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Japan in Asia

Modern Japanese science fiction (SF) has a long history since the late nine-
teenth century. Several books, articles, and papers have been written on the 
subject, most of which describe its development from the perspective which 
states that Japanese science fiction has been under the strong influence of 
European and American predecessors. I myself wrote an historical account 
of the genre for the Oxford Research Encyclopedias: Literature (OREL) several 
years ago.1 The essay focuses mainly on the relationships and interactions 
with American science fiction (at the editor’s request), along with European 
influences. The previous research, including mine, shows that the genre’s de-
velopment had strong connections with modernization of the country.

The modernization of Japan started after the revolutionary regime 
changes called the “Meiji Restoration,” which occurred in 1868. The new 
Meiji government relied heavily on the import of Western technology, sci-
ence, knowledge, and social systems to develop the country both economically 
and militarily. Though the preceding monarchs and dynasties had modeled 
Chinese and Korean administrative systems, the rapid modernization and 
Westernization brought about an underestimation of Asian, or non-  Western, 
traditions in every social and cultural aspect for the Japanese. This unrea-
soned, groundless disdain by the Japanese people led to the colonization and 
military occupation of other Asian countries; the Japan’s military invasion 
has long been a political issue among Asian nations and has not been fully 
resolved. As a consequence, after the World War II, China, Korea, and Japan 
have suffered unfriendly relations and hostile feelings under the complex 
Cold War regime, part of which results from the “historical recognition prob-
lems” between Japan and the other two countries. According to some social 
research or public-  opinion polls, unfriendly national sentiment still prevails 
in the majority of these nations.2
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Yet, it is true that apart from the political sentiments, people feel close and 
friendly through enjoying each other’s popular culture contents. Japan has 
exerted its cultural power exporting manga, anime, movies, pop music, and 
other cultural products to other Asian countries. These products have been 
admired and consumed enthusiastically there: many fans access the contents, 
or spread information about them, sometimes in illegal ways. The pop cul-
ture contents became “soft power” for Japan, attracting the youth around the 
world, giving them favorable images of the country.

Recently, young Japanese are enjoying other Asian cultures, showing pos-
itive attitudes towards these neighboring countries compared to older gener-
ations.3 More and more Japanese become interested in Asian contents such as 
movies, TV shows, comics, and TV cartoons, music (K-  POP, for example), and 
fiction. It seems the movements are recently spreading beyond these media, 
making a considerable impact on the broader areas and genres, including 
science fiction. At the same time, as some critics suggest, the growing interest 
in these Asian cultures coincides with the growing awareness about feminist 
issues and defiance against the patriarchy in contemporary Japanese society.4

Those who write about Japanese science fiction, including myself, have 
overlooked the relationships with these Asian countries and their influence 
on the SF genre. We Japanese tend to forget that Japan has been historically 
under the strong influence of these neighbors, both politically and cultur-
ally for more than 1,500 years. Japan was more of a cultural importer than 
exporter for such a long time. The history of Japanese science fiction should 
consider the international SF network in East Asia.

Here, as a preliminary study of the Asian science fiction history, I outline 
the history of Japanese science fiction briefly to correlate recent movements 
in the genre along with social awareness of diversity in the country.

The Beginning of Japanese Science Fiction

For many Japanese readers in the late nineteenth and early twentieth cen-
turies, Western fiction in general was a medium to learn about the advanced 
ideas and systems of the European nations. Among them, the scientific ro-
mance cultivated the Japanese interest in state-  of-  the-  art science and tech-
nology. Domestic stories about the future followed, around the turn of the 
century. The popularity of these scientific romances continued during the 
pre– World War II period, spanning more than eighty years.
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Western science fiction was first introduced to Japan in the late nine-
teenth century after the Meiji Restoration and the following period of social, 
industrial, and cultural reforms. These fundamental changes both in politics 
and culture were awakened and stimulated Japanese public interest in West-
ern civilization. Newspapers and magazines introduced the achievements of 
cutting-  edge science and technology as a means of Fukoku kyōhei, to build a 
country of wealth and military strength.

Translations of scientific romance became popular, too: Jules Verne’s 
Around the World in 80 Days was translated into Japanese in 1878 and caused 
a sensation among Japanese readers. More than thirty of Verne novels were 
published in the following ten years. British novelist and social critic H. G. 
Wells was another important figure. The Time Machine was translated and 
published under the title Hatiju Mannengo no Sekai (The Society of Eight Hun-
dred Thousand Years After). The Japanese title indicated that public interest had 
shifted from the introduction of Western civilization and scientific achieve-
ment to an anticipation of the future of humanity and society.5

Over several decades after the Meiji Restoration, science and technol-
ogy were regarded as a more practical means for the nation’s development 
than academic pursuit. This tendency supported prewar Japan’s expansionist 
policies and the invasion of East Asia. Novels about future war, and tales of 
incredible new weapons, accompanied by adventures in exotic settings pre-
vailed in the period of military expansionism in the 1920s to 1930s, especially 
in juvenile magazines and books.6 Oshikawa Shunrō (1877– 1914) was the first 
representative of the genre. Influenced by Verne, he wrote his most popular 
book, Undersea Battleship (1900), which “effectively predicted the actual war 
of 1904– 05.”7

Then, Unno Jūza (1897– 1949) became one of the most prolific, influen-
tial, and popular writers in the period between the two world wars. He was 
among the few Japanese who were fond of reading prewar American science 
fiction, and writing his own stories with their so-  called space opera manners. 
The Flying Island (1939), Mars Corps (1941), and other military adventure sto-
ries were welcomed enthusiastically by the public, especially young readers 
(among them was Ōe Kenzaburō, the future Nobel Laureate novelist).

Edogawa Rampo, the most famous detective-  fiction writer in Japan, was 
then a friend of Unno, and recollects that Unno was highly appraised and en-
trusted by the Japanese governments and the military authorities in the era.8 
This means science fiction in Japan had an affinity with the nationalistic, mili-
tarist expansionism of prewar Japan. (It does not mean Unno himself had such 
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inclination toward colonialism or militarism, of course.) After World War II, 
Unno was purged from public offices because of his relations with the military, 
but he kept writing under pseudonyms, and his writing focus shifted to criti-
cism towards totalitarian politics. “The Music Bath at 1800 Hours” in Sekai S.F. 
Zenshu 34 (1946) has been acclaimed as a masterpiece and precursor to postwar 
Japanese science fiction, and as political declaration of the new era as well.

Yet, we have to remember the historical truth that science fiction and its 
writers were employed to enhance national prestige. Expo ’70, the interna-
tional exhibition held at Osaka in 1970 was one of the examples of Japanese 
science fiction writers collaborating with the authorities: Komatsu Sakyō 
(1931– 2011), one of the most prestigious science fiction writers in Japan, 
created the concepts and themes of the whole exhibition. Though it was not 
warfare but a peaceful event, we should be aware that science fiction may 
inherently drive some authoritarian tendencies, as J. O. Bailey or Brian W. 
Aldiss caution.9

It should be noted here that few readers or writers in prewar-  era Japan 
distinguished between science fiction and detective fiction; to be more pre-
cise, science and technology were regarded as gadgetry or novelty that might 
bring innovations to detective stories. This tendency lasted beyond World War 
II until around the 1960s, when science fiction publications stood on their 
own as a genre.

At the same time, Japanese modernist writers in the period also had some 
sympathy with the British scientific romance or gothic fiction. As Adam Rob-
erts notes:

SF in this period become a—  perhaps the—  key way in which writers and 
readers tried to come to terms with social, technological, and cultural 
changes and “what those changes meant.” Though this view on science 
fiction was not prevalent at the time, the two aspects of science fiction 
Fredric Jameson points out, “High Culture,” or “elite” Modernism on the 
one hand, and mass culture on the other exist throughout its history 
of about 200 years and either of the two has been more dominant than 
others alternately.10

It is essential to indicate that the affinity between modernist movements and 
science fiction as “High Culture” because post-  war Japanese science fiction 
writers and publishers (some of them, at least) strived to establish the genre 
as “serious” and heighten its social evaluation.



FILM INFILTRATION TO DIVERSIFICATION 155

Postwar Japanese Science Fiction

World War II ended in August 1945 and “SF became truly popular, due in large 
part to the flood of SF paperbacks discarded by the American forces in occu-
pation, which filled the shelves of secondhand bookshops in the large cities.”11 
The American occupation forces stationed in Japan brought with them piles 
of books, paperbacks, and magazines, including science fiction in bulk. These 
published materials would become the basis for the cultural reconstruction 
of postwar Japan.

Displayed in the front of secondhand bookshops in Tokyo and other large 
cities, were gaudy covers of popular paperbacks and pulps: they featured half- 
 naked women, spaceships, aliens, or weird creatures. They attracted the eyes 
of the Japanese public, fatigued by the war, seeking an escape from reality, 
entertaining pleasures, and a hopeful and encouraging future. Among these 
young hopefuls was Tezuka Osamu (1928– 1989), who would become the most 
celebrated manga artist and animator.

Seeing the popularity of secondhand paperbacks and magazines, several 
ambitious publishers began publishing science fiction translation series. 
Seibundo-  Shinkosha started the Japanese edition of Amazing Stories in 1950 
(which was unfortunately suspended after only seven volumes). In 1956, 
the newly established publisher Gengensha launched an ambitious series 
of American and British science fiction translations. All of the titles were 
postwar science fiction, including the latest novels by Robert A. Heinlein, 
Fredric Brown, Arthur C. Clarke and others. After issuing less than twenty 
titles however, the company went bankrupt within a year because of a slump 
in sales. The failure of Gengensha shocked the publishing houses, and it 
was widely said that “science fiction never fails to put the publisher out of 
business.”12

In spite of Gengensha’s failure however, some publishers still recognized 
the possibilities of science fiction in the market. Hayakawa Shobo (Haya-
kawa Books), founded just after World War II had a fair success in publishing 
detective-  fiction translations; Hayakawa then launched new science fiction 
and fantasy series in 1957, and S-  F Magajin (SF Magazine) started in 1959. The 
challenging business made Hayakawa the leading science fiction publisher 
in Japan. Tokyo Sougensha, another publisher specializing in popular fiction 
started a science fiction section within Sougen Suiri Bunko (Sougen Mystery 
Paperbacks) in 1963. Hayakawa was behind Sougensha in paperback pub-
lication, but when its science fiction paperbacks appeared in 1970, readers 
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responded fanatically. The two paperback series have been competing for 
readers ever since.

Fukushima Masami (1929– 1976), the founder and first editor in chief of 
S-  F Magajin was the first among those who took science fiction seriously. He 
regarded science fiction as intelligent, mature, and revolutionary reading ma-
terials based on scientific facts and speculation.13 Fukushima followed John W. 
Campbell Jr.’s principles that science fiction should develop as a higher-  level 
art form, and tried to spread science fiction in many forms; later, his policy 
was called the “spreading and infiltration” of science fiction. This ambition of 
Fukushima affected Japanese science fiction in both content and its reception.

For achieving “spreading and infiltration,” Fukushima decided to publish 
a comprehensive worldwide collection of science fiction in the late 1960s. 
It was planned to be the first science fiction collection in the world, and he 
wanted to establish science fiction as a form of serious, artistic expression 
through publishing the series. For this purpose, he included some non– proper 
science fiction novels in the series: the first volume of the series to be dis-
tributed was George Orwell’s 1984 and Aldous Huxley’s Brave New World, both 
beautifully bound in cloth and boxed. The selection of these utopian fiction 
titles reflected Fukushima’s belief that science fiction was worth being re-
garded as a serious art.14

Fukushima believed that science fiction had the potential to convey phil-
osophical thoughts, and as commentaries on civilization or human nature. At 
the same time, Japanese writers of the postwar generations had been seeking 
unconventional forms and expression appropriate for representing their ex-
periences after World War II. With the rise of postwar science fiction pub-
lication, many other established writers of so-  called Jun-  Bungaku (roughly 
meaning “literary fiction” or “serious literature” in Japanese) also expressed 
their interest in science fiction: Kurahashi Yumiko, Kita Morio, and Nitta Jirō, 
to name just a few. Detective-  fiction writers had a stronger sympathy with 
science fiction than those from other genres, Fukushima wrote.15

For example, postwar Americanized democratic society liberated the 
Japanese people from the feudalistic prewar conventions, but it also caused 
anxiety about the possibility of World War III and further nuclear wars. 
Among the writers who reflected the ambivalent attitudes toward the post-
war Japan was Mishima Yukio (1925– 1970). In an essay, he insists that “science 
fiction might overcome the conventions of modern literature and its human-
ism.”16 In 1962, Mishima published Beautiful Star; the novel expresses his own 
views on humanity and its future through the words of an alien.
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Among these writers who contributed to the genre’s development and 
acknowledgement, the most important and significant figure was Abe Kōbō 
(1924– 1993). This avant-  garde, experimental writer first studied medicine at 
the University of Tokyo, but after graduation he decided to become a fiction 
writer. He received the Akutagawa Prize, the most prestigious literary award 
in Japan with “The Wall―The Crime of S. Karma” in 1951. This short story 
relates an absurd, avant-  garde experience of a man who had his name stolen 
by his business card; in the end, he metamorphosed into a wall. Christopher 
Bolton discusses the ambiguity of the story, saying “the novel’s final image 
seems to be an optimistic one, but it is also the kind of reversal. . . . The tension 
between freedom and belonging is captured by the lonely peace of the wild 
plain inside Karma”—  a place referred to as “the ends of the earth.”17

Abe further published works under the influence of science fiction such 
as Inter Ice Age 4 (1959) and The Double of Human Being (1966), both of which 
are highly acclaimed as the prominent achievements of postwar Japanese 
literature. Bolton compares the revolutionary quality of Inter Ice Age 4 to that 
of the cyberpunk revolution during the 1980s and 1990s in that Abe “features 
a similarly dark view of the future characterized by corporate conspiracy, the 
same reluctant celebration of human bodies transformed by invasive tech-
nology, and the unsettling possibility of a disembodied human consciousness 
that floats in computer memory, suspended between life and death.”18 Abe 
wrote novels combining scientific ideas with modernist style before the sci-
ence fiction genre was established in Japan.

Abe was the vanguard of the science fiction movement in the Japanese 
literary scene, and his active support for the genre gradually drew public 
attention. This recognition of science fiction was reflected in the growing 
number of reviews and critical essays in literary magazines and newspapers. 
Ishikawa Takashi, a leading critic of popular fiction for about half a century— 
 especially of detective and science fiction—  contributed to the yearbooks of 
the literature and publishing business for decades. His reviews that appeared 
in the yearbooks show how science fiction established its presence in Japan: 
he began commenting on science fiction in 1962, but the account first ap-
peared as a portion of the detective-  fiction section. Year by year, however, the 
space for science fiction grew larger, and finally the genre was allotted several 
pages as an independent category in the late 1960s.

The accounts above show one of the examples of the “spreading and in-
filtration” of science fiction into postwar Japanese culture. These literary 
movements occurred along with the development of Japanese science fiction: 
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so-  called first-  generation Japanese science fiction writers started writing 
their own version of science fiction under the strong influence of Western 
science fiction, especially British and American titles. However, they would 
later develop their own styles and themes: one of the first proper science fic-
tion writers was Hoshi Shin’ichi (1926– 1997); he continued writing only flash 
fictions, publishing more than 1,000 stories throughout his career. His style is 
very unique in its settings and characters: he avoids Japanese names for either 
persons or places, instead calling them only by the alphabet, such as “Mr. M” 
or “S city” to render his fiction universal.

Komatsu Sakyō, who is the most respected science fiction figure in Japan, 
is famous for his phenomenal best-  selling novel Japan Sinks (1973). Komatsu 
asserts that science fiction is a genre appropriate for representing “humanity, 
the globe, or the universe as a whole.”19 He wrote numerous novels and stories 
that are tremendously broad in scope; his acclaimed novel At the End of an 
Endless Stream (1966) depicts a man’s odyssey over space and time in a quest 
for the raison d’etre of humanity. Komatsu’s speculation on humanity and its 
future was original in its wide range of topics and interest, yet he should be 
regarded as representing the Japanese concept of Campbell’s ideal: science 
fiction as social criticism.

Another representative Japanese science fiction writer of the generation 
was Mitsuse Ryū (1928– 1999). He was strongly influenced by Heinlein’s future 
epic stories to create his own Space Chronicle series. His visions, however, were 
darker and more pessimistic than those of American writers, depicting outer 
space as the site, less of heroic activities, than of loneliness and desperation. 
His masterpiece Ten Billion Days and One Hundred Billion Nights (1967) tells sto-
ries of eternal battles that represent a typical Japanese science fiction mode, 
“the elegiac mode, with its implications of loss, grief, and absence.”20 Japanese 
writers started writing science fiction following the American predecessors 
to develop their own styles and themes. The first generation of SF writers 
created a highly successful reputation.

Spreading and Infiltration of Science Fiction

In the late 1970s, science fiction suddenly caught the attention of the media 
and the public in Japan, mainly due to the release of innovative science fiction 
movies such as Close Encounters of the Third Kind (1977) and Star Wars (1977). 
The instant boom boosted the sales of science fiction books, with new mag-
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azines and paperback series added to the market. The most important and 
notable of these was Sanrio science fiction paperbacks (1978– 1987). Under 
the supervision of Yamano Kōichi, avant-  garde writer and critic, the series 
boasted a wide selection of novels and stories from every corner of the world 
and various fields.

Sanrio’s biggest contribution to the genre was introducing unknown 
works by female and experimental writers, which had been avoided by es-
tablished publishers because of their male-  dominated, conservative reader-
ship (regrettably, Sanrio paperbacks were discontinued in 1987). Examples of 
these writers were Ursula K. Le Guin and Kate Wilhelm. Sanrio paperbacks 
were the first to introduce Chinese science fiction to Japanese readers: Lao 
She’s Cat Country (1932). The discontinuation of Sanrio Paperbacks reflects 
patriarchal, Western-  oriented attitudes that still remain in the Japan’s sci-
ence fiction scene, especially in its market or fandom, which will be dis-
cussed later.

The science fiction boom came to an end in the late 1980s when several 
magazines and paperbacks discontinued publishing. The boom however had 
attracted a large number of youths, many of whom were creative and tal-
ented, and they began to produce science fiction of their own: young adult 
novels, comics, animation, visual arts, and in other forms and media. Literary 
fiction was no exception; young writers created novels and stories of styles 
influenced by science fiction. Among them were two Murakami: Murakami 
Ryū and Murakami Haruki, as well as various female writers who appeared 
in the 1990s.

Murakami Haruki’s work bears a strong resemblance with the work of 
Kurt Vonnegut (1922– 2007), which represents the relationships between 
science fiction and contemporary postmodern fiction. Hard-  Boiled Wonder-
land and the End of the World (1985) is a masterpiece of Japanese postmodern 
imagination, to which Murakami occasionally returns as in 1Q84 (2009– 10). 
Murakami Ryū has written several novels more closely related to science fic-
tion in themes and techniques: Coin Locker Babies (1980) set in the near-  future 
Tokyo tells the stories of twin brothers who tried to change the world, each in 
his own way. Superconduction Nightclub (1991) was apparently written under 
the influence of the cyberpunk movement; The World in Five Minutes from Now 
(1994) is a novel about Japan in a parallel world, and Singing Whale (2010) 
presents a dystopian future. These works illustrate how the author was fas-
cinated with imagined worlds developed under the influence of American 
science fiction as well as the Japanese elegiac mode.
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Tsutsui Yasutaka is one of the first-  generation science fiction writers, but 
his writings are responses from the influence of the science fiction genre, to 
contemporary Japanese literature, “whose formal and thematic concerns are 
comparable to the works of the first wave of American postmodernists back 
in the 1960s.”21 In the 1960s, Tsutsui focused on “the society of the spectacle,” 
producing stories of a nightmarish society controlled by mass media such as 
48 Billion Delusions (1965). Tsutsui was also one of the earliest Japanese writers 
who used a metafictional approach: Fleet of Fantasy (1984) and Paprika (1993). 
Tsutsui has become a representative literary figure of experimental fiction.

The next generation of Japanese novelists who emerged in the 1990s have 
much in common with popular culture: fiction, movies, comics, and others. 
These new generation writers refused to be categorized as either “serious” 
or “popular.” Among them, the most notable are Shōno Yoriko and Hiromi 
Kawakami; the two female writers repeatedly acknowledged that science 
fiction had a great influence on their works. Both are famous for their in-
novative illusory styles as well as consistent investigations into gender and 
sexuality, and are highly acclaimed as radical writers. Shōno’s Time Warp 
Complex (1995) and Kawakami’s “Treading on a Snake” (1996) were both 
awarded the Akutagawa Prize, which made them leading literary figures 
since then. In their fiction, the inner worlds of characters are never distin-
guishable from objective realities; they encroach on each other, presenting 
bizarre, fascinating images of the modern world filled with popular icons 
and indigenous images.

Shōno tries to “create a fictional space which contains a critique of 
Japanese language already deformed and of the thoughtlessness of mass 
media through the force of [her] extremely private composition.”22 Her 
unique style shares with New Wave and cyberpunk science fiction the aware-
ness of the fictional reality composed of information spread by media: two 
realities, social and private, compete for hegemony. Her recent works criticize 
the neoliberal economic system and its consequences of cultural commercial-
ism as the newest form of restriction and oppression.23

Kawakami was directly influenced by science fiction. She had been an 
active science fiction fan in her youth, reading translations of American and 
British science fiction. Along with fan activities, she began writing her own 
stories in her undergraduate days. In 1994, her “Kamisama” (“God”) won a 
small literary prize, and she started her professional career as a fiction writer. 
“Treading on a Snake” tells a strange story of a young woman who lives with 
a snake-  incarnate middle-  aged woman.
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Shōno and Kawakami both feature unrealistic settings and unconven-
tional modes of characterization and storytelling following the science fiction 
they enjoyed in their teens. Their success in these non-  realistic modes demon-
strates how science fiction has become an important resource for contempo-
rary postmodern fiction writers in Japan.

As noted above, in the 1980s and 1990s, the Japanese saw revolution-
ary changes in their dominant literary modes: modern Japanese literature 
started under the influences of European realism and naturalism in the late 
nineteenth century and created unique styles of its own realism such as 
“shi-  shōsetu” (roughly translated as “I novel”): half-  autobiographical, half- 
 fictional stories. Though such an idiosyncratic yet realistic mode of fiction still 
prevails in the Japanese literary scenes, not a few writers of opposite styles 
and modes are increasingly acquiring popularity. The popularity shows what 
the “spreading and infiltration” movement of science fiction has achieved in 
fifty years since the publication of S-  F Magajin.

It seems that the first generation’s dream of science fiction infiltrating 
many aspects of Japanese culture has come true: not a few films, manga, or 
anime stories adopt non-  realistic or fantastic modes and styles. However, 
many female writers have different views on the movement. Shōno repeat-
edly protests misogyny and anti-  feminist sentiment in Japanese society, and 
she has had difficulty publishing her polemic stories against male-  dominated 
Japan.

Some female science fiction writers appeared in the New Japanese Fiction 
issue of The Review of Contemporary Fiction (2002): Matsuo Yumi, author of 
Balloon Town stories, states that she wants to write of a contemporary Japan 
as “a kind of prison” for females.24 Ōhara Mariko declares, “it is high time 
we transgress that existing cause of feminism,” which she will try through 
writing science fiction.25 These interviews however have never appeared in 
Japan: these strong statements are ignored by Japanese science fiction pub-
lishers and fandom. Even now, female writers sometimes remark that they 
are likely to be treated as inferior to males, feeling ignored or neglected. Such 
existing patriarchy and misogyny should be overcome through science fic-
tion’s imagination, as Ōhara suggests. It is time for Japanese science fiction to 
develop into the next stage, in which true diversity should be achieved: gender 
and sexuality, race and ethnicity and other contemporary issues to be raised.



162 NAGASAWA TADASHI

What Science Fiction Will Mean: Into Diversification

Seeing what has been happening in Japan concerning international relations, 
science fiction will promote mutual understanding between countries in East 
Asia. As Japanese society is becoming more and more conscious of its diver-
sity, science fiction may contribute to bringing about changes to the social 
system, as well as personal consciousness.

Primarily, cultural interaction and exchanges are now more active among 
Asian countries. Chinese science fiction is now becoming popular around the 
world. Japan is no exception, of course: it has had a large readership in the 
country. Ken Liu’s The Paper Menagerie and Other Stories, a collection of short 
stories, was published in 2015 to astonish Japanese science fiction fans with its 
original imaginative, yet delicate sensibility. Science fiction publishers started 
to introduce novels and stories from China eagerly, and The Three-  Body Problem 
series boosted Chinese novels’ popularity, attracting attention and applause. 
The spectacular novels by Liu Cixin were published beginning in 2019, and 
sold more than 100,000 copies within a year. Quite a few media featured arti-
cles or reviews on the novels, with the author himself appearing in magazine 
and newspaper interviews and in lectures or symposia in Japan.

The boom has had a large impact on Japan’s publishing market, and is 
now spreading outside of the genre. Many readers are becoming interested 
in Chinese fiction, music, and other cultural contents in general. Bungei, one 
of the established literary magazines in Japan issued the special issue on Chi-
nese fiction titled, “China, Science Fiction, and Revolution” in January 2020. 
The volume sold out immediately and now has an expanded version that has 
appeared in book form, which is rare in Japan’s publishing business.

The Bungei special issue on Chinese science fiction also shows the grow-
ing interest in Japan on various themes and topics focusing on “diversity.” 
The preceding volume of Bungei, a special issue on “Korea, Feminism, and 
Japan” was also a great success; the issue was reprinted three times, a dozen 
newspaper and magazine articles were written on the instant boom, and con-
sequently, the publisher, Kawade Shobo Shinsha edited and published a book 
of the same title to meet the demand of Japanese readers. The latest issue of 
the magazine has the subtitle “Awakening Sisterhood,” which includes short 
stories by Margaret Atwood, alongside African, Chinese, or Korean female 
writers, as well as Japanese writers. The issue focuses on gender and feminist 
subjects combined with key issues of ethnicity and nationality.

Concerning human exchanges, one of the most monumental events was 
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the Second International Science Fiction Symposium (ISFS2), which was held 
in 2013. Science Fiction and Fantasy Writers of Japan (SFWJ), the organization 
for professional writers invited as panelist Wu Yan, a professor at Beijing 
Normal University and prolific author of numerous short stories, essays and 
papers on science fiction. Professor Wu talked about science fiction in China, 
its history and recent situation, and introduced a new generation of Chinese 
science fiction writers, including Liu Cixin.26 After the 2013 symposium, per-
sonal exchanges continue between the science fiction communities of the two 
countries; these include inviting writers, critics, and scholars to each other’s 
conventions, meetings, and panels. The number of translated novels and sto-
ries is increasing in each country.

Currently, the South Korean science fiction community is joining East 
Asian circles. In South Korea, science fiction has just started to be recognized; 
its limited and small market is growing gradually. Yet South Korean films have 
already acquired worldwide popularity, and they rely heavily on the science 
fiction imagination; Bong Joon-  ho’s The Host (2006) and Snowpiercer (2013) 
are representative of these South Korean films inspired by science fiction. In 
addition, Science Fiction Writers Union of the Republic of Korea (SFWUK) 
and Korea Science Fiction Association were founded both in 2017.

Diversity has become important in Japanese science fiction. Hayashi Johji 
is the present chairman of SFWJ and has joined several international confer-
ences or panels, both in Japan and China. Hayashi’s fiction focuses on several 
topics spanning science and technology, including communication problems. 
His latest nine-  volume series of Logistics in Outer Space (Seikei Izumo no Heitan) 
(Logistics in the Star System Izumo, to translate literally, 2018– 20) share some 
important features with Liu’s The Three-  Body Problem. Hayashi’s story depicts 
the descendants of humans living far from home, on the planets named after 
Japanese ancient states: Izumo, Iki, Mizuho, Suo, etc. One day they find ar-
tificial satellites constructed by unknown creatures and eventually go into 
battle with them. The story, however, focuses less on the military actions than 
discussions, both political and scientific: wartime political readership, effi-
cient social organizations, communication and mutual understanding with 
other beings. The significant part of the story is the attempt of human beings 
to communicate with the aliens with totally different logic and sign systems, 
which reminds us of Samuel R. Delany’s Babel 17 (1966), yet is more compre-
hensive and scientific.27

Among other Japanese writers working energetically for international 
exchanges are Fujii Taiyō and Ueda Sayuri; both appear in public with Chinese 
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writers at lectures or panels to discuss several topics. Ueda published a novel 
about Japanese and Chinese scientists’ collaboration in prewar China. The King 
of Ruin (2017) is set in Shanghai during the 1930s to 1940s; Japanese biologists 
hired by the Japanese military authorities create a deadly virus without a 
cure or vaccine. The story depicts the ambivalence of scientific developments, 
human relations, and mutual understanding between cultures beyond na-
tionalities or ethnicities.28

These writers’ stories feature topics of cross-  cultural communication 
though they differ in some places. Hayashi tells of the descendants of immi-
grants from the earth to a far-  away galaxy in a distant future; whereas Ueda’s 
story is set in the past based on historical facts. Yet their stories reflect the 
biggest problem in the present: the diversities of the contemporary world 
and how we should react to them; including ethnic, sexual, or other socially 
significant physical features, we now live in circumstances consisting of di-
verse people. The Japanese thought of their nation as almost homogeneous, 
neglecting minorities or even eliminating them from the community. Now the 
country has to face diversification in their communities, offices, schools, and 
in every corner of its society. Quite a few science fiction writers and critics 
are conscious of the oncoming new world, and at the same time are somewhat 
confident in the great possibilities of science fiction to represent the future 
of our world.
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