The interaction of fantasy and reality in Japanese doujinshi
by

Alexis Candelaria
A thesis submitted in partial fulfillment of the requirements for the degree of

International Studies
Pacific University
2007
Approved by 

Chairperson of Supervisory Committee

Program Authorized 
to Offer Degree

Date 

Pacific University
Abstract

The Interaction of Fantasy and Reality in Japanese Doujinshi
by Alexis Candelaria
Advisor: Cheleen Mahar, Professor of Anthropology
This study examines the products of a small subculture within the Japanese population, and uses textual analysis to draw culturally-based conclusions about why its members create and take pleasure in the unique brand of fantasy that they do.  The study also comments to a lesser extent on the Internet-borne, text-based American “mirror” version of this subculture.  The media which encapsulates both subcultures’ fantasies are boys’ love and yaoi doujinshi, graphic magazines which depict pairs of boys in romantic relationships; they are drawn, written and published entirely by and for amateur fans of certain manga and anime, virtually all of whom are young women. The conspicuous difference between the genders of artist/reader and depicted main characters gives rise to this project’s thesis: doujinshi are manifestations of female wish-fulfillment, in a form which is shaped by cultural pressures.
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Glossary

anime. The visual, animated counterpart to manga (see below.)  Because a great deal of anime is produced to correlate directly with a popular manga (for instance, there is a manga version of Shaman King and an anime Shaman King that was produced afterward), it covers the same variety of topics and has almost the same level of popularity.  There are also completely original anime narratives which do not spring from manga (these original narratives can occasionally spawn manga spin-offs as well.)  Virtually all modern doujinshi borrow their characters and settings from manga or anime.

boys’ love (BL). See yaoi.

canon. “In the context of a fictional universe, the canon comprises those novels, stories, films, etc., that are considered to be genuine or officially sanctioned, and those events, characters, settings, etc., that are considered to have existence within the fictional universe.  In order for a setting to appear cohesive, especially in fictitious universes that contain multiple parts or components, both creators and audiences sometimes find it useful to define what has and has not ‘actually happened’ in that universe.  Items that are considered canon usually come from the original source or author of the fictional universe, while non-canon material comes from adaptations, spin-offs or unofficial items, often in different media.  Fanfiction is usually an example of non-canonical fiction.”
  It should be noted that occasionally what is true, indisputable canon in the professional manga of a series is not always canon in the anime version of the same series, and visa versa.  See also “fanon.”

-dono. An archaic honorific Japanese name suffix, commonly used by samurai and warriors when addressing the people they owe allegiance to.  Roughly equivalent to ‘Lord.’

doujin. Short for doujinshi.  American fan usage.

doujinshika. An amateur manga artist, whose graphic works are self-published at small printing companies and distributed in the semi-underground world of conventions—versus a professional graphic novelist, a mangaka.

fandom. The “kingdom” of fans; the entire dominion or sphere of fans of a genre, often used as a blanket term to indicate not only the particular passions of fans but also the all the works produced by them.  “Naruto fandom” would describe not only the large fanbase of individuals Naruto has accumulated, but also indicate all the websites, fanfiction, fanon, etcetera based on the Naruto world.

fanfiction. Sometimes shortened to “fanfic” or just “fic,” a fanfiction is a piece of writing, written by a fan of a television show, movie, book, manga, or anime, that borrows characters from the original media and then creates a new narrative using them.  This is a medium very similar to doujinshi, except that it is text-based rather than illustration-based.  The blanket term “fanfiction” can be broken down according to genre, according to fandom, or both: an “AU Naruto fanfic” would be a fanfiction using Naruto characters that takes place in an Alternate Dimension (i.e., not the usual Naruto universe of ninjas, but perhaps positing Naruto and his friends on a space station or in our everyday world.)  Fanfiction is usually published on the Internet, either on the author’s personal website or on websites that specialize in collecting and publishing fanfiction, such as www.fanfiction.net.  Fanfiction does not limit its borrowing of characters to Japanese series; there is an abundance of Harry Potter and Dr. Who fanfiction, for instance.
fangirl. Literally, a female devotee of anime, manga, doujinshi, or other similar media.  One can also be a fangirl of a particular character, or a particular type of subject matter (i.e. a yaoi fangirl.)  The label is associated with a particular kind of behavior, such as extreme obsession with the object of affection, pursuing and collecting the object of one’s affection fanatically, acting silly and irrational where the object of affection is concerned, dressing up in costumes associated with the object of affection (especially at conventions), etcetera.  Fanboys are the similarly-obsessed male counterparts of fangirls.
fanon. “Fanon, a portmanteau of fan and canon, is a fact or ongoing situation related to a television program, book, movie, or video game that has been used so much by fan writers or among the fandom that it has been more or less established as having happened in the fictional world, but which does not appear in any official work from the original authors, scriptwriters or producers.  A variation of fanon is ‘personal canon,’ which is a set of fanon-like facts that are accepted as canon by an individual fan or a group of fans.”
  This acceptance, adoption and building upon of a fan-produced idea is prevalent in yaoi doujinshi, where a single popular author can set the trend for many others who share her fandom—though it is more common for the general emotional characterization of a pairing’s romance to be set in this manner than for a single concrete “fact” to be added to the community’s consciousness.  For example, the character Zax’s friendly older brother-like personality, which is borne out with remarkable consistency in most Zax x Cloud magazines, very likely owes its genesis to a doujinshi author (most probably Akizuki Ryo of Yubinbasya).  In the original narrative Zax springs from, he appears for an extremely brief period; although he is very important in the context of Final Fantasy VII’s plot, he is something of a cypher in the game due to his lack of direct screen time.  In order for doujinshi about Zax and Cloud’s posited romantic relationship to have the required emotional impact, large parts of his personality have to be filled in—the fact that he is shown so consistently from magazine to magazine, rather than having great individual variation according to each magazine author’s perception, highlights his fanon nature.
fanworks. Similar to fandom, but instead of including the fans themselves and information about a series’ universe, indicates only the creative work produced by fans.  Fanfiction, fan artwork and fan websites are fanworks.

manga. A Japanese media, characterized by paneled, sequential illustrations mingled with text.  Similar on the surface to American “comic books,” but distinguished by much wider subject matter and consequently a broader level of popular appeal.  Manga permeates Japanese society to the degree that text-only books permeate ours, and there are manga aimed to appeal to all the age ranges and societal groups in the culture.  There are manga about cooking, swords and sorcery, businessmen, robots, romance, war, factual history, and everything in between.  Note that for the purposes of this study, “manga” refers to professionally published graphic narratives, edited and distributed by mainstream publishers.  Virtually all modern doujinshi borrow their characters and settings from manga or anime.

mangaka. A professional manga artist, whose graphic works are published in the mainstream—versus an amateur graphic artist of doujinshi, a doujinshika.

otaku. A word with a long and complex history, “otaku” is used similarly in both Japan and the West but has slightly differing connotations.  A person described as an otaku in the West can be an obsessive manga/anime fanboy/fangirl, looked down on by his peers for his fixated behavior, in which case the word is derogatory.  But some Western fans of manga/anime also label themselves with the term, and many gatherings, stores and websites that cater to anime/manga fans have adopted otaku-related titles (such as Baltimore, Maryland’s premier anime/manga convention, “Otakon”)—in this case, the term is part of an individual’s adopted identity and therefore not derogatory.  In Japan, this slightly self-deprecating adoption of the otaku identity and label is not unheard of, but the word is more likely to have negative associations than in the West; also, in Japan otaku are not always fans of anime/manga but can be persons avidly interested in virtually any kind of hobby/activity, such as the “gunji otaku,” (“military fan.”)

-san. An honorific Japanese name suffix roughly equivalent to ‘Mr.,’ ‘Mrs.’ and ‘Ms.’

seme. Literally, “the attacker” in Japanese.  In the context of boy-on-boy relationships it refers to the partner that is on the top in the sexual realm and more aggressive in the pairing’s romantic relationship.  Associated with several stereotypes, such as being the more handsome of the two; the older, taller, more experienced and frequently more passionate or ardent man in pursuit of the uke’s submission.  Denoted in pairing abbreviations by being the first name listed (i.e.: Sasuke x Naruto; SasuNaru)
Shojo (manga). “Shojo” means “girl” in Japanese; shojo manga is a Japanese genre of manga explicitly aimed at a young female audience, and is often romantically themed

Shonen (manga). “Shonen” means “boy” in Japanese; shonen manga is a Japanese genre of manga explicitly aimed at a young male audience, and is often action- and competition-oriented

slash. “Slash is a similar Western phenomenon to yaoi, in which fans of certain TV shows, books and movies created fanworks in which male characters were paired together in romantic or sexual situations.  It is called ‘slash’ because of the ‘/’ mark between the names of the featured characters.  ‘Kirk/Spock,’ for example, indicates the characters being slashed together.  Generally, the character before the slash is the one on top, and the character after the slash is the one on the bottom, equivalent to seme x uke pairing notation.  ‘Yaoi’ is often used when the source material is Asian, while ‘slash’ is used when the source material is Western.”

uke. Literally, “the receiver” or “the defender” in Japanese.  In the context of boy-on-boy relationships it refers to the partner that is on the bottom in the sexual realm and in the pairing’s romantic relationship.  Associated with several stereotypes, such as being the cuter, younger, shorter, more naive and (sometimes) more reluctant of the pair who is pursued, protected, and generally dominated by the seme.  Denoted in pairing abbreviations by being the second name listed (i.e.: Sasuke x Naruto; SasuNaru)

yaoi. “Yaoi is the Western term for a Japanese genre of manga and anime, which focuses on romantic relationships between men, created by women for a female audience.  ‘Yaoi’ is an acronym word for the Japanese phrase ‘yama nashi, ochi nashi, imi nashi,’ or, ‘no peak, no point, no meaning.’  Western fans have taken this acronym and applied it to all anime, manga and fanworks which involve male characters in romantic situations. However, Japanese writers and artists often use the term ‘BL’ or ‘boys’ love,’ which means the same thing as Western fans’ use of ‘yaoi’.”6  The prominent Western yaoi website, www.aestheticism.com, seems to particularly associate the term yaoi with doujinshi, (and boys’ love with professional manga), suggesting that in Japan “yaoi” has negative connotations associated with poorly drawn art and egregious sex scenes.  According to Kinsella
’s description of the Japanese “otaku panic” in the late 1980s, this claim may have some validity, but the stigma seems to have gradually faded over time—especially since former doujinshi artists like Koga Yun and CLAMP have now penetrated the mainstream and are well known for the high quality of their artwork.
NOTE: In addition to the above terms, a number of specific anime, manga and video games are discussed in this thesis.  Final Fantasy VII, Getbackers, Mobile Suit Gundam Wing, Mobile Suit Gundam Seed, Naruto, Shaman King and all the other series mentioned herein have numerous Internet sites devoted to summarizing their content; looking up these titles on www.wikipedia.org is a good way to find basic background information for those interested in a fuller understanding of canon depictions.

Chapter 1

Introduction
Umeda is like a splash of glowing paint that landed in the middle of Osaka and seeped down in-between the skyscrapers.  The tallest buildings themselves seem fairly dull, glass-walled and dark at night with only the occasional bright sign, but the tiny streets that wind around them are another thing entirely.  Sometimes the metaphorical “paint” has landed higher up—the huge HEP 5 department store and the massive, lacy Ferris wheel burning crimson on its roof are one example—but for the most part the activity and gritty beauty is hidden at ground-level.

One entrance into the entertainment district is telling: getting off the Keihan train line, a pedestrian walks down ordinary city streets and climbs over an inelegant steel bridge to cross a massive freeway.  The fringes of the place at night are dark, dark, but as one approaches the destination the surroundings subtly begin to brighten up with hints of streetlights and the occasional shimmering billboard.  Marking the actual point of transition and sitting directly on the border is, incongruously, a peaceful Shinto shrine, with delicately tended trees, clean stone pathways and buildings done in the ancient style
.  The quiet gives little hint of the cars streaking by behind or what lies directly ahead.  Taking the broad path that skirts between the main building and the fox-guarded sanctuary to the god of commerce lands a traveler in a blaze of sound, smell and fluorescence.

This is a shotengai
, a roofed pedestrians-only street lined wall-to-wall with restaurants, gambling parlors, strip shows, pharmacies, video game arcades, and retail stores selling everything imaginable.  There are even bars staffed with men and women trained to flatter and entertain their patrons like the geisha of a previous era.  The narrow space is packed with people seeking excitement from dusk until dawn, and handsome men wrapped in tight black aprons add to the press by standing outside their stores and hustling the passersby to attract more business.  The electronic burble of pachinko slot machines mingles with the advertising shouts of the hosts and the occasional snatch of loud music from a microphone; things as seemingly incompatible as high-fashion outlets, massive animatronic dragons, and a Beatles tune share the space and create their own kind of harmony.

Umeda is an appropriate setting for a Mandarake bookstore—a Barnes & Noble-sized warehouse devoted to illustrated fantasies as diverse as the district’s atmosphere.  The first floor offers serialized comics on subjects from sports to romance to outer space adventure, and has a corner devoted to men’s pornography (whose topics are equally varied).  The majority of the second is taken up by shelves enthusiastically browsed by another clientele—this is where the yaoi doujinshi live, after they move away from the convention gatherings of their birth.  Although the people perusing the stock in this part of Mandarake are as enthusiastic as the men downstairs, they are in school uniforms and office skirts instead of suits and streetwear; they are in giggling twos and threes instead of alone, and even a foreigner can feel at home among them provided she shares the same tastes as her Japanese counterparts.

The customers here are women, and they have come to Osaka’s gyrating neon heart looking for images of beautiful boys in love.

It seems that in the past ten years or so, a substantial amount of international attention has begun to be paid to the twin cultural phenomena that are Japanese manga and anime.  Previously in America, “comic books” and “cartoons” were considered the preserve of children and nerds at best, but now that artists such as Miyazaki Hayao have begun penetrating into the wider consumer market with dynamic, beautiful and thought-provoking works, the elitist perception has begun to tilt on its axis.  Manga and anime generate serious academic and critical discussion in English these days as people consider the hows and whys of its themes and appeals.  It would appear that the United States has begun to realize that “graphic narrative” and “animation” are mediums capable of complexity, not two-dimensional genres, and thus worthy of the same sort of attention that literature and movies receive.  The images that people produce and share carry significant cultural meanings, which upon examination may help us to reveal deeper truths about ourselves and others.

In this spirit, this study investigates how the content of boys’ love doujinshi and yaoi doujinshi functions for women who enjoy the medium.  Doujinshi are amateur comic books or “magazines,” most often produced by Japanese fans of existing animated TV shows or commercial comics
.  These fans make unauthorized use of their favorite series’ characters, settings and plotlines, reinterpreting and building on them in their own works; as the little-known, semi-underground shadow of the manga and anime industries, doujinshi have yet to receive widespread academic attention either in the land of their creation or here in the United States.  Boys’ love and yaoi are twin genres and the most popular subject of doujinshi, wherein “borrowed” male characters are shown falling in love and/or having sex with one another
.  My research focuses on this area of Japanese media for several important reasons, but the paramount one is the discrepancy between audience and character gender: yaoi doujinshi feature male/male couples, but they are produced by and read by young women.

Though yaoi doujinshi are consumed by only a small segment of the Japanese female population, looking at the attendance numbers of doujinshi conventions (the majority of which are devoted to magazines with yaoi subject matter) proves that this still amounts to a significant number of individuals; moreover, the United States has a growing population of girls that enjoy the same genre.  There is evidence that boys’ love strikes a chord in certain young women all over the world.  Particularly in Japan, specific cultural pressures and issues seem likely to foster a taste for this theme, and influence the way such relationships are imagined.  Yaoi relationships represent romantic ideals, offer a locus around which to fantasize, and can serve as problem-solving devices for girls; as such they are a useful mirror with which to examine both the subculture that invents them, and the dominant societal values that subculture rejects.  The influences of Japanese history and culture are displayed prominently in doujinshi, if one looks just beneath the surface.

I became interested in this field because of my involvement with the BL/yaoi fanfiction community—the American, Internet-facilitated subculture that writes text-based short stories about the same themes and even the same characters that boys’ love and yaoi doujinshi involve.  Always peripherally aware of yaoi doujinshi as things intimately related to my fantasies but not readily available in this country, during my time studying abroad in Osaka I made an effort to become more familiar with where they originated.  During my two semesters in the Kansai region of Japan, I attended doujinshi conventions and regularly raided several special bookstores that carried these “fan magazines,” eventually accumulating a substantial collection and a much clearer picture of the community with which my Internet peers and I had so much in common.  I also noticed that the doujinshi I gathered had some intriguing themes that kept popping up again and again; their content seemed to relate to much of what I had learned about collectivism and gender relations in Japanese society through my college classes.

This project is the result of my careful study of the doujinshi in my possession, combined with the application of previous university-based study about Japanese culture, and anthropological methods.  My personal observations, especially those made at conventions and during daily life while living abroad in Japan, make up a great deal of this thesis—there is so little in-depth scholarly comment on the doujinshi phenomenon that in many instances my own eyes, anthropological training and logic are all I can utilize to make sense of the field.  Of course, I have also done my best to ground myself in what existing research there is: I have looked into many aspects of Japanese media as a whole, studying the history of the manga industry with which the doujinshi underground is so closely tied; I have absorbed the surface observations of manga and anime scholars who have observed doujinshi conventions; I have done a great deal of general cultural work learning about Japan in my university classes, and I have read as much material peripherally impinging on doujinshi and yaoi as I have been able to acquire.  But, I dare to say, I might be the first to truly examine a large number of yaoi doujinshi and attempt to make conjectures about their actual content, at least in a formal academic context.

Because Japanese entertainment as a whole has only recently become an accepted field of research, it is natural that a topic as relatively obscure as doujinshi should have a very small pool of literature.  Even for those academics that have experienced a taste of convention culture for themselves, the actual pages of yaoi doujinshi are still mostly terra incognita because they require implicit knowledge to understand; not only is a reader expected to have avidly watched the TV show or read the comic from which the doujinshi is a take-off from, there is also the anticipation that the reader will be a Japanese female.  Without a background immersed in Japanese culture, Japanese entertainment, and the taste for boy-love, the details and particulars of the magazines’ content is virtually impenetrable.  Even the conventions where yaoi doujinshi are featured become a female-dominated space to the point where Schodt (1996) has commented that he felt like he was down Alice’s rabbit-hole, with few recognizable frames of reference and even less authority to make theoretical conjectures.  Thus, the literature targeted directly at yaoi doujinshi is very sparse; Matt Thorn
 and Frederik Schodt
 have written short essays that summarize the basic organizing principles of the community, but even Mark McLelland
 (who has gone out of his way to view some of the informational and pornographic mediums enjoyed by his gay male informants) has never tried to read or evaluate the actual amateur comics themselves.  What speculation exists is largely amateur work itself—the result of American female fans looking at their collections and discussing the content with peers on Internet forums.

Fortunately, two other rapidly expanding academic fields have reason to touch on yaoi at least peripherally: manga studies and queer studies.  Graphic narrative with male/male relationships as the primary topic is an outgrowth of girls’ comics, and so many authorities on shoujo manga draw conclusions about BL and yaoi manga that also can be applied to BL and yaoi doujinshi.  Queer studies researchers looking into the lives of real homosexuals in Japan are compelled to comment upon the disparity between the way homosexuality is treated in mass media (either a subject of ribald humor, or a flowery fantasy created for girls) and the experience of actual same-sex desiring people (shame, ridicule and isolation).  Because the pretty boys of boys’ love and yaoi manga are such a prominent, relevant, and ultimately fantastical portrayal of male homosexuality in Japan, investigation and categorization of these characters as a straight female-oriented phenomenon—and a straight female-oriented phenomenon only—is as much a part of the queer studies field as it is the discipline of manga analysis.

The main conclusion drawn by this thesis is that more research work needs to be done, and more academic attention paid, to this fascinating subculture; the emotional expressions found in the pages of boys’ love amateur comics can tell us something important about Japan and about young women at large.  Given the meaningful work currently being done in the burgeoning realm of media analysis, the uncensored dreams of Japan’s yaoi doujinshi fans should be as well-studied as the conservative editor- and establishment-influenced imagery found in anime and manga.

Chapter 2
Personal Narrative
This project’s topic is a very personal subject of inquiry for me.  I am one of the young women who I am attempting to draw conclusions about in this thesis; I am one of the subjects whose fantasies I attempt to analyze through the media her subculture produces and shares.  As such, it is both easier and harder for me to be a researcher in this area than it might be for someone else.  Many of my personal perceptions about the community I’m part of, and the beliefs I hold about my fanfiction writing, have made their way into this study; I think it is important to acknowledge this.  All anthropological researchers must be explicitly aware of their own biases and background because it intrinsically affects their research—something as personally experienced as an anthropology project is inevitably as much a subtle reflection of the ethnographer as it is an overt image of the people being profiled.

In my case, I definitely do not apologize for my intimate involvement in this particular work because I feel it has enriched my study.  To have someone intimately tied to a material culture question it, read what conclusions outsiders have drawn from it, and then attempt to add to the explanations from an indigenous perspective seems very worthwhile.  While making no pretense to having a monopoly on truth, and far from saying mine is the only viewpoint even from within the fan community, I admit to offering my own opinions many times within this paper.  I have grounded them as responsibly as I can, but they are still my own ideas and judgments.

Because of all these connections between myself and my subject, I felt it might be meaningful to include this personal narrative concerning my background with manga, anime, shonen-ai/yaoi, Japan, doujinshi, and the American Internet fan culture.

Maybe “destiny” is a sentimental word, but I do tend to wax passionate about yaoi doujinshi, and the course of my interest in them has followed such an unusual course that the label almost seems appropriate.  I was born and raised in a small island town in Southeast Alaska, arguably one of the least likely places to encourage an obsession with Japan in the first place; my initial contact with Japanese media was such a complete coincidence it seems hard to fathom now that I’ve spent more than ten years pursuing it.  Japanese video games, anime, manga and the doujinshi they generate are such a part of my personal identity and life story today I sometimes wonder where I’d be if I hadn’t caught a glimpse of that VHS tape back when I was twelve...
Sitka had two tiny video rental places back then, and anime wasn’t even a dot on the radar screen of popularity yet—especially not in a rural, forest-surrounded fishing community of eight thousand people.  As much as I adore my hometown, I will be the first to admit (maybe even boast) that every trend comes to Sitka about five years late.  So how those three tapes of the Ranma ½ TV series came to be on that shelf right at my eye-level is a mystery.  I didn’t even know they were “Japanese animation” at the time, I just knew there was a cute boy looking back at me from the front of one of the boxes.  With my mother’s reluctant acquiescence (especially after she saw the bare breasts in the first episode), for the next several weeks I used my weekly rental privileges to watch one video at a time, over and over again.
After that, it was just an escalating spiral.  I was hooked.  Sitka didn’t have any place to buy more anime videos so I used the Internet to look up information about them instead.  We didn’t have a connection at our house, but my mother was a science teacher, which meant we spent a lot of time at the high school; while she worked at grading papers and setting up lesson plans I took up residence in front of a computer.  That was how I first ran into fanfiction—short stories and novellas, written by anime fans, playing around with characters from their favorite series.  I didn’t even realize it wasn’t “legitimate,” company-produced stuff until I started running across websites hosting writing contests for fellow fans.  Already something of a fantasy writer myself, I started to wonder if I could do what these people were doing, too, but as much as I enjoyed reading fanfics I still wasn’t inspired to write my own—yet.
One thing I had always looked forward to during summer vacations were our trips “down south” to visit Grandma and Grandpa, and now I started to value these excursions even more: in California they had malls, and malls, as it turned out, had anime for sale.  My parents winced at paying $30 each for stacks of tapes, but they indulged my hobby, and over the years I accumulated a substantial collection.  At this point most of the editions were available with English-dubbed voices only, so that’s what I bought, grabbing up as many new releases for my favorite series as had come out over the six months I’d been at home, and occasionally gambling on starting a new series.
Only eventually did it occur to me, from looking at the enormous variety of fanfiction available online, that even in California I wasn’t getting access to as much anime as was actually being produced in Japan.  I found out about licensing politics—how American importing companies only buy the series they think they will make a profit on—and realized that if I spoke Japanese, I could watch all the anime there was, even if it didn’t get dubbed over here.  The revelation became my gateway into studying all things Japanese, not just anime and its twin manga, but also the culture that went along with the language.  As a teenager I went to Hokkaido on a brief sister-school exchange program, and it solidified my conviction that Japan was completely different from anywhere in the world I had ever been.  It was strange and almost magical.  Language issues and initial culture shock aside, I was amazed and knew I wanted to return.
In middle school I was still reading fanfiction, but I found something very odd when I started to look up stories about a series I’d seen in Hokkaido, Mobile Suit Gundam Wing.  I’d thought for sure that all the giant robot pilots in the anime were boys (even the one with long braided hair) and yet... the fanfics I found about them kept writing them into romantic relationships, sometimes very graphically.  In my naivety, the first fic I ever read with such content, I was convinced that the author had simply messed up a pronoun here and there.  But the more I read, the more I accepted, and gradually realized that the idea appealed to me.  It was actually the spark I needed to start writing my own fiction, though I started out cautiously by “writing what I knew” at first, reeling off a few short heterosexual romances for a fiction contest.  After that, I plunged head-first into paring off Gundam boys, eventually setting up a free website to house my creations.

I found more and more “yaoi” about series I liked, and I kept writing about it, but I eventually found myself laboring under a bad case of “website envy.”  Some fanfiction writers’ sites had these amazingly beautiful pictures of my favorite boys intertwined with one another, and I couldn’t figure out how or where they’d gotten them.  Reading a caption under one that mentioned “doujinshi” one day, I looked up the term with enthusiasm, and was a little overwhelmed to find that there was yet more I didn’t know and hadn’t read about the series I loved.  I spent almost $800 figuring out how to bid on Ebay so I could buy stuffed animals, merchandise and the mysterious “fan magazines” I’d seen featured from other authors’ collections.  I became entranced with the artwork and variety of doujin and started a little library of my own, competing in furious bidding wars with other “fangirl” collectors at the online auctions.

When I went to college and became a Japanese major, I knew there was a requirement that students study abroad at least for a semester; I fantasized about finding a doujinshi bookstore there where I could browse to my heart’s content.  At Kansai Gaidai University in Osaka, I picked out classes that I thought might have something to say about the medium—like Professor Berry’s media and culture lectures.  As it turned out, Professor Berry did indeed know where to find doujinshi in their natural habitat, and he gave me directions so that I could hunt them down myself.  I wound up writing a short paper on some of my discoveries, which brings us up to the present: that paper was the genesis of this thesis.

Looking back on it all, I’ve realized that as much as anything in life is ever single-minded, my gradually evolving enjoyment of Japanese media has been very linear.  From discussions I’ve had in various chatrooms with other fans over the years, my saga of discovering, collecting, and entering the otaku community seems to be both very typical in some respects and highly unusual in others.  Coming from Alaska, acquiring a formal background in anthropological research, and actually having the means to visit Japan on several occasions seems to be what sets me apart from my peers, while fanfiction writing, website ownership and the appearance of a “gateway anime” that triggered my interest are some of the more classic events shared by others in the community.  This combination of the everyday fangirl with unique experiences has lead to some amusing moments of duality, especially while working on this project: for instance, I’ve found myself having to define terms for the Glossary that I’ve been using for years as part of my own subculture.

Chapter 3
Literature review
Although yaoi doujinshi spring directly from Japanese cultural phenomenon that have received increased academic attention in recent years—anime and manga—surprisingly little has been written about them specifically.  The small pool of English-language literature studying yaoi/shonen ai as a genre
 is almost exclusively focused one of three subjects: mainstream manga and anime, real-life queer studies, or the American ‘mirror’ community of boy-love fans.  The material available touches upon doujinshi only as it relates to these categories, and often only in brief, making it difficult to get an absolutely clear picture of the field—particularly of the details.
However, considering the obscurity and semi-underground nature of the amateur comics subculture, it seems fortuitous that there is any documentation of it in English at all.  Examinations of mainstream manga and even American fanfiction have produced theories that are also valid when applied to yaoi doujinshi, and contrasting the experiences of desire between real same-sex people with the images portrayed in mass media gives insight into the boundaries of the fantasy.  So while the accessible literature is scant and focused mainly on issues to which doujinshi are only peripheral, what resources do exist are still quite valuable.
The materials containing information on doujinshi (and the topics related to it) range from Internet articles written by the fans themselves to professionally published anthropological studies.  I have gathered some of the most coherent summaries of the Internet discourse about slash and yaoi fanfiction, books about factual Japanese homosexuality in the past and the present, and articles concerning narrative in Japanese media.  The texts described below have particularly informed my analysis of the doujinshi used in this thesis.
A great many of the existing theories about why young Japanese women like to read and write about young men in relationships have to do with the cultural expectations and pressures they deal with day to day.  Therefore understanding the fundamental constructions of the Japanese cultural milieu is essential; for example, one has to know how and why collectivism operates in Japanese society before its influence can be seen in the way girls suppress their own personal sexuality only to express it through doujinshi (they subordinate their own personal and potentially disruptive sexual desires in order to fit in.)  The Japanese Today: Change and Continuity is a useful reference to look up generalized cultural trends and get an overall picture of some aspects of Japanese life.  The chapter on women’s position in society and how they are treated by men is especially helpful in extrapolating why some doujinshi fantasy themes, such as the extremely sensitive, caring and domestic male, are so common.
However, there are certain problems with this text on the basis that it does oversimplify, and occasionally offers an anachronistic, Orientalist viewpoint.  The sentence “Japanese men are blatantly male chauvinists and women seem shamefully exploited and suppressed” seems to be overstated, for instance, though from my personal experience it also has a certain ring of truth; for that reason I attempt to interpret this resource with discretion and utilize it mostly to corroborate previously gained university knowledge.  I feel justified in claiming it as a legitimate reference because frequently in the name of intercultural education simplifications are made; there will always be many exceptions to the “rules” about another society, but generalized knowledge is a necessary baseline from which to start.  Takie Sugiyama Lebra’s Japanese Patterns of Behavior is a more nuanced, but also much more academic, resource which I feel compelled to also mention here.
Any study of doujinshi necessitates basic knowledge and commentary on its parent media, particularly manga, and Frederik L. Shodt has long been considered an authority on Japanese comics.  His two books, Manga! Manga!: The World of Japanese Comics and Dreamland Japan: Writings on Modern Manga both offer insight onto subjects such as the genesis and current status of the comics publishing industry, common story themes and visual conventions of specific genres, and social issues surrounding the medium.  Shodt uses examples of classic manga to illustrate his points, and particularly in Dreamland analyzes individual publications for their unique characteristics and cultural implications.  Shojo manga stylistic innovations, like large dewy eyes and androgyny, are often reflected in yaoi doujinshi, as are narrative conventions such as the tendency for storylines to focus on interpersonal relationships.
Dreamland also has a short section titled “The Dojinshi World” which gives an outline of doujinshi convention life, genres, and mentions such prominent gatherings as Super Comic City and Komiketto.  Also, the history, organization and mood of these conventions are discussed briefly.  Perhaps the most valuable parts of the article are the perspectives offered by the author’s interviews with people involved in the administration of Komiketto, which give ideas about why doujinshi are a popular hobby and why there are so many female fans involved with it.  Schodt also provides here some important statistical data, such as the estimated total number of doujinshi circles in Japan and the amount of money circulated around conventions like Komiketto, helping to establish the doujinshi subculture as a substantial population.  Unfortunately all the facts in the book are slightly dated, as it was published in 1996, but this too can offer insight into the way doujinshi culture has evolved in the last decade when compared with more recent sources.
Sharon Kinsella’s Adult Manga: Culture and Power in Contemporary Japanese Society is another important and often-cited piece of literature in the field of manga studies, particularly where it intersects with doujinshi.  Like Schodt, Kinsella summarizes many of the manga business’ publishing mechanics and details the long history of illustration in Japan, but the thesis of her book concerns the relationship between editors and artists and how it has changed over time.  In the course of discussing the for-profit industry’s problematic relationship with artistic creativity, she explains how the underground comic subculture originated as a way for marginalized mangaka to express their “unusable” ideas, and then evolved into the doujinshi subculture dominated almost entirely by amateur hobbyists.  The second half of the chapter on amateur comics goes on to detail how “the otaku panic” and features of the underground, like lolicom
, went on to effect the mainstream industry.
There has been a certain amount of criticism leveled at this book in the anime/manga fan community, particularly over Kinsella’s application of the term lolicom.  However, while agreeing that her use of this word is too liberal, I find the great majority of her work to be perfectly solid.  In particular she provokes thought about the relationship of the mainstream manga industry to its shadowy twin, doujinshi, because they invariably do impact one another to a great extent.  Without mainstream series, yaoi doujinshi in the derivative form it exists as today would dry up for lack of new storylines to play with; however, conventional publishing’s adoption of boys’ love/yaoi as a genre worthy of new original work, and its occasional hiring of doujinshi artists as promising new mainstream talent, proves that the influence flows both ways.  Mainstream publishers cannot afford to ignore the huge number of young female consumers engaged in the doujinshi subculture, and the doujinshi subculture itself certainly has no intention of ignoring the mainstream media it is founded on.
Matt Thorn’s article “Girls and Women Getting Out of Hand: The Pleasure and Politics of Japan’s Amateur Comics Community” is perhaps the best single resource on the subject of Japanese yaoi doujinshi that currently exists.  Published in the 2004 book Fanning the Flames: Fans and Consumer Culture in Contemporary Japan, this essay gives a broad and informative overview of the doujinshi subculture in its present form, traces its origins, connects it to the American Internet slash/yaoi fanfiction phenomenon, and describes the salient features of convention life.  The second half of the work is devoted to analyzing that eternal “why” that always comes up in connection with yaoi—why do women enjoy these homosexually-themed stories?
Using both his experience with fans and the work of other sociologists (who, again, largely worked with yaoi manga instead of doujinshi) Thorn concludes that the thing yaoi fans around the world share are a “discontent with the standards of femininity to which they are expected to adhere and a social environment and historical moment that does not validate or sympathize with that discontent” (180).  He also identifies doujinshi as primarily a vehicle for social interaction among those who, for one reason or another, do not fully subscribe to majority gender norms; while not necessarily obvious deviants themselves, “they do not see themselves as the conventionally beautiful characters who inevitably get the perfect guy or girl in mainstream media for women or men” (183).
Though the extremity of Thorn’s theoretical claims may sometimes seem a bit farfetched (all of Japan is lodged in the “feminine mystique” phase of feminist thought?), the larger connection is one of the most important to understand in the study of doujinshi.  Most of the conjectures surrounding the BL genre and the amateur comic medium are concerned with females taking control of their environment.  The unauthorized utilization of mainstream characters, the juxtaposition of seme and uke, and the self-publishing of the magazines themselves all have to do with reclaiming individual power from an amorphous society; using yaoi to unleash the sexuality repressed in or denied to females, and abusing favorite male characters in order to come to terms with personal abuse, are even more obviously feminist issues.
One of the most surprising and least obvious aspects of yaoi is its complex relationship to the realities of Japanese homosexuality.  Understanding the interaction of historical traditions with modern ideas is essential to understanding how the pop-culture fantasies in yaoi doujinshi arise, and why they present in the way they do.  History is one of the main factors that influences any societal perception, and Japan has a long record dealing with same-sex desire; a great many of the baseline understandings about homosexuality that were formed in antiquity still have a hold on Japanese notions of same-sex love today.   Male Colors: The Construction of Homosexuality in Tokugawa Japan by Gary P. Leupp outlines the beginnings of Japanese homosexual tradition and its common practice up until 1868, through the analysis of period primary source material.  His analysis of the love poems, paintings, novels, advertisements, and humor of the Edo period paints a complex picture of a society familiar and comfortable with same-sex desire.
Many of the same homosexual tropes that were formulated in historical times are still evident in doujinshi.  For example, the subconscious definition and assignment of roles for each partner in a homosexual relationship has its origins in the interactions of 13th century priests and acolytes, and 15th century prostitutes and their patrons.  Influenced by the Confucianism of their time, the monks, samurai and merchants of pre-modern Japan structured their homosexual behavior according to age and status dictates; the younger person in the relationship or encounter was always the passive insertee, the older person the active inserter, and they both were required to act in certain ways regarding one another.  This same kind of role-structuring is seen in the interactions of doujinshi seme and uke; in both cases there is one younger-seeming partner who is interpreted as “the loved” and one more mature partner constructed as “the one who loves.”
Furukawa Makoto’s article “The Changing Nature of Homosexuality: The Three Codes Framing Homosexuality in Modern Japan” fits in with Leupp’s work by tracing how these same patterns of behavior found before and during the Tokugawa Era flowed into the modernizing Meiji period that followed it.  This helps to establish my point that these constructions have remained stable and relevant in the populace’s minds even over long periods of time, and that they influence today’s doujinshi creators as the subtle cultural paradigm dictating homosexuality’s unspoken “rules.”
Mark J. McLelland’s Male Homosexuality in Modern Japan: Cultural Myths and Social Realities takes on the daunting task of untangling media stereotypes and popular misconceptions—many of which seem to be manifestations of the above-mentioned historical paradigm—from the actual experience of contemporary same-sex desiring Japanese.  His argument encompasses a detailed discussion of women’s yaoi manga, establishing that the content of the comics is distinctly fantasy with a feminine flavor: very far removed from reality in general and specifically from the current experience of actual homosexual men (the final section of his chapter on the media focuses on real gays’ reactions to and impressions of boys’ love in comics.)  In his examination of the genre McLelland also covers possible reasons why women create these stories and characters as “morphs” of their own situations, and what societal functions yaoi currently serves and reveals in Japanese culture.
McLelland establishes yaoi manga as a feminine genre by contrasting the kind, sensitive characters and emotionally revealing eroticism of the BL genre to the unequal and largely degrading pornographic experience of women in men’s comics.  Unexplained force and coercion on the part of at least one of the partners are typical features of sexuality in men’s media; manipulation is also present in yaoi, but it has emotional meanings or intentions which are known to the reader rather than simply being used for explicit, impersonal sexual intent.  In short, the things written by men, for men, and even the heterosexual comics aimed at women, have more to do with biology and violence than love or feelings.
Three themes are prevalent in McLelland’s description and scrutiny of yaoi manga: the way the ‘other’ is portrayed (71), gender play (74), and purity (84).  The confluence of these three factors gives a lucid description of sexuality’s fluidity in women’s yaoi, explaining how and why gender and romance are idealized in the medium.  He concludes that yaoi, in contrast to heterosexual pornography, has more of a focus on the emotionality of the sex act than the sex act itself.  Depictions of boys’ love gain the capacity to concentrate on the sentiments surrounding love and attraction because they remove many of the typical biological/social associations involved with heterosexual relationships, and idealize the focal characters in a liminal space outside the normal world.  This theory, while formulated from professionally-published manga, has obvious applicability to yaoi doujinshi, which play upon the same kind of subject matter.
One of the most extraordinary resources on the topic of same-sex love stories for women is available on the Internet.  Mark McHarry’s article “Yaoi: Redrawing Male Love” was originally published in a November 2003 edition of The Guide, a Boston-based gay magazine.  The annotated version, available at http://www.guidemag.com/temp/yaoi/a/mcharry_yaoi.html stretches to forty-five pages, covering the questions of “what is yaoi, who produces it, reads it, and why?” not only from the perspective of Japan, but also by including interviews and data collected from the American boys’ love fan community.
While McHarry introduces only limited analysis of his own, he does an amazing job of collecting and citing the existing research surrounding the field, summarizing arguments by people such as McLelland, Kinsella and Anne Allison
 (among many others.)  The copious notes, Internet links, and citations at the end of the article prove the tremendous amount of research that is condensed in this work.  His biggest original contribution is noting a variety of American fanworks available online, and condensing some of the discourse that has gone on among fans for years by giving quotes from email conversations he has had with various girls on the subject.  McHarry also speculates on the future of the American yaoi fangirl subculture, pointing out that Flash animations, American-produced doujinshi, and webcomics with BL themes are already being produced in growing numbers, and that an increasing amount of formal research is beginning to be published on the topic.
Overview of Circles
One of the main points of this project is that very individual doujinshi is unique, but read in larger volumes there are trends that begin to emerge.  These trends, the result of communication within the fan community, are overarching fantasy constructions: archetype-like understandings that tend to give each character pairing their own set of standards, which in turn influence new pieces concerning them.  However, in addition to these more pervasive developments, there are also major threads of similarity that often run through the work of a single circle, repeated motifs or traits that distinguish them from the crowd even as they embroider and illuminate the fanon itself.  Their ideas capture more clearly and perfectly the overarching fantasy by illustrating a piece of it that is focused on or mentioned only in their work.

For this reason, I felt it would be worth describing some of the authoresses, and their circles’ “personalities” that have had an effect on my theories and writings about certain pairings.  They are certainly not the only creators or pairings I have looked at in uncovering and explicating my characterizations of the various pairings, but due to the quality, representative attributes, and relative quantity of their magazines I feel they can function as excellent examples in many cases.

I admit, getting reliable personal information about the authoresses themselves is difficult, mostly due to the language barrier.  Some circles have personal websites, but it is largely beyond my ability to use these resources with any certainty; also, these websites seem to appear and disappear very quickly, and a great number of the URLs listed within the pages of my collection lead only to “404, Page Unavailable” errors.  Unsubstantiated rumors abound on the Internet, which is also where most English-language information is available (though there is actually not much available in English.)  Consequently I have only included what I’ve been able to translate and observe directly from the doujinshi themselves.

·    Chenhaikonsu (Amidamaru x Yoh Asakura)
         Osaka Prefecture1, Osaka City

Chenhaikonsu does an excellent job of representing the tropes of a small but significant section of fandom.  Their books are typical of Shaman King doujinshi in that they contain a large percentage of gag strips, but there are always one or two longer, more serious and better-drawn stories that feature the pairing’s romance as well.  Yoh’s youth and innocence is played upon for sexuality to some extent, which is also common in Amidamaru x Yoh doujin, but it is not as prominent a feature with this circle as it is when reading some other artists’ work.  What this group excels at is showing how natural and effortless it is for Yoh and his spirit guardian to be a couple, despite the huge gulf of difference between them created by age, upbringing and biological status (one is, after all, a ghost whose body has been dead for centuries.)  Their versions of Amidamaru and Yoh project a sense of calm happiness together; interestingly, Amidamaru’s view of the relationship and the benefits he receives from their interactions seem to be focused on more often, which is an exact reversal of the original manga’s perspective.  The feeling of mutual happiness between the pairing is maximized by the principle author’s use of exceptionally simple plots that could easily happen during everyday interaction.  Individual authors’ stories sometimes have a subtle seasonal theme, determined by what time of year the magazine is being published.
·    Hero Rukawa’s Hero Kingdom (Uchiha Sasuke x Uzumaki Naruto)
         Ishikawa Prefecture
, Kanazawa City

Hero Rukawa is a new and exceptionally prolific authoress of exclusively Naruto-related doujinshi; when I went to the store where I gathered the majority of my material, it often seemed as though nearly a third of the “Naruto-as-uke” section was dominated by her Sasuke x Naruto and Kakashi x Naruto books.  Doujinshi, like much of Japanese popular culture, is constantly under the influence of trends
, and Rukawa seems to have gotten in on the ground floor of the Naruto boom.  Besides her frequent focus on Sasuke’s complicated moods and attitude (often through poignant interior monologues which preserve the character’s cold exterior while revealing a sensitive side to the reader), one of this author’s most interesting and persistent themes is the use of seasonality.  Characters interacting with traditional Japanese symbols of the season—admiring spring cherry blossoms and swimming in the ocean during the summer, to name only two—show up with extraordinary frequency, and these episodes are often used to segue into and highlight the romantic elements of the narrative.   Japanese traditional culture actually plays a bigger part in Hero Kingdom’s version of Naruto than it does in the mainstream series; while ninjas are undoubtedly a Japanese invention, canonical Naruto picks and chooses which historical elements to include and seems to be set in a rather culture-neutral alternate dimension.  Only in Hero Kingdom do Sasuke and his partner interact with Shinto shrines, go to onsen hot-springs for vacation, and deal with supernatural elements like possessing ghosts.
·   Moriyama Yumi’s Trick Star (Heero Yuy x Duo Maxwell)
          Chiba Prefecture
, Sakura City

Trick Star’s Gundam Wing work is particularly remarkable because it does such an outstanding job of showing the typical Heero x Duo dynamic while adding considerable depth to it in the process.  Writing mostly from Duo’s perspective and mostly in sequence with the actual anime’s timeline, Moriyama shows with great realism how deeply emotionally tormented her main character is by his partner’s often inexplicable behavior; where other authors’ versions of Duo can be melodramatic, two-dimensional, or even occasionally provoking of emotional mistreatment for the sake of a chosen storyline, Moriyama’s acts and reacts like a real person (I can only speculate, but it makes me wonder if Moriyama might be an older author than the average artist.)  Her chosen characters’ emotions have personal consequences to them and are acknowledged as confusing and multi-faceted in a way that is rare within the doujinshi medium.  The ways in which Duo attempts to go about dealing with his problematic relationship while continuing to function in the outside world adds further to the sense of truth in her portrayal.

·    Akizuki Ryo’s Yubinbasya (Zax x Cloud Strife)
         Kyoto Prefecture
, Fushimi-Momoyama City

While I was studying abroad in Hirakata I actually had a chance to briefly meet Akizuki-san at a medium-sized convention I attended.  This Comic City convention took place in southern Osaka, about forty-five minutes away from Yubinbasya’s hometown in the outskirts of Kyoto.  I’ll admit I acted like a flustered fangirl (which I was) but she took it in stride, autographed my book, and then busily went back to organizing her booth’s extra stock while her assistant continued selling to the long line of buyers queued up in front of the table.  Both she and her assistant were decidedly pretty young Japanese women who looked to be in their late twenties to early thirties; her assistant was elegantly businesslike, and Akizuki-san herself had the professional aura of being used to her fame.
Yubinbasya has been writing and illustrating Zax x Cloud stories for a very long time; the earliest doujin I have by them
 is dated 1999, but there are fanlistings on the Internet reporting that they began publishing for Final Fantasy VII the same year the game came out, 1997.  Even though the actual urban fantasy-themed game (an exceptionally popular yaoi subject) was released such a long time ago, they have continued to publish new doujinshi for this pairing up until the present, as well as doing illustrations for calendars, art books and other media and even serving as editors for compilations of Zax x Cloud-related doujinshi anthologies.  Consequently their body of work is large and influential to the point where even most doujinshi collectors outside of Japan are at least faintly familiar with them; their books are sought voraciously both at home and abroad, as evidenced by the line in front of their convention booth, and the number of pieces on online auction sites.  This could easily be due to how high quality and distinctive their art, storylines and publishing is.

One of Yubinbasya’s most unique hallmarks, aside from the art itself—most often done in a graceful, sketchy style and sometimes colored with gentle pastel watercolor effects—is their expert use of paneling techniques.  For instance, although this circle seems to do more explicitly sexually-oriented doujin than many, because of the way that each comic panel is framed a sense of elegance and tastefulness is imparted even to the biological act.  It is more about what isn’t shown than what is shown, in many cases; a close-up on a face or a hand communicates much more than its’ simple subject to the reader.  Yubinbasya’s use of paneling influences story pace, mood and content in a way frequently utilized, but to much lesser effect, by other artists.

Chapter 4
Methodology
“Textual analysis” as a methodology can encompass many different approaches of actual interpretation, but a basic blanket definition might be ‘the examination of culture-specific materials for patterns, content and techniques that have meaning to a viewer, and the analysis/interpretation of that communicated meaning.’  That is, a researcher takes a sample of a medium, looks at it, looks at the audience’s general response, and analyzes what the subject matter of the medium says about its target population.  For instance, a piece of content analysis that has become popular trivia concerns the fact that teenagers who behave sexually in horror films are always gruesomely slaughtered.  That such couples are invariably targeted by the killer can be said to reflect an underlying Puritan value that permeates American culture; the social tenet that underage sexual activity is sinful and not to be tolerated is graphically enforced, and its transgression punished, with spattering gore in such movies.

For this study I have utilized a generalized knowledge of Japanese cultural values, and knowledge of the female-oriented yaoi subculture both here in the United States and in Japan, to make textual analysis-based conjectures about what amateur doujinshi comics mean to the individuals who read and write them.  Using a personally collected sample of 194 doujinshi originating from across Japan, as well as some of the myriad of digitally scanned doujinshi available online, I have isolated three repeating motifs that seem to be prevalent in the material, and come up with theories to explain these themes’ significance and origin.  In the analysis chapters of this thesis I explore ‘The Continuum of Angst,’ a postulation that each anime, manga or video game series commonly parodied by yaoi doujinshi intentionally provokes a consistent amount and type of emotional response from readers; I look at how historical, real-life homosexual interactions codified in the Tokugawa Era have been stereotyped in the Japanese consciousness and continue to be acted out in modern boys’ love magazines; I also examine how representations of food and domestic tasks are distributed in doujinshi, theorizing that the more intimate and truly loving a character couple is commonly thought to be by members of the subculture, the more frequently they are drawn in home/family-related situations by doujinshi artists.

The themes in yaoi doujinshi that appeal to fans appeal to them for a reason.  This medium is an open playground of creativity for the girls who become involved in it, and as such many fantasies become crystallized at this locus.  That these female wishes and imaginings materialize in a form completely alien upon first glance—not reflecting the straight female sexuality of their creators, but inverting them into male-male relationships—make doujinshi rich with meaning upon meditation.  Yaoi doujinshi are, most primarily, about human relationships and the emotionality that surrounds those relationships.  A great majority of the time, the focus of these books is a romantic couple and the complex interactions they go through; plot always takes a back seat to emotional impact.  How and why doujinshi authors elaborate on this apparently simple but ultimately convoluted and timeless base note of “two people in love” is the focus of this project.

Unfortunately, despite the medium’s wealth of significance, boys’ love/yaoi as a genre and the doujinshi medium that often acts as a vehicle for it have yet to be subjected to a great deal of direct scholarly scrutiny.  In order to describe the yaoi doujinshi subculture and fully understand the source material in my possession I have researched a number of fields beyond mainstream Japanese culture that are adjacent to, and blend into, this largely shadowed underground.  My own personal knowledge of mainstream anime and manga series in particular has proved invaluable in investigating this medium, which is high on insider-understood context and low on explicitly explaining itself.

Doujinshi are a highly cultural-specific method of expression, and a reaction (albeit a largely unconscious one) by one small segment of the Japanese population against the values of the dominant majority.  As such, reading beneath the surface content to what motivates and informs their creation is an exercise in cultural analysis of Japan: in particular, doujinshi are about finding and exploring personal freedom in a society built on cooperative conformity.  However, this is not to say that doujinshi are unfathomable or not enjoyable to anyone but their anticipated Japanese audience; as mentioned before, an American-based subculture that shares the taste for boys’ love flourishes on the Internet, and now mainstream yaoi manga are beginning to be published in English on a large scale.  The American chain bookstore, Borders, prominently offers a wide selection of such translated yaoi manga in its graphic novel/manga section, a major departure from the situation just a few years ago where such narratives were hard to find even online.
Even the Japanese subculture itself is readily entered by someone with the right apparent qualifications.  At the conventions and bookstores where I gathered my collection of material, I attracted no more attention or comment than any other buyer, even though I was a foreigner—a fact that actually did attract attention when I was in mainstream society
.  It was my male friends, holding my shopping bags in the background, who got curious looks while I was browsing yaoi; evidently the fact I was female was explanation enough for my presence and interest to my subculture peers.  The inherent trust and mutual understanding implied by this ability to blend in, just as much as my accumulated research and background knowledge, gives me the confidence to draw conclusions about what I have observed in this fascinating world.

Chapter 5
The Continuum of Angst
Wordsworth defined poetry as “the spontaneous overflow of powerful emotion, recollected in tranquility” in his Preface to Lyrical Ballads.  Many Romantic ideas about verse could just as easily have been evaluating yaoi doujinshi, because the focus for both media is the eloquent articulation and communication of pure sentiment, rather than rational continuity.  The origin of the term yaoi encapsulates the genre’s traditional absence of conventional narrative structure: “yaoi” is an acronym for the self-deprecating phrase “yama nashi, ochi nashi, imi nashi,” which means “no climax, no point, no meaning.”
  However, judging by their content, yaoi doujinshi today are far from meaningless: boys’ love stories primarily exist to express and evoke the myriad of feelings that can arise between people.  Instead of giving precedence to realistic storytelling where setting and sequential progression are paramount, doujinshi use isolated vignettes’ dialogue and provocative imagery to vent every kind of emotion in existence.  Sexual passion, calm acceptance, confusion, hatred, love, ambivalence—all these and more are illustrated (literally and figuratively) in this medium.  An explanation of how and why emotions are so prominently displayed in doujinshi makes up the first part of this analysis.

As an art form that thrives on and evokes powerful emotions, it seems natural that there should be an organizing principle that directs readers’ and writers’ expectations, especially as a large majority of yaoi doujinshi are sold in sealed bags.  Just as a theatergoer walks into a new “chick flick” or horror movie with a frame of reference condensed from previous experiences, so do readers shop for amateur comics and creators plan out their scenarios with concrete hopes about what reaction the content will provoke.  “The Continuum of Angst” detailed in the latter half of this chapter is a theoretical construct meant to explain how doujinshi collectors can, to a certain extent, predict the emotional content of potential purchases, and artists can decide which story ideas will mesh well with the popular conception of a pairing.

Methods and meanings of emotional expression
The emotionality inherent in yaoi doujinshi is enabled by the medium’s surprising combination of plagiarism and dynamic artistic expression
.  The definition and implications of “originality” and “creativity” are complicated enough in most artistic media, but in the case of boys’ love doujinshi understanding these dual issues becomes complex indeed.  Manga produced independently, outside of mainstream publishing, originally functioned as a site to express ideas too radical for large-scale syndication; however, since the 1970s when small-run self-publishing first became available to the public, the “underground” comic world—a place of avant-garde experimentation, often by mangaka rejected by companies—has been rapidly evolving into the “amateur” comic world, ruled by hobbyists without ‘serious’ artistic aspirations (Kinsella 105).  Even among the hobbyists, over the last fifteen years there has been a major shift in subject matter: homosexuality has long been a dominant theme in doujinshi, but the aptly-named original genre which once specialized in completely new, artist-imagined boys’ love scenarios has now been marginalized to virtual extinction by mainstream series-based parody
.

All this would seem to point to a loss of originality and creativity in the medium over time.  Some fans of original and independent manga complained to Kinsella that they felt the subculture was going downhill, since fewer and fewer participants seemed to have enough “talent” to produce anything but imitative works (Kinsella 117).  Kinsella herself obliquely criticizes the current doujinshi subculture by saying “underground culture may be more derivative than commercial culture, amateur manga may contain less individual expression than manga made through large-scale cultural production, [and] conservative manga may have more in the way of progressive cultural themes than alternative manga” (Kinsella 1).  The prominent media critic Kure Tomofusa is also quoted on page 119 of Kinsella’s book as saying largely the same thing; rather than buying into Comic Market president Yonezawa Yoshihiro’s assertion that parody is “an attempt to struggle with and subvert modern mass culture,” Kure sees the practice of borrowing characters as a quick route to voicing meaningless personal concerns, and an demonstration of artistic laziness.

However, upon deeper reading, modern doujinshi have such an involved relationship with the concepts of originality and creativity—not to mention with their parent media—that it is too simplistic to merely write them off as derivative low-class culture, or to praise them as self-conscious social critiques.  While it seems too much to argue that yaoi parody is an intentional manifestation of progressive public spirit, given the carefree attitudes of most subculture participants
, it may well be an unconscious one whose expression is enabled by doujinshi’s grassroots, “borrowing” nature.
  Contemporary amateur comics are creative because of the manner in which they build on and interpret existing narratives, rather than for their overall content; their distinctive brand of artistic expression is actually made possible by the practice of sponging from mainstream productions.

If yaoi doujinshi are able to function as “visual poetry,” prioritizing emotional representations over plot, it is only because of the existence of—and doujinshi’s separation from—the more widely-distributed series they are based on.  The short, barely-contextualized vignettes so prevalent in doujinshi have high emotional impact to readers and artists, but they gain this emotional significance through a symbiotic
 relationship with commercially-published narratives: doujinshi channel a reader’s emotional involvement with the characters in creative ways, but the emotional involvement itself is pre-existing.  It is up to the mainstream series to lay the groundwork, providing personal background, goals, personality and surrounding scenery for each character; by the time a doujinshika puts pen to paper, she and her anticipated readers already “know” these characters, are already so involved with them that it sincerely matters what happens to them.

Because “borrowed” figures come pre-loaded with the elements required to make them three-dimensional and “real” to readers, doujinshi narratives about them are no longer burdened with the need to create backdrop—since the series has already done the “heavy lifting,” doujinshi are set free to focus on the interpersonal minutiae, creating visual poetry which expresses or fulfills some emotional need for the readers/writers.  Naruto has already established the mechanics of being a modern ninja, and set the stage for Naruto and Sasuke to interact as rivals and friends; a doujinshi doesn’t need to re-explain these elements, it can simply take the recognized detail that ninjas are able to magically disguise themselves and send Naruto off to trick Sasuke into thinking he’s a pretty girl.  The fan-engineered romantic consequences of this mainstream “fact”-based story are the emotional payoff of the magazine.

Doujinshi is a populist medium, open and accessible to all, perhaps because of what some may refer to as its “low internal standards” (Kinsella 120).  The presumed fact that everyone involved already knows the overarching narrative allows even participants with limited imagination to communicate and enjoy poignant emotive scenes, personal stories which would have less impact to others if they weren’t connected to a larger shared phenomenon.  With doujinshi, authors aren’t under pressure to create elaborate setups on which to hang their visual poetry: using an existing template means girls who could never have managed to generate the narrative complexity present in, say, a Gundam series can still exploit the emotional/romantic tensions that arise from the intricacies of robotic war to tell their stories.  Readers don’t have to call into question the plausibility of an author’s universe or struggle to maintain the suspension of disbelief: by picking up a yaoi doujinshi based on a particular series, they have already agreed they are happy to abide by its “rules,” and are therefore free to enjoy the “passion play” purely for its own sake.  Even limited artistic ability seems to be no obstacle to participating in the subculture; the decision to publish a doujinshi is made by the creator herself (rather than an editor, as in professional publishing), and during conventions there is no ridicule directed at even the most inept efforts.

The fact that many doujinshi sport very similar story arcs, exploit the same scenes from their original media, and re-use many of the same themes/repeating motifs is quite obvious after reading only a few magazines.  These facts can still be taken to mean there is a lack of innovation in the medium.  But the more one reads doujinshi, the more latent creativity seems to rise to the surface: it is almost as though the artists have delved so whole-heartedly into rehash territory they have turned the concept of unoriginality inside-out among themselves.  By constantly reading, internalizing, discussing and re-embroidering on others’ work (that of other doujinshi authors, manga authors, and anime producers) the typical doujinshi artist produces pieces that cover the same ground as others, but each artist does so from a slightly different angle of interpretation.

Twenty people looking at the same painting will give twenty different explanations of what the work is about, how it makes them feel, and what they noticed most.  What set scene, set theme, or set characterization of a pairing a doujinshika chooses to examine in her work, how she visualizes it, and what each of her readers takes away from it is where the artistry in the medium shines through.  To use another comparison to poetry, a sonnet arises from a highly regimented structure, but the words inserted into that structure express the writer’s feelings in a totally unique way.  How well the existing series’ canon events, and the existing fanon ideas, are flexed and embroidered to suit an individual’s tastes constitutes the creativity of yaoi doujinshi.  For instance, elaborating on a character’s secret past and origins is a common theme in Gundam Wing doujinshi, but authors can take such an idea in completely different directions.  Dark Knight Company’s “Fate” series chronicles the repercussions of happy-go-lucky Duo becoming a bloody killer at Heero’s command; Atumianikees’ “System H” posits Heero as a cloned human weapon of the colonies and centers on his child-like vulnerability when memory loss deletes his mental programming.  Hero Rukawa’s addition of magic and monsters into the Naruto universe, and Aska Izumi’s adaptation of ninja illusionary abilities from a battle technique to a method of seduction, are examples of how authors have fit their own flair into small, unexplored cracks in their fandom.

These subtle individualized iterations of a widely-shared theme turn out a product which, on the surface, fits in with, and almost blends into its peers, but in the details is decidedly distinctive.  This is an almost direct analogy to the Japanese conception of person-hood: as a society, Japan places a strong emphasis on group solidarity and conformism, but most people still find ways to express their individuality within the boundaries of social norms.  Reischauer and Jansen record that learning and practicing activities within the fields of music, literature and art are popular routes to self-expression; while Westerners “tend to dismiss such activities rather lightly as hobbies, the Japanese value them as shumi, or ‘tastes,’ which help establish their identity” (165).  So yaoi doujinshi exhibit this tendency of “individualism within collectivism” in two ways—first as being a shumi-type hobby that young women can become passionately devoted to at large, and second by allowing girls to develop further shumi within the hobby itself.  Doujinshi artists can select which pairing they want to write about, and then within that selected area of fandom can create highly personal narratives and distinctive habitual details that set them apart, while still remaining within accepted boundaries.  Readers can personalize their collections of doujinshi by becoming familiar with pairings and artists they enjoy, forming a mental frame of reference that allows them to choose which doujinshi to pick up out of the large milieu.

Doujinshi owe another characteristic, (that they have since independently developed upon) to manga in particular: their visual language.  Emotion-focused as the medium is, a doujinshi’s impact depends on effectively communicating each character’s emotional state with the right degree of subtlety; dialogue alone does not get the reader personally involved since much is often left unsaid
, though not un-felt, by the characters.  While text does play a large part in getting the author’s imagined scene and mood across, the artwork is often more subtly moving and realistic than any of the storyline it pictures: the crease of a brow, the tightening of a jaw or a sudden flinch convey much more of a character’s emotional state than what they say.  These motions, and the way that an author chooses to reveal them though paneling techniques, have their own language due to repeated use in the medium.  Particularly when combined with fragmentary internal monologue, they convey a character’s internal state so perfectly to a reader she can begin to sympathetically feel it herself.

Kinsella tells us that “amateur manga production has been far more influenced by girls’ manga than by gekiga
, which in turn has far greater stylistic continuity with the less politically controversial tradition of child-oriented, cute manga pioneered by Tezuka Osamu and his ex-assistants” (112).  McHarry traces the history of Japanese boys’ love media from depictions of the ancient nanshoku
 tradition to several homosexual love story manga written by, and targeted at, women in the late 1970s.  These pieces, including Kaze to ki no uta and Toma no shinzou, are usually cited as the seminal works for a now-obsolete genre called shonen’ai, from which modern BL manga/anime are descended and BL/yaoi doujinshi take major cues
.  In 1979 a group of amateurs produced a magazine full of short stories—a doujinshi—called Rappori Yaoi Tokushu Gou, coining the term yaoi “because their work was a collection of scenes and episodes with no overarching structure.”  The Rappori magazine featured two young men in a “suggestive but not explicitly sexual relationship” (7).  Yaoi doujinshi culture continued to grow through the 80s, experiencing two important booms in 1985 (surrounding the series Captain Tsubasa) and in 1987 (surrounding the series Saint Seiya) which popularized doujinshi convention culture among young female fans and introduced the word “yaoi” to a wider audience (Thorn 172).

While some yaoi doujinshi circles strive to emulate the artistic approach of their pairing’s original series as closely as possible, or even expand upon it through the use of media like charcoal, traditional sumi-e ink, watercolors, or oil paint
, for the most part BL doujinshi are dominated by the large eyes, de-emphasized backgrounds and stylistic conventions characteristic of shojo manga
.  The dream-like appearance of flowers or sparkles surrounding characters during key moments of reflection is a kind of signature imagery that shojo manga is famous for, and yaoi doujinshi make extensive use of it—even in shonen manga-based magazines.  This imposition of recognizably female-created and girl-oriented emotional visuals on originally male-centric narratives supports the idea that part of yaoi’s appeal is the opportunity for women to ridicule, reject and/or subvert male-dominated culture (Kinsella 120; McLelland 79; Thorn 179).
One area where yaoi doujinshi depart from the manga model is the fact that doujinshi are almost always exclusively centered on the selected pairing involved with the BL relationship.  Characters extraneous to this relationship are rarely shown, even if, in the original series, they play an important part
; by contrast, most manga narratives are carried by large ensembles where even more minor characters can make repeat appearances and serve a purpose.  Haruno Sakura, while an indispensable figure in mainstream Naruto due to her partnership with Sasuke and Naruto in a three-person ninja cell, is always pushed off into the invisible background in Sasuke x Naruto yaoi doujinshi one way or another.  Doujinshi authors invariably find ways to busy her elsewhere, out of sight and mind of the reader, or she simply “disappears” without explanation so she doesn’t intrude on a romantic interlude—even when scenes from the series are used that are supposed to include her
.

When characters outside the pairing do appear for more than a few panels in doujinshi, it is usually to function as plot devices, giving vital information to further the “world of two” account
.  Sometimes they function to explain an otherwise inexplicable action by a partner, if an internal monologue doesn’t suit the situation; once in a while they may be “springboards” to a new iteration of pairing action or tension.  Trick Star’s “Crying Game” magazine features a story centered on the part of Gundam Wing where it appears Heero has destroyed himself and his giant robot in order to avoid capture by the enemy.  In the series, Duo and Quatre end up hiding out together in the immediate aftermath of the incident.  Most Heero x Duo doujinshi authors don’t pay any attention to this period of canon time because Duo and Heero aren’t together, but Trick Star actually uses Quatre’s presence as a mechanism to make Duo reflect on his relationship with the suicidal Gundam pilot.  The doujinshi pictures Duo and Quatre alone in the safehouse they have fled to, discussing Heero’s possible death; Duo is obviously extremely upset, blaming himself for leaving Heero’s side despite the feeling of foreboding he had before the mission started.  When he starts pounding on a wall in frustration, Quatre gets up and stops him from hurting himself, and moved by the despair on Duo’s face gives him a gentle kiss on the mouth.  After a moment Duo pushes him away and tells Quatre to leave; when the blonde boy does so, all Duo can think about is Heero--he wonders aloud what he’s doing being so hung up on his selfish partner, who has done nothing but consistently trample on his heart the whole time they’ve been together.  But even as he remembers Heero’s coldness, he starts to tremble again and insists that he can’t believe the other pilot is really dead.  “If you’re dead... I can’t forgive you...  Do you understand me?  Heero...”

In the above story Quatre really appears only as an intermediary, serving to trigger the exhibition of Duo’s feelings for Heero in the seme’s absence.  The rare exceptions to the “characters outside the BL pairing are spare parts” rules appear to apply only if the doujinshi is meant to be part of a longer, contiguous amateur manga-like series, such as Shin/Tsuki no Kodomo, or Hero Rukawa’s epic Desperate Murderer; in cases like these the narrative is de-centralized enough to involve some real action on the part of the “bit” players
.  The sense of insulation from outside interruptions present in a normal doujinshi really draws in a reader, giving “screen time” and significance to every detail of the partners’ actions.  Emotionally speaking, this sense of isolation resembles the experience of being alone in a closet with a crush, excitedly taking in every facet of the encounter.

Heightening this atmosphere of sexually-charged personal interaction is the perspective most BL doujinshi are drawn from.  While the third-person view showing both partners at once is certainly utilized often, face-shots of one character from the other’s first-person point of view are very frequent, and become more so as the romantic tension escalates.  At moments of high drama--for instance, when love is professed, sex suggested, or affections rejected--it is almost as though the speaking character is directly addressing the reader, staring out of the page.  Seme and uke get equal time in this first-person POV; combined with the third-person view showing both characters at once, to read a typical yaoi doujinshi is to become dominant lover, passive loved, and voyeur all at once.  This definitely supports Shigematsu Setsu’s argument that “the manga text functions as a mechanism that is capable of placing the reader’s gaze in multiple positions,” exemplifying her assertion that an individual’s personal identification while reading moves between multiple psychic sites.  “Some of these possible sites might be expressed as: I desire to be the object of desire/I hate the object of desire/I conquer the object of desire/the object of desire wants me/the object of desire hates me
.”

The “Continuum of Angst in yaoi doujinshi” theory
The manga-pioneered, doujinshi-perfected visual techniques described above, along with the “visual poetry” enabled by the creative use of borrowed narratives, make reading a BL magazine very emotionally intense for a member of the intended audience.  Any experience recognized as being fraught with potential psychological danger has to be carefully navigated and encoded by habitual participants; in the case of the doujinshi subculture, the names and particular romantic combinations of certain characters
 denote relatively consistent levels and types of emotional content.  Internalizing the knowledge of how a pairing is popularly conceived and represented in doujinshi allows readers to navigate the turbulent emotional waters surrounding their hobby; absorbing the fanon surrounding a pairing also aids authors in keeping their creations relatively “in character” and up to reader expectations
, while still allowing for creative flexibility.  Doujinshi sold at specialty bookstores are always packaged in clear plastic bags which cannot be removed until after purchase, so having a way to know what to expect purely from the cover becomes especially important outside of conventions
.

Mentioning how “light” or “dark” a pairing is to an American yaoi fan gives them an important piece of information: how much “angst” is commonly attached to said characters, and therefore what sort of content to expect from a fanfic or magazine.  Thorn in particular has pointed out how much yaoi fans on both sides of the ocean “take pleasure in seeing their male characters suffer” (177).  A great many yaoi doujinshi (not to mention American fanfictions) feature a traumatizing event(s) happening to, or between, the seme and uke of a pairing
.  Whether this is a result of using writing as a coping strategy for authors’ own ordeals, as a way to objectify males in a society that usually objectifies females, or as the means to create a moving narrative, the operative emotional force in BL doujinshi is that particular brand of poignant sadness that American fans have loosely termed “angst
.”  Attempting to define yaoi fandom’s brand of angst precisely is difficult, but one explanation might be, “a sense of heartfelt anguish, experienced by a character but sympathetically transferred to a reader, that arises when an emotion-charged goal seems impossible to achieve.”  This feeling could come from something like Sasuke’s constantly thwarted thirst for revenge, or a terrible event that one fervently wishes had never occurred, but most often in doujinshi it stems from romance.

The unrequited longing for love, jealously coveting the affection another has, or even an unfulfilled desire to be fully understood by one’s partner, can all lead to sensations and displays of angst.  Separation from a partner is one of the highest-angst situations that can be present in a magazine.  One way or another, angst occurs to mark when emotional needs are not being met and it seems they may never be; angst is grief over what should be that is not, or what should not be but is, and feeling powerless to change that undesirable status quo.  Usually this emotion is displayed openly, accompanied by tears, anger or depression, because it is portrayed as overwhelming--so even if the character wants to keep his unhappiness internalized, he is simply unable to.

Given readers/authors’ previously established personal connections to their narratives, they are expected to resonate and deeply empathize with the characters’ unhappiness in a kind of cathartic reaction (or be elevated by the lighthearted absence of angst, as the case may be.)  This is where implicit knowledge of a pairing’s fanon characterization becomes important: to avoid a potentially unpleasant or uninspiring emotional experience, readers have to be familiar with and pick up only doujinshi for pairings whose emotional aura they enjoy, or are in the mood for.  The frequency and magnitude of angst that is evoked from characters—and readers, by sympathetic proxy—varies from pairing to pairing in doujinshi; that some fandoms dwell and thrive on the more heart-wrenching aspects of relationships (while some prefer to paint a rosier picture) becomes evident when read in volume.  This fan-recognized presence or absence of angst in a character pairing, I believe, helps create recognizable boundaries for readers and authors.
  These subconscious divisions function almost like genres in other media
.  Consumers know what to expect, and authors, rather than being imaginatively restricted by the “rules” of a pairing, try to evoke the established mood of the fandom as perfectly as they can
.
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This diagram is a visual representation of some of the implicit knowledge likely present in a yaoi doujinshi hobbyist.  Through reading a variety of a fandom’s materials and discussing the characters with other participants, a member of the subculture can gradually begin to form a sense of the emotional atmosphere surrounding a pairing
, based on the amount of angst generally present in narratives associated with them.  High-angst pairings’ content falls toward the “dark side” of the scale, and low-angst pairings’ content falls toward the “light side” of the scale.  Any individual doujinshi’s content can fall within a certain range on the line, but there is only so much variance
—consequently, when enough familiarity with a pairing is gained, new magazines can be picked up (as well as new stories imagined, in the case of authors) without much uncertainty about what it will be like to read them.

Reader expectations are likely based on three concrete variables: the mood and events of the original mainstream series the doujinshi is based on; which pairing of characters is the romantic feature; and how that featured pairing has been depicted by previous fan artists.  The interplay of these three variables is visible in all yaoi doujinshi, occasionally combined with a fourth: distinctive features of a certain circle.  To give a step-by-step example, (A) a doujinshi collector knows (either by viewing the original medium, word of mouth in the community, or previous exposure to other doujinshi) that in the game Final Fantasy VII, Zax rescues Cloud before dying at the hands of the enemy, Sephiroth is a cold, calculating antagonist, and Cloud is a resourceful but often naïve and excitable hero.  (B) If the pairing noted or pictured on the cover of a yaoi doujinshi
 is Zax and Cloud, it till be a different sort of narrative than if the pairing is Sephiroth and Cloud, because (C) a great number of authors like to picture Sephiroth emotionally or even physically torturing Cloud, while the established fan image of Zax is that he is a rarely-serious “older brother” type who normally only hurts Cloud by accident.  (X) If the doujinshi is by the Yuubinbasya circle, the artwork will be ethereally pretty with extremely high production values, the storyline has a good chance of being bittersweet with a possibility of focusing on Zax’s death, and there will be a likelihood of heavy making out/sex between Zax and Cloud.  All this adds up to a coherent picture, and helps the consumer decide whether or not to buy the magazine
.

Angst is conveyed in the medium and absorbed by readers through textual narrative, plotline and visual elements.  Textual dialogue, narration and story events play a large part in getting the doujinshi author’s imagined scene across; American fanfiction and Japanese fan-novella writers use only prose to make an impact on their readers.  The drama of one character screaming “I hate you” at his lover is obvious and deeply affecting, and such sensational dialogue is so frequently utilized in boys’ love it is nearly to be expected (as in melodrama.)  But the added element in doujinshi is, of course, the artwork, which is often more subtly moving and realistic than any of the storyline it pictures: the crease of a brow, the tightening of a jaw or a sudden shiver convey much more of a character’s emotional state than what they say.  These character motions, and the way that an author chooses to reveal them though paneling techniques, have their own language due to repeated use in the medium—they convey a character’s internal state perfectly to a reader without ever having to be explained.  For instance, an uke’s nervous flinch at his seme’s touch communicates his emotional response and vulnerability to his partner, a connection he might verbally deny but internally cannot help but feel.

The differential use of the first-person point of view can significantly influence a doujinshi’s emotional atmosphere.  If this POV use is also consistent from magazine to magazine, it helps set the overall emotional tone of the character pairing.  In Gundam Wing Heero x Duo doujinshi, the characters rarely deliver their lines “into the camera”; usually they address one another from third-person or three-quarters facial view.  This seems to support the idea that Heero x Duo are a ‘problem solving’ pairing
 high on the dark side of the angst scale: having some of their extremely hurtful dialogue said in first-person, directly to the reader as it were, might evoke too many negative emotions and hit too close to home.  Emotional problems are usually best worked through from a detached and objective perspective (thus the prevalence of third-person shots.)  It seems unlikely that the high utilization of first-person POV is a development that has occurred since Gundam Wing fell from doujinshi popularity; comparison with Zax x Cloud magazines from a similar time period (around 1995-1997) have Zax and Cloud “looking through the fourth wall” more often than Heero and Duo
—though not as frequently as Naruto and Sasuke, or Athrun and Kira, from the 2000s.

Succinctly put, the Continuum construct postulates that due to mainstream series events, character pairing, and previous depiction, “A x B yaoi doujinshi” (where seme is A and uke is B, as variables)  consistently fall somewhere along an emotional line ranging from light (happy, low angst) to dark (sad, high angst).  The last variable, an individual circle’s preferences and creativity, can shift doujinshi produced by them along this sliding scale, but it almost never changes their position on the line completely; aside from singular outlier doujinshi, pairings stay fixed somewhere within a particular gradient.  Internalizing this scale and where a pairing generally falls along it aids doujinshi consumers in navigating the complex emotional sphere of their hobby’s featured content.

History Repeating
The city of Kyoto is a wonderful metaphor for the way old and new interplay in the Japanese consciousness today.  Since this ancient capital is of the few cities that didn’t suffer massive fire bombing during World War II, many buildings more than five-hundred years old still stand in the center of the metropolitan area; a centuries-old tempura restaurant can be hidden just around the corner from a towering department store skyscraper.  In Gion, the old entertainment quarter, the dichotomy is at its most striking: the main thoroughfare through the center of the neighborhood is a four-lane highway girded with glass-fronted souvenir stores, but walking less than a block down a sidestreet will land a pedestrian among feudal-era teahouses where geisha still ply their trade.  Even locals might not actually see these “time warp” areas on a daily basis because they are hidden among a crisscrossing maze of alleyways, but they are what give the city its pride and “flavor” nonetheless.  The subtle, vague knowledge of their existence is symbolic of all Kyoto’s history, and it pervades the attitudes of everyone in the city.  A great many things in Japan today are the same way—the history itself is hidden and not widely known, but the weight of the past quietly shapes many facets of current activity.

Yaoi doujinshi content also comes with this hidden weight of history behind the modern veneer.  Not only are doujinshi as a medium a current embodiment of Japan’s captivation with popular romantic/erotic illustration; male same-sex desire itself has a history that unconsciously shapes the modern Japanese authoress’ conceptions about homosexual relationships.  Mark McLelland’s queer studies work insists that yaoi as a genre is fantasy completely separate from the experience of the modern Japanese gay man, but Gary Leupp
’s descriptions of the historical rules for homosexual interaction have so many strong correlations in doujinshi it is unfair to say the magazines’ vision of romance has no connection to reality at all.  Rather, constructions that were valid in the past seem to have created a paradigm—a “fundamental, implicit model or frame of reference”
—for homosexuality in the Japanese unconscious, a conventional imagery that emerges in media where actual modern gays have no input.

Doujinshi portrayals are fantasy because they hang on these entrenched stereotypes, and are fueled by the input of young women rather than the young gay men portrayed.  The stereotypes are embraced, articulated and elaborated on in the female yaoi doujinshi community because they speak to some girls on a basic emotional level.  The way gay couples are envisioned seems to represent “pure” or “true” love/emotionality more interestingly, more beautifully or more unrestrictedly for the artists and readers of amateur comics than the existing heterosexual romance archetypes do (Thorn 177).

Three elements from the pre-modern Japanese customs surrounding homosexuality can be seen being utilized and built on in yaoi doujinshi: the acting out of fixed roles by both partners in the homosexual relationship, the predominance of anal sex as the preferred mode of physical intimacy, and the ‘androgynization’ of certain characters.

Perhaps the simplest and strongest correlation between historical Japanese homosexual tradition and male/male romantic portrayals in yaoi doujinshi has to do with the assumption of set roles in the relationship.  Leupp’s description of “The Active-Passive Dichotomy” in Tokugawa homosexual relationships applies equally well to yaoi doujinshi characters: that is, the person conceptualized as “older” assumes the active, inserter role, and the one who is or who acts “younger” becomes the passive recipient (109).  These positions dictate not only the manner of sexual interactions but the acceptable responses, exchanges and behavior of one partner toward the other (Leupp 129).  The expected behavior patterns of doujinshi uke and historical boys are different, but they both have expected, patterned reactions that are the result of their position in relation to an older male sex partner.  As for doujinshi seme, their typical conduct towards an uke even more closely resembles that of their historical counterparts.

Speaking on a very general level, to be an uke in yaoi doujinshi is to get dragged into a homosexual relationship kicking and screaming—sometimes figuratively, sometimes literally.  Cast in the role of being young, inexperienced, and shy relative to their partner (like the idealized Japanese woman, relative to the idealized Japanese man) uke often initially struggle to deny they have any affection for their seme at all, either rejecting the other boy’s direct advances or rejecting their own internal impulses.  Uke are allowed to be—by both readers and the characters around them—childishly selfish, demanding, naïve, and jealous, all of which can ironically increase their appeal; many seme actually respond to displays of these emotions, or to a flat rejection, by saying “you’re so cute” or taking the reaction as a come-on.  Usually, doing so leads to the pairing entering a relationship that is mutually satisfying (at least on some level).  This ‘no means yes’ kind of interaction speaks to the fact that Japanese society encourages girls to stay “pure” and innocent of sexual matters, or at least that they to appear to be so (Jansen and Reischauer 175).  The façade of chastity itself is attractive, but also restrictive to the one required to practice it; the external shrieking and internal sighing of the uke is the situation of doujinshi authors and readers writ large.  Uke and young women are both torn between the wish to conform to society’s expectations, and the desire to follow their own natural impulses, which are subtly labeled disruptive and wrong by cultural norms.

The behavior typically attributed to doujinshi uke does stand in direct contrast to historical boys who found themselves the objects of affection for older men: traditionally, boys were socialized to respond to acceptable male suitors favorably (Leupp 129).  In this, only Asakura Yoh and those other rare uke in mutually devoted, completely conflict-free parings directly resemble history; uke characters ‘borrowed’ from mainstream storylines where they have anything other than a perfectly harmonious friendship with the potential seme usually get any possible dramatic objections played up.  Gundam Seed’s Athrun and Kira are shown to be very strongly bonded friends in the original series, but due to the war the storyline places them in, two important rifts occur: they are on opposite sides of the conflict, and Kira winds up killing one of Athrun’s close teammates.  Consequently, their doujinshi portrayals take on a bittersweet cast; while they are written to obviously love one another deeply, their emotional wounds get played up for drama and keep them from being able to completely trust one another.  But, in both the case of the historical boy and the doujinshi uke, the focus is on playing a codified role; the submissive role’s originally pacific requirements have simply expanded and become capable of more complexity to represent different emotional needs on the part of doujinshi authors.

Doujinshi seme work by seduction in one form or another, much as Tokugawa men and their predecessors did.  Love poems, persuasive touches, gifts and promises of fidelity were the weapons of choice for historical men
, though some resorted to force to get the gratification they wanted as well (Leupp 113, 165).  The same goes for modern “active” characters.  Largely, doujinshi seme cajole and bribe the objects of their affection to get over the uke’s initial reluctance, but as with reality—homosexuality with young boys was closely identified with violence and rape, particularly in the Tokugawa and ensuing Meiji periods—emotions sometimes explode and the typical patient courtship is replaced with a rape scene (Leupp 164).  Curiously, these singular incidents of violence in doujinshi seem to work almost as effectively as gentler tactics: rather than bringing total rejection from the uke, as might be expected, the incident always leads to the two coming to better emotional terms with one another.  In Hero Kingdom #19, Naruto’s sobbing imprecation “If you hated me, wouldn’t it have been fine to just say so?  That was mean and cowardly!” after Sasuke has forcibly had his way with him actually leads to the attacker admitting the last thing he feels towards the other ninja is hatred.

In Japanese homosexual tradition, the preferred method of physical intimacy was always anal sex (Leupp 109).  Masturbation, both alone (179) and mutual (122) was common but less sought-after.  But depictions and descriptions of oral sex between two males are virtually nonexistent, which is notable in a culture so rich with erotic art and literature; the practice seems to have been undesirable or even forbidden, particularly in the Tokugawa Era when homosexual protocol was most highly developed (Leupp 191).  According to folklore, the Buddha condemned oral sex, passed over mutual masturbation, and actually condoned anal sex as suitable for his followers (Leupp 109).  This hardly appears to account for the total prescription on the behavior, however, considering that strict Buddhist doctrine also condemns sexual gratification in general as a tie that holds humans to the cycle of rebirth and suffering.

Leupp theorizes it could have more to do with the need to define and preserve who was the “active” partner in sexual activities, and who the “passive,” roles that were necessary to the social construction of male/male desire (193).  Because the “passive” partner in oral sex, who accepts the “active”/ penetrative partner’s genitals into his mouth, actually has more control over the situation than his theoretical superior, oral sex can dangerously unbalance the perception of who is really serving whom (Leupp 194).  The fact that oral sex between men and women was common in pre-modern times seems to support this interpretation.  Because heterosexual relationships were easily defined by physical gender, only during same-sex contact would role uncertainty become a pressing issue; oral sex was the only physical pursuit practiced exclusively by heterosexual couples, because visible gender kept straight who was dominant even during such an ambiguous undertaking.

Yaoi doujinshi too have an order of preference in sexual activities, and it largely mirrors that of 17th century relationships—that is, anal sex is the preferred mode of operation with masturbation and oral sex ranking significantly lower.  However, doujinshi artists seem to have dissolved the conundrum of power relations in oral sex so that seme and uke characters can engage in it without disturbing the status arrangement that defines their roles.  The fact that anal sex is considered to be what a seme truly wants from an encounter facilitates engaging in oral as a means to that end—anal sex as “real” sex, and the ultimate goal in a seduction, is another manifestation of the historically-influenced gay paradigm.

In the relatively small percentage of yaoi doujinshi that do feature explicit sexuality, anal sex is cast as the most erotic act, with oral sex and masturbation intermittently presented as optional “extras” to titillate before penetration.  The pre-modern inhibitions about real gays practicing oral sex, and the resistance to representing homosexual oral sex in media, have dissipated since Japan’s modernization
, but in doujinshi fellatio is still never shown in isolation the way anal sex can be presented.  It is most frequently a segue—a less threatening and invasive sexual behavior used by the seme to “loosen up” a reluctant uke and ease him into agreeing to have sex, usually after the seme has pleasured him to orgasmic exhaustion.  Sometimes there is even the sense that the uke owes and is obliged to give his seme anal sex after he has been fellated: the seme did something that didn’t necessarily satisfy him in order to please the uke, and now the uke must return the favor.

The fact that the dominant partner is the one who takes control in this situation, using sensation to relax, persuade and otherwise manipulate the passive partner, solves the authority challenge Leupp postulates existed for Tokugawa men; though the seme’s mouth is physically penetrated during doujinshi foreplay, he initiates the activity as a means to get what he ultimately desires and therefore remains “on top” to both characters’ minds.  Since historical boys had no visible reluctance to engage in anal sex, the persuasion/manipulation element would not have existed for Tokugawa partners, and the meaning of the oral act would have remained ambiguous and intimidating to the relationship’s foundational roles.
Many of the more aggressive seme walk a fine line, combining genuine affection for their partners with a sense of exploitation—and some of the emotionally darkest magazines feature seme treating their partners as out-and-out sexual objects.  The appearance of domineering men in a female-created media could reflect something of how the “rape fantasy” functions for women: not a wish for real rape, but an interest in being made to lose control, an excuse to jettison inhibitions on the grounds of being “forced” to do so.  One particularly illustrative example comes from Hotsushishow’s vision of the GetBackers pairing Mido Ban and Amano Ginji.  This circle’s magazines, penned by a single author, have a ragged thread of continuity that deals with how Ban’s selfishness often injures his easily-hurt uke—a description that fits both their relationship and their interactions in the bedroom, as Ginji is always complaining that having sex is uncomfortable for him.  Ban (both in the manga and in doujinshi) is shown on many occasions to care for Ginji, subtly trying to protect him and getting worried when he’s upset, but his basic problem is insensitivity: often he totally misses or disregards how Ginji feels about certain things.
For the Hotsushishow circle, this dichotomy of love and thoughtlessness on Ban’s part particularly applies to Ginji’s dislike of sex.  On one occasion, Ban offers to put the two of them up in a hotel for a while since the day is swelteringly hot and the car they live in doesn’t have air conditioning.  Ignoring Ginji’s rather flustered reaction, he then compounds the problem by taking them to a love hotel and being surprised when his uke embarrassedly rejects his advances.  Despite having told him before, Ginji sadly re-explains, which eventually prompts Ban to pounce on him anyway—“If it hurts, let’s do something nice,” he says, and then fellates Ginji until the uke almost literally passes out from over stimulation.  While the other boy is panting up at the ceiling and too distracted to protest, Ban gently murmurs, “Next, let me have something nice, too, then,” and they begin having anal sex, which turns out to be mutually enjoyable.

One of the first things many Westerners comment upon during their initial exposure to doujinshi is the extreme androgyny of some of the characters.  Manga in general, particularly girls’ shojo manga, has a well-documented habit of styling male heroes very similarly to female heroines; the bishonen “pretty boy” is a stock character type in the medium (Schodt Manga! 92).  But in doujinshi, feminized features are distributed differently and more interestingly than in many mainstream manga.  Many yaoi doujinshi depict an exclusively male milieu; while the shojo rule “all characters must be attractive” still applies to a large extent, only the uke of the focal pairing is drawn in such a way that ‘he’ can sometimes begin to look more like a ‘she.’  Seme are consistently handsome but always distinguishably male, even given the prevalence of long hair: their expressions, angular faces, and more muscular builds set them apart from their receptive counterparts.  Not every doujinshi artist draws the uke with decidedly feminine indicators like long lashes and revealing clothing, but rounder, more sparkling eyes than the seme and more curved, gentle features always make the submissive character look significantly less obviously masculine than their main counterpart, as well as the other male characters that may be surrounding them.

Japanese society is said to have had a long fascination with cross-dressing and androgynous portrayals of beauty, and an equally long history of associating androgyny with homosexuality (Leupp 175).  The Buddhist acolytes that served older monks as sexual partners (46), the young male attendants of samurai and noble houses who were romantically pursued (52), the kagema teahouse boy-prostitutes (72) and the female-impersonator kabuki actors who also offered commercial sex (130), all exhibited some tendency towards feminization, wearing women’s clothes and hairstyles, and sometimes being taught to imitate female mannerisms (Leupp 134).  This tendency to feminize, as well as the tendency toward homosexual activity itself, is thought to have initially arisen from the absence of women in the Buddhist monastic and samurai warrior spheres, but eventually both came to be enjoyed for their own sakes (Leupp 56).  Men who desired these elusively-gendered beings could be gender-normative themselves, and their masculinity was never brought into question by sleeping with such a boy; rather, being a bisexual was the norm for the dominant partner in the homosexual bond (Leupp 95).

The culture-wide association of actively same-sex desiring men with transgenderism (and the cordoned-off confines of the entertainment world) is still extremely strong in Japan today, up to the point where some of McLelland’s informants told him they initially thought cross-dressing was a requirement to be gay (49).  This existing connection makes it natural for doujinshi authors to transfer their perceptions of “what it must be like to be gay” onto their characters.  Other influencing factors in feminizing the uke doubtless come into play
, but the fact that there is a long-standing practice of presenting passive homosexual men this way points to the effect of history.

Doujinshi portrayals reflect the sensibilities of the Tokugawa Era in that those homosexual partners with womanly tendencies are always the submissive “insertee” in the relationship—the doujinshi’s uke role is equivalent to that of the acolyte, attendant, kagema or onnagata.  In both historic contexts and doujinshi, only the receptive partner is ever given androgynous or feminine characteristics; only the receptive partner is allowed or expected to engage in feminine behavior.  Both the uke and the historical boy can resemble a female to a greater or lesser degree, but his female-like function in the relationship always puts him closer to femininity than his penetrating significant other, and men who do not offer themselves to be penetrated.  

Not every uke is drawn to look like or act like society’s usual image of a girl, but the conventions of doujinshi illustration dictate there should be at least some physical manifestation of the passive partner’s status.  How much or how little the uke starts to resemble a female depends on the artist’s preference and drawing style, but even if the indicator is only that he looks younger, cuter, or more innocent than his seme, this pushes him closer to androgyny by definition.  The prevalence of the standard is such that on the rare occasions an uke is not visibly androgynous to some degree it prompts comment
.  Some characters typically receive a very great degree of obvious feminization, not only in the work of a single circle but virtually across the board; they are at the extreme upper limit of the habit because of canon attributes and fanon custom.

Nearly always cast as an uke because of his delicate, blond appearance and obvious emotional fragility in the game, Cloud Strife from Final Fantasy VII frequently shows up in doujinshi with features indistinguishable from a female’s; consequently, he also exhibits some of the most stereotypically female personality traits imaginable.  Many authors depict Cloud being romantically jealous, unreasonably demanding, blushingly embarrassed, righteously annoyed, and/or domestic to the point where he comes off as a touchy young housewife—particularly when he is paired up with the good-naturedly goofy, testosterone-exuding Zax as a seme, but even in the Sephiroth x Cloud magazines where they are supposed to be in an involved relationship (versus the large percentage of Sephiroth x Cloud magazines that have Sephiroth basically showing up, forcing himself on Cloud, and then leaving, which gives little room for any other interaction whatsoever.)

Doujinshi artists drawing for Shaman King in a yaoi context
 apparently enjoy bending Yoh’s gender to the point of androgyny rather than complete feminization.  Yoh’s moments of obvious, silly adolescence and his laid-back attitude in the manga make it easy to envision him as having more common with an innocent girl than most boys’ manga heroes, many of whom thrive on competition and dash headlong into things without a second thought.  Doujinshi artists dress Yoh in frilly aprons, skirted sailor suits and pretty kimono—but even while costuming him this way, his mannerisms usually remain either male or gender-neutral, and longer eyelashes are the only truly feminizing addition ever given to his already extremely youthful looks.  Indeed, Umeji Yuuko usually draws Yoh with a faintly surprised or irritated expression when he finds himself in female garb, the reversed mirror image of Cloud who isn’t usually dressed as a female but blithely acts like one.

Three conventions with historical roots are present in modern yaoi doujinshi: the attribution of recognizable mannerisms to each partner, based on his role in the homosexual relationship; the prioritizing and construction of various sexual behaviors; and the feminizing of receptive partners’ dress, appearance and actions
.  The prevalent, accepted homosexual lifestyles of pre-modern Japan have shaped a fossilized paradigm about the “rules” of same-sex interaction in the minds of most non-gay Japanese, and these ideas continue to be expressed in amateur boys’ love magazines.

Food and domesticity
“You are what you eat” is probably one of the most oft-repeated (and thereby clichéd) phrases in the English language, but when considered from an anthropological perspective it largely sums up humanity’s complex relationship with nourishment: “food is a many-splendored thing, central to biological and social life,” as Carole M. Counihan puts it in the first chapter of her book The Anthropology of Food and Body: Gender, Meaning and Power.  The fact that we need to eat on a consistent basis in order to sustain our very existence imbues food and all the behaviors associated with food—such as culinary location, food production, cooking, and the act of consumption—with enormous significance.  Consequently, every culture has codified systems for dealing with food, which is after all physical matter that aggressively crosses the boundaries of inside/outside and self/other when it is taken in; what is considered edible, who can be eaten with, and how raw ingredients transform into meals are the subject of complex rules to maintain individual and social integrity
.

Japan as a nation has particularly strong and developed traditions concerning food and its related sphere, domesticity—the maintenance of the home-space and the nourishment of its members.  Traditional wives, as the indulgent caretakers not only of their children but also of their husbands, showed their devotion to the family by preparing lavish meals every day; they took responsibility for all aspects of the private, “inner” household sphere, sheltered and self-sacrificing even as their wage-earning husbands in the “outer” world enjoyed themselves in the pleasure quarters.  In unmarried women, a shy, demure nature and good culinary skills were considered ideal; even today, making a lunchbox for a man is considered a highly romantic yet subtle gesture.  Modern times have definitely changed the status of Japanese gender relations, shifting them toward a more Westernized model of equality, but the influence of the “woman as homemaker” ideal—an ideal expressed through her ability and willingness to cook—still lingers in the national consciousness.  Mothers, the symbol of home and security due to their immense role in child socialization, are the ones who cook.

The depictions of eating and domestic behavior in yaoi doujinshi are strongly positive images that communicate a number of meanings and desires on the part of female readers/writers.  Doujinshi authors use images of food exchange and home-making to express the emotional attachment between characters, in a way that is easily accessible and relatable to readers due to prevailing Japanese ideas about food and intimacy.  Readers/authors strong personal identifications with both seme and uke characters
, and the way that these characters are portrayed in domestic situations, also reflects a very progressive attitude toward gender roles while still valuing some aspects of traditional Japanese femininity; authors use the flexibility of envisioning two largely gender-neutral entities in a relationship to construct a new ideal household, which is still familiar and relatable.  Overall, food and domesticity represent safety and goodness in doujinshi, and depictions of food-related intimacy have meanings based in both tradition and innovation.
Food as expression of love (and loss)
“Sasuke... I’m sorry for saying selfish things...”

Naruto, sitting alone on a frosty rooftop, reflects on a fight with his seme and whispers these words to a dark night sky.  The regret he feels over telling Sasuke to “stop butting into everything I do” is obvious on the uke’s face as he looks out over a high view of the city.  Remembering cooking curry rice together, their toothbrushes sharing the same glass in the bathroom, and Sasuke holding his hand through a fever, he concludes that he was scared of being so close to his seme—“Because I’ve always been alone, being together with someone like I am now seemed like such a threat to my freedom... but I love him.  I must have really hurt him...”

“Then turn around and apologize to me.”
Stunned at Sasuke’s appearance at his side, Naruto’s eyes fill with tears and he asks his partner why he came, now that he’s seen what a bad person Naruto is.  Sasuke responds, “You understand me completely, and that’s why I love you...  You look cold, so let’s go home.  Tonight’s dinner is nabe.”

“...Okay.”  Naruto smiles, tears vanishing. “Chicken nabe?”

“Crab.”

“Hey, Sasuke...”

“Hm?”

“Thanks for coming to get me.”

This story, summarized from Hero Rukawa’s twenty-third magazine “Toushinndenn,” illustrates what a powerful signifier food is for home and security in doujinshi.  When Naruto reflects on how good his previously unappreciated domestic life really is, the first thing he remembers is preparing and sharing food; Sasuke’s offer of dinner together at the end renews and reaffirms the bonds between them that were temporarily frayed by the pairing’s fight.  The fact that the offered reconciliatory meal is nabe has particular significance: a traditional winter favorite for its warming properties, nabe also has a preparation method especially conductive to communal, family-style eating and sharing.  A large, shallow nabe (which literally means “pot,” as well as designating the cooking style associated with such an implement) is placed over a portable gas burner, filled with broth, piles of different vegetables, various styles of noodles, and a featured ingredient
.  The soup is brought to a boil, and diners help themselves to their favorite tidbits as they cook; everyone plays a role in keeping an eye on what is done to perfection and what isn’t, and often the mother of the family serves out special portions.  More ingredients are thrown into the hotpot as needed or requested, and the soup continues evolving until everyone has had their fill; excess broth left at the end is mixed with scrambled eggs to make a kind of moist omelet finisher.  Nabe is as much a social experience as it is a culinary one
.

One of the many things Hero Rukawa’s work is notable for is her extensive use of food in this manner: sharing a meal builds bridges, assuaging whatever differences lie between romantic partners and highlighting their ultimate love for one another.  (In the case of several magazines, it even precipitates a temporary truce between Sasuke and his malevolent kin-slaying brother Itachi, as unlikely as such an event would be in the “reality” of the series.)  This is a motif repeated over and over again in doujinshi—the appearance of food in a scene almost automatically lowers the angst quotient among the participants because it denotes, affirms and furthers their bonds to one another.  Sharing nourishment, an activity inevitably reminiscent of family and home, reminds both the characters and the reader of their emotional attachments.  Romantic pairings bond, show their love, and reconcile through (and over) meals.  This is true even if the meal is shared not only between the pairing, but between a member of the pairing and friends; the doujinshi make it clear that the intended focus is still on the featured pairing itself, even if friendships with others are included in the warmth of the moment
.  As Counihan has researched, dining is a social phenomenon that forges ties—yaoi doujinshi, in typical fashion, simply pare down this more universal meaning into an exclusively romantic one.

If a meal (or a domestic activity, which usually revolves around meal preparation) appears in a doujinshi flashback, it signals the angst-inducing absence of conviviality and romance in the present; the rupture of what should be.  Gundam Seed and Final Fantasy VII-based stories make use of this emotional signifier often, due to the separation of seme and uke inherent in the original media.  Especially for the “left behind” uke characters of Kira and Cloud, remembering previous shared meals with their partners, or longingly fantasizing about living with them in the future, conjures a powerful sense of nostalgia.  Naruto-based stories written to take place after the manga reveals Sasuke’s choice to join an enemy village also begin to make use of similar angst, but with a combination of anger as well as wistfulness on Naruto’s part; the feeling of betrayal is palpable when the uke reflects on intimate moments and meals shared together before the rift.  These images are such direct parallels to the real-world, female-experienced situations of breaking up with a boyfriend and dealing with unrequited affections it is hard not to see such stories as personal reflections from the lives of the authors—their doujinshi are a showcase for their failed experiences with love, and a way to cope with the resulting sadness by sharing and re-examining it at a safe remove.

Counihan’s statement about socially and emotionally ‘safe’ sex partners—“often those with whom one can eat are those with whom one can have sex and vice versa” (63)—has almost verbatim applicability to doujinshi.  Low-angst pairings are shown eating together, as well as occasionally cooking and cleaning together in the medium; high-angst pairings are distinguished by a conspicuous lack of food and domestic scenes.

Naruto fandom provides us with a particularly evocative example: the five characters who are most often “mixed and matched” as lower-angst romantic pairings often sit down to eat together in the original media and in doujinshi
.  These characters—two teachers and their three star students—share strong emotional bonds and are literally willing to die for one another in the manga.  They are portrayed almost like a family in many doujinshi; Sasuke and Naruto in particular receive guidance and support from Kakashi and Iruka whenever the teachers make an appearance.  The boys are always a main topic of discussion between the two sensei
, whom are sometimes hinted to be sharing a father/mother-like homosexual relationship themselves
.  This social network, most often reaffirmed over ramen noodles
 largely ensures none of the characters’ potential relationships can become too dark; Sasuke, thanks to his manga-given past, is the most angst-ridden and angst-causing of the group, but maintaining daily contact with the rest tends to diffuse this tendency.  The Sasuke x Naruto pairing has a rather wide range, centered over the middle of the Continuum of Angst scale, but individual magazines where they eat together fall consistently toward the lighter end of that range.

Contributing to Amidamaru and Yoh’s extremely light rating on the Continuum of Angst scale is their frequent juxtaposition with food, especially in the original manga.  A scene that helps establish the mutual warmth of their relationship (in both canon and fanon terms) occurs in the first volume of Shaman King: on a hot summer day, Yoh and his friend Manta to go an ice cream store in an attempt to cool off.  Manta gets some soft serve.  Yoh orders two shaved ice treats, to Manta’s puzzlement, but the shaman sticks a spoon straight down into the second bowl (in the style of a Buddhist funeral offering) and explains he can’t just eat by himself if he isn’t really alone.  Amidamaru appears and thanks his partner for considering his feelings, even though as a ghost he can’t physically ingest his sweet
.

Zax x Cloud, too, is typically an emotionally involved pairing with brotherly love/newlywed couple overtones.  Cloud (perhaps due to his often extreme level of stereotypical feminization) cooks and cleans for Zax more than any other doujinshi uke in this study, and Zax returns the culinary favors by occasionally bringing home food and helping with minor domestic tasks.  The fact that the “unsafe” pairing of Cloud and Sephiroth never partake together, while the “safe” Cloud and Zax do, lends itself to the fact that Sephiroth x Cloud is largely pictured by the fan community as a manipulative, highly taboo sexual connection.  In the game, Sephiroth’s mentally unstable patterns of violence, and Cloud’s moments of total vulnerability and emotional breakdown establish the basis of this dangerous pattern; doujinshi authors highlight the menace inherent in the liaison by the depiction of fetishism and BDSM-reminiscent practices between the two characters.  Heero x Duo is conceptualized similarly—in both pairings, the seme gratifies himself as he pleases (i.e., sexually) without engaging in the emotional reciprocity or domesticity of a true “relationship.”

This association of homemaking with safety, and a lack of domestic involvement with danger, seems to relate back to the cultural idea that purely recreational sex is dangerous, while procreative sex is pleasurable; an interesting latent idea to find in yaoi, given the fact that sex between two men can never be procreative!  Only the procreative “trappings,” so to speak—the romantic elements that assure commitment on the part of both partners—can be present in a BL relationship, and therefore gain an importance of their own.  Also, the seme is the one who gets the most gratification out of manipulative and completely unfettered relationships, leaving the uke crying in his wake; this relates to the traditional Japanese idea that men are allowed to have, and should enjoy having, recreational sex outside the home, while such behavior is the social ruin of women
 (Reischauer and Jansen 177).

Ideal gender, ideal relationship, ideal home
We have seen from the previous chapters that BL doujinshi are a site of gender play.  Female readers/artists are able to identify with both the dominant male seme and the submissive, more neutrally-gendered uke simultaneously, as well as being the “third person,” removed from both characters in their own female persona.  While both boys’ love partners are physically male, and therefore enjoy all the social privileges of males, they can also exhibit any number of stereotypically female traits, resulting in an androgynous portrayal informed by fanon but also tailored by each individual author.  Thorn and McLelland have extensive commentaries to the effect that yaoi fantasies are popular because the genre empowers young women to express their discontent with gender norms, reconstructing unsatisfying aspects of reality as they see fit
.  Doujinshi visualizations of food and home confirm this, picturing the pairing characters as the perfect blend of female and male characteristics and societal roles.  When domestic harmony is achieved in boys’ love magazines, it both resembles and diverges from traditional Japanese values—the flexible, idealized bishonen at the heart of such narratives reinvent rather than completely reject the familiar.

Conventional Japanese gender roles are summarized by the term “complimentary incompetence
,” the idea that both men and women are socially incomplete on an individual basis and require a partner of the opposite gender (and opposite role) to fully function in the world.  The traditional Japanese male is the partner who handles things “outside,” acting as breadwinner, spokesman, and nominal decision-maker for the household.  The traditional Japanese female is a demure caretaker, who nonetheless exercises a private “inside” power—complimentary and, ideally, equal to her husband’s public authority—by handling all the family finances, childrearing responsibilities and providing nourishment to those under her roof.  Each partner in such a relationship is presumed by society to be incompetent when attempting to operate in the other’s sphere: for example, women aren’t expected to hold up to long hours of daily wage-slaving outside the house, and men are thought incapable feeding themselves properly inside the house.  Japan once thrived on this concept of division of labor between the sexes, and it still has a resonance in the country today
.

However, in the distribution of domestic activities and food-related activities between doujinshi seme and uke we see such traditional gender roles being reconstructed
.  Naturally, since both partners in yaoi doujinshi relationship are male, the distribution of duties can’t be the same as the classic Japanese relationship: even from a traditional frame of reference, in yaoi there is no woman who stays “inside the house,” and both boys, as males, are expected to go out into “the outside world.”  This is especially true in the many pairings that come from shonen manga/anime and video games, which are action-oriented
; the pairing’s original media often assigns both characters jobs and lifestyles that are martially inclined.
  The lack of a physical/social female in the BL relationship is largely handled by the doujinshi/Japanese historical convention of feminizing the uke: to preserve the “role playing” dynamic, the uke is cast as the more submissive and feminine character.  Consequently domesticity is more often associated with him; however, food and home are not exclusively the province of the uke as they might be with a submissive romantic female character, and it certainly doesn’t “go without saying” that an uke’s expected place is at home, as it can for a girl.

Often domestic activities are shared between both BL partners and/or can be shown to be a bonding experience in and of itself, as in the case where Cloud sends Zax out for food, but in the process of bringing him a forgotten umbrella witnesses his seme feeding a hungry dog—a display of compassion Cloud later tells Zax he finds very endearing and attractive.  Even when an uke cooks and serves his seme dinner unaided, it is an occasion for the seme to show his affection for his partner, and voice appreciation for the uke’s effort.  “Woman’s work” in maintaining the home and feeding her partner is no longer thankless work in doujinshi, despite its undervalued, unpaid, and largely unappreciated position in real life (Counihan 65).  These frequent depictions of not only physically male uke, but psychologically male seme taking on cooking, cleaning and shopping duties relates back to basic female reader fantasies, where girls are not treated like domestic slaves but the male partner actually takes on an important role in keeping the home; doujinshi express the idea that more equitable gender relations are desirable for modern young Japanese women.

Yaoi doujinshi’s positioning of the uke doing domestic tasks can be seen as a way of re-valuing women’s work.  The uke has a feminine position in the relationship and a somewhat feminized persona; this makes it possible for him to stand in as a role “placeholder” for real female readers and writers.  At the same time, the uke also has male gender, and therefore male social power—but yet he still does “womanly” tasks, either because he recognizes that they are vital to a functional relationship, or simply because he enjoys doing them.  His flexible combination of traditional male authority with traditionally female chores implies that such tasks are worth doing.  Also, the uke often receives praise and/or attention from the powerful, male-identified seme (even cooperation and harmony as they accomplish the tasks together) for doing such work, implying that it shouldn’t be a thankless job.  Because both characters are physical males, it puts the uke and seme on an equal footing—so even though the uke is “female” identified, male and “female” in doujinshi are once again equals.  Having a feminine-identified character be domestic, and be penetrated sexually, while still holding male-identified gender power goes back to the idea that girls relate to yaoi because these idealized male images are free to do anything they like (Thorn 177).

The fact that the uke makes his way through the world not only as an empowered male, but also as a submissive, domestic, female-like homemaker actually contributes to his appeal and his value in doujinshi.  The loving seme of food-associated narratives finds it “cute” and meaningful that someone who was standing back to back with him all day, tackling public-space challenges alongside him, can also do “sweet” things in the private sphere (such as make him a cake on his birthday.)  The reader, too, in personally identifying with the uke, feels empowered and liberated: the eternally beautiful bishonen can do anything in either the male or female spheres, but is still protected, loved, appreciated and aided by a strong masculine ally who ensures he doesn’t have to be superhuman.
Chapter 6
Conclusion
This thesis has attempted to take on the analysis of a media that unfortunately is familiar to only a very few beyond those that produce it.  My goal has been to try and connect the images of “beautiful boys in love” to the unconscious needs and desires of their creators, explaining how and why Japanese society has intersected with these young women in such a way that they produce these works of art—art that combines so many contradictions, impressions and themes that it cannot cease to be intriguing and informative.  Boys’ love doujinshi are both derivative and original; an underground hobby and a part of popular culture; unrealistically fantastic and emotionally genuine.  They question traditional Japanese ideas about gender and sex, contorting the concepts into wild shapes; yet in many ways they cling to basic notions about femininity, and detail the human search for approval and affection in a manner everyone can relate to.

In this analysis I have explored the methods of evoking and experiencing emotion through doujinshi, examined how the history of homosexuality in Japan influences modern conceptions of BL, and investigated how depictions of food and domestic activity correlate with feelings of intimacy.  Yaoi doujinshi are narrative works that actually have very little to do with narrative—as well as entertainment, they act as populist creative and emotional outlets, and are the focus of an accepting community of like-minded girls.  In the shadow of the more well-known fandoms of anime and manga, yaoi doujinshi flourish and offer another important perspective on life and love.  Whether or not I have explained adequately all the things I set out to in this analysis, I hope I have at least made a basic introduction to a fascinating world where much work (and play) still remains to be done.
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Makoto, Furukawa.  “The Changing Nature of Sexuality: The Three Codes Framing Homosexuality in Modern Japan.”  Translated by Angus Lockyer.  U.S.-Japan Women’s Journal, no. 17.  December 1994.


An examination of the three ways that homosexuality has historically been treated in Japan: as an accepted, age-based romantic institution that exemplified samurai values; as a fascination of the ‘floating world,’ embodied by effeminate, cross-dressing boy prostitutes; and as a disease or disorder for the medical establishment to ‘cure.’  All three of these perspectives had a bearing on the way that homosexuality was practiced and socially constructed during the Meiji Era, a period that still has an intellectual hold on the people of Japan today.

McHarry, Mark.  “Yaoi: Redrawing Male Love.”  The Guide.  November, 2003.  Also available online, http://www.guidemag.com/temp/yaoi/a/mcharry_yaoi.html

A very long, well researched and annotated article about the trends, tropes, theories and themes surrounding American yaoi fanfiction, fan-art, and slash.  Traces the origins of the Japanese fascination with male homosexuality, the emergence of slash and yaoi fandom in English on the Internet, and attempts to answer the eternal question “why yaoi” with the help of interviewed fanfiction writers and their work.

McLelland, Mark J.  Male Homosexuality in Modern Japan: Cultural Myths and Social Realities.  Oxon, England: Curzon Press, 2000.


A substantial contribution to the area of Asian Queer Studies, in this book McLelland draws an insightful line between popular conceptions of Japanese homosexuality and the actual experience of Japanese homosexuals.  His major argument is that due to widely-circulated stereotypes in various Japanese media (everything from novels to manga to television shows), the majority of Japanese people have preconceptions about gays and lesbians that barely intersect with reality at all.  He examines myths such as the tendency to equate being gay with being transsexual, the idea that homosexual men are the ideal best friends for women, and devotes a chapter to discussing the appeal of yaoi as a fantasy genre for heterosexual females.  Through interviews and fieldwork he then outlines the real experience of gays in Japan and gives a detailed look at their construction of their subculture.

Schodt, Frederik L.  Manga!  Manga!: The World of Japanese Comics.  New York: Kodansha International, 1986.


A classic reference for virtually anything having to do with the rise of the Japanese comic industry, Manga!  Manga! covers the history of manga in general, and also the development of many prominent comic genres including shojo, shonen, erotica, and sports.  It uses examples from real manga to illustrate points about visual metaphor, graphic content and the typical plot devices used in each manga genre.  This book has very little to say about yaoi and nothing at all about doujinshi, but the characteristics and artistic techniques described in the section on shojo manga have some direct parallels to stylistic conventions also found in yaoi doujinshi. 
Schodt, Frederik L.  Dreamland Japan: Writings on Modern Manga.  Berkley: Stone Bridge Press, 1996.


Almost a mandatory companion volume to Manga! Manga!, Dreamland Japan looks at more modern comic publications, and discusses developments in both the comic industry, attitudes toward manga, and the link between manga and anime.  Going a bit more in-depth than its predecessor, this volume contains several chapters about specific, exemplary artists, and the social implications of their work.  There is a short chapter on doujinshi and convention culture, though it is basically an overview and does not hone in on yaoi doujinshi very specifically.

Thorn, Matthew.  “Girls and Women Getting Out of Hand: The Pleasure and Politics of Japan’s Amateur Comics Community.”  Fanning The Flames: Fans and Consumer Culture in Contemporary Japan. William W. Kelly, ed.  Albany, NY: State University of New York Press, 2004.  pg. 169-187.


Matthew Thorn, cultural anthropologist and an expert on shojo manga (“girls’ comics”) currently teaching at Kyoto Seika University, has written one of the very few works in English commenting directly on the yaoi doujinshi subculture in Japan.  During some fieldwork on mainstream manga featuring yaoi themes, he attended a doujinshi convention his informants directed him to, which eventually lead to his researching and writing this article.  Though relatively short, it is an immensely informative overview of the field, covering the convention-based mechanics of making and marketing doujinshi, motivations of yaoi artists and consumers, the American “slash” mirror culture, theories on the genre, and ideas about Japanese social structure that influence doujinshi creation.

Valenti, Kristy L.  “‘Stop, My Butt Hurts!’: The Yaoi Invasion.”  The Comics Journal, #269.  13 July 2005: 121-125.  Also available online, http://www.tcj.com/269/e_yaoi.html


Drawing on American yaoi fan sources such as Aestheticism.com, Wikipedia.com and the organizers of San Francisco’s YaoiCon, as well as McLelland’s work, Valenti summarizes some of the history of yaoi mainstream manga in America, and speculates on the reasons for and the direction of its rapidly-expanding popularity.  A good, basic introduction into yaoi-associated concepts among the American fan community, although written about yaoi manga and not yaoi doujinshi (which actually seem to be rather disparagingly lumped in with “the most sexually explicit [male on male] material for women.”) 
Appendix 2
Yaoi Doujinshi Scanlations
Given the incredible number of yaoi doujinshi that have been produced over the years, the breadth of the subject matter these amateur works can cover, and the style variance possible between circles, any sample of the media is likely to be an inadequately small one.  So the two “scanlations” (computer-scanned and translated graphic stories) included here should be taken as exactly what they are: two short, isolated examples from a very dynamic medium.  They are, however, appealing and representative examples, ones that I hope inspire interest in seeking out some of the others available online; they also exhibit some of the traits described and analyzed in this thesis, so I felt they could provide an edifying introduction to boys’ love doujinshi if included in their entirety.
The first selection is a Shaman King Amidamaru x Yoh story from Chenhaikonsu’s Summer 2002 magazine, a piece by the principle author entitled「夏色の瑠璃」 “Summer Color of Lapis Lazuli.”  The second work is Naruto Sasuke x Naruto fare from Hero Rukawa, and was originally printed in Hero Kingdom #20 under the title 「もっと愛しあいましょう」“Let’s Play the Game of Love Some More.”  Both were scanned, translated and digitally edited by the author of this thesis.
� From Wikipedia’s “Canon (fiction)” entry at http://en.wikipedia.org/wiki/Canon_%28fiction%29, accessed 15 April 2007.  See the article for a general discussion of how canon can be formulated, and further discourse on its function and complexity.


� From Wikipedia’s “Fanon (fiction)” entry at http://en.wikipedia.org/wiki/Fanon_%28fiction%29, accessed 15 April 2007.  See the article for further examples and qualifications of the term.


� See Wikipedia’s “Otaku” entry at http://en.wikipedia.org/wiki/Otaku for a nuanced discussion of the word’s usage and etymology.


� See Wikipedia’s “Shojo” entry at http://en.wikipedia.org/wiki/Sh%C5%8Djo for the history and specific characteristics of shoujo manga


� See Wikipedia’s “Shonen” entry at http://en.wikipedia.org/wiki/Shonen for the specific characteristics of shonen manga


�definition courtesy of Boys on Boys on Film’s “Frequently Asked Questions” section, http://www.boysonboysonfilm.com/guides/index.html


� Adult Manga: Culture and Power in Contemporary Japanese Society, 2000.


� 露天神社（つゆてんじんじゃ, Tsuyuten Jinja, meaning “Shrine of Heavenly Dewdrops”）or お初神社（おはつじんじゃ, Ohatsu Jinja, meaning “Shrine to the Heroine Ohatsu”）after a character in one of Chikamatsu Monzaemon’s famous plays.


�商店街


� Or, occasionally, video games (especially fantasy/sci-fi-themed “role-playing games”—RPGs.)


� The technical term for Japanese amateur comics featuring characters borrowed from mainstream media is “parody doujinshi”; however, because the amateur comic genre that once featured original, artist-imagined scenarios is now largely extinct, this project examines parody doujinshi exclusively.  When a reference to “yaoi doujinshi” or “boys’ love doujinshi” is made in this paper, it refers to parody doujinshi only, not those from the original genre.  I attempt to avoid the term “parody” itself because I believe it is a rather outdated and misleading term; it encompasses virtually all of BL/yaoi doujinshi produced since the mid-90s, and also gives the impression (at least to the English-speaking reader) that most doujinshi are frivolous or ridiculing of their parent series.  While doujinshi that overtly caricature the series they are based on do exist, and many magazines include shorter humorous features as “extras,” truly BL-focused doujinshi narratives tend to take their subject matter more seriously.


� “Women and Girls Getting Out of Hand: The Pleasure and Politics of Japan’s Amateur Comics Community,” in Fanning the Flames: Fans and Consumer Culture in Contemporary Japan, edited by William W. Kelly, 2004.


� Dreamland Japan: Writings on Modern Manga, 1996.


� A prominent researcher in the field of Japanese queer studies; he has borrowed or bought a number of Japanese gay male magazines, pornographic videos, and female-oriented yaoi manga, whose content he describes and analyzes in Male Homosexuality in Modern Japan: Cultural Myths and Social Realities, 2000.


� My website Akaitsuru’s Nest, still devoted to fanfiction and yaoi doujinshi, can be accessed at http://www.geocities.com/Akaitsuru


� In Japanese the discussion is even sparser; see McLelland, page 61.


� Lolicom, shortened from “Lolita complex,” is the Japanese word describing sexual attraction to underage girls.  It can also refer to certain images which imply or represent an underage girl as sexually attractive—for instance, the visual double entendre of a pigtailed child in a revealing bikini licking a popsicle.  Kinsella uses the term as if it were an actual genre rather than a type of content which occasionally appears in various Japanese media; she describes it as a genre that that features young girls and young women as main characters, often with occasional suggestive imagery or overt sexual overtones.  Fans particularly take exception to her description of the series Gunsmith Cats and Oh! My Goddess as lolicom when they clearly do not fall within the widely accepted usage of the term; Kinsella’s definition is entirely too broad, given that her description could be applied to virtually all of shojo manga.


� Anne Allison’s 1996 book, Permitted and Prohibited Desires: Mothers, Comics and Censorship in Japan, is another oft-cited resource in the discussion of Japanese media due to its chapter “Cartooning Erotics: Japanese Ero Manga.”  However, as this volume focuses on feminist issues in Japanese culture at large, and contains little direct discussion of yaoi (focusing instead on male-intended graphic pornography), I have put it to the side for this thesis.


� Ishikawa Prefecture is located on the western coast of Japan’s largest island, almost directly opposite Tokyo.


� This fact explains why almost a third of the doujinshi used in this study are for the pairing of Sasuke x Naruto: while I was in Japan gathering materials, Naruto yaoi was the hot new topic in the subculture, and a great deal of work was being produced for Sasuke x Naruto in particular.


� Chiba Prefecture is located directly east of the Tokyo metropolitan area, on a small Pacific peninsula.


� Kyoto and Osaka are both located at the southwestern tip of Japan’s largest island, in a distinctive area known as the Kansai or the Kinki Region.


� It often appears to be the case that even though one person may claim the circle and its name as her own, “ownership” is rarely that simple due to frequent collaborations, combined book publishing with other circles, unnamed assistants, etc.; thus the use of the plural “they” when describing a circle’s activities and work, rather than the singular “her,” as in the case of a company and its CEO.  A circle is a flexible, multiple entity due to fluctuating membership, even if it is far from independent from its principle authoress.  Authoresses who publish under only their own names, instead of a circle name, are referred to as “her.”


� Kyoto and Osaka are very cosmopolitan cities, used to hosting foreign travelers, but even attempting to go off the beaten tourist path and fit in with the general population—especially by proving you can speak even a little Japanese—tends to earn shock and delight from strangers.  I expected a strong reaction to my presence from members of the doujinshi subculture, given that it is such an obscure and insular hobby, but no one ever questioned if I knew what I was buying or even seemed surprised I should be where I was.  As far as I could observe, I was treated exactly the same as any other girl present at such places.


� I say “ ‘traditional’ lack of narrative structure” here, because as Thorn has noted, some doujinshi have contiguous storylines that can stretch to multiple volumes—for example, Natsuo Kume’s Gundam Wing-based Tsuki no Kodomo and Gundam Seed-based Shin Tsuki no Kodomo; Hero Rukawa’s Naruto-based Drastic Murderer.  A great majority of yaoi doujinshi have at least minimal storyline to provide a hint of context for the featured pairing interaction—my point is to emphasize that story is not of primary importance.  The acronym “yaoi” originally denoted only the lack of structure and did not necessarily imply homosexual interaction between male leads, although such activity was a frequent subject; boys’ love as we know it today quickly conquered the term in the mid-80s, however, and it now applies only to homosexually-oriented stories for females, usually in the doujinshi medium (McHarry 7; Kinsella 113; Thorn 171; aestheticism.com).  In fact, “yaoi” is now so thoroughly associated with BL content that a playfully ribald alternative acronym has been partially adopted by the subculture: “Yamete, oshiri itai,” meaning “Stop, my ass hurts.”


� Rather like the meaning found in Andy Warhol’s works during the “pop art” movement.


� Kinsella and Schodt both documented the existence of the original genre at conventions they attended in the 1990s, but I never encountered a single original doujinshi the entirety of my stay in Japan.  Examples, even recently-published examples, still exist and are documented on the Internet (such as on the website http://www.beautifulandrogyny.com/?q=node/47); however, it still seems irrefutable that original are now far in the minority compared to the number of anime and manga-based parody works produced.  Kinsella noted that this shift toward parody began to be highly visible (even to the fan community itself) in 1989, and I conjecture it continues to this day.  This could have something to do with the fact that boys’ love manga is now on the rise in the mainstream, and thrives on the same stories and images that original doujinshi once gave an outlet to; original no longer has that edge of illicitness Thorn speculates contributes to doujinshi enjoyment (or the element of cutting-edge newness I feel directs the fads in the subculture) and so it has lost its popularity.  See also the note on the use of the terms “parody” and “original” in the Introduction of this thesis.


� Thorn documents a simplistic, lighthearted and rather stubbornly apolitical “we like what we like, so we write/read what we like” perspective on the doujinshi hobby in all of his convention informants.  See page 177 of “Girls and Women Getting Out of Hand.”


� The idea of “BL doujinshi as unconscious feminist social revolution” is elaborated further in the “Food and Domesticity” chapter of this thesis.


� Currently, doujinshi and manga have a symbiotic, rather than parasitic, relationship: during the “otaku panic” documented by Kinsella, manga publishers attempted to distance themselves from the doujinshi world as much as possible, but now that public wariness about the amateur subculture has faded, manga companies are once again recruiting select artists based on their doujinshi work.  Yun Koga and the affiliated artists of CLAMP are well-known examples of doujinshika who have gone professional and become immensely popular in the mainstream.


� Such an author will not become popular, but she will likely sell at least a few magazines, and thus be able to participate in the excitement of conventions just like her more gifted peers.


� This “mental frame of reference” in readers/writers is what the Continuum of Angst theory detailed below represents.


� It should be noted that prose can and does accomplish this in American boys’ love fanfiction and Japanese fan novels (which are often published in a text-based doujinshi format); this fact would seem to set visual comic-type doujinshi apart from those otherwise related media.


� Gekiga-style manga, which strives for artistic realism while portraying gritty and/or surreally disturbing subject matter, is more associated with “underground” comics—highly politicized, radical statements by professional or semi-professional manga artists (Kinsella 25).


� See the analysis chapter “History Repeating” in this thesis


� American fangirls, if they know or care anything about the history of their hobby to start with, seem to acknowledge this as the genesis of it (probably due to the influence of the BL website aestheticism.com)—in fact some still use the term shonen’ai to describe their fanfiction and their tastes (rather than “yaoi” or “boys’ love”) though this is now considered an obsolete term for the professional manga of the 1980s only.


� Circles such as Datemaki, Saru no Yukata and Yubinbasya are notable for this kind of highly skilled artistic work.


� Literally any manga, anime or video game can generate doujinshi, but the most popular and prolific fandoms for yaoi and BL magazines tend to be shonen manga/anime-based.  Thus the adaptation of shonen-identified characters and situations to a shojo-like mode of representation is rather striking (in both a visual and academic sense.)


� In fact, one frequently-utilized way to distinguish a romance-focused yaoi doujinshi from a “fun book” (which puts the entire cast in humorous situations) is to include the words “X and Y only” on the magazine cover, where X and Y are the seme and uke’s names.


� For instance, the trio’s sojourn together in the woods during the chuunin exam, a training exercise meant to evaluate their ability to move up in ninja rank.  The nights the three spend in isolation are a popular subject among doujinshi writers, but somehow Sakura appears in only a few panels of each story, if at all.


� Even in magazines where two distinct pairings from the same original series are featured (e.g., Athrun x Kira and Dearka x Izak books, where all four characters are from Gundam Seed) their stories in the book are still largely segmented off from one another, in separate chapters etc.


� Or even some interaction between pairings, if more than one pairing is present: Athrun and Dearka actually speak to one another more often than Athrun and Kira do in Shin Tsuki no Kodomo, due to the actual pairing characters’ frequent separations by the requirements of war.  But even during these conversations between the two seme, the topics under discussion are frequently their feelings about their respective uke.


� Quoted by Thorn, page 182 of “Girls and Women Getting Out of Hand”





� The featured pairing of a magazine, in other words; “seme name x uke name”


� I conjecture that keying into reader desires also helps make an author more popular and better-selling at conventions, but such commercial concerns come second to having an entertaining and emotional narrative that expresses something fulfilling to the author; doujinshi are not primarily a money-making hobby, potential profit is merely a side-benefit (and usually one available only to those with truly exceptional artistic and/or narrative skills.)  Everything about the subculture confirms that yaoi doujin are a labor of love: the gushing author notes detailing personal affection for and connections to a magazine’s pairing; the fact that even new magazines usually sell for less than ¥800 ($8); the prevalence of magazines for minor fandoms not currently in vogue; the common knowledge that only a handful of doujinshi authors ever become well-known, etcetera.


� Even at conventions, where new doujinshi are sold directly by their creators without plastic packaging, casual browsing seemed to be rare--which implies participants generally knew what they were looking for already.  At used yaoi manga stores, on the other hand, standing in front of the shelf reading potential purchases before deciding what to take home is the norm; because yaoi manga includes only original narratives and characters, there are no widely-recognized pairing stereotypes, and consequently readers never know what to expect/what they will like in a new book.


� Some of the more popular are: uke rape, either by a stranger(s) or by the seme himself; the death of a close friend or one of the actual pairing; general emotional manipulation (e.g., one of the pairing saying or implying the relationship is meaningless to them)


� American fans find it convenient to categorize pairings using magnitudes of this word: a statement like the following is common.  “X x Y is such a dark pairing.  All that angst is kind of depressing even though some people really like it.  Y x Z, on the other hand, is refreshingly free of trauma, so I’d rather write/read about them.”  Doujinshi contain no such references to “angst,” or to “light” and “dark,” but if anything the habit of stereotyping a pairing’s romantic/emotional characterization is even stronger in Japan than it is in the United States--fanfiction has much less consistency from author to author than doujinshi do from circle to circle.  (This is likely due to the influence of American cultural individualism versus Japanese collectivism; also, the Japanese subculture is a face-to-face convention environment, whereas the American version interacts anonymously and largely autonomously over the Internet.)  Angst, and its differential distribution between pairings, is definitely a trend present in doujinshi, but as there are no convenient Japanese terms to describe the emotional forces present in the magazines, I use the American-formulated ones in the presentation of this theory.


� In addition to serving as a barometer for potential emotional experiences, it should be noted that angst also has the important function of providing narrative tension in a media which is relatively plot-free.  The need for angst to be resolved in some manner is the driving force for darker doujinshi; this purely practical use of angst also explains why many lighter side couples have even shorter, more vignette-like stories than their high-angst peers, as there is little to drive low-angst pairings from conflict to resolution.


� If, as a reader, you don’t want a “Horror” tale, you will know not to pick up a Heero x Duo doujinshi, for instance.  As an author, don’t write high-angst “Action” Amidamaru x Yoh fare if you want a positive reception from your pairing’s traditional “Romance” audience.  A mid-range Sasuke x Naruto magazine is only going to partially satisfy a desire for “Drama,” and so on.


� Speaking from personal experience writing fanfiction, as well as observation of doujinshi, certain scenarios occur to an author as being appropriate for one pairing but “out of character” for another.


� The range of content written about a pairing originally dictates the emotional atmosphere, but the atmosphere also begins to dictate what content can be written after a certain point: the amount of angst “permissible” in a Sasuke x Naruto doujinshi is not expected or permissible in an Amidamaru x Yoh doujinshi, because Sasuke and Naruto’s backstory in their original narrative contains much more angst than Amidamaru and Yoh’s original narrative.  Canon initially spawns fanon, but in the doujinshi world fanon becomes of equal weight and importance to its predecessor once a fandom has gained prominence.


� Rare outliers do occur, such as 200 Action’s “The Impurities of Friendship: COLD BLOOD”--a Zax x Cloud magazine where Zax brutally rapes his uke.  This magazine’s depiction of Zax is described as extremely “OOC” (“out of character”) on several doujinshi-related websites.   Trick Star actually acknowledges the rarity and OOC-ness of Heero x Duo affection herself by putting the words “Heero * Duo Love Love Book!?” on the back cover of her “Koroshitai hodo I LOVE YOU” doujinshi, which features an unusually light alternate-universe take on the Gundam boys’ relationship.


� Not all doujinshi have explicit pairing notations, but to an experienced eye it is fairly easy to guess if there is yaoi content in a sealed magazine: a great majority of douijinshi are BL-centric to begin with, and if there are only two characters on the cover (especially two characters from a popular pairing) the magazine is a safe gamble for a yaoi consumer.


� All artists are also consumers.


� A popular conjecture concerning doujinshi is that they sometimes function as a tension-release valve for real-world problems experienced by authors, a claim discussed by Thorn.


� Even though Zax x Cloud can rate high on the Continuum scale, it’s due to Zax’s death at the hands of an impersonal third party, rather than as a result of any rift or mistreatment within the pairing.


� Male Colors: The Construction of Homosexuality in Tokugawa Japan, 1995.


� Earl Babbie’s The Basics of Social Research (second ed.), 2002, pg 27


� Leupp gives numerous examples of historical older partner seduction techniques which are also practiced by doujinshi seme: pages 39, 96, 155, 53 of Male Colors.


� See McLelland’s Male Homosexuality in Modern Japan, page 137 for a discussion of this.


� for instance, the shojo manga visual conventions that influence much of yaoi doujinshi style; the fact that female authors as the assumed “insertees” in heterosexual unions naturally feel kinship with an uke and change his appearance/actions to more closely reflect their own; etc.


� Such as the webmistress of the Final Fantasy VII yaoi website, So Da Sexy, writing “CLOUD LOOKS LIKE A DUDE. Isn't that STRANGE?!” in reference to Hayami Akira’s work for the Vanish Tokyo circle. http://sodasexy.ladyaislianuproductions.com/SDS_fr-dj_mine-ff7_vanish.html


� That is, the Amidamaru x Yoh, Silva x Yoh, and Hao x Yoh pairings; Yoh x Ren and Yoh x Hao seems to be on the fringe for doujinshi, if not for American fanfiction.


� This last will be expanded upon in the “Food and Domesticity” chapter of this thesis, where the uke’s performance of traditionally female tasks—food preparation and the upkeep of the home space—is analyzed.


� Bell and Valentine’s Consuming Geographies, Routledge: New York 1997, page 44.


� Rather than simply with the third-person omniscient point of view, as discussed in the first analysis chapter of this thesis, “The Continuum of Angst”


� In Sasuke and Naruto’s case, the feature is crab, though it can be any special ingredient; cubed chicken and thin-sliced beef are also popular.


� Interestingly, the Western world has a very similar equivalent in fondue, which has only recently come back into style; the idea of nabe being unfashionable in communal Japan is nearly unthinkable, and indeed this kind of “social eating” experience is also mirrored in other styles of Japanese food, such as yakiniku.


� This is much like the manner in which bit players are used to further pairing interaction, described in “The Continuum of Angst” chapter of this thesis.


� For characters among this group, I have seen doujinshi dedicated to Sasuke x Naruto, Sasuke x Sakura, Naruto x Sakura, Kakashi x Iruka, Kakashi x Sasuke, Kakashi x Naruto, and Iruka x Naruto.


� This is another example of using characters outside the pairing to actually do nothing but highlight the pairing.


� I say “hinted” here, because serious, non-ambiguous Kakashi x Iruka interaction is reserved for Kakashi x Iruka magazines, rather than the Sasuke x Naruto ones I focus on.


� Ramen is a commonly featured theme in the original manga as well, but doujinshi extend its association and sharing to all the main characters, rather than just Naruto’s canonical obsession.


� Hiroyuki Takei’s Shaman King, volume 1, Chapter 5: “Samurai Bodyguard.”





� Also see Gary Leupp’s Male Colors for an extended discussion of how institutionalized prostitution functioned (and, in some capacity, continues to function) in Japanese society.


� See Thorn’s “Girls and Women Getting Out of Hand” in Fanning The Flames pages 177 to 181, and McLelland’s Male Homosexuality in Modern Japan pages 78 to 84.


� The term belongs to Walter Edwards, used in his study “Modern Japan Through Its Weddings: Gender, Person, and Society in Ritual Portrayal,” Stanford: Stanford University Press, 1989.  Takie Sugiyama Lebra also describes a very similar gender role theory in Japanese Patterns of Behavior, Honolulu: The University Press of Hawaii, 1976.


� This is certainly not to say that every relationship or marriage in modern Japan fits or even resembles this model; like most areas of life in Japan, gender relations have been changing rapidly over the past few decades.  It should also be kept in mind that all anthropological concepts are stereotypes that have frequent exceptions.  However, this is a traditional mindset which still has considerable influence; even my extremely Westernized host family did not eat until Mother came home to fix the evening meal, for instance.  My host father and host brother admitted they barely knew how to feed themselves, and my host father once joked that he definitely married his wife for her cooking.  However, my host mother did work outside the house, and clearly had a wage-earning role in the family as large--or larger--than her husband’s, who at one point appeared unemployed while I was there.


� This use of the wish-fulfilling potential of unrestricted doujinshi fantasy seems to suggest that modern young women no longer find their position in the “complimentary incompetence” model equal or fulfilling, perhaps due to the influx of Western feminist ideas which has grown ever since the modernizing of the country in 1868.


� Virtually all the pairings examined in this project are shonen media-based: Naruto, Gundam, and Shaman King are ostensibly marketed to boys, and share the traits of being action-, competition- and external conflict-focused.


� In fact, characters commonly cast as pairings in doujinshi often work or compete together (or are rivals engaged in the same profession) because this puts the characters in close enough proximity to each other that envisioning a romantic connection is possible in the first place.





