their entire

 bodies to their families and nation. This entailed (re)producing, rearing, and nurturing

 the next generation of loyal subjects for the empire"2' (including, of course, the soldiers

 who would take the imperial project forward throughout Asia).

 In her attempt to explore new paradigms of motherhood and the maternal, Nagase

 Kiyoko created a figure that harbored potential for new insight into the maternal body—

 insight that today we may see as holding some commonality with the recent work of

 Bracha Ettinger. And yet, given the cultural and political contexts of a time when nationalist

 and imperialist goals held sway, Kiyoko also conceptualized the maternal borderspace

 in terms of domination through force and violence, thereby undermining or impairing

 further psychosocial and/or ethical considerations of her perception.
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 Janice Brown 13

 Opening Doors: Fukao Sumako and the Desire for Europe

 The choice of Grendel's mother as a poetic topic points to a common feature of modern

 Japanese literature and poetry: the importation and acceptance of Euro-American literary

 ideas, forms, topics, and figures during the late nineteenth and early twentieth centuries.

 This "colonization" of Japanese literature resulted in a reconfiguration and reconstruction

 of literature and literary culture not dissimilar to the modernization that took place

 throughout Japanese life during the same period. During the early years of this (Western)

 modernization process, many poets, such as Nagase Kiyoko, looked to European poetry

 for inspiration. Other poets went one step farther, seeking direct contact with the new,

 dominant culture, embarking on literary journeys to Europe and America, where they

 attempted to interact directly with the Western literary world.22 While male writers and

 poets were the primary literary sojourners, a few Japanese women also embarked on such

 explorations.23 One of the most successful of these female literary travelers was Fukao

 Sumako (1888-1974), who journeyed widely and lived abroad for extended periods of

 time. Sumako, an early protege of Yosano Akiko, had no husband or children to consider,

 her husband having died young, and thus was relatively free by the standards of the times

 to establish herself as an independent poet. This she did not hesitate to do, bringing out

 her first four poetry collections between the years 1922 and 1925. In 1925 she traveled to

 France, where she spent the next three years and to which she returned again and again,

 in addition to visiting other parts of Europe over the course of her long career.

 Sumako's European experience not only gave impetus to her poetry production, it

 brought new intellectual horizons and, with these, an explosion of new possibilities. In

 her early poetry Sumako often referred to the "opening" of doors as a means of seeking

 liberation from the stuffy domain of male-dominated Japanese poetry circles. Moreover,

 upon encountering Europe, Sumako not only began a variety of experiments with poetry

 but wrote konto (Fr. contes), or short prose works, encouraged by Colette; she also took

 up the flute and began studies at the University of Paris in biology and human sexuality,

 later publishing a volume in Japanese based on her research. Not surprisingly, her poetry

 acquired greater complexity and depth, as well as what some critics saw as "Western-style

 wit and humor."24 The poem "Yoru" (Night, 1926; Fig. 2), written while Sumako was in

 Paris, illustrates the new direction of her poetry:
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 Yoru

 Fukao Sumako
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 扣hi W女中$九七$話LT iK>

 佐藤惣之助上来T見办扣

 WS使 SQ
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 行儀±<胸匕手全扫；，1 女等|±結局眠0/iAJS5

 Fig. 2. "Yoru" (Night), by Fukao Sumako. First published in 1926. Reprinted with permission of Yuko Aoki,
 and Shinjusha through the offices of the Japan Foreign-Rights Centre, Tokyo.

 in the attic room opposite a fire still burning

 a handsome man, like a chocolate soldier,

 is chatting with a pretty chambermaid

 hey, Sato Sonosuke, why don't you come and see this,

 materialized from under a magician's cape

 a young woman's bedroom

 ought to be used only for sleeping

 but now even God has tilted his head in curiosity

 repeating sutra-like phrases

 and placing their hands properly over their breasts

 after all, that's the way women sleep, they say25

 The poem begins with a glimpse of a good-looking man and a pretty girl conversing late

 at night in an attic room. The rest of the poem covers in quick succession a number of

 reactions from the poetic speaker. First, the speaker addresses the male poet Sato Sonosuke

 (1890-1942) as though they are fellow sojourners, and invites him to share her voyeuristic

 view. In the next line, however, the speaker claims that the scene is the result of some
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 Janice Brown 15

 magical sleight-of-hand, and thus her apostrophe "hey" works to collapse as well as poke

 fun at the attic room scenario. The speaker then introduces a critical perspective that

 undercuts romance and male heterosexual desire, ending with a mock denial of female

 sexuality. The aside that God (kamisama), too, is somehow concerned with what women

 do in their bedrooms adds to the irreverent quality of this poetic voice.

 Although the poem begins with a coherent image—the scene in the attic room—the

 subsequent comments of the speaker serve to fragment the initial poetic gaze through

 the rapid introduction of diverse, even contradictory viewpoints that are mocking and/

 or critical by turn. The desire of the poet to insert herself into European literary/cultural

 space as a (Japanese) female poet/artist is thus rendered problematic. Should she court

 the approval of a Japanese male poet? Or regard the scenario as an illusionary text such

 as would be pulled from a magician's cape? Should such a young woman remain virtuous

 or take a lover? Perhaps some disembodied masculine authority is watching? None of

 these perspectives seems to have much appeal. Rather than providing answers, the poem

 calls into question the means by which the poet might enter into and fully participate in

 the male art journey. As various possibilities present themselves, the initial view of the

 European attic room disintegrates, yet continues to trouble the thoughts of the poet.

 In this respect Sumako's gaze shares some commonality with the matrixial gaze

 as described by Ettinger, for the matrixial gaze inhabits a view that "thrills us . .. while

 fragmenting, multiplying, scattering, and assembling together the fragments."26 Rather

 than a phallic gaze that gives us "the illusion that we participate in its mastery," the

 matrixial gaze "threatens us with disintegration while linking us in a drama wider than

 that of our individual selves."27 In the case of Sumako, this wider drama may be seen

 not only as encompassing the issue of the outsider status of women (and by extension,

 the female artist) in imperial Japan but also as acknowledging an earlier trauma brought

 about by the indirect colonization and subsequent orientalizing of Japan by Europe and

 America. Thus, for Japanese women artists and intellectuals such as Fukao Sumako,

 the European art journey required the negotiation of a complex borderspace in which

 contradictory positionings could be explored with varying degrees of success. Sumako's use

 of wit and humor as well as of multiple, shifting, and fragmenting perspectives allowed

 her to insert an atypical (female) persona into an otherwise orientalized and orientalizing

 (masculine) domain.

 While poems such as "Night" demonstrate Fukao Sumako's attempt to critique and

 resituate masculine space, other poems attempt to develop a clear female poetic perspective
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 16 U.S.-Japan Women's Journal No. 45, 2013

 within the arena of the European art journey, as can be seen in the poem "Fuefuki onna"

 (Flute-playing woman, 1928; Fig. 3), also written while Sumako was in Paris:

 Fuefuki onna
 Fukao Sumako
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 Fig. 3. "Fuefuki onna" (Flute-playing woman), by Fukao Sumako. First published in 1928. Reprinted with
 permission ofYuko Aoki, and Shinjusha through the offices of the Japan Foreign-Rights Centre, Tokyo.
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 She plays the flute

 plays with regret

 plays prayerfully

 plays to live

 a small bamboo flute

 with inaccurately made finger holes

 just for trivial amusement

 she was a flute playing child

 she plays the flute
 a silver flute

 the first trout of the season clear in the swift current

 its sound a purple secret

 she plays the flute

 the flute is sincerity

 the flute is god

 she truly worships it

 when she plays

 small dogs stand still

 sparrows dance
 walls tilt

 6

 when playing the flute
 she hears the street vendors' voices

 and stops playing

 but then begins to play again

 fufufufufufu

 playing the flute is lonely

 and sad, so when

 did Pierrot forget his tears?
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 lonely
 sad

 pitiful

 but still she plays the flute

 9

 cry for me

 just cry

 and when you're tired of crying, play the flute

 hope is the flute

 10

 she wipes away people's thoughts

 and the pretense of this absurd world
 its names and mortal bodies

 she is just the flute's maidservant, she plays the flute

 11

 when she plays the flute

 in spring

 playing the flute, shall she cross the bridge of clouds

 playing the flute, shall she make a stir at heaven's door

 12

 hidden in the scent of lilac

 tonight has come in a foreign madrigal

 just get drunk

 how strange to see the moon for the first time in a foreign country28

 In this poem Sumako employs the motif of the flute as a marker of the move from Japan

 to Europe. Having once played a simply made Japanese bamboo flute, the poetic speaker

 describes her new preference for the elegant silver flute of Europe, detailing her passion

 for its power and beauty. Although this declaration reveals a clear and compelling desire to

 interact with modernist European high culture, the poet's use of poetic language remains

 grounded in a premodern mode. For all the phrase endings in "Flute-Playing Woman,"

 Sumako chose to use the verb sdro—a word that has no counterpart in European languages,

 and one that marks an older form of discourse in Japanese, specifically that of the early

 modern or Tokugawa period in Japan.
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 As Japanese critics have noted, the repeated use of sord imparts a pleasantly

 euphonic touch to the poem; I would add that it might also be read as somehow "softening"

 Sumako's new poetic stance. When asked about the choice of sord, Sumako responded

 that she used it to impart an "exotic" quality to the poem:

 There is a special flavor attached to the Japanese word sdro in spite of its classical

 associations, and 1 felt that it would be useful in imparting exotic freshness, so I

 used it freely, even excessively, in this poem.29

 In effect, if we are to view soro as "exotic" in such a context, then we are presented with

 a voice that attempts to exploit its own "otherness" through poetic encounter with a

 cultural/racial Other, and in so doing, to allow renegotiation or reworking of this Otherness.

 This reworking, as seen in "Flute-Playing Woman," results in the materialization

 of new links (i.e., with the European Other) and in the diminishing of former ones (i.e.,

 with the Japanese home). Yet at the same time, Sumako maintains a structure that

 continually repositions the foreign, the European, within and through the familiar Japanese

 language. By means of sord, the poet moves freely back and forth across borders that are

 not dichotomized/separated but joined/connected through continual restatement and

 arrangement. In this respect, Sumako's construction of "Flute-Playing Woman" evokes

 the Ettingerian model of subjectivity in which borders are continually being linked. The

 desire is not for a lost or absent object, but for linking with the Other.30 As Ettinger has it,

 "In the matrixial stratum of subjectivization modeled on the feminine/prenatal relationship,

 we will not speak of alternation between presence/absence, but rather of continual

 attuning and readjustment. "31 Likewise, in "Flute-Playing Woman," Japan and Europe

 are always present in terms of the (O)other, and neither one is either set apart or wholly

 incorporated. In this way Sumako strives to avoid binaristic divisions as she situates her

 female poetic speaker within the European art journey. Nonetheless, by the end of the

 poem the female speaker remains somewhere outside the desired locus, contemplating

 getting drunk, disconcerted by the sight of a foreign moon.

 Sumako's desire to connect with and/or enter into European culture in the interwar

 years required new ways of positioning herself and her poetic work. Following the spirit

 of the modern male art journey, Sumako attempted to situate a female persona within such

 journeys, but often produced work that tended to question or problematize the female

 occupation of such space. Despite her extensive knowledge of European thought and

 culture, as well as her expertise in European languages, Sumako did not choose to write
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 in one of the languages of Europe32 but wrote exclusively in Japanese, often relying on

 its distinctive characteristics to create "exotic" or unusual effects, as in "Flute-Playing

 Woman." In this respect, Sumako's work contrasts with that of another female poet active

 in the 1930s and 1940s, Mori Michiyo, who preferred French to Japanese.

 Writing the Colonies: Mori Michiyo and the Desire for Asia

 During the time that Nagase Kiyoko was compiling Grendel s Mother, and Fukao Sumako

 her first European poems, another female poet was actively embarking upon her own

 version of the poetic journey. Unlike Fukao Sumako and many other modernist Japanese

 poets who looked to Europe for inspiration and validation, Mori Michiyo (1901-77)

 initially trained her gaze on China and Southeast Asia. Her first poetry collection (1931),

 for example, treated her travels in these two areas. Unconventional as this subject matter

 was, the collection was even more unusual, in that it was written in French. The volume,

 entitled Par les chemins du monde (On the roads of the world), was belatedly translated

 into Japanese as Tohd no uta (Poems of the East) by Michiyo in 1934.33 In short, Michiyo's

 engagement with alterity cut two ways, for she found inspiration not only in the foreign

 Asian cultures that were the object of her journeys but also in the European language in

 which she attempted to record her thoughts and impressions. Here it is particularly

 useful to keep in mind Inoue Kota's comment that "Japan formed its imperialist identity

 not solely through a dyadic relation vis-a-vis the Orient, as in Said's Orientalist model,

 but instead in a triadic one that involved the powerful Western Other, as well as the Asian

 Other."34 Through Michiyo's inclusion of the Asian interface as well as use of the French

 language, the borderspaces of nation, colony, and empire came to overlap in distinctive

 ways in her poetry, providing further insight into the colonized/colonizing aspects of

 alterity as explored by Japanese women poets during this time.

 A primary problem raised by Michiyo's poetry involves the triadic model of

 "othering" described by Inoue. If, as Inoue seems to imply, the Western Other is more

 powerful than the Asian Other, then we must assume that the (East) Asian Other (i.e.,

 Japan) has in this instance allied itself more closely with the Western Other. This would

 tend to suggest, along with the continued use of the term "Other," a modified dyadic

 rather than a triadic form. Nonetheless, Inoue's observation clearly indicates that in the

 case of Japan, the standard binaristic mode of Same/Other cannot easily be applied. If

 this is so, then it becomes problematic to use "Other" in connection with either "Western"

 or "Asian" as modifiers when referring to Japan. The problematizing of the dyadic
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 Other implies a disturbance of the binary, and in fact seems to portend the emergence of

 a different type of awareness, one in which entities are jointly connected and/or linked

 in ways that cut across Same/Other boundaries. Such repositioning of dyadic links is not

 without risk, since the possibilities for connection are infinitely increased and there is no

 guarantee that reconnection or co-connection will result in "safe" or familiar scenarios.

 Mori Michiyo's attraction to the Asian "Other," however, did not preclude a

 concomitant interest in Europe. In fact, she spent time in Europe as well as in Asia, and

 considered French an appropriate medium of self-expression for both domains. Thus

 Michiyo's response to worlds outside Japan arguably may be described as a matrixial

 awareness which, in the words of Ettinger, "engenders a disturbing desire for jointness

 with a foreign world, the unknown other, the uncognized, the stranger inside the known

 other."35 Ettinger's use of "disturbing" in this context reflects her view that the desire

 to be in "jointness" with the unknown does not exclude anything—that is, given the

 co-affective and co-poietic notion of the matrixial borderspace, there is nothing that is not

 or cannot be shared or sought, including traumatic perceptions/events. Michiyo's seeking

 out of the foreign worlds of Indochina and Europe often brought forward such potentially

 "disturbing" scenarios. In contrast to Fukao Sumako and her pursuit of the European art

 experience, Mori Michiyo focused her gaze on foreign worlds in which the quotidian

 took precedence over the elegant, and in which the hardships of the lower social classes

 often served as poetic inspiration.

 Allied with left-wing proletarian politics in Japan, Michiyo attempted to identify

 with Asian women through her poetry, seeming to seek gender solidarity even as she

 occupied a space of relative privilege—that of an educated Japanese woman. Although

 Michiyo first traveled abroad in the company of her husband, the iconoclastic poet

 Kaneko Mitsuharu (1895-1975), the couple was seldom together. Michiyo's relationship

 with Kaneko was a tempestuous on-again, off-again association. In the late 1920s and

 early 1930s, the two sojourned in China and other parts of Southeast Asia, sometimes

 together, sometimes apart, with Michiyo eventually reaching Europe, alone. Nonetheless,

 the couple met again in France, and again quarreled and separated. Michiyo then spent

 time in Paris and Antwerp. Running short of funds, she decided to return to Singapore,

 where she met briefly with Kaneko before the two separated once again. Eventually

 the couple returned to Japan, on separate voyages and several months apart. Michiyo

 had been away from Japan for five years (1927-32). In the 1940s, alone again, she

 traveled to Southeast Asia, visiting friends and associates in Indochina, where she

This content downloaded from 
�������������49.98.39.247 on Tue, 02 Aug 2022 01:31:13 UTC�������������� 

All use subject to https://about.jstor.org/terms



 22 U.S.-Japan Women's Journal No. 45, 2013

 again compiled a poetry collection, again written in French: Poesies indochinoises

 (Poems from Indochina, 1942).36 Unlike Tdho no uta, Michiyo never translated this

 collection into Japanese.37 Since Par les chemins du monde covers a wide swathe of

 territory, from Southeast Asia to Europe, the collection I would like to focus on here is

 the second collection, Poesies indochinoises, which focuses on French Indochina under

 Japanese occupation and also includes a strong emphasis on the destitution of the local

 population, particularly women.

 J'ai vu la chere France partout
 Mori Michiyo

 Dedie a S.E. Monsieur le Vice-Amiral J. Decoux, Gouverneur General de l'lndochine.

 D'un coin de la ville Hanoi'

 Je passe tout d'un coup dans une rue de Paris.
 Partout respire
 La chere France!

 Des arbres des boulevards, des paves meme,
 Je me souviens de tout.
 Egalement des pots de fleurs sur les fenetres et des stores rayes

 impregnes de vos amours.

 Partant de mon pays natal,
 Je suis venue dans un autre pay natal,
 C'est que je vis dans l'odeur du pays natal
 Que vous avez apportee de France.

 De l'odeur de votre pay natal,
 Ne vous doutez vous pas que je sens mon pays natal!
 Vos sentiments de nostalgie
 Resonnent aussi a mon oreille avec leur harmonieuse melodie.

 J'appelle avec vous tous, d'une seule voix
 La France et Paris,
 Desirant rappeler la moitie de ma vie
 Vecuela-bas.

 Dans tous les coins de Hanoi,
 Battent les coeurs chaleureux.

 Nous n'en sommes pas a notre premiere rencontre.
 Eh bien! N'est-ce-pas que nous nous sommes deja rencontres en France!

 Fig. 4. "J'ai vu la chere France partout" (I saw dear France everywhere), by Mori Michiyo. First published in
 Poesies indochinoises in 1942. Reprinted with permission of Tomi Mori, and Meiji shobo through the offices
 of the Japan Foreign-Rights Centre, Tokyo.
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 In Poesies indochinoises Mori Michiyo assumes the guise of a European

 identified Japanese traveler visiting the French colonial state of Indochina. This stance

 is further complicated by the fact that the colony is ruled by the collaborationist Vichy

 French government through a Governor-General who has little power and who must,

 in fact, abide by the dictates of the Japanese army of occupation. The poetic speaker

 thus occupies an arena in which France, Indochina, and Japan are inextricably linked

 and layered in a text constructed from a Japanese perspective expressed through the

 French language interlaced with Indochinese words, expressions, and topographical and

 cultural terminology. The poetic speaker initially attempts to rein in her challenging

 and potentially chaotic text by means of an introductory poem, "J'ai vu la chere France

 partout" (I saw dear France everywhere, Fig. 4), in which France is given precedence,

 but even this becomes problematic halfway through the poem. Addressed to Vichy

 Governor-General Jean Decoux, the poem begins by praising the Indochinese capital

 Hanoi as though it were Paris:

 I Saw Dear France Everywhere

 (dedicated to Vice-Admiral J. Decoux, Governor-General of Indochina)

 From a corner in the town of Hanoi,

 1 pass suddenly through a Parisian street.

 Everywhere breathes
 Dear France!

 The trees on the boulevards, even paving stones,
 I remember it all.

 Also pots of flowers at the windows and striped awnings

 imbued with your love.

 Leaving my native land,

 I have come to another native land,

 I live in the scent of the native country

 You have brought from France.

 In the scent of your native land,

 Do not doubt that I feel my own native place!

 Your feelings of nostalgia

 Resonate in my ears, too, with their harmonious melody.
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 I call to you all with one voice,

 France and Paris,

 Desiring to remember the half of my life
 I lived there.

 In every corner of Hanoi,
 Warm hearts beat.

 We're not at our first meeting.

 Ah well! Is it not that we have already met in France?38

 Assuming the voice of one who is overwhelmed by nostalgia at encountering France in a

 colonial setting, the poetic speaker seeks to replace the reality of Hanoi with Paris, where

 even the store awnings seem filled with the love of France for its colony. In French, the

 notion of being filled or "imbued" with love is expressed as impregnes de vos amours'.

 hence Hanoi is described as having been symbolically "impregnated" by France, which

 not only imparts the suggestion of sexual domination and exploitation by patriarchal/

 colonial authority but also contributes to the poem's subsequent invocations of the "native

 land" (in French, pays natal, literally, "country of birth") as a locus in which domination,

 submersion, and submission reflect interconnected and interconnecting aspects of a

 colonialized borderspace. Thus as the speaker seeks to acknowledge her own origins

 ("Leaving my native land") as well as those of the colony ("I have come to another native

 land"), she also identifies the colonial tracings of France in Hanoi ("I live in the scent of

 the native country / You have brought from France"), and then moves to displace and/or

 subsume such traces with her own (Japanese) subjectivity ("In the scent of your native

 land, / Do not doubt that I feel my own native place!"). By the end of the poem, the

 poetic speaker's nostalgic desire is realized ("I call to you all with one voice, / France

 and Paris, / Desiring to remember the half of my life /1 lived there"), albeit at the expense

 of the Indochinese city that exists only always and already within the all-encompassing,

 colonizing body of France ("In every corner of Hanoi / Warm hearts beat. / We're not at

 our first meeting. / Ah well! Is it not that we have already met in France?").

 The opening poem to the contrary, Indochina is not France, however, and in the

 rest of Poesies indochinoises Michiyo no longer attempts to find France in Southeast

 Asia but instead records her perceptions of Indochina, focusing primarily on its tropical

 topography, Buddhist culture, and her observations of female agricultural laborers.

 Despite the continued use of French as the poetic medium, the speaker relinquishes the

 guise of a euphoric French traveler and allows a very different poetic persona to surface.
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 Annamites

 Mori Michiyo

 Pousse de la terre,
 Groupe de cii-nau. (Vietnamese: kind of potato)
 Ce sont les champignons
 Disperses
 Aux champs d'Annam.

 Les femmes, avec les carrelets
 Attrapent les poisons du lac.

 Les femmes fabriquent du paper
 Et gagnent trente sous par jour.

 Les porte-charges bondissent sur les epaules des femmes.
 Les femmes mettent au bord de la rue

 Des bananes, des legumes,
 Des intestins de pore, des carpes
 Et ouvrent le marche.

 Mordant la chique de betel,
 Avec les dents laquees,
 Le travail est leur vie

 La fatigue est leur destinee.

 Au rivage du Song-Cot',
 Sur les herbes vertes,
 Leur gagne-pain de chaque jour.
 Sous le beau ciel

 D'hiera aujourd'hui
 Et elles continueront demain.

 Au rivage du Song-Coi
 Jaillissent leurs chansons,
 Chansons sans voix.
 Au dela des rizidres lointaines
 Vont s'etendre

 Leurs chants puis ils retournent.

 Fermement,
 Ces femmes poussees de la terre.
 Champignons innombrables,
 Leur visage sous les chapeaux de jonc,
 Sans inquietude,
 Immobiles,
 Solenelles,
 Ressemblent au Bouddha.

 Fig. 5. "Annamites" (The Annamese), by Mori Michiyo. First published in Poesies indochinoises in 1942.
 Reprinted with permission of Tomi Mori, and Meiji shobo through the offices of the Japan Foreign-Rights
 Centre, Tokyo.
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 In fact, she now positions herself outside the unfamiliar Indochinese world in which she

 finds herself, even as she attempts to engage with that world in terms of its quotidian

 emphasis on routine activities associated with rice culture, subsistence farming and

 fishing, and the grueling daily labor of women who are tied to these cyclic work patterns.

 An example is the poem "Annamites" (The Annamese, Fig. 5):

 Pushing up from the earth,

 A clump of cii-nau.
 These are the mushrooms

 Dispersed

 Throughout the fields of Annam.

 The women, with half-moon hooks
 Catch lake fish.

 The women make paper

 And earn 30 sous per day.

 The carrier poles bounce on the shoulders of the women.

 At the side of the street women lay out

 Bananas, vegetables,

 Pig intestines, carp

 And open a market

 Chewing a quid of betel,

 With lacquered teeth.
 Work is their life

 Weariness their destiny

 On the banks of Song-Coi,

 On the green grass,

 Their everyday livelihood,

 Under the beautiful sky

 From yesterday to today

 And they will continue tomorrow.

 On the banks of the Song-Coi

 Their songs pour forth,

 Songs without voice.

 Beyond, the distant rice-fields
 Extend and then return

 Their songs.
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 Steadily,

 The women push up from the earth.

 Mushrooms innumerable,

 Their faces under their rush hats.

 Blank slates,

 Immobile,

 Solemn,

 Resembling the Buddha.39

 In this poem, the speaker steps back from the earlier posture of almost deliriously adoring

 French tourist in "I Saw Dear France Everywhere" to consider the harsh rural life of

 Annamese women. The self-congratulatory voice of admiration and appreciation found

 in the introductory poem now becomes detached, almost aloof. Rather than claiming

 relationship, the speaker distances herself from the objects of her gaze. She notes the

 tedium of the women's work, their fortitude, and finally their silence, and although she

 remains fascinated, she seems unable to move beyond recognition of their foreignness. There

 is little attempt to claim affiliation. Rising from the earth like fungi, the women's existence

 disturbs, as it is in turn disturbing. The final comparison to the Buddha, a male deity, serves

 to heighten not the familiarity but the ultimate strangeness of the Annamese female workers.

 In "The Annamese," Michiyo succeeds in locating Ettinger's "stranger inside the

 known other"40 within the Annamese women she observes—namely, the non-European/

 non-Japanese female body with whom the poetic speaker appears to desire connection.

 Although Michiyo makes some attempt to identify with these laborers through the two

 brief lines "Work is their life / Weariness their destiny," these words provide little more

 than a detached empathy that seems to embrace acceptance of the status quo for the

 laboring female body.41 That this body remains inaccessible, despite the poetic speaker's

 recognition of its connectedness to the land and to other female bodies, serves to

 highlight the ultimate failure of the speaker's desire to connect. The poetic speaker's

 seeming avoidance/rejection of shared connection—as well as her inability to resolve

 and/or accept the traumatic underpinnings of such connection, which she attempts with

 some degree of success in her introductory poem ("Your feelings of nostalgia / Resonate

 in my ears, too, with their harmonious melody")—seems to defer if not actually prevent

 entry into a matrixial borderspace.

 The failure to connect can be read further in terms of the poet's desire to maintain

 the colonialist perspective, that is, to view Southeast Asia through a binarist lens even
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 though this is problematized by the instability of the binarism itself. The title "The

 Annamese" is a case in point. Strictly speaking, the title refers to the people of Annam

 in general; yet in Michiyo's poem, the reference is applied only to Annamese women, a

 fact that highlights the feminizing/orientalizing tendencies of the poem. Thus even though

 the poet avoids the East-West dichotomy, she shifts her perspective in the direction of an

 East-Southeast divide. In her quest to lay claim to other Asian women, to depict their lives

 and circumstances, and to "naturalize" their labor, she inadvertently adopts what might be

 viewed to some degree as a masculinist colonial perspective—namely, as a stance in which

 a hegemonic East advances upon and attempts to possess an "orientalized" and feminized

 Southeast. Nonetheless, the East-Southeast divide as elaborated by Michiyo presents a

 much less developed binaristic form than the East-West divide, given the fluctuating and

 permeable borderspace in which Japan, France, and Indochina interact and co-connect.

 Unlike Fukao Sumako, who strove to problematize the European male art journey

 in order to claim space for her own creativity, Mori Michiyo, despite her left-wing

 sympathies, joined forces with the Japanese colonialist project in order to affirm and

 explore her desire for an Asian "Other." In addition to the Western stance of faux

 European traveler, Michiyo also assumed the role of Asian colonialist, thereby shifting

 the dichotomy of East-West onto a new paradigm of East-Southeast, a position that

 recalibrates customary understandings of East-West binarisms even as it displaces them

 from their traditional scene of operations.

 Conclusion

 During the interwar and Pacific War years, marked by the thrust of colonialist and

 military expansion, Japanese culture and society were pushed into new arenas where former

 borders and boundaries no longer held sway. The concomitant changes wrought by such

 shifting boundary areas had an impact on women, as well as on the work of women poets

 who strove to establish new connections beyond those bounds that had hitherto defined

 female experience. Poets such as Nagase Kiyoko, Fukao Sumako, and Mori Michiyo all

 demonstrated concern with boundary areas—whether these involved conceptions of the

 maternal, of the female artist, or of the female colonial—resulting in poetic production that

 sought relationship rather than disjuncture, community rather than isolation. Nonetheless,

 the shared desire for creating connection (or co-poiesis, in the words of Bracha Ettinger)

 placed women poets in a mediating role, in which the search for resolution was often

 compromised by the ambiguities of their position within the nationalist/masculinist
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 desire for empire. Thus women poets struggled to make connections that were often

 incompatible or at variance with their own needs or wishes, or were compelled to

 embark upon undertakings rooted in an androcentric paradigm. Japanese women's

 poetry of this period is therefore a useful ground from which to consider the attempt

 to integrate female desire with the demands of a colonialist patriarchal system at war,

 and also with the attendant complexities that adhere in the search for connection within

 and through the exploration of such heterogeneous borderspaces.
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 Notes

 1. Noriko J. Horiguchi, Women Adrift: The Literature ofJapan's Imperial Body (Minneapolis,

 London: University of Minnesota Press, 2012), 21.

 2. Horiguchi. Women Adrift, 21.

 3. Horiguchi, Women Adrift, 31.

 4. Studies in English that treat Japanese women poets in the interwar/war time period are

 rare. Miryam Sas's Fault Lines: Cultural Memory and Japanese Surrealism (Stanford: Stanford

 University Press, 1999) and William Gardner's Advertising Tower: Japanese Modernism and

 Modernity in the 1920s (Cambridge, MA: Harvard University Center, 2006) include the work of

 female poets to greater or lesser extent. Other studies of poetry in this period tend to focus on male

 poets; see, for example, Hirata Hosea, The Poetry and Poetics ofNishiwaki Junzaburo (Princeton,

 NJ: Princeton University Press, 1993); and Shredding the Tapestry of Meaning: The Poetry and

 Poetics ofKitasono Katue (Cambridge, MA: Harvard University Center, 1999).

 5. Judith Butler, foreword to The Matrixial Borderspace by Bracha L. Ettinger, Theory Out

 of Bounds, vol. 28 (Minneapolis, London: University of Minnesota Press, 2006), 14.

 6. See Bracha L. Ettinger, The Matrixial Borderspace, Theory Out of Bounds, vol. 28

 (Minneapolis, London: University of Minnesota Press, 2006).

 7. Ettinger, Matrixial Borderspace, 107.

 8.1 am indebted to Shelina Brown for her discerning explications of Ettinger's understanding

 of the phallus.

 9. Ikubo Itoko, Joseishi no naka no Nagase Kiyoko senzen, senchu (Nagase Kiyoko in

 women's history: Prewar and during the war), (Tokyo: Domesu shuppan, 2007), 97.

 10. Even though she was not directly involved in the professional poetry mainstream, Nagase

 Kiyoko was closely entwined with many aspects of the modern poetry world. For example, Kiyoko

 and Nakahara Chuya attended the same kindergarten, while poet and lyricist Sato Sonosuke acted
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 as Kiyoko's mentor in the early years of her career. An admirer of Miyazawa Kenji, Kiyoko is

 credited with discovery of the well-known poem "Ame ni mo makezu" (Not yielding to the rain)

 among his effects. In the 1930s, Kiyoko also contributed poetry and short essays to the women's

 journal Kagayaku (Shine). For these and other biographical details, see Ogata Akiko, "Kagayaku "

 no jidai: Hasegawa Shigure to sono shiihen (The Era of "Kagayaku": Hasegawa Shigure and the

 surrounding milieu), (Tokyo: Domesu shuppan, 1993), as well as two volumes by Ikubo Itoko,

 Joseishi no naka no Nagase Kiyoko senzen, senchii (cited above in note 9), and idem, Joseishi no

 naka no Nagase Kiyoko sengo (Nagase Kiyoko in women's history: Postwar), (Tokyo: Domesu

 shuppan, 2009).

 11. See Takako Lento, trans., "Grendel's Mother," in "Poetry as Love, a reading of Kiyoko

 Nagase." Thursday 1 October 2009, http://www.poetryinternationalweb.net/pi/site/cou_article/

 item/15059. For the Japanese text, see Nagase Kiyoko, Nagase Kiyoko shishii (Tokyo: Shichosha,

 1990), 10.

 12. In most modern readings of Beowulf, the figure of Grendel's mother is viewed as

 monstrous. Kiyoko follows this interpretation, referring to the mother as possessing "ancient

 monster eyes" (kokai naru sono hitomi de), and her children as potentially "great monsters

 of the North" (hoppo no daikai) and so on. Nonetheless, recent studies of the Beowulf text

 demonstrate that this rendering of the Old English is incorrect. In her analysis of Grendel's mother,

 Christine Alfano notes that descriptions of Grendel's mother in the Beowulf text do not in fact

 reference the term "monster" at all. She comments "Most Beowulf translators, motivated by

 contemporary biases rather than artistic impulse, produce an exaggerated version of the original

 ides, aglcecwif. . . . employing] monstrous imagery, although 1 believe there is little evidence

 for this in the Old English. She [Grendel's mother] is an ides, 'lady,' and an aglcecwif 'warrior

 woman."'Alfano, "The Issue of Feminine Monstrosity: A Reevaluation of Grendel's Mother,"

 Comitatus: A Journal of Medieval and Renaissance Studies, UCLA, 23, no. 1 (1992): 2. Alfano

 views the assumption of monstrosity for Grendel's mother as rooted in scholarship from and

 about the nineteenth century, including feminist criticism, in which the "woman-as-monster"

 stereotype flourished, and through which "translators, lexicographers, and critics transformed

 [Grendel's mother] into an inhuman beast." I would add that while such interpretation may

 help account for the monstrous view of Grendel's mother, a further genealogy might also be

 invoked—namely, the Freudian delineation of the psychosexual that places women firmly in

 the realm of the Other, and thus within the possibility of incorporation as a monster.

 13. Ikubo, Joseishi no naka no Nagase Kiyoko senzen, senchu, 140.

 14. Ettinger, Matrixial Borderspace, 90.

 15. Ettinger, Matrixial Borderspace, 90.

 16. Butler, foreword, in Ettinger, Matrixial Borderspace, 2.

 17. Ikubo, Joseishi no naka no Nagase Kiyoko senzen, senchu, quoting from an essay written

 by Nagase in 1979, 139-40.

 18. Ettinger, Matrixial Borderspace, 65.

 19. Ettinger, Matrixial Borderspace, 65.
 20. Helen J .S. Lee, "The Nationalization of Settler Homes and Bodies in the Kominka
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 Era," in Michele M. Mason and Helen J. S. Lee, eds., Reading Colonial Japan: Text, Context, and

 Critique (Stanford: Stanford University Press, 2012), 168.

 21. Helen J. S. Lee, "Eating for the Emperor," in Mason and Lee, eds., Reading Colonial

 Japan, 171.

 22. Some of the best known of these poets include Nishiwaki Junzaburo (1894-1982), Nagai

 Kafu (1879-1959), Takamura Kotaro (1883-1956), and Kaneko Mitsuharu (1895-1975).

 23. One of the first Japanese women poets to journey to Europe was Yosano Akiko (1878

 1942), best known for her successful attempts to revitalize the then almost moribund form of

 classical Japanese verse, the tanka. When her husband, Tekkan, left for a three-year stay in Europe

 in 1911, in hopes of recovering his poetic creativity, Akiko was distraught without him and soon

 followed. She stayed in Europe for six months before her anxiety about her children drove her back

 to Japan. Although she had produced some poetry while abroad, Akiko's journey to Europe was

 undertaken primarily out of heteronormative desire rather than the pursuit of poetic experience.

 24. Miura Hitoshi, "Fukao Sumako," in Hisamatsu Sen'ichi and Yoshida Seiichi, eds., Kindai

 nihon bungaku jiten (Dictionary of modern Japanese literature), (Tokyo: Tokyodo shuppan), 147.

 25. Fukao Sumako, Fukao Sumako senshu: shihen (Collected works of Fukao Sumako:

 Poetry), (Tokyo: Shinjusha, 1970), 292-93. Translation mine.

 26. Ettinger, Matrixial Borderspace, 154.

 27. Ettinger, Matrixial Borderspace, 154.

 28. Fukao Sumako, Fukao Sumako senshu: shihen, 296-300. Translation mine.

 29. Takeda Takako, Fukao Sumako no sekai (The world of Fukao Sumako), (Tokyo: Hobunkan

 shuppan, 1986), 76. Nihongo no soro ni wa dokutoku no aji ga atte, kotenteki dakeredo, kaette sore

 ga ekizoteiku na atarashimi wo dasu koto ni yakudatsu no de wa nai ka to sae omoi, watakushi wa

 jojo no shi de iya to iu hodo soro wo kushi shita wake de aru. Translation mine.

 30. Ettinger, Matrixial Borderspace, 124.

 31. Ettinger, Matrixial Borderspace, 87.

 32. For example, the poet Nishiwaki Junzaburo often wrote in English, and also sometimes
 in French.

 33. For more information on the career of Mori Michiyo, see Janice Brown, "Changing

 the Subject: Modernism and the Travel Poetry of Mori Michiyo," in Roy Starrs, ed., Rethinking

 Japanese Modernism (Leiden, Boston: Brill Global Oriental, 2012), 270-85.

 34. Inoue Kota, "A Little Story of Settler Colonialism: Imperialist Consciousness and
 Children's Literature in the 1920s," in Mason and Lee, eds., Reading Colonial Japan, 191.

 35. Ettinger, Matrixial Borderspace, 147.

 36. Mori Mitiyo, Poesies Indochinoises (Surugadai, Kanda, Tokio: Libraire Meiji-Shobo,

 1942).

 37. For a partial translation of this text, see Maki Yoko, Kaneko Mitsuharu to Mori Michiyo:

 oshidori no uta ni moeru (Kaneko Mitsuharu and Mori Michiyo: A burgeoning love song), (Tokyo:

 Magajin hausu, 1992), 86-133.
 38. Mori, Poesies Indochinoises, 1-3. Translation mine.

 39. Mori, Poesies Indochinoises, 23-25. Translation mine. Cii-nau are a kind of potato.
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 32 U.S.-Japan Women's Journal No. 45, 2013

 40. Ettinger, Matrixial Borderspace, 147.

 41.1 am indebted to Raechel Dumas for her observation that Michiyo's attitude toward the

 female workers constitutes a kind of "detached empathy."
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