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 The Abject Female Body:
 Corpses and Body Parts in "One Arm" and
 Other Texts by Kawabata Yasunari

 Sharif Mebed

 In recent years a number of scholars have focused on experimental texts
 in postwar Japanese literature. Nina Cornyetz, for example, has written
 on Abe Kob5's Woman in the Dunes at length in The Ethics of Aesthetics
 in Japanese Cinema and Literature，and Susan J. Napier discusses the
 bizarre sexual themes that are foregrounded in Tsutsui Yasutaka's "The
 Salmonella Men on Planet Porno" in The Fantastic in Modern Japanese
 Literature.1 In this essay, I shall spotlight a number of experimental
 literary texts written by Kawabata Yasunari (1899-1972), focusing on
 "Kataude" (“One Arm," 1963-1964)，"Shitai sh5kainin" (“The Corpse
 Introducer," 1929) and “Koji no kanj5" (“An Orphan's Sentiment,"
 1925). Winner of the 1968 Nobel Prize, Kawabata is best known for his
 depiction of beauty, which echoes with the traditional aesthetics and
 motifs of Heian literature. This study, however, will be concerned with
 surreal and grotesque fiction where female characters are cut,
 dismembered, or otherwise killed offfacets of Kawabata's oeuvre that
 have largely gone unnoticed by readers and researchers alike, despite the
 fact that they are nevertheless pervasive一even in his most aesthetically
 acclaimed works. Knowledge of these lesser known short stories and the
 often ghoulish thematics they present will thus enrich our understanding
 of gender relations in more well-read texts of Kawabata, such as
 Yukiguni (Snow Country, 1935-1947)，Yama no oto (The Sound of the
 Mountain, 1954)，and Nemureru bijo (House of the Sleeping Beauties,
 1960-1961). Moreover, the questions of gender and body in this essay
 contribute to discussions of other modern writers who approach the body
 in similar ways.

 Kawabata's short story “One Arm," the first to be discussed here, is
 a surrealist text, featuring a protagonist who borrows his girlfriend's arm
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 2 Japanese Language and Literature

 and takes it home for the evening. In the climax of the story he removes
 his own arm and replaces it with the woman's. Previous studies of “One
 Arm" have read the work as an allegory for sex. For example, Tsuruta
 Kin'ya argues that the climactic arm-switching scene in “One Arm" is a
 metaphor for the sex act itself, and he discusses the story in general as
 representing a young woman's first sexual experience.2 Hatori Tetsuya
 argues similarly, noting that the story is actually an exploration of a
 woman's loss of virginity, centering on the question of her fate and the
 fate of her soul within that experience.3 Certainly the themes that those
 critics have underscored are present in the work, but “One Arm" is
 extremely complex, despite its brevity, and resists such an easy
 interpretation. Scholarship to date on “One Arm" has yet to suitably
 consider the role of the body, and more precisely, how the severed arm
 functions to create meaning within the text. I believe that in "One Arm,"
 the arm is more than just a metaphor for the missing woman or sexual
 initiation, as Tsuruta and Hatori have claimed. Rather, we can also read
 the arm as explicating or depicting an aspect of the main male character's
 psyche.

 I will approach the depiction of the severed arm by looking at the
 functioning of the female body in the context of “One Arm" and two
 other works by Kawabata that feature female corpses—“Shitai sh5kainin"
 ("The Corpse Introducer," 1929) and "Koji no kanjo" (“An Orphan's
 Sentiment," 1925). Female corpses and detached arms both represent a
 female presence devoid of personality or agency. By drawing on Julia
 Kristeva's discussion of the abject, I will argue that in Kawabata’s texts
 the image of the hollow female body, devoid of personality, functions to
 allow the protagonist to attain a fantastic physical reunion or bonding
 with the lost mother who has become the sublime object of desire.4

 In Powers of Horror: An Essay on Abjection (1980，English
 translation 1982), Kristeva notes that the abject is anything that induces a
 retching, or a strong emotional desire to throw away, flush or somehow
 be rid of something. As examples of the abject, she refers to the skin of
 warm milk, excretion, and vomit. Kristeva writes:

 I experience a gagging sensation and, still farther down, spasms in the
 stomach, the belly; and all the organs shrivel up the body, provoke tears and
 bile, increase heartbeat, cause forehead and hands to perspire.5

 Kristeva articulates a number of aspects of the abject, including the
 abjection of the corpse, about which she writes:
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 Sharif Mebed

 The corpse (or cadaver: cadere, to fall), that which has irremediably come a
 cropper, is cesspool, and death; it upsets even more violently the one who
 confronts it as a fragile and fallacious chance. A wound with blood and pus,
 or the sticky acrid smell of sweat, of decay, does not signify death. ...In that
 compelling, raw, insolent thing in the morgue's full sunlight, in that thing
 that no longer matches and therefore no longer signifies anything, I behold
 the breaking down of a world that has erased borders: fainting away.6

 In the first quotation, we see that abject is a visceral experience, not
 logical or linguistic. In the second quotation, the focus is on the abject
 nature of the human body. Additionally, Kristeva claims that the corpse
 is the "utmost of abjection."7 Kristeva argues that the feeling of abject
 has its roots very early on in our development as subjects, prior to our
 initiation into the world of language. It is coiled around the experience of
 individuation, where the suckling child, hitherto almost an appendage to
 the mother's body, begins to recognize his or herself as an independent
 agent.8 Individuation is initiated through abjection of the mother.
 According to Kristeva, there is a universally experienced period
 (occurring earlier than Lacan's mirror stage) in which the child rejects
 the mother's body as abject and redefines the self in terms of his or her
 own body.9 The mother's body is the object of desire in the Freudian
 model, to which Kristeva also subscribes, yet at the same time, the
 rejection of that body must occur first, in order for the subject to exist as
 such. This connection between the abject and the female body can be
 seen in Kawabata's “One Arm."

 "One Arm"

 “One Arm" was originally serialized in the literary magazine Shinchd
 during 1963 and 1964, and it appeared in English in 1969, translated by
 Edward Seidensticker. The story begins with a conversation between an
 unnamed man and his girlfriend. He is about to take leave of her for the
 evening when she suggests that he take her arm with him. She removes it
 from her body with no pain or blood-loss and entrusts it to the
 protagonist. He then walks home through rain-drenched streets, dreading
 that others will recognize what he is carrying. On his way, he
 experiences an unusually thick fog and fears that the woman who lent
 him the arm is now following him to recover it. A radio announcer can
 be heard from inside a drug store, saying that because of the damp
 weather, animals at the zoo are acting peculiarly. Eventually, the main
 character arrives home to what is described as his “lonely apartment."
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 4 Japanese Language and Literature

 Once there, he discusses a number of things with the arm, which he
 discovers has the ability to speak, though the speaking arm is not
 necessarily identified with its original owner. He sees that a magnolia
 placed in a vase that morning has strangely dropped only its stamen,
 while retaining its petals. Finally, he takes the arm to bed and replaces
 his arm with it. After an initial euphoria, complete with spasms and gasps,
 he falls into a dream state with the woman's arm attached.

 Our sleep was probably light, but I had never before known sleep so
 warm, so sweet. A restless sleeper, I had never been blessed with the sleep
 of a child. The long, narrow, delicate nail scratched gently at the palm of
 my hand, and the slight touch made my sleep deeper. I disappeared.

 I awoke screaming. I almost fell out of bed, and staggered three or four
 steps.

 I had awakened to the touch of something repulsive. It was my own right
 arm.

 Steadying myself, I looked down at the arm on the bed. I caught my
 breath, my heart raced, my whole body trembled. I saw the arm in one
 instant, and the next I had torn the girl's from my shoulder and put back my
 own. The act was like murder upon a sudden, diabolic impulse.10

 The connection with the woman's arm brings him to a deep sleep that
 borders on non-existence. However, that state is interrupted in the very
 next line with feelings of terror, brought on by what translator Edward
 Seidensticker translates as his own "repulsive" detached right arm. In the
 original Japanese text, Kawabata wrote “bukimi na mono sa vokobara ni
 sawatte ita，’’ which, when translated verbatim, reads "Something
 uncanny was touching my side." It should be noted that “Bukimi na
 memo’’ is in fact the title of the Japanese translation of Freud's “Das
 Unheimliche" (The Uncanny), as Takayama Hiroshi has pointed out in a
 discussion of "One Arm" published in 2001.11 Freud defines the uncanny
 as a sense of dread brought on when former beliefs and fears that have
 been repressed into the unconsciousness make a sudden return to the
 consciousness. That seems to be echoed in “One Arm," where the
 protagonist's arm is removed but not annihilated, remaining on the
 outskirts of the main character's consciousness only to make a sudden
 and traumatic return at the climax. Additionally, for Freud one of the
 most important uncanny childhood fears, repressed into the
 unconsciousness, is the fear of castration, an anxiety hinted at in "One
 Arm."
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 Sharif Mebed 5

 Before considering this question of castration, I will explore the male
 character's attitude towards the severed female arm. At the beginning of
 the story, the protagonist is excited and sexually motivated when
 receiving the severed arm. On his way home, he is titillated by its
 rounded nature.12 This is despite the fact that a disconnected human body
 part is abject by any account, and even the hero is concerned that he may
 be discovered carrying it under his coat, indicating that he is not
 completely unaware of the bizarre nature of the situation. Nevertheless,
 until the last scene of the work he does not feel at all nauseous or

 uncomfortable with the detached arm in his possession. In fact, he is
 aroused by it. This sexual interest in a body part touches on the concept
 of the fetish, which Hirakawa and Tsuruta have discussed in reference to
 Kawabata's fiction:

 Kawabata's characters often show an abnormal interest in parts of the
 female body, for instance, the lips, the roundness of the arms, and the
 coloration of the skin. It is not just that these parts have been removed from
 the woman's body, but from her personality altogether.13

 In his literature, Kawabata uses various techniques to repress the agency
 and personality of women characters, and "One Arm" is an excellent
 example. The protagonist leaves the woman's personality behind and
 only takes home the arm. Hara Zen, a foremost critic on Kawabata in
 Japan, has indicated in his analysis of “One Arm" that the hero lacks
 completeness (he describes himself as "isolated" and "lonely"), and he
 therefore cannot interact with a complete woman.14 Hara defines the
 relationship between the main character and the body part as fetishistic,
 and goes on to state that in the post-war era we are no longer able to
 envision ourselves as whole but must view ourselves as divided, severed,
 and dismembered.

 Ostensibly the concept of the fetish seems to provide a solid basis for
 an interpretation of the protagonist's motivation in bringing home the
 dismembered arm. Freud claimed that the fetish is deeply related to the
 castration complex, which is alluded to in “One Arm" by the removal of
 the hero's own arm. Additionally, there is the image of the magnolia
 mentioned above, inexplicably dropping its phallic stamen while
 retaining its yonic petal form. After returning home with the arm, the
 protagonist discovers the fallen stamen on the table and disposes of k in
 the waste can. Interestingly, near the climax of the short story, the
 protagonist dreams that the arm has retrieved the stamen and holds it in
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 6 Japanese Language and Literature

 her hand now attached to his body. This chain of events could be read as
 a fantasy of the arm functioning to redress the protagonist's own fears of
 castration.

 Moreover, according to Freud the excitement released by the fetish
 object is unconsciously related to the fear of castration. The male subject
 believes that the father has forbidden access to the mother by threatening
 to sever the male child's genitals. The fetish, in the Freudian sense,
 affords the fetishist a vision of the mother (represented by the girlfriend)
 with an object (the arm) that has come to signify the mother's lost
 phallus—regained. The hero's identity and ego should be strengthened as
 the gaze rests on the object of desire, which represents the mother's
 phallus.15 If the mother's lost phallus can be recovered, then the male
 fetishist can rest assured that his own is also no longer in danger.
 However, in “One Arm" this discovery of the mother's phallus is
 confused by the symbolic self-emasculation and subsequent integration
 of the woman's arm. That self-emasculation cannot be explained by the
 fetish. The attachment to his own body of the female arm with slender
 fingers also fails to fit within the parameters of the fetish. On the other
 hand, Kristeva's theory may provide a better basis for the interpretation
 of this aspect of ‘One Arm."

 Once the feminine arm has transgressed the border of the
 protagonist's male body, and presumably its blood starts to blend with
 his, the protagonist has truly entered the realm of the abject. Megan
 Becker-Leckxone has noted that Kristeva's abject is deeply connected to
 border transgressions, especially those related to a state of transformation
 between subject and object.16 The scene quoted above portrays a true
 breakdown of all concepts of self and other. Kawabata's choice in
 depicting not a complete woman but a woman's severed arm as the
 central object in the story rests in the severed arm's ability to represent
 the hero's desire. The sublime object of the protagonist's desire is so
 divorced from the girlfriend that most of her body is not present. The
 hero does not hope for a (usual) sexual experience between two integral
 individuals ending in release, but for a reunion with a sublime female
 body that exists outside of everyday reality. That sublime female body is
 represented in "One Arm" as the single arm.17 Stripped of personality, it
 allows the hero to sleep like a child, making a momentary link to a
 maternal femininity in an amniotic-like dream without the fear of the
 girlfriend's personality or opinions hindering his desire. Thus the
 protagonist's motivation in attaching the abject arm is clear: it is a return
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 Sharif Mebed 7

 to physical bonding with a deeply hidden memory of the mother or with
 the memory of happiness he once knew before individuation. But what
 remains unclear is the protagonist's motivation in the subsequent attack
 against the arm described as a "murder upon a sudden, diabolic impulse."
 In order to better comprehend that aspect of the story, and Kawabata's
 interest in the abject female body, I will spotlight two earlier stories by
 Kawabata that feature female corpses，which as mentioned before, exist
 as a central image of the abject in Kristeva's theory.18 The first of these
 works is "The Corpse Introducer," written when Kawabata was in his
 late twenties.

 The Alluring Corpse
 Kawabata published “The Corpse Introducer" in the literary magazine
 Bungei shunjii in 1929.19 Although it has received little attention from
 researchers, Tsuruta Kin'ya devoted a chapter of Kawabata Yasunari-ron
 (On Kawabata Yasunari, 1988) to an analysis of the story. Therein he
 argued that for the hero, and possibly Kawabata himself, a woman giving
 herself to a man in marriage is a form of death.20 Tsuruta notes the
 strange connection between sexual desire and death, but I believe that we
 must look even more carefully at the depiction of the body in this work.
 In ‘‘The Corpse Introducer," we are presented with a corpse that clearly
 excites the protagonist's sexual desire. The principal male character,
 Shinpachi, is a university student living in Tokyo, who "shares" an
 apartment with a young bus conductress named Yukiko. Yukiko works
 in the day, during which time Shinpachi uses the apartment as a study,
 returning to his own apartment in the late afternoon. She sleeps in the
 shared apartment at night. Because of the gap between arrival and
 departure times, they never meet one another face-to-face. This
 arrangement lasts for a short time until she falls ill from acute
 tuberculosis. As she lies dying in the upstairs room, the landlord tells
 Shinpachi that Yukiko has no known family. Not wanting to pay for
 funeral expenses, he asks Shinpachi to go to city hall and claim the
 young woman as his common-law wife in order to gain the right to
 donate her soon-to-be corpse to a medical university where Shinpachi's
 friend is employed. Shinpachi complies.
 The morning after Yukiko dies, the landlord's wife leads him to the

 room that they had both used. The landlord's wife has left the dead
 woman's eyes open, saying that Yukiko has been waiting to "meet" him.
 The girl's cold corpse with empty dilated pupils is a dramatic and eerie
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 8 Japanese Language and Literature

 image. The open-eyed corpse would normally be seen as uncanny, since
 viewers cannot help entertaining the idea that it may be possible for the
 dead to be looking at the living. It may even appear that the dead will
 traverse the line between life and death in reverse, a theme that Freud
 discussed as a childhood belief most people have repressed but never
 fiilly eradicated, making corpses appear particularly uncanny.21

 Despite the disconcerting image in the death room, Shinpachi
 asserts that, "because her face in death was so beautiful, smiling ever so
 slightly, the fact that her eyes were open was not in the least bit uncanny
 (pukimf):’22 However, Shinpachi's claim that beauty can overcome
 uncanniness will convince few readers. Kawabata depicts the scene in
 the following:

 The old woman removed the white cloth covering her face.
 “Oh! She's beautiful," Shinpachi said moving his head closer to the dead
 face as if being sucked in...23

 For a moment, Shinpachi can only make noises like "Oh" (in Japanese
 "Λό") and a few lines down "ah." He has momentarily lost the ability to
 express his feelings in words. Moreover, the narrator relies on kinetic
 description ("sucked in") rather than a direct inscription of the dead girl.
 This failure of words to describe the scene is reminiscent of someone

 overwhelmed by the sublime magnificence of nature, for example the
 awe inspiring beauty of an immense alpine vista, too vast to submit itself
 to verbal expression. For Shinpachi, the experience of Yukiko's dead
 face resides beyond the edge of linguistic encoding, in the realm of the
 sublime.

 According to Japanese theorist Unami Akira, the uncanny exists
 prior to language; it pulls us back out of the symbolic world that society
 has created through language, and it places us in the realm of the real, as
 Lacan described it, where language cannot protect us from the pain of
 living.24 From that description we can see the similarity between the
 uncanny and the sublime. But Unami goes further to argue that the
 uncanny and the sublime are different aspects of the same phenomenon.
 In rejecting the idea that the open-eyed corpse was “uncanny’’ by reason
 of its beauty or sexual attractiveness, Shinpachi can be seen as elevating
 the uncanny to the level of the sublime, providing some evidence to
 support Unami's suggestion that there is a linear connection between the
 two concepts. However, we are left with the question of how something
 that is uncanny, discomforting, horrible, and abject, like a corpse, might
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 Sharif Mebed 9

 be transfigured into the sublime. Fortunately, Kristeva attempts to
 address a similar transformation in Powers of Horror: the transformation
 of the abject to the sacred.
 In Powers of Horror, Kristeva contends that one function of religion

 is the purification of the abject. She also argues that the same
 transformation of the abject has become a function of art in modern times.
 This process of purification of the abject can be understood to be a
 process of naming and signifying, since religion and art are expressed
 through symbols. Therefore, the religions of the world name the abject,
 opening up a place for it in the chain of signifiers. By so doing, religions
 raise the abject not to the level of the everyday and mundane, but to the
 sacred, much in the way that Shinpachi attempts to redefine and inscribe
 the uncanny as sublime.
 That process is clearly represented in “The Corpse Introducer,"

 where the main character performs a number of quasi-religious
 ceremonies in order to purify the abject female body. One example of
 that is Yukiko's impromptu wake, where Shinpachi presides as the
 bereaved husband, despite the fact that he had never met her.
 Immediately after the wake, there is also a kind of ritual cleansing,

 where the landlord's family and Shinpachi sort through Yukiko's
 belongings. Although she is impeccably clean, and would “never let a
 stray red thread fall on the tatami," two objects appear which are impure
 and contrast with the clean and unpolluted image of the dead girl.25 The
 first is a bundle of soiled rags that the dying woman had used to soak her
 menstrual blood. Menstrual abjection is a point raised in Powers of
 Horror, where Kristeva explains that k represents a defiling danger that
 issues from within sexual or social identity.26 The landlord and his wife
 are disgusted at finding Yukiko's blood-soaked rags and immediately
 throw them away. Kawabata's decision to include this depiction in the
 text is not without significance. Both corpses and menstrual blood are
 human flesh no longer capable of living; menstrual blood exists in a kind
 of limbo of signification between life and death. It symbolizes the ability
 of sexual reproduction, while at the same time the failure to reproduce.
 Additionally, during the cleansing, Shinpachi discovers photos of a

 man and woman engaged in some sexual act. In the text, these images
 are referred to as "keshikaran-shashin “ or "shameful, disgraceful
 (abject) photos." At the time, pornography was illegal, and graphic
 photos would be extremely unusual, as cameras were almost solely in the
 hands of professional photographers. Therefore, they would be abject in
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 10 Japanese Language and Literature

 the eyes of a young woman living in Tokyo in the 1920s. Yet Yukiko
 had retained them for some reason. Shinpachi supposes Yukiko had
 found them in her bus but was neither able to throw them away, nor was
 she able to give them to her superiors. Significantly, Shinpachi does not
 dispose of them either but secretly saves them to view in private. Both
 menstrual-blood-soaked rags and sex-photos are interconnected with
 human reproduction, while at the same time, they are seen as "filthy,"
 and as Tsuruta Kin'ya argues, they sexually bond Shinpachi and the dead
 girl who never actually knew him.27 The room cleansing ceremony
 allows for a revelation of Yukiko's ambivalent ability to reproduce, and
 her secret of the sex-photos. However, there is yet another quasi
 ceremony that needs to be considered.

 While Shinpachi is carrying Yukiko's corpse out of the death room
 and down the steps, her stiffening waist suddenly bends. He nearly
 stumbles on the stairs and lands on his buttocks. He pauses and kisses the
 corpse. This carrying of the bride across the threshold, and the purloined
 “wedding kiss," along with the shared knowledge of the pornographic
 photos, completes the transformation of the abject corpse (what Kristeva
 calls unspeakable, uncontrollable, that which infects life with death28)
 into something that through the image of sexual reproduction
 simultaneously embodies both life and death. In addition to the “wedding
 kiss," Shinpachi refers to Yukiko as a ‘‘corpse-bride，” giving a name to
 what before had been an unsignifiable abject.

 Once Yukiko's corpse has been taken to the medical school,
 Shinpachi phones his friend working there and asks if she had been a
 virgin at death. On hearing that she had indeed been so, he requests a
 photograph of the dead girl, now laid out unclothed on a dissection table.
 The photograph of the nude corpse is soon delivered to Shinpachi, who
 keeps it with the sex-photos found in Yukiko's room, and views the set
 of three for enjoyment before he goes to sleep every night. Thus, the
 nude-corpse photo preserves the “corpse-bride” in his memory as an
 object of sexual desire while the real, rigid, soon-to-decompose body is
 far away.

 One common theme in Kawabata's works, seen here, is female
 virginity. In early works like "Izu no odoriko" ("The Dancing Girl of Izu，”
 1926) and Asakusa kurenaidan {The Scarlet Gang of Asakusa, 1929)
 through to his later works like House of the Sleeping Beauties, Kawabata
 returns to an ideal of female virginity. In “The Corpse Introducer,"
 Yukiko's virginity means that Shinpachi is the only man privy to her
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 Sharif Mebed 11

 sexualized naked flesh, and to her own knowledge of the pornographic
 photos. This privilege of familiarity with a woman's sexuality, normally
 reserved for a husband, gives Shinpachi a strong erotic connection to the
 dead girl. Thus, in the course of the short story, Shinpachi positions
 himself as Yukiko's legal husband, shares exclusive knowledge of sex
 with her, carries out quasi-religious ceremonies, and most importantly,
 he creates a new name to refer to the corpse. All of these actions function
 to purify the abject corpse, transforming k into a sublime femininity with
 beauty and sexual power that transcends even death.
 By giving sexually charged signification to the corpse, Shinpachi

 completes the reversal from abject back to object. However, as Kristeva
 has indicated, the abject does not just revert to the status of a mere object
 but becomes "sacred," or even "sublime." This sublime image of Yukiko
 is most apparent when, months after Yukiko's death, her younger sister
 appears looking for her. The younger sister looks very much like her
 dead sibling. Like Yukiko, she remains in Tokyo, sharing a house with
 Shinpachi. Like her sister she also takes the same job of bus conductress.
 Fatefully, she even contracts the same disease. However, although
 Shinpachi carries on a relationship with the living sister, she is not nearly
 as intriguing as the memory of the dead Yukiko, and he loses interest in
 Yukiko's sister after the initial sex act.29 Only Yukiko, whose cold flesh
 Shinpachi had kissed, can be considered sublime because originally it
 had been abject. Later in the story, Shinpachi does marry a third woman,
 Takako, whom he describes as a "vampire" or the living dead.
 Appropriately, the two consummate their relationship in a passionate sex
 act among corpses in a hospital morgue.
 In "The Corpse Introducer," Shinpachi rejects the uncanniness of

 Yukiko's open-eyed corpse by reason of the corpse's beauty. Through
 the quasi-religious rituals that are undertaken, the abject is converted into
 something sacred and sublime, and for Shinpachi, only a woman who is
 dead in some way can be seen as erotic. Within "The Corpse Introducer"
 the abject female body is presented as a space where the hero's own
 sexual desires can be put on display, and where the personality or agency
 of female is hollowed out to create a space for an ideal femininity that
 the hero keeps in his heart. Shinpachi's desire remains closely linked to
 female death, placing him in close proximity to the protagonist in "One
 Arm," who violently flings the arm onto the floor like "murder upon a
 diabolic impulse." Moreover, this close connection between Eros and
 death is not limited to this work, but is a leitmotif throughout Kawabata's
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 12 Japanese Language and Literature

 oeuvre. Therefore, I will turn to one more example of the strange
 connection between corpses and Eros in Kawabata's early works.

 Corpses and Reproduction: "An Orphan's Sentiment"
 The final short story to be examined is ‘‘An Orphan's Sentiment," which
 was published in 1925, four years prior to ‘‘The Corpse Introducer." In
 that work, there is a similar kind of conversion of the abject female body
 into the sublime. The story depicts an unnamed male protagonist who
 sees a number of preserved corpses on display in the basement of a
 medical school. One of the bodies is that of a young "foolish-looking
 country woman" whose abdomen and vagina have been cut open to
 expose a large fetus nearly ready to be born. This scene has a number of
 similarities to "The Corpse Introducer," as both works show female
 bodies that have been appropriated by medical facilities, further
 depriving women of control of their bodies postmortem.30

 The shockingly unforgettable image of the pregnant corpse is an
 expression of life, frozen in time by death and medical chemicals.
 Immediately after seeing the pregnant corpse, the main character, and his
 friend Kasahara, fiance to the protagonist's sister and scientist at the
 medical school where the corpse is on display, have the following
 discussion:

 ..for example, the corpse· It is not quite a person. It is not a living thing,
 and yet it is not an inanimate object. How do you interpret the corpse?"
 asked Kasahara.

 ‘‘A period of transkion.’’
 "What do you mean ‘a period of transition'? Are you saying that all that
 exists including nothingness itself has some kind of meaning, but that
 corpses are a kind of worthless temporary state一a state which may lead to
 rebirth as another living thing or possibly fade into oblivion?"
 “Are corpses without value?"
 "Corpses are what we dissect here."
 "As symbols of life?"
 "And at the same time, symbols of death.’’31

 In the above exchange, the characters make direct reference to the
 significance of the corpse. It shows the inability of humans to grasp the
 nature of the corpse—not quite human, but not a mere thing. The
 pregnant corpse prompts a dialogue where the two young men attempt to
 attribute meaning to all corpses. However, as Kristeva has argued, the
 corpse resists signification. The symbolic meaning of the corpse cannot
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 easily be ascertained. The characters conclude that the corpse signifies
 exact opposites: life and death一a supremely ambiguous signification.
 This, I argue, is a result of the same semantic effect that Kristeva outlines
 in The Powers of Horror. The corpse does not signify merely death, and
 moreover, the significance is fluid and can never be pinned down. This
 multiplicity of signification makes the image of the corpse extraordinary.
 The bizarre image of the corpse with fetus never to be born can be

 seen as rather similar to Yukiko in "The Corpse Introducer." Both are
 extremely complex signiflers that unify life and death, or Eros and
 Thanatos (the death drive). However, the corpse on display in “An
 Orphan's Sentiment" also distinctly expresses the concept of mother and
 child before separation can take place. Moreover, the unborn baby
 contrasts the hero of the story who (like Kawabata himself) had been
 orphaned at an early age, leaving him with no memories of his mother. In
 other words, the hero is radically separated from the mother whereas the
 corpse-baby is forever united with her. "An Orphan's Sentiment"
 presents the protagonist's ideal within the image of the corpse and fetus.
 That image is the child who will never lose his mother: neither in the act
 of parturition nor individuation. The dead baby will never develop an ego,
 never fear, nor will it ever feel hunger or pain. Finally, it is necessary to
 note the connection between the baby who is attached to the mother
 forever and the motivation of the protagonist in "One Arm," who is
 attempting to reconnect with the female body on a very physical level.
 This image of the abject female body and its close proximity to
 motherhood in Kawabata's text is an important motif that will help in our
 rereading of "One Arm."

 A Reevaluation of "One Arm"

 In the discussion above, the image of Eros bundled with death appeared
 clearly in the depictions of corpses and their association with human
 reproduction. It was argued that these images of sexuality and
 reproduction incorpprated into the abject female body highlight an aspect
 of the male character's desire. In light of those images, I would like to
 reconsider the protagonist in “One Arm" and his motivation in throwing
 away or abjecting the arm he had so admired and worshipped.

 In the first scene of “One Arm," just before the main character takes
 leave of his girlmend who has seconds before placed her arm in his care,
 the girlfriend asks him to put a ring that she supplies on its finger. As she
 gives him the ring, the protagonist asks if it is an engagement ring, but
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 the owner of the arm explains that the ring was a gift from her mother.32
 Hence, the ring appears to simultaneously infuse the arm with the
 concepts of fiance, girlfriend, and mother. This depiction is similar to
 Freud's dream-work condensation in which multiple persons or concepts
 are incorporated into one over-determined dream image.33 With that arm
 attached to the protagonist's body, it is then possible to read the climactic
 scene of "One Arm" as a description of a male hero who enters into a
 kind physical bond with an arm that at once represents the girlfriend's
 whole body synecdochically while also representing the mother's body
 metonymically. Once the arm is attached and the blood flows freely back
 and forth, the protagonist becomes like the fetus seen in “An Orphan's
 Sentiment," physically connected to the mother.

 Kristeva argues that the universal experience of abjection in infancy
 functions to set up a border between child and mother, marking the birth
 of the ego, but in "One Arm," we see the cancellation of that border. The
 hero appropriates the dismembered arm, worshiping it despite (or
 possibly because of) its abject nature. He then connects it to his own
 body, happily removing his own arm without fear of dis-integration.

 However, despite the fact that that connection to the mother seems to
 be the hero's goal, his pleasure is short-lived. In the climax of "One Arm,"
 the protagonist finds himself on the far side of abjection, which brings
 with it a blissful happiness but at the same time undermines his existence
 altogether, making him "disappear." Kristeva writes that the human
 subject is constantly at “risk of falling back under the sway of a power as
 secure as it is stifling."34 The image of the return to the mother is alluring
 while at the same time suffocating. In order to resist the destruction of
 his personality, the protagonist is forced to make what Kristeva terms “a
 violent clumsy breaking away" from the mother's body.35 His violent
 removal and ejection of the arm is nothing less than a struggle to save his
 own being. It is a repetition of the child's original abjection of the mother,
 which he had sought to redress by borrowing the arm. The protagonist
 has undertaken a quest for freedom from want and isolation that the
 sublime object of desire in the form of the abject female body seems to
 offer, but he soon recognizes that the sublime object of desire has a
 stifling embrace, from which the only escape is an act of “murder upon a
 sudden diabolic impulse," aimed against that same body. Therefore, at
 the end of "One Arm," the hero who went to pains to reverse the
 abjection of the mother throughout the story is forced to abject her again,
 by violently casting off the arm.
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 Conclusion: Reading Corpses in the Postmodern Age
 The goal of this reading of "One Arm" is not to uncover the hitherto
 unnoticed true meaning of the text, nor am I attempting to offer the
 interpretation as an accurate description of the writer's intention. I
 maintain that the meanings within ‘‘One Arm" cannot be pinned down to
 only one signification, like a symbol of the sex act, a representation of
 the fetish, or a replay of the moment of maternal abjection. Kristeva's
 theory of literature affords the interpreter an alternative to making
 spurious claims of having discovered the one true meaning of a literary
 text that has somehow eluded all other readers. She sees fiction as a

 dialogue between the reader, the text, and the milieu of other texts.36 In
 this essay, the intertextual dialogue between these three Kawabata works,
 coupled with Kristeva's writings on the abject made possible a new
 reading of "One Arm."

 In that reading corpses and a severed body part come to signify
 something enduring and meaningful, rooted in the unconscious desires of
 the male character. One of those meanings can be described as a desire to
 confront and redress the primal abjection of the mother. That takes the
 form of an encounter with the abject female body, followed by a re
 inscription, re-interpretation, and re-signification of that body by the
 protagonist. As a result of that re-interpretation, that which had earlier
 been abject comes to be redefined as desirable. I have then interpreted
 this as a desire to return to a pre-Oedipal relationship of child and mother.
 Female corpses and body parts function effectively because they are
 metonymically connected to the image of the mother, while as hollowed
 out bodies they have no personality to encumber the protagonists'
 fantastic desire. This reading of Kawabata's "One Arm," ‘‘The Corpse
 Introducer," and "An Orphan's Sentiment" focuses on the role of a
 psycho-physical relationship between child and mother occurring before
 the subject enters the realm of language, before the Oedipus relationship
 is played out, and even before the formation of borders around the ego
 exists. Within that reading, we can discover a new function of the abject
 female body, which is to create a space where the protagonist can
 reconnect to the lost sublime object of desire.

 This reading of three marginal works by Kawabata holds a number
 of implications for works that are more often taken up in research,
 especially in reference to Kawabata's treatment of gender. In the first
 scene of Snow Country, possibly Kawabata's most well known novel, the
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 protagonist, Shimamura, delights not in looking directly at a beautiful
 young woman (Yoko) on the train, but at her image mirrored in the
 window as it is set against lights dancing outside in the night landscape.
 In other words, for Shimamura the reflection is more intriguing than the
 actual woman herself. The same woman seen as a reflection in the

 window will end as a corpse at the conclusion of the work, paralleling
 the short stories discussed above. In Nemureru bijo (House of the
 Sleeping Beauties, 1960-1961), female characters are drugged into a
 deep sleep for the enjoyment of wealthy, old men who pay for the right
 to spend the night alone with them. In the tragic climax one of the young
 women does in fact become a corpse. The preference for the reflection
 over the real-life, and the dead (or nearly dead) woman over a vibrant
 partner may be an attempt to marginalize female characters for reasons
 of social power. However, with the low status of women in Japan at the
 time Kawabata wrote, it could be argued that such actions were not
 necessary. The present paper suggests an alternative reading that could
 be relevant to Snow Country, House of the Sleeping Beauties, and other
 examples of Kawabata's longer fiction as well. In that reading, the
 suppression of female personalities and agency is not solely a
 misogynistic tendency, but a depiction of the desire to place the female
 body into a kind of suspended animation, in order to construct a fantasy
 reunion with the lost mother. I do not necessarily intend to defend
 Kawabata from those who claim that his works fail to contribute

 positively to women's issues but hope to suggest the need to recognize a
 wide range of possible readings of Kawabata's oeuvre.

 Notes

 1 See Nina Cornyetz, The Ethics of Aesthetics in Japanese Cinema and
 Literature (New York: Routledge, 2007), 59-99; and Susan Napier, The
 Fantastic in Modern Japanese Literature (New York: Routledge, 1996), 67
 73.

 2Tsuruta Kin'ya, Kawabata Yasunari no geijutsu: junsui to kyusai (Tokyo: Meiji
 shoin, 1981), 246.
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 3Hatori Tetsuya, “‘Kataude ο yomu.’” Kawabata Yasunari: gendai no biishiki，
 eds. Takeda Katsuhiko, Takahashi Shintaro (Tokyo: Meiji shoin, 1978), 157.

 4 The sublime object of desire is a symbolic version of the real corporeal mother
 who has long ago disappeared.

 5 Julia Kristeva, Powers of Horror: An Essay on Abjection (New York:
 Columbia University Press, 1982), 3.

 6Ibid., 34.

 7Ibid., 4.

 8Noelle McAfee. Julia Kristeva (New York: Routledge, 2004), 47-48.

 9Kristeva, Powers of Horror, 12-13.

 10 Kawabata Yasunari, “One Arm," in House of the Seeping Beauties and Other
 Stories, trans. Edward Seidensticker (Tokyo: Kodansha, 1989), 122-124.
 Emphasis added by the author.

 11 Takayama Hiroshi. "Bukimina mono ga...: Kawabata genso bungaku no
 atarashisa," Kokubungaku 46, no. 4 (2001):81.

 12 Kawabata, “One Arm," in House of the Sleeping Beauties and Other Stories,
 105.

 13Hirakawa Sukehiro and Tsuruta Kin'ya, Nihon bungaku no tokushitsu (Tokyo:
 Meiji shoin, 1991), 310. Emphasis and translation are the author's own.

 14Hara Zen, Kawabata Yasunari no makai (Tokyo: Yuseido, 1987), 123.

 15 Richard Boothby, Sex on the Couch (New York: Routledge, 2005), 224-225.

 16 Becker-Leckrone, Megan. Julia Kristeva and Literary Theory (New York:
 Palgrave Macmillan, 2005), 33.

 17 When considering the reasons why the protagonist has borrowed an arm，and
 not some other part of the body a number of possibilities come to mind. On
 his way home, the protagonist thinks about the roundness of the top of the arm
 and its similarity to the breast. But I suggest that we also need to consider the
 fact that the arm is phallic in shape. It represents the phallus that the male,
 according to Freud, believes his mother to be secretly harboring, hidden
 somewhere. This concept is well explained in Marcia Ian's book
 Remembering the Phallic Mother: Psychoanalysis, Modernism, and the Fetish
 (Ithaca, N.Y.: Cornell University Press, 1993).

 18 The stories to be discussed here are not by any means the sum of Kawabata's
 investment in stories about corpses. As noted earlier, even his most
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 "mainstream" works involve female corpses. And in addition to the stories
 discussed in this essay there are others, such as "Incident of the Dead Face"
 ("Shinigao no dekigoto," 1925), a short story in which a man returns home
 from a trip to find that his wife has died in his absence. Suspecting that her
 dead face has retained a pained expression, possibly the result of his ill
 treatment, he asks her mourning relatives for a moment alone with her corpse.
 Removing the cloth covering from her face, he sees that in fact the dead face
 is contorted. He then forcefully massages his wife's face, resulting in a more
 peaceful appearance. Moments later her family members return to the room to
 find the woman's corpse with a more placid look and rejoice, saying that now
 with her husband home she can finally rest in peace. The wife's corpse
 functions like a text. Using physical force, the husband creates a new text of
 the female body, which is subsequently misread by her relatives to represent
 the exact opposite of reality.

 19 "The Corpse Introducer" has recently appeared in English translation as part
 of Alisa Freedman's book Tokyo in Transit: Japanese Culture on the Rails
 and Road (Stanford, Calif.: Stanford University Press, 2011).

 20Tsuruta Kin'ya, Kawabata Yasunari-ron (Tokyo: Meiji shoin, 1988), 35.

 21 Sigmund Freud, The Uncanny, trans. David McLintock (New York: Penguin,
 2003), 139-140.

 221 have included my own translation and not the excellent one by Freedman as
 she did not use the keyword "uncanny." In the quotation, Kawabata uses the
 word "bukimi," which also appears in the Japanese title of the translations of
 Freud's "Das Unheimliche," or "The Uncanny."

 23 Kawabata Yasunari, "Shitai shokainin" ("The Corpse Introducer"). Kawabata
 Yasunari zenshii, vol.3., (Tokyo: Shinchosha, 1980), 225. Translation by the
 author.

 24Unami Akira, Chikara to shite no gendai shisd (Tokyo: Rons5sha, 2007), 136.

 25 Kawabata Yasunari, "Shitai shokainin," 221.

 26 Kristeva, Powers of Horror, 71.

 27Tsuruta Kin'ya, Kawabata Yasunari-ron, 29-30.

 28 Julia Kristeva, Powers of Horror, 3-4.

 29 Kawabata Yasunari, "Shitai shokainin," 254.

 30 Additionally, both stories can also be compared to Oe Kenzabur5's early short
 fiction "Lavish are the Dead" ("Shisha no ogori," 1957), which depicts dead
 bodies in a medical school tank—one of which the hero finds sexually alluring.
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 Kawabata Yasunari, "Koji no kanj5" ("An Orphan's Sentiment"), Kawabata
 Yasunari zenshU, vol.2, (Tokyo: Shinch5sha, 1980), 164-165. Translation by
 the author.

 32Kawabata Yasunari, "One Arm," 103.

 33 Sigmund Freud, The Interpretation of Dreams, in Complete Psychological
 Works Of Sigmund Freud, vol.4, trans. James Strachey (London: Vintage
 Classics, 2001), 279. “

 34 Julia Kristeva, Powers of Horror,13.

 35 Ibid.

 36 Julia Kristeva. Desire in Language: A Semiotic Approach to Literature and
 Art (New York: Columbia University Press, 1980), 67-72.
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