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ABSTRACT

JAPANESE AND THE EXPRESSION OF IDENTITY THROUGH LABUAGE,
POLITENESS, AND TACT

Chelsea Nicole Horton, MA
George Mason University, 2012

Thesis Director: Dr. David Haines

There is a notion among many people, familiar amdmiliar with Japanese, that it is an
inherently polite language, as if it were built Mlig@around the concept of politeness. The
Japanese language does have impressive capalilitersns of denoting status, respect,
and humbleness, offering many different linguistiels on which people can interact.
However, this is not for the sole or simple purpokgpoliteness.” Instead, those
capabilities permit a more complex interweavingdehtities, social relationships, and
physical contexts. As language both constructsdmsdribes the complex social and
environmental matrix in which speakers find thewasg] it allows them a range of
expression beyond mere politeness. This study teddes an analysis of how Japanese is
used for such purposes in a broad set of linggistimtexts, ranging from television

shows, to the all-female Takarazuka theatre, aagbtiblic yet private space of cosplay



cafés. In these settings, both the structure anibility of the Japanese language are

illuminated.



CHAPTER 1: INTRODUCTION

Japanese is a complex and multi-faceted languegewhich can cause
consternation to native speakers as well as foeeggWithout studying it intensively, it
is hard to have even an inkling of the social cass responses interwoven so thoroughly
and subtly throughout the entire language. Insteadple often describe it as simply a
“polite” language, ignoring the ways that politemeshowever defined -- intersects with
such other dimensions as formality and emotion. &ffexts of social variation,
especially of gender, also tend to be ignored in\arall emphasis on politeness. To
better illuminate these intricate relations in tiesis, | analyze a range of popular media
and public social activities. In doing so, | hopeptovide a better understanding of the
structures, ideologies, and popular usage of Jagane

This study covers two different television shoti popular Takarazuka theatre,
andkospurecafés. In this introductory chapter, the contextl@at analysis is laid out by
discussing “politeness” and the many theories dktaimpt to account for it in one way or
another, including universal and culturally specédkplanations. In doing so, the
complicated nature of polite language will becorppaaent. From there, some of the
grammatical structures employed in polite speedhbegiexplored as well as the varying
levels of politeness in Japanese speech and thé¢hat emotional expression can play.
Next, the connection between identity and langupgkte or otherwise, will be explored.
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Then the discussion will move on to critiques friaminist scholars in the study of
Japanese. Last of all, the methods utilized inrthiestigation of this topic will be

outlined.

Politeness, Tact, and Friendliness

The basic notion of politeness itself turns oubéoquite complex. Terming
something “polite” leads into a discussion of howaely politeness is achieved or
understood by different cultures. Richard Janned/tlorst Arndt, for example, suggest
that politeness is paired with something they t@ait, which they see as a partner to
social politeness. They define social politenesthagsorms and rules that provide a basic
foundation for human interaction in a society, soinat like a framework for a building.
Tact, on the other hand, is less related to fommak and “is a matter of behaving in an
interpersonally supportive way” (1992:23). Put nother way, “the difference between
tact and social politeness is that whereas thetifumof social politeness is essentially to
coordinate social interaction... the function of tict. to preserve face and regulate
interpersonal relationships” (1992:24). The authimiseve that aggression and
confrontation are part and parcel of basic humalogy, but tact can counteract them.
Tact, for them, is a culture-bound concept and gdlydearned through interacting with
others in a given society. Though Janney and Aoffdét suggestions to lessen the
tension when two conflicting notions of culturatt@ome into contact, they imply that

there are no over-arching guidelines for intergalttact.



Arndt and Janney, even if they see tact as delgidedture-bound, are careful not
to imply that there is no universal theory for periess and actually appear to borrow
from the work of Penelope Brown and Stephen LevinBoliteness: Some Universals in
Language UseBrown and Levinson do not distinguish between éac politeness and
posit that every adult human has something knowifeae,” which is “the public self-
image that every member wants to claim for hims@€87:61). This has two

dimensions, negative and positive:

negative face: the basic claim to territories, peas preserves, rights to non-distraction — i.e. to
freedom of action and freedom from imposition

positive face: the positive consistent self-imagé&personality” (crucially including the desire tha
this self-image be appreciated and approved oiineld by interactants

(Brown and Levinson 1987:61)

In Brown and Levinson’s conception, these two typieisce are positioned as desires
that tend to oppose one another, that in ordeaito ground for one type of face one
generally has to lose ground in the other. In geshiiao simple a distillation, Brown and
Levinson imply that the personal desires of indinat$ will necessarily conflict with their

image or place in the wider social situation.

According to their view, all actors in a socialsition have positive and negative
face, with a desire to maintain both. In numercases, what a person wants can only be
fulfilled by another individual, so both must engaand attempt to maintain face, for
themselves and their partner. Many situations requhat they refer to as “face-
threatening acts” (abbreviated as FTAs) and indi&isl involved in such a situation

attempt to lessen the potential to lose face. Tetries end, the people involved will



employ some type of politeness strategy; Brownlasdnson cover a large number of
potential circumstances and investigate the mainnghich they could be handled. The
authors describe the rules or constrictions theiesp places on these encounters and
when discussing them assign a high degree of palrsbpice to the actors involved,
setting them up as rational agents who make chaicesler for the situation to conclude

to their benefit.

To the ears of a Western individual, this univetisaory of politeness seems to
make good common sense: you want things; you wgobd self-image; in order to get
both of these you must act in a polite and respkotanner toward whomever you are
dealing with. However, a few Japanese scholars teken issue with this formula, as
they believe it does not accurately apply to tbein culture. Shoji Azuma performs his
own sociolinguistic survey to question the applitgbof Brown and Levinson’s formula
to Japanese culture and makes a good case ththethg could benefit from
modification. Azuma builds on a previous argumeatimby Ide who claimed that the
framework of Brown and Levinson “is inappropriateem languages with honorifics like
Japanese are examined” (Azuma 1997:84). Accordimgth Ide and Azuma, certain
terms of politeness, such as a honorific attachethtindividual’s name, are
sociopragmatically obligatoryeven when grammar would allow the honorific to be
avoided. In their view, Japanese linguistic behastrongly guided by conventions,
termedwakimaeor “discernment” by Ide, and does not comfortdtlyithin the
framework of Brown and Levinson, who strongly engihavolitional strategies on the

part of the speaker (1997:84-85).



Brown and Levinson, for example, suggested tisemker will treat a request
they are making in a different manner if it is ihigh-imposition situation rather than
when the question would not interrupt or imposetenaddressee, i.e., a low-imposition
situation. The speaker would thus phrase his oghestion differently (in general, more
politely) if the addressee is in the midst of pariing a task. As both Azuma and Ide
point out, this assumes a high degree of persdrate in linguistic forms. According to
Azuma, if the theory regardingakimaseis true, there should be negligible change
between low and high imposition requests. In otdeest the hypothesis, Azuma created
a questionnaire with four different hypotheticatiations: making a request of a teacher
(low imposition), making a request of a teacher wghio the midst of another project
(high impaosition), making a request of a studemtv(imposition), and making a request
of a student engaged in another activity (high isifpan). According to Brown and
Levinson'’s theory, the high imposition situationsuld naturally yield more respectful or
polite requests, whether teacher or student. Asriied out, in the case of a high
imposition request to a teacher, there were battantes of more polite forms being used
as well as polite apologies. However, when survgstre results of the high imposition
request toward students, there was almost no chiarrgeponses when compared to the
low imposition request. Azuma’s analysis of thaadihgs claims that while the
volitional aspect does still existiakimaédiscernment plays a much more important role,

even when serious FTAs are considered.

Another interesting study conducted by Richardt¢y&achiko Ide, and Konrad

Ehlich maps the differing conceptions that JapamaeseU.S. students had about various



social situations. There is much that can be daadiathis study, but there is one
particularly striking issue that Ide raises. The dii&lents tended to equate friendliness
with politeness and unfriendliness with rudenessti@ other hand, the Japanese
students evaluated the conversations treatingdiiiess and politeness as discrete
concepts, not necessarily feeling that a politeéesere was inherently a friendly one
(1992: 284, 289). For the Japanese students, ifdwmi be uncommon to hear a
statement that contained lower levels of politedegsalso qualified to be considered
friendly. Without considering such differing not®of the correlation between politeness

and friendliness, a universal theory on polite laage would necessarily be incomplete.

The Grammatical Durability of Politeness

In most languages, pronouns and terms of addregsstgstantial importance in
conversation. Many European languages make theaatish between formal and
informal, or polite and familiar, pronouns: for exgle, the difference betwedémand
Vous These are key when speaking to another persarttauglkey to any analysis of
politeness. Some researchers have become interegtexse pronouns, their emergence,
and their change over time. If these pronouns @ gcial to politeness, one might
expect them to be quite durable in a supposedliitgidapanese language. Satoshi
Uehara and Andrew Barke, however, suggest thaitithe case (2005). In comparison to
European languages, Japanese pronouns and teaudrets are both greater in number
and tend to change more rapidly. While Europeaguages have had two relatively

stable terms, Japanese never has had less thantivie the Edo period contained more



than thirty. In the years between the Edo periatitaday, the number declined to five or
six terms (depending on whether one consitlreg, which means that terms have
disappeared at a quick pace. In less than 200,\thare has in this respect been more

change in Japanese than happened in European ¢gsgoer more than 500 years.

A key aspect of these Japanese pronouns of addrigsvarying level of
politeness they express. There are several gradaticfamiliarity or respect that can be
tailored to any situation. However, the specifiormuns used often have a relatively
short life span before they fall out of use or aam their implications. Indeed, a word
such akisama(which roughly translates #n honorable persgrwas considered to be in
the upper levels of polite terms of address dutivegEdo period but today is one of the
rudest ways to address someone. Uehara and Badkéhiad terms only decline in
politeness level over the years, never rise, aed thisappear from use for the most part.
They attribute this phenomenon to there being adaib Japanese on pronominal address
(comparing it to the frequently shifting terms indtish to refer to defecation or places in
which defecation takes place). It is taboo to rdiezctly to someone and “as euphemistic
expressions become more widely used and more glassbciated with the tabooed
referents, their politeness value drops, whiclum teads to a need for new

polite/indirect expressions” (Barke and Uehara 280%).

Barke and Uehara note two ways polite terms of@nanal address develop:
direct and indirect. A pronoun derived from theedirstrategy usually incorporates a

term for respect (especialy) into the pronoun itself (e.ggfisamakiden kihen). It is



significant that only one of these terms is stillise today and happens to be one of the
less polite pronouns. Judging from the data theactterms tend to lose politeness quite
quickly when compared to their more indirect coymaets (Barke and Uehara 2005:310).
As for the terms based in indirect reference, teag to be derived from locational or
directional words, a way of noting someone with@fieérring explicitly to them. More of
this type (four out of six, to be precise) are foum contemporary pronouns, including
the most polite versiomnata This would seem to concur with the pattern of the
pronominal taboo; the more blatantly a term refersr interacts with a tabooed subject,
the less polite it becomes, thus the direct teend to become less acceptable more
quickly (2005: 303-310). Another intriguing poithiat the authors raise is that the more
polite and long lasting, as well as indirect, tetersd to originate from women and they
speculate that this may be based on the expecth@brvomen are farther removed from
the taboo subject than men. This is indeed anastig conclusion, particularly because
there is a common belief that women speak usingerhonorifics and greater levels of

politeness.

Therefore, it is clear that Japanese changeshaftsl sver time based on the
needs and sensibilities of its speakers. Pronoraihddess appears to be frequently
changing, especially in comparison with Europeagleage, and is fluid enough that
even the number of terms can decrease or increasel lnn changes in society at the
time. For example, the Japanese feudal systemadilnore pronouns than other periods
in Japanese history, speaking to the society dirtteeand its varied positions.

Additionally, over the last century the use of Eslglhas filtered into the Japanese



language, another change based on their contdcthatU.S. and their society over the
years. The language, however, remains capableppégsing the complex identities and
social situations necessary at any given time.lahguage is not a “polite” one but one
that grows and enables expression of self andagkttips, uniquely linked to its cultural

and physical surroundings.

Politeness Levels, Speaking Styles, and Emotionakjiression

Whether durable or changing, simple or complexit@oéss is usually described
in terms of levels: higher or lower politeness. ikmimany writers, Senko Maynard
distinguishes between such politenies®lsand speakingtyles She identifies two
politeness levels: supra-polite and polite. Supritguses respectful and humble forms,
the prefixego- ando-, as well as other polite strategies; polite erpplihe use of more
moderately polite strategies; and both use [V/Adpfal] forms. Maynard is careful to
note as well that just because a speaker doeseqialite expressions does not
necessarily mean they are impolite; this would drdythe case if the situation called for
polite forms and the speaker did not use them. Ws mvost authors, she also covers the
topic of distance and intimacy, noting that usingoaerly polite form with a close friend
or someone seeking intimacy is actually considergmblite, rude, or cold. Thus,
politeness (or perhaps appropriateness is a liettaj cannot be judged simply based on

what verb ending or prefix a person uses.

In addition to politeness levels, however, Maynasb identifies four different

styles in Japanese: formal, casual, blunt, andavulgprmal style is, in some sense, a



default way to speak: unless there is a reasoo ttlterwise, a speaker would use the
formal style. Additionally, this is generally theasen style for public and official
situations. This, for her, is not simply an issfipaliteness. Casual style, for example, is
often used in private situations, though it carekiended to public situations if there is a
high degree of familiarity. When the formal styleed not seem appropriate and the
circumstances encourage a familiar or casual ddjtthen this style comes into play.
Blunt style, according to Maynard, tends to be usbdn the speakers pay little attention
to how they are speaking and often this based foarh emotional response, such as anger
or rejection. Additionally, in certain situatiores this is a straightforward manner of
speaking, this can signify closeness. Vulgar speatlthe other hand, is generally
associated with youth languages and slang terrageftbre there are few situations,

unless among youth, where this style would be cwmed friendly and appropriate.

Maynard’s counter-balancing of politeness leveld speaking styles suggests
that the key issue may not be “politeness” as atwayntain emotion but as a
framework for expressing emotion. Indeed, Maynauges explicitly on this issue of
expressive Japanese. In a book to help studetite dapanese language navigate the
complex waters of Japanese language and societyrekiides guidance on how to
express thoughts, opinions, and feelings. She sawany topics from expressing anger,
to breaking off a relationship, to speculating alsmmeone else’s thoughts. While this is
incredibly useful practical knowledge -- essenfii@lanyone studying the language --

some of the most intriguing points are found inititeoduction when she discusses
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general issues such as gendered speech, dialdapaeach level shifts, thus laying the

conceptual groundwork for someone attempting talksgdapanese.

Maynard devotes one section to historical perspexbn expressive Japanese, on
the capability of Japanese to properly convey esnofilaynard suggests the historical
context is important because the study of langwatie“a focus on emotion and empathy
has tended to be slighted... in the West” (2005:k®)as not been an overwhelmingly
popular topic of inquiry in Japan either, but theee been a few scholars who have
approached the study of Japanese as “an exprassaes for sharing emotion”
(2005:10). For example, Maynard notes Akira Suzlik64-1837) who identified four
parts of speech: nouns, adjectives, verbs, anctlesttthe first three were “referential
words” while particles were an entirely differerttegory of words which he called
“voices from the heart.” Seemingly meaningless amgty, they nevertheless “fulfill the
important functions of connecting words, identifyithe speaker, and expressing the
speaker’s heart” (2005:10). More recently, Yoshaméda (1873-1958) has discussed in
detailkantai no kuvocative-emotive phrases), and how grammar mapgé for
expressive Japanese (2005: 10-11). This small gvbapholars represents an important
tradition of recognizing Japanese as not only &ftogractical discussion or rational

thinking, but also a vehicle for expressing emation

Along similar lines, Maynard discusses her notbfthe Rhetoric ofPathos”
This notion derives from Aristotelian rhetoric irhigh pathosis an appeal to the feelings

of the audience. Maynard uses this because oftéapanese there is an emphasis placed

11



on the play of emotions in the speech partner’brfige. The dominant English pattern
used to describe events and form sentences iseéfter as the [agent-does] structure, the
purpose of which is to capture the event as actiodapanese, by contrast, the two
highly preferred structures are [topic-comment]samething-becomes]. Both of these
contrast with the dominant form found in Englisler®wing Maynard’s example, in
English one would say “Tanaka has two children.Jdpanese, however, this statement
would generally be phrased@dnaka-san ni wa kodomo ga futari’irfAs for Tanaka,

there are two children): Tanaka is introduced sxpac and the existence of two children
is a comment about that topic. As for the secordgdent Japanese structure, if someone
were to report that “We will get married in JuniJapanese the sentence would be
something like Rokugatsu ni kekkon suru koto ni narimashftahas become that we

will be getting married in June). This is a cleae wf the [something-becomes] structure.
In Maynard’s estimation, this ability to avoid tfagent-does] structure can lead to
“sentences [which] are often constructed with reddy fluid and shifting points of view,
which ultimately foreground shared emotion and eimga2005:35). It is important to
note, however, that this does not mean that thenfiadoes] structure is absent from
Japanese entirely; in fact, it can be found infeesguently throughout new reports,

research papers, and the like -- situations in wBiotion tends to be excluded.

Maynard highlights the Rhetoric Bathosparticularly when discussing how
someone persuades or works out a disagreemenamatiher individual. According to
her, there is a tendency in Japanese culture tstfusit the persuasive potential of words”

(2005:35). Therefore, language itself is not enciegltommunication or persuasion and

12



emotions must be present. Rather than simply pitcigether a persuasive argument
based only on logic and conveyed by non-emoticarggliage, a person would be more
apt to introduce a topic or thought into the distois as a target of emotion. In
Maynard’s words, the point is that “speaker andrgar by sharing the emotional target
from the same perspective, co-experience the g=li(2005:35). Thus, arguments are
generally not exchanged in a dialogue and one doessually assert outright a position
that is in opposition to their speech partner.dadi the speaker delivers their thoughts in
a manner that resembles a confession of feelinigs lize a monologue, and uses
emotion and empathy to put forth their understagdina subject. This is all summed up
nicely in one sentence: “For Japanese speakergjdge serves to facilitate this co-
experience of the world” (2005:36). Overall, thiakas for an interesting argument: the
Japanese speaker has a “sense of self [that] i@eettprivately, as if in a monologic

world,” but strives to share this and co-experieteeworld with other individuals.

Japan, the Japanese, and the Japanese Language

In practice, language and speech provide for rif@e simple communication.
One can denote an affiliation with a specific gentieanks to the use of distinctive
pronouns, particularly in Japanese. Additionallye @an establish and demonstrate social
connections, assess the distance or differencbdelieen two or more individuals,
display respect, and create solidarity. Languadeus inevitably a tool for people to

establish identities in various situations; thatentities are multiple and vary as

13



circumstances change. Language is a prime mediupefiple to evoke their individual

identity.

In addition, language can also form a key papewple’s collective identity.
Japanese scholars may even place more emphasis oarinection between the
Japanese language and Japanese identity thanrsobiodeher nations. In her discussion
of fudoandkotodama Ann Wehmeyer notes the connection some scholahe gast
centuries have posited between the climate of Jdpadapanese language, and how
these figure into who the Japanese people areebthfemselves to b&udorefers to
climate andkotodamarefers to “word spirit” and the two concepts aghtly entwined in
some perspectives. Scholars have contemplatetiamafor many years, trying to
explain how words in the Japanese language caive tdore recently, both concepts
have been incorporated inbhonjinron, a branch of scholarship that attempts to explain
how and why the Japanese culture and civilizatrerdéferent from (and frequently
construed to be special or superior to) otherigations across the world. Essentially, a
connection has been posited between the rare eiafatapan, which is often called the
“land of four seasons,” and Japanese: “the padratlimatic conditions of Japan have
allowed for the essence of things to be expresséukir purest form” (1997:104). Here,
there is a belief clearly displayed that the climdinguage, and culture of Japan are all

tied together and all play a role in the overadintity of all Japanese.

The implication, then, is that the linguistic usaigee intertwined with both

physical and social context. Perspective, placensemt setting are all crucial when

14



speaking Japanese. Sachiko Ide discusses thigna t& honorifics: “How and why
honorifics can signify dignity and elegance.” S&x@ands the conceptions of what
honorifics are for and what they can accomplistfpsws. Generally, most people refer
to honorifics, citing only one purpose, that ofifmiess, but Ide works to explain other
functions of honorifics, such as dignity and elegaim speech, a way to demonstrate to
speaking partners one’s nuanced command of Japd@efeee delving into the
complexities of honorifics, Ide discusses the défees in worldviews between
languages, Japanese and English specifically. dimedation upon which the English
language rests is a perspective that sets the epapéirt from his or her surroundings.
This viewpoint has been compared to an eagle ‘isgani the sky, alone, unfettered by its
surroundings, with a perspective that spans allithiaeneath it” (Ide 2005:49). Clearly,
with this as a starting position, statements inliEhgvould be unlikely to necessitate
focusing on the relative placement of things orgbedn a society. On the other hand, the
perspective, called “thinking in the forest,” ditrted to Japanese speakers and
individuals of the Eastern world more widely, istlof a tree in a forest, standing among
other trees, unable to see outside of the vicidibcording to Ide, this engenders a

cautious and humble approach.

Along the same lines, Ide describes the diffepasitions the speaker takes in a
speech event, according to what language theypaaksg. In English, when a person
forms a sentence, they talk about a past evefftlasyi are narrating something that is
happening on a stage. They discuss the eventlasyifvere entirely removed, even if

they were key actors in the situation. Ide concales this as two versions of the

15



speaker, one narrating while the other is on stagast version of the speaker. This
position can be related to the worldviews discusdsnle: the Western speaker can stand
outside of an event and discuss it from a birdsvég®. This is, in at least one way,
conveyed by sentence structure in English: a prepetence must always have a subject,
whether or not the listener already knows who thigext is. As for Japanese, Ide places
the speaker in the event as well as close to teace to whom they are describing the
event. Here the speaker must discuss the eveelation to the audience, to him or
herself, and to the others who were involved inethent; therefore there is the ability to
drop certain words that are unnecessary when alkithis manner. In addition, it is also
necessary to have a thorough understanding ofathigext and relations in order to use
the appropriate wording in the description. Natlyrahis has some relation to the
“thinking in the forest” worldview discussed preusly. In both cases, the language
reflects, expresses, and maintains a general allinderstanding of self and the world

(Ide 2005: 51-53).

The use of Japanese to express and create idisritghermore conditioned by
gender, age, and regional variations. Gender famihe most important. In Japanese,
speech and language are understood to relatedsans gender, based on particular
conventions and understanding. Traditionally, ipaiese culture, masculine speech is
presumed to be direct and straightforward and icefdams and words are associated
with males, particularly abrupt forms, particulamuns (such asesh), and particular
sentence endings (2005:22-23). As for feminine dpeessentially the opposite is

assumed: less assertive and softer or gentlerai@éarms are associated directly with
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this: for example, feminine speech is said to dontzore polite prefixes, fewer abrupt
guestions or commands, particular pronouns sueltaksishiand particles such as
kashira(2005:23-24). Today there is a lessening degrekstihction between these two
types of speech, as females and males use eiffeeatthey feel the need. For example,
if a woman is in a managerial position, it is uslikthat she will use strictly feminine
speech. Since she may want to be seen as powsréuis more likely to use parts of the
more assertive, traditionally masculine speechMagnard points out, both males and
females will use both types of language, dependimthe desired effect, and often

consciously decide which is for the best.

Divides between male and female speech can bedttazk through history. The
conception of “women’s language,” how women shadak, is tied to a specific
identity or social role that is promulgated as sirddble version of femininity, rather than
an essential feminine nature that followed direfityn their sex. Particularly with the
many reforms of the Meiji period, a specific tyddamininity was promoted and
language, as it was key to a national identity, alas imperative to the type of
womanhood the leaders of the country desired toWeé Japan’s modernization, most
notably the ascendancy of the military, the “goafeywise mother” notion of femininity
was the most highly praised ideal of womanhood {&bt2005; Okamoto 2004,
Yukawa and Saito 2004). It emphasized gentlenespe¥ch and manner, but also a
certain level of education, as in order to be geranother, a woman had to have the
knowledge and wisdom to pass on to her childrethedd, this legacy is alive and well in

today’s world, as the honorific expressions that@osited to represent femininity are
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also considered to demonstrate a fine educatiom&és language plays a role in the

dominant ideology and encourages a particular ofgemininity above others.

The generational influence on speech is more lorated mainly due to the slang
that develops among youth. This is a style of speesigned to foster camaraderie
between people in the same age group and is seldechoutside of this circle. In formal
situations, naturally, youths are expected to useertraditional adult speech patterns and
if they fail to do so and use youth language in&téaey are considered to show “a lack
of education, humbleness, and grace” (Maynard 2005Most of the patterns present in
youth language generally fade over time, althougheselements, such as expressions
like maji or mitainaor some additions to the causative form, are rperemanent and are

beginning to have wider application outside ofybanger age groups.

There are also numerous dialects within the Japdaeguage, especially in the
Ryuukyuan dialects of Okinawa, but also on the nslands. Mainland dialects are
generally split into three types: eastern, westand, Kyushu. The most widely
recognized (and stereotyped) dialect is that oktiesai area, which often uses different
words and endings for verbs. Interestingly, mopadase citizens, wherever they
happened to be raised, can switch to Tokyo spedulh is thought to be the most
common and is the one generally used by the m#diagxception being the
entertainment business which will incorporate ttengai dialect. This would appear to
be different from dialects or accents in the Uni&dtes, as the only individuals who tend

to learn accents outside of their regional vargtyinvolved in the media or another high
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profile career. However, it also would seem thatklansai dialect is generally used in
the entertainment business as a comical sort aterstood to represent the stereotype of

a “talkative, joking, flighty, yet practical and teaialistic person” (2005:33).

The connection between language and identitysis s¢en in Megumi Yoshida’s
and Chikako Sakurai’s discussion of the use of hiog as a “marker of sociocultural
identity.” To them, honorifics “express a roleamted identity” and “index sociocultural
meaning” (2005:197). They are particularly integelsin speech level shifts — situations
in which people generally use plain form or infoth@amguage among themselves but
switch briefly to a more formal or polite level.éRious studies had looked at cases
wherein people switched to informal speech andathikors had usually cited a change in
psychological or social distance (e.g. when TV sigbiange to informal language to talk
with their guests in order to show empathy regay@din event the guest discussed). The
conversations and speech shifts Yoshida and Sagtudied are decidedly different and,
according to their analysis, have nothing to ddwsitthange in psychological or social

distance.

Two examples they discuss are drawn from conversabetween a husband and
wife. In the first example, the husband and wifeapto one another using informal
language, but while the wife is preparing dinnerd(asing informal language), she
informs her husband that his dinner is ready bygpiGohan desu yd For apparently
no reason, the wife begins speaking in formal tg2095:202). The second example is

similar. When the husband has finished making #tk he announces it to his wife by
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saying ‘Futon shikimashita yowhich is a change from the plain forms of spekehad
just been using (2005:203). Yoshida and Sakura ti@dt in the past Japanese wives
were expected to address their husbands usin@ pfaimal language and this is
something of which most Japanese individuals arr@wn the examples, first the wife
and then the husband were involved in an actiigy tvould be traditionally performed
by the wife and when doing this, were remindecheftraditional role they were
currently performing. Therefore, they switched th@hguage to emphasize that they
were acting in a traditional wifely manner, theerdlominating their actions -- and their

gender -- at least for the moment.

Underlying this analysis is the understanding thatJapanese sense of self is
highly role-oriented and interdependent with othertheir lives, such as friends, family,
and co-workers. If this is the case, then whapirson is doing and with whom they are
interacting will shift their language to match gitation. In this scenario, the speakers
understand themselves to hold many roles at the same: a daughter, a wife, a mother,
a sister, a businesswoman, etc. No one of thesecesssarily the “true self,” but rather all
of them combine to create an identity and, dependmthe context, one will be
emphasized more than the other. As noted in theqare examples, that focus can
change in the course of one conversation. YosmdaSakurai also deliberately make the
distinction between this role-emphasis and theafisegisters. When changing registers,
the speaker is making an attempt to conform taules for proper language use in a
given situation. While registers are certainly présn Japanese, this case is different

because technically polite and plain form coulchidm¢ appropriate for the given
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situation, but the speech level shift occurs basethe “speaker’s idea about the
particular role performance” (2005:211). This destoates the ability of the Japanese
language, and more specifically its honorificsat@hor the speaker in relation to both
the circumstances and individuals with which theyiateracting -- to help establish their
situational identity. With this in mind, we can lie¢p understand the Japanese language
in terms of appropriateness rather than genemguiltic “politeness.” The appropriate
speech hinges on specific relationships, identiaaes circumstances so “politeness” as

we know it does not offer a flexible enough framekvim understand language choices.

A Feminist Perspective

In the past, discussions of the Japanese landuagehad certain traditional
assumptions that have found their way into Japasesiety and influenced foreign
perceptions of the country and its culture. Mostheflse were taken to be self-evident and
writers of such articles rarely had to explicitblate why they held these to be fact. A
number of these traditional assumptions have baestmpned, particularly by Japanese
feminist scholars, in the last few decades. Inngyut the underlying ideas regarding
language, notably the dichotomy between male am@lie speakers, new ways of
thinking about Japanese speech patterns are pmgsitlliding new insights into what

“politeness” might mean in Japanese language acidtgo

One common complaint -- whether feminist or nasthat many studies have

tied together language ideology and language p&dtieating them as if they were
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indistinguishable. But actual speech often deviatas the prescribed norms that
speakers claim their language follows. Many eaolgidinguistic studies began their
research without considering how speech mightractice, differ from the norms that
people reported, the way they believed they shepé&hk. Sumiyuki Yukawa and
Masami Saito refer to Sachiko Ide as an exampthisf saying that Ide and her
contemporaries “surveyed speakers’ knowledge dfadtitudes toward normative usage
of language, that is, their language ideologie§0@29). No doubt that is completely
useful knowledge, an understanding of how peopetfeey are expected to speak, but it
does leave out the important element of how théyadly speak, not to mention the

varying situations in which their speech takes @lac

Indeed, the entire collection of essays in the hiaglanese Language, Gender,
and ldeologymakes note of this distinction and, either dingotl indirectly, criticizes
previous scholars who never took note of it, eithyediscussing the path of Japanese
sociolinguistic studies or in focusing their owsearch projects on actual spoken
language (Okamoto and Shibamoto Smith: 2004). trotva article in that volume,
Shigeko Okamoto highlights three assumptions imtaay writings regarding “women’s
language” that she finds highly problematic aneéisfther own “counterproposals” to
them. The first assumption she tackles is that trma@snen, if not all, share the same
attributes... and therefore (should) use languagledrsame way” (2004:48). This
touches on an issue that has farther reachingaietevthan simply in the field of
Japanese sociolinguistics, namely that women arerghly an internally homogeneous

group, and thus can be characterized in broad sngegpneralizations. A corollary to
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this is that men constitute an entirely separaissipbly equally homogeneous group, can
be easily distinguished or divided from women, Euk any significant overlapping
characteristics with them. Naturally, there areeoflactors that these characterizations do
not account for, such as age, social status, amca#idn. Because of this, anything that
speaks in only terms of male versus female lackslégpth and analytical power of work

that attends to other factors.

Another assumption Okamoto criticizes is the notlwat “certain linguistic
expressions, such as honorifics and other formaldirect expressions, are inherently
polite” (2004:49). If this were necessarily trugen anyone who consistently spoke using
honorific forms would be automatically considerbd more polite individual. Naturally,
in many circumstances this is the case, by refgtorsomeone in a respectful or
deferential manner you are seen as being politaieder, as Okamoto’s research with
actual spoken language shows, given certain sitostionorifics may imply a high
degree of social distance or formality, which i$ alevays the preferred approach. For
example, department store employees use highltegolims when speaking to
customers, as their job requires. Marketplace venflo Okamoto’s example a female
market vendor) employ more direct, less formal egpions lacking in honorifics when
interacting with their potential customers. Eventiey may be seen not as speaking
rudely but rather attempting to foster a senseaafaraderie and friendliness (2004:46,
49). Additionally, Okamoto makes note of two diffeg opinions on the subject of what
terms teachers should use to speak with their stadAn older gentleman believed that

teachers should use honorifics when speaking Wwéhr students, as he thought it would
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denote respect for them, despite the differenstatus and age. On the other hand, a
younger individual felt that when teachers spokkeaowithout using honorifics likesan
it made her feel as if they were closer (2004:8®)at constitutes politeness is thus a
tricky subject, as it becomes difficult to attribuhherent politeness to any given

linguistic form.

The last assumption Okamoto questions is thatdldpg politely, or showing
deference and refinement through the use of haos@ind other formal or indirect
expressions, indexes femininity or the female gen@®04:51). This assumption
connects strongly back to the two previous onescancbe countered with similar logic.
As with the first one discussed, there is the iy that women from different classes
or backgrounds might have differing notions of wiegthininity means and how it can be
achieved, so if one does not assume that womesmnanedifferentiated group, then it is
quite difficult to attach only one variety of fenmity to them. Okamoto demonstrates the
cultural nature of these constructions of femiryimis well, noting the fact that a few
Korean students had said that in their countryndrspeech was thought to be cold and
distant and was associated with males, while lesadl speech was thought to be
feminine. Okamoto also notes that this may not bepeesentative opinion held by
everyone in the culture, but it does reveal a thffie opinion on the construction of
femininity. Another example Okamoto presents tonshie differences that
characteristics such as age or situation can creabé/es two letters written by an older
woman and a younger one. The older woman, writngger sister, uses honorifics and

other formal expressions, in contrast to the youmgeman who writes to her colleague
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without using such expressions. The recipient efléitter’s letter would not outright
define her as unfeminine because of the lack obhfio forms. However if “politeness”
or honorifics were the markers for femininity, theduld necessarily be the case

(2004:45-46, 52).

Another inherent assumption that runs through seor& on Japanese
sociolinguistics is that a characteristic of anvidlal can be linked directly to a specific
type of speech. The most obvious example of thisasonventionally uncontested
connection between gender and the notion of psfieeech. As noted earlier, there are
other influences in an individual’s life that magpact the form of speech as much as or
more than gender. In such situations, it may bigcdlf, or even impossible, to designate
primacy to just one characteristic. Obviously, angnscholars have pointed out, gender
norms can and do heavily affect people and offesrmework in which to develop their
speech patterns, but this is just one of the masgiple sources shaping their conception
of what type of speech they should utilize. Theddier point is that this same criticism
can be applied to other characteristics as wed; algss, hometown, etc. All of them
have their place in creating an individual’s spepatierns and it would be unfair to

ascribe primacy to any one over the others, at laay overarching way.

Another oversight in much previous research, whictumber of scholars
(notably those in Okamoto and Shibamoto Smith’¢ectibn) are working to correct, is
the lack of study performed with less powerful gyewr subcultures. Much previous

work was done focusing mainly on middle-class lestexual individuals who often live
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in urban or suburban environments, rather thanggdlat may be less likely to adhere to
the normative view of language. Thus, alternatisesuof languages are not present in
many sociolinguistic studies, not allowing the dsity of dialects and differentially
valorized speech forms to shine through. In amgiteo fill this gap, some researchers
have looked to understudied groups such as farmemptasbian and gay individuals,
and those speaking regional dialects, rather thakirig strictly at “standard” Japanese,
which is considered to be that of Tokyo. Such gpsmwhile largely feminist in origin,
have thus expanded into a full scale critique efdesumptions about the Japanese
language, including the complexities of what poléss might mean and its variability.
Nevertheless they have also indicated that gendgrixa an especially effective focus in

looking at these more general sociolinguistic issue

Methods

When dealing with a topic as complex as this,aatirange of media and settings
are necessary to give depth to the discussioilidad various methods to gain a better
rounded and more thorough understanding of thesssti“politeness” in Japanese
language and society, including both media anabsisparticipant observation. | looked
at television shows, theatrical performances, koslipurécosplay(also known as
costume play, the act of dressing up as charagtgitee oneself) club behavior. In each
case, language plays an important role, doing &veiy from creating a specific

characterization to expressing an individual’s tidgro creating a welcoming
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environment. The three together provide a variétata on the various aspects of
discussion in Japanese and insight into the intdoses between politeness, formality,

emotion, and gender.

As in the United States, there are numerous sloovislevision at any given time
in Japan and all of them reflect the society frohicl they emerged. In order to obtain a
sample that included both scripted and partialijpsed language as well as strongly
emotional and light-hearted discussions, | inveséd two types of TV shows, drama and
variety shows. From here, | selected specific shawgsepisodes, then analyzed the
language in both. The bulk of my analysis in batkes focuses on verb endings and
terms of address, taking note of the social sibmatpresented including levels of
familiarity and personalities. Knowing that these well-received shows, they provide

an idea of what kinds of language and personaliiesnate with Japanese viewers.

Takarazuka, a popular all-female revue, is diffibm study outside of Japan,
partially because access to videos of performaisdesited. Additionally, watching only
a video creates an experience that is lacking phdehen compared to actually visiting
the theatre, because it does not include the aceli@nd theatre staff who impact the
experience. Therefore my analysis of Takarazukaceagpleted during my fieldwork in
Japan, so | could gain a better understandingeo$ttow and its fanbase. Based on the
timeframe and location, mid- to late October an#ybg there was only one show
playing. | was limited in my choices. The play veasetelling of the well-known French

novel by Alexandre Dumas “The Man in the Iron Magke title of the Takarazuka
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performance beingamen no Otokd saw the play twice on two different days so |
could gain a better understanding of the storylanguage. My analysis looks at the
language used in the show, by theatre employeddyyafans. It focuses on verb endings,

polite prefixes and suffixes, and terms of address.

The final research setting wlgsupurecosplay or costume play) cafés, which |
also visited in Fall 2011. During my fieldwork, isited six differenkosupurecafeés,
most them at least twice. kosupurecafés, one can see how language helps to build a
specific atmosphere and is used to provide patngiiisa personalized experience. There
was a basic pattern | followed that applies to geafé. | entered the café, was greeted
by a girl in akosupureoutfit, and was shown to my table. Once seatexipntbnu was
explained to me and my order taken. From hereuldcoot only converse with
employees myself, but also observe conversationshefr guests. In these scenarios, the
environment, personalities, body language, and pbenged a crucial part in the
interactions between customers and employees) tmalyzed these as well as the usual
linguistic pieces. As for language, | again focusgdanalysis on verb endings and terms
of address. The combination of these factors csemfgarticular image and atmosphere,

much of which relies on the speech and behavithefjirls working at the cafés.

All three of these areas utilize language, moexgjgally speech, as a part of
creating scenarios, defining images, and crafttngpapheres. All three have both
scripted and unscripted language, each in varyagyees. Though the effect they are

aiming for is different from case to case, peopimlved in each of them must carefully
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craft the language used, either for themselvesroother individuals via scripts. By
analyzing television shows, Takarazuka performaremedkosupurecafés, | reveal the
complex and varied nature of the Japanese langhag#ighting the ways in which it
can be used and the various effects even simplsekican have, and overall how the

generic issues of politeness and appropriatenegst e better understood.
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CHAPTER 2: JAPANESE TELEVISION SHOWS

Scholars often overlook the investigation of populature in favor of other
seemingly more serious or longstanding forms atactexpression. It would, however,
be a mistake to ignore it in academic pursuits beedt provides important clues to the
whole picture of human life and culture. Indeea, ¥ery fact that it is “popular” is
significant since that means it strikes a chordhaitarge number of people in a given
society. While the content of many popular telexisshows may seem light or fluffy,
analyzing these shows can give some insight into d&agociety sees or wants to see
itself. If the shows resonate with their intendediance there is clearly something to be
gained from studying the content and asking whetgfahe wider culture it reflects and
why it is engaging to its viewers. Television shpasd popular culture in general, can be
thought of as being connected to their audien@eloop: a television show utilizes
knowledge about popular culture in hopes to apfeei audience and if it succeeds,
then the audience incorporates the show’s verdipoular culture back into their own
lives and culture. There is an implicit interactiwith the audience on many levels and
this will become clearer in the analysis of thealegse variety show. The analysis of
television shows can add an important dimensiaesearch, including the analysis of

“politeness” in Japanese.
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Japanese Drama

Many of the television channels in Japan air nauedramas, derebi dorama
throughout the year. Judging by the ratings andrshiember oferebi doramathis genre
of television show is highly popular with the Japs@ public, filling up both morning and
evening slots. The morning dramas are probablyestas equivalence to daytime soap
operas in the United States, as they usually aeévaepisode every weekday. The
evening dramas, on the other hand, could probablyoimpared to some of the dramatic
shows filling prime time slots on U.S. televisiomdacover topics ranging from crime
scene investigations to the personal lives ofdidi television families. Unlike in the
U.S., there are four television seasons in Jap8pring, Summer, Autumn, and Winter--
each technically lasting about three months, thdhghe are a few series that start in one
season and end in the next. Ongoing series teaid ito the same season each year, often
in similar time slots. For most evenitgyebi doramaa season of any given series will

usually include between eight and eleven episodeadicast on a weekly basis.

Terebi doramaare a good choice for analysis, considering theularity. In
order to pick one series to analyze, | createdtaficriteria that would identify which
would be the most appropriate for study. First,labdity and access were crucial, since
not every show would be available to me livinghie United States and my time in-
country was limited and thus devoted to the sudogechapters’ discussion of
Takarazuka anklosupurecafés. In addition, a recent air date would als@iteferable as

it would more likely reflect contemporary thougidaculture. The popularity of a given
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show needed to be such that it completed its ieémdn as well as received at least an
acceptable rating (if ratings or viewership coudddiscovered). The setting was not
overly important, but it needed to have elementsvetyday life in it, so nothing overly
fantastical or outrageous would be selected. Téteckiterion was that the series be a
short enough story arc to allow me to watch th@eplot play, thus eliminating the

morning dramas for the most part.

The drama | ultimately chose wasuki no Koibitpwhich translates roughly into
Moon Loverslt met all the criteria. It first aired in May 20, making it a part of that
year’'s summer line-up, received a viewership ratihy)6.8 percent (even higher for the
first two episodes), and was aired on Fuji TV, welbwn for its variety of dramas.
Unfortunately, since it was not filmed in front@ftudio audience, there is no ability to
analyze on-the-spot reactions from viewers. In taaldi the star of the show is the well-
known and popular singer and actor, Kimura Takwy& stars in at least one drama
every year and is known to pull in a significantmher of fans. The show was readily
available (found for viewing on many websites) andsisted of eight episodes which
completed the story arc. The storyline was neithetastical nor out of the realm of
believability, though it did follow a character wia@s the president of a successful
company, which does make him unusual in compatsonost average Japanese
citizens. For reference, throughout this paper)live referring to characters by
whichever name was most prevalent in the seriesthveln it was their family or given

name. However, all names will be written in stadd#panese format, family name first.
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The main character, Hazuki Rensuke, is compaigtix®ing, somewhere in his
thirties, and runs a furniture company, Regolitiatthe founded with a group of friends.
The focus in the show is on his interactions wighfhiends, rivals, family, and
employees as well as the relationships among thibe characters. The main plot
follows his dealings with other people and compsiaie he attempts to make Regolith
Japan’s top furniture company and spread its inftea@nternationally. The show begins
with Regolith buying out a factory in Shanghai alsplays the Chinese workers’
protests against the move. Throughout the resteo$éason, Rensuke attempts to bring
his company greater fame and profit through a nurabkegal but harsh business
practices. Indeed, his characterization reliesairt pn his use of language. Throughout
the course of the series, Rensuke prefers to betdind to the point, making most of his
sentences rather short since he forgoes the réspheetfixes and suffixes as well as the
longer forms of verbs (typically the more “politeption). In order to calm the workers in
China, he employs one of their own, Liu Xiu Mei lie the new advertising image for the
company, so they all have something familiar andieable to relate to Regolith.
However, he convinces her to join his company biintaone of her friends steal money
from her, leaving her with no other option but extbme Regolith’s new model. When
she agrees to this, one of her stipulations isatatyone in the factory gets to keep their
job, so they will not have to fear unemploymentn&eke agrees to this, but is quick to
downsize the factory when he thinks it would inseehis profit. Lui Xiu Mei also tends
to speak in plain form with shorter sentences rathter than giving her a rough or

callous air, she is presented as a more immedibitalyle and friendly character than
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Rensuke. Though her extensive use of short sergénedso a reminder that she is not a
native Japanese speaker, her selfless actions sethiiith her speech patterns have the

effect of making her appear more open and appradéeha

Rensuke’s unsavory actions and cool demeanor areppately rewarded with
employees betraying him in one fashion or anot@ee employee shares secrets with a
rival company, thus hurting the one thing most intgoat to Rensuke, Regolith. Another
employee turns the board against Rensuke andacatite to remove him from the
presidency. This, however, is almost easier fordeka to handle since everyone seemed
to believe it was for the good of the company, sstepped down. Despite his penchant
for being blunt and uncaring, his language actugtlifts to something more “polite” as
he resigns, opting to speak with more respectfui¢ehan usual. This could reflect the
effect of his new station, no longer a companyidezg thus no longer entitled to speak
roughly with the board members. Additionally, itoa¥s him to convey his respect for the
company despite being removed from its head ancesiklear that he holds no ill will
toward the board. Afterward, he begins working vatte of his friends and former

subcontractors, content to never return to thedwoflowning a massive company.

In addition to the business world, the other hathis show focuses on three
main female characters and their feelings for Rlemstihere is something of a
competition for his affections among the ChineselehoXiu Mei, the daughter of his
rival, Onuki Yuzuki, and his longtime friend andbsontractor, Ninomiya Maemi. Aside

from the troubles with the company, the emotiornd problems that these individuals
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face push the story forward. They each have a enicay of expressing themselves and
their emotions throughout the show, making therarggting to study. Xiu Mei appears
to live by her emotions, to let them guide her amdy her, and to be prone to outbursts
of anger when Rensuke upsets her. Her emotionabits usually contain rough
language, such as rude or disrespectful termsdread. Onuki Yuzuki adopts a persona
that uses her familiarity with Rensuke, havingtfiret him when she was twelve and he
was in college, and tries to extend that familjairitto a new, romantic relationship.
When dealing with Rensuke, she uses familiar lagguparticularly plain form and uses
variations of his given name rather than surnani@omiya Maemi is reserved, never
giving away her feelings for Rensuke until the ehthe show, and instead keeps a
bantering, playful relationship. To this end, skeaerally speaks casually with him,
preferring not to use thenasuforms of verbs or respectful suffixes likeanunless it is
specifically to poke fun at him. In Yuzuki’s siti@n, there is a familial connection, one
that will not allow for anything else, so despit lattempts to woo him, she is ultimately
unsuccessful. Though both of the other female dbarshave a romantic connection
with Rensuke, Xiu Mei’s is short term whereas leistionship with Maemi is portrayed

as if it will last for a long period of time.

Considering all of the different situations andateinships the characters find
themselves in, and the different personalitiesqumlities they have, this series provides
numerous opportunities to study the use of thenkzg®mlanguage. An interesting general
trend to note in the series, especially in conoedid much of what Maynard has written

regarding expressive Japanese, is that most dfaih@nese characters are portrayed as
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individuals who constantly grapple with their enoois, as these emotions run deep and
are central to their existence, but can only disghe@m in very specific and constrained
ways. The most obvious example is Hazuki Rensukedst of his business dealings,
his decisions are made, justified, and executedviay that makes others view them as
poorly thought-out and incredibly cold. However,ies a conversation later in the series
with an employee and old friend, Kijihata Togo, whdanding in his resignation and
taking the blame for an accident within the compdhgugh the fault likely rested with
Rensuke. Both characters are struggling with stfeetings about the company and each
other, trying to weigh them and decide which is tiegportant. Despite his apparent
callousness, Rensuke has a difficult time acceg(ijigata’s resignation because he
cares for the other’s well-being and realizes vamasset he is to the company, but
Kijihata makes his argument in terms of the compaaying that for Regolith to endure

it needs Rensuke at the helm. Though this conversat heavy with emotion and
conflicting wishes, every word spoken is done spahte form, using verbs withmasu

endings, as a way to regulate and express whattbey feeling.

A similar issue can be found with both of the Jags@nwomen who show interest
in Rensuke. It may be surprising to consider Onukuki in this group, because it
would appear that all of her emotions are on disptanstantly with nothing directing or
guiding them. Her first few appearances on the simake her seem to be a spoiled brat,
constantly whining and prone to emotional reactiwhen Rensuke does not comply, and
her feelings for him are an important part of thpablicly displayed emotions. However,

through the course of the show, even though hesopatity and emotions seem to
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whirling about for everyone to see, they disguiseaae serious devotion to both her
family and Rensuke. Her feelings, rather than bsungerficial, turn out to have deep
roots. For example, although she spends most dirtdew episodes selfishly chasing
Rensuke around and encouraging rumors about #atranship, when the company is in
trouble thanks to an accident, she takes it uposelfdo attempt to rectify the situation
with her own ideas. It becomes clear that all afdations, whether or not they seemed

appropriate, came from a place of deep and hoaestfar Rensuke.

Ninomiya Maemi, on the other hand, tends to takldfarent approach: all of her
interactions are carried out in a friendly, jokiagd ultimately non-invasive manner. The
other characters in the show attribute her tireté&sts on behalf of Regolith to her
impressive work ethic and desire to create a goodyzt. However, as viewers slowly
find out, despite her casual friendliness with Rikes all the work she does with his
company and her devotion to the company’s projeatse from a place of love for
Rensuke. Most often she addresses him in playfahea keeping her tone light, and is
even straightforward enough with him to scold hitmew he does something wrong or
foolish. There is a break from this lightheartegraach when she confesses that she
loves him as he leaves to return home one dayr,Laten he returns and kisses her, she
still continues with her usual joking, though fleistd, and uses the relaxed, fun way of
speaking to channel her emotions for Rensuke, stlmugh they may be. Her language
choices, though apparently informal, are not inappate based on her personality,

relationships, and situations.
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An intriguing foil to these Japanese charactergsgloutward displays convey
only a fraction of the emotion they feel, are ther@se characters. Both Xiu Mei and her
friend Ming seem to be more prone to excessive iemaltdisplays and conflicting
feelings. Their emotions seem to pour out at angnerd and everything that they feel
inside appears to be visible to everyone on theideit While it often took time to pick
through the emotions and intentions of the Japaciesecters, both Xiu Mei and Ming’s
motives are relatively easy to discern, thank&i&ir tconstant, exact outward expression
of their inner emotions. For example, viewers knmmediately that Xiu Mei's world
centers around her parents, even her father whbdefamily to live in Japan, and they
can expect her actions to always reflect that. W8tenhears about Rensuke’s betrayals,
first of his ploy to hire her and second of hisngld@o deport her father to China, her
reactions are to run away, to cry, to scream, aratlterwise express her feelings in a
straightforward manner. The audience is nevemlefidering why she is doing
something or what her words mean. Ming is quitdlanm this respect, though his
motivations are more political than familial. Afteis run-in with Rensuke and taking Xiu
Mei’s money, his sole concern becomes the factodyits workers, doing everything in
his power to protect them, so every step he madéscts that motivation and all the
other characters in the drama realize that as Wedlanger and rage come at predictable
moments and are never a surprise, because oneendaestands what his motivations
are, they can be easily applied to figure out whate he will make next. Both of these

characters stand in stark contrast to the mainngsgacharacters and emphasize the
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hidden and deep nature of the emotions and thowghite Japanese characters in a way

they may not have been highlighted otherwise.

There are two exceptions to this trend. The fgsfReénsuke’s assistant or second-
in-command, Sai Kazami. He is a Chinese charadterspent his childhood being raised
in Japan. For the most part, he handles his enwtrarch like Rensuke, which means
that he has a deep attachment to both people armbthpany, but rarely makes that
attachment clear through emotional outbursts, ashx@i or Min likely would in his
situation. Instead, he takes actions that make ik insincere or cold-hearted, since he
was the one who moved to have Rensuke fired franpbsition. When he talks about the
initiative with his fellow co-workers, his reasoginests on his feelings for the company
and his desire for it to succeed. It is clear tietvill do whatever he can to achieve this
goal. Again, in this sense, he is much like Renshiging to choose between loyalty to a
friend and loyalty to the company that he wishesucceed. Kazami’s father had told
him while he was growing up that Japanese workadsno loyalty to their company and
had no problem switching jobs, so Kazami picksabeapany over personal
considerations. In the end that makes him more t@kmany of the Japanese characters
in this show rather than the Chinese characteswadrds, though not saturated with
emotion the way an American might expect them tadisplay his true emotions and his
deep love for the company, even though he speatistant, formal language. In a scene
in the final episode, after Rensuke has left Rélg@ind lost a project to that same
company, Kazami and Rensuke have a conversatiailoons, one that is laden with

feelings and regrets about the past, but theyarspubge that makes them sound as if
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they are strangers to the ears of someone unfamilih the situation or expression of

emotion in Japanese.

The second exception, which poses an even mordipgipzece for analysis, is a
pair of older Japanese men who run a restauranaléowd Xiu Mei to move into a
bedroom upstairs. Both gentlemen react to situationch like Xiu Mei herself, without
thinking what the consequences might be, such astising and warning away the
president of a powerful company when they are \edrfor their friends’ wellbeing. Only
rarely do either one of them appear to withholthgle thought or emotion, usually when
another character steps in to warn them. Oftem Hpeiech is informal, as if they are
trying to make any customer feel like family, ahdyt welcome Xiu Mei to live with
them the first day they meet her. Unlike Kazamipvga Chinese character raised and
enculturated in a Japanese society, both of tHem®cters do not seem to have a
background that explains their emotional transpayrehhe restaurant they own and
operate is a Chinese restaurant and one of thetayed in China for a time while he
learned to cook Chinese food, so there are cororectwith China but neither one is
Chinese. Additionally, when compared to Onuki Yuzaifather, they are dissimilar
though close in age. While all three can claimwm @ business, Onuki Shogen’s is more
lucrative and allows him to interact with a sociefywealthy Japanese and international
businessmen. The owners of the restaurant, onttiee band, appear to spend most of
their time with the female characters of the sty interact with them more easily than

with others. Also, although the narrative nevetestat, there is the possibility that they
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are a couple, as they are exceptionally close imaddgether, which could provide a

reason for the writers to treat them differently.

One way to analyz&suki no Koibitds to look at specific characters, their
personalities, and speech patterns to see howtitheygether. As an example, consider
the first episode of the series. Hazuki Rensuleptlesident of Regolith, has the wealth,
employment, and social status that make him thessgperior of most other characters
in the show. He is usually brusque in his speealous, and shows very little
understanding toward most people, particularly witnety may compromise the future of
his beloved company. In everyday life, he rarelgsugolite forms, instead preferring to
speak in plain form. For example, when he visiesrtbw display room for his company
to inspect the work being done, all of his ordeesabrupt and spoken in plain command
forms. He says things in a peremptory fashion sisctsu o dashité(bring out chairs).
When in a meeting with the senior members of Régdtis language switches to the
more formal masuendings and while technically this is considergublte manner of
speaking, he speaks in a tone that is dismissigeandescending. In this situation, the
“polite” form actually manages to sound impolitedammeates distance between himself
and the employees offering ideas or critiques. H@anehe also frequently uses plain
form when speaking with Xiu Mei and, by the endtd first episode, it is clear that he
uses this form in a friendly manner, hoping to ma&efeel more at home and close the
social distance between them, a Chinese ex-faetori¢er and a Japanese company
president. In all of the above circumstances, @mesee that both his personality and the

situations play a role in how he chooses to spedidat those choices imply.
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Ninomiya Maemi, on the other hand, has a distingditferent way of acting and
speaking. She is the head of a small company, stimgiof three people, to which
Regolith contracts out a portion of its projectsohe of the earliest scenes in the first
episode, Maemi can be seen directing numerous Regarkers in putting together the
first Regolith store in China. In this work enviraent, she treats everyone in a friendly
manner and the two directly in her employ like fgniising plain form and often patting
them encouragingly. Even though Rensuke is techiyicar boss, she still treats him in
much the same way that she does her employeeg, pisin form and speaking casually
with him. It is established that they were friemigollege and have known each other
for years, so their relationship would not be oeguiring formal speech. The only time
she does use formal speech and titles with himhsnwgshe wants to come across as
mocking. In the show, a minor character is told Rensuke hates being callgliachou
(president), so they should refrain from referriadnim in that way. In the
aforementioned scene, Maemi shouts out ordersdiyene, directing them to make
changes that Rensuke requested. In response]hbkdethat if she yells like that no man
will ever approach her. After she tells one of émployees to move the chair Rensuke
was sitting on, she turns to him and sagad, koko orite moraimasuka, shacRbu
(Excuse me, would you mind stepping down from hperesident?)Moraimasumeans
“to receive” and is an extremely humble way to fslka favor placing oneself below the
person being asked, as if she was asking to retde@venportant favor of Rensuke
moving from his seat. Since the audience knowshbatislikes the title and that Maemi

rarely uses polite language with him in additiortite tone she used, it is clear that she
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only uses that sort of speech as a way to gentlkrher friend. Also, unlike most of the
characters, Maemi often elongates her vowels enéesce, dragging them out and
making the words sound more playful. Frequentlycebe seen using this in

potentially awkward or tense situations, defusimgm somewhat. For example, when she
is faced with a romantic advance that she is rtet@sted in, she uses language in a way
to decline his advance playfully and not offend h&awying in a cheerful voice that she

would pick a more attractive guy, elongating thmafisentence particleo.

While the two aforementioned characters use plaim ffrequently in their
dealings with other people, Kazami is quite theasiie as he prefers more formal
language. In every meeting he attends, he unf&ylinges respectful language with
everybody. Even in informal settings when he iswiRensuke, his language is
consistently on the respectful side (for examptefgrring to usemasuform while
Rensuke speaks in plain form with him). When hesagkemi if she would like to go out
to eat with him, he speaks only using formal lamgguaith verbs ending irmasudespite
the fact that his position within Regolith wouldp&ar to put him at a higher rank within
the company than Maemi. Yet she responds to himm jakes, mostly using plain form.
The only character with whom he uses plain spegétiu Mei, and there are a few
conclusions that may be drawn from this. One magsume that he was displaying his
position as a leader within the company, but shieearely if ever does that with anyone
and later in the series he actually goes out oiMaig to help her it is not the most likely
conclusion. It may be then that he feels a closedkio her based on their common

Chinese background paired with the fact that sl asstrange, uncomfortable place.
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Thus he speaks to her in a friendly manner in Jaggmwhen they cannot use Chinese.
Considering the help he offers her in relationéo ¢areer, this does seem to be a likely
conclusion, particularly at the end of the seriéemwhis helpful impulses toward her are

displayed more fully.

Xiu Mei, being a recent learner of Japanese, as¢ompletely different category
from these other characters. Considering that akedtently acquired her Japanese, she
uses it in a somewhat less purposeful fashion,ragsgh tool to convey her thoughts.
Often when speaking she switches from polite tandflarm with no clear change in
situation. For example, while she is sitting at téwains of her old factory’s worksite,
she meets Rensuke for the first time. Once sheesdhe is Japanese, she begins to use
her somewhat awkward Japanese, using verbs endigasufor a few sentences.
However, in her first question to Rensuke she a&6lkisKisama nihonjin arimasunk
Technically, this could be translated as “Hey. Y¥euwapanese, aren’t you?” However,
the implications contained within the pronckisamalead most people to translate it as
“bastard”, as it is one of the rudest forms of &ddrin Japanese. As such, it is strange in
this context for two reasons. First, it would bgHty unusual to paikisamawith the
formal form ofaru, arimasy as these two are at very different places orsthé of
respectfulness. Similarly, a person probably wadder address someone they had just
met usingkisama It would be outright rude, whatever their sos@nding was. As such,
Rensuke is perplexed during their first meetingpodg “Kisam&” in confusion. This is
a situation that a number of the characters eneowiten dealing with Xiu Mei, but the

reaction is always the same, a confounded sonmnosament. Additionally, somewhat

44



later during her first conversation with Rensulte stops using verbs withasu

endings and instead begins using plain form. Theton does not seem warrant
changing politeness levels in the middle of thevensation, as nothing changes between
the two speakers. One has to assume that this elsstictly based on her lack of skill
with Japanese. Additionally, during a scene whiahlfes back to her days learning
Japanese, her teacher appears to first give h@taheform version of verbs and drill her
on those before introducing her to theasuforms. Thus using plain form is likely more
comfortable for her, so when she switches to itrduconversations it could signify that

she feels more at ease.

Scripted television shows, suchtasebi doramarequire a significant amount of
time used for the writing and storytelling, in orde make the characters believable and
interesting. Therefore much of the language isfalyeconstructed to be intentionally
revealing about these characters and written witleladefined personality in mind.
Tsuki no Koibitademonstrates how appropriateness can be achienmdyh different
linguistic devices as well as how great a role @eaity and relationships can play in
determining appropriateness. Some television shbasever, utilize scripts
substantially less and rely on more spontaneouschigeom those involved. This offers a
glance at the ways language can express identtgacial relationships in a more
unrehearsed fashion, allowing people to intentigreadd unintentionally express
themselves through language use. A good exampilesois the Japanese variety show, a
medium wherein audience reaction is included withashow, allowing us to draw

additional conclusions.
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Japanese Variety Shows

There are numerous talk shows on Japanese televist draw in large
audiences. Much like on American television, th&sews air during the day and
evening, filling many different time slots. A nunrle the talk shows are on air in the
morning, before people are at work. For example rétatively new morning show called
Sukkiri!! airs at 8:00AM, when people are likely gettingde&or work or school. There
is a relatively simple standard format wherein fasiguests are invited onto the show so
the hosts can interview them and, if the guestsrargic stars, they often do a
performance as well. In many cases, these talk smoight be more accurately termed
variety shows. While a substantial portion of thews is devoted to interviews, there are
often games filling part of the show’s time sloth\ the standard for talk shows in the
United States is to have one or at most two hdafsgnese variety shows appear to live
by the rule that more is better, because it ist@see one with less than three hosts.
These different hosts usually project distinctieegonalities that play against each other,
often for comedic effect. However, many of the tspdf conversation are similar to what
one would find on an American talk show: questiabsut a star’'s music or movies,

teasing questions about girlfriends or boyfrierads] the like.

When trying to decide which talk show or variety® to analyze, the list of
criteria was somewhat shorter than that for th@adage drama. First of all, since there is
no overarching storyline, there was no need toidentiow manageable the size of a

season was as there would be no need to watchialHowever, the other criteria
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remain relevant. The biggest constraint was, agaiailability because, since this portion
of the study was conducted in the United Statesiydapanese shows were unavailable.
Popularity was another consideration, given thatitild measure how much the
Japanese audience enjoyed and connected to the Bimally, a potential show should
have somewhat recently aired episodes, perhapsferaran ongoing season, to fully

indicate its contemporary relevance.

Luckily, a well-known television show, SMAPxSMAf#s all of the criteria very
well. The show began in 1995 and has been airingepésodes every year since then.
Since its creation, it has consistently receiveghér ratings than most other shows in its
genre: the average rating for a show of this tyts between 10 and 20, while
SMAPXSMAP’s viewership rating is generally above @he rating is calculated by
analyzing the amount of data transmitted and howynh@useholds tune in and receive
that data, making a higher number indicative oatgepopularity.) Japan’s viewing
audience is obviously fond of the show. As a resutist episodes are easily accessed.
Some episodes over the years are not readily &l@ilaut this comes as no surprise
since there were so many and the show thriveddarsybefore the equipment to upload
it onto the internet was available. However, a st&al number were available,

including episodes from 2011.

SMAPXxSMAP would probably be best explained asréetsashow. The show has
a cooking section, a musical section, an intervieewg often a skit or two parodying

something recent in pop culture. At the start efshow in 1996, the hosts were what we
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would consider a boy band: five young males whasard danced their own catchy
music and choreography. This means that now, fifiesars later, the “boy band” is a
group of men nearly into their forties, though tis&j have a large fanbase. In addition,
each member of SMAP is well-known in Japan fordusng career and each also
appears in at least one drama every year. Oveedws, the format has shifted slightly,
but still follows a generally consistent format. the sound of much applause, the
celebrity guest appears on a stage that is desigriedk like a restaurant set up for an
Iron Chef competition. Nakai Masahiro, one of thembers of SMAP walks onto stage,
dressed like a waiter and gestures the guestable. tAfter they make a bit of small talk,
Nakai asks what sort of food they like or what tegnt to order for the day. When the
guest answers, Nakai rings his bell and shoutsheubrder, which the other four
members, split into two rival cooking teams, betgirook. Nakai then returns to
interviewing the guest for a few moments. Thisgaally followed either by a game that
SMAP and their guest participate in or the guestdtaken down to the kitchen to talk
with everyone else. Once the food is done, thetqares SMAP return upstairs where the
guest tries the two different meals. This is ordgamplished with some interruption,
usually in the form of Shingo (another SMAP memlagpearing on stage dressed in a
costume parodying one of the guest's movies. Wioere ééating, the guest must choose
the winning team of cooks, who then receive a pazeompanied by a kiss on the cheek
if the guest is female. From here, the show caw adit, but there is always a musical
number that allows SMAP to perform with the gu@stfore that, there are sometimes

comedic parodies or other skits.
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In SMAPXSMAP, unlikeTsuki no Koibitocor other Japanese dramas, the
situations and individuals are more limited. Thare not as many different relationships
and settings to be played out. Furthermore, moSMAP’s guests have, more or less,
the same social status as the band members, e difierences are not invoked.
However, alongside a few consistent lines or catutases, there is a greater element of
choice or spontaneity in speaking compared tolg aripted drama. Additionally, there
is an audience present for SMAPXSMAP, which wasme for the drama, and that adds
another dimension to interaction. The audiencéataas the quick camera shots reveal,
consists solely of females and each seems to bengesyukata For the most part, the
audience is used for occasional reaction shotsjipgrthrough the crowd when
something unusual, amusing, or exciting happensetisas cheering or vocalizing
emotional reactions to the scene. However, SMAPtheid guest star sometimes talk to
the audience. When a member of SMAP does sougually in a jovial, joking manner
using plain form and looking for confirmation thahat they just said or suggested on
stage. This fits the atmosphere of the show pdyfesihce it is created to be a fun,
entertaining television program. It is also apprajgrwhen considering the personas of
the individuals talking to the crowd: the memberSBAP who address the crowd most
frequently are the ones who are more outgoing, rakes, and laugh frequently. For
example, Katori Shingo is usually portrayed as ¢déim and light-hearted, always in the
midst of silly antics, so it is not a surprise thatturns to the audience frequently and
speaks with them or asks their opinion or makesdat them. In one specific instance,

after a successful round in a game they played tvéghr guest star when he makes a
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difficult shot, he turns to the audience to shydne!” (not bad!) to which they respond
with an affirmative noise. When another memberMA® moves to display his own
skill at the game, he say&anbarou” (“Let’s do our best!”) and the audience responds
with “Ganbaré” (“ Do your bedt) as a form of encouragement. Picking this over
“Ganbatté” may be significant since the former is more feftd and generally not
something a person would use when speaking toexisupAll this could be contributed

to a desire to make the audience feel closerlikg are a part of the show.

Their interactions with the guest, while stilllfof jokes and friendly laughs, is
conducted on a more formal level. SMAP always tatkguests using respectful
language and verbs witmasuendings, even when they’re clearly speaking ameadly
level. Although they are spending the day toge#imer are all famous, there is still a
social distance between the guest star and SMARctnwhen the guest is foreign and
does not speak Japanese, the translator trangiatesvords in the same fashion, using
formal language rather than plain forms of verbtherlike. When talking to one another,
on the other hand, SMAP members speak using veratéanguage, such as
straightforward commands without softening by addikudasai to the end -- thus

equivalent to an English request without “please.”

At the end of one episode, an older Japanese éesirading duo, Pink Lady,
appears on the show to sing and dance a few numittrSMAP. Coming on at the end
of the episode meant that they were not preserthéearlier section of the show when

SMAP interviewed and cooked for a different gueiiwever, after their musical number
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they did answer a few questions from the band mesnbethis short exchange, there are
some noticeable differences between their and SKAB/le of speaking. Generally,
when the members SMAP speak to one another theygtalking over each other and
waving off what another one might have been sayiviigen Pink Lady is interviewed, on
the other hand, the two women never speak oveanather, allowing the one speaking
to finish her thought before speaking up with henapinion. If they intend to interrupt,
they touch the other’s shoulder to let them knoat they have something to say. There
are a few potential reasons for this; the membeRnk Lady, while female, are also
substantially older than the members of SMAP; nedSMAP have birthdates in the
early 1970s whereas Pink Lady was singing as gpgroi973, the members at least in
their teens at this time. There is the obviousedéhce of gender as well. Last of all, they
are guests on the show, so they may be acting foorally than the hosts of the show
would, even with each other. Likely, the differemcéheir speaking styles can be

attributed to a combination of all of these facts.

In another episode, SMAP and their guests plagrmaegcalled “Three Letter
Horseback Archery” wherein they split into two tessamd attempt to spell a word by
hitting a Japanese character on a board with aaa#s the name implies, it is a word
consisting of three characters from the hiragatlalsry. The only stipulations are that
the syllables must be in the proper order to fdrenword and the word must fall into the
given category. Throughout this portion of the edes the players are referred to as
shoguns, for example Katori-shogun or Oguri-shogime two announcers stick to this

form of address as well as the subtitles that appeh the player's name when it is their
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turn. Obviously none of them are shoguns (Japagerserals of the feudal era), but this
creates a character that plays along with the gaamething which their elaborate

outfits support as well. The two guests, Ikuta Tand Oguri Shun, initially respond to
comments and questions masuform. There could be a number of reasons for this,
such as being guests, the hosts being older, bngugousness. (Both of the guests admit
to feeling very nervous before the game.) It wchddreasonable to believe that they
would default to the standard respectful form usedinfamiliar situations if they were
feeling a twinge of nervousness. Indeed, as thiax teroughout the course of the game,
they tend to shift betweemasuform and plain form, often preferring the lattenen in

casual conversation.

As for the members of SMAP, whether they usasuor plain form seems to be
highly situational. Generally speaking, in otheiseges or segments such as Bistro
SMAP, they tend to use plain form when speakingtthere are a few exceptions. When
speaking directly to other SMAP members or thegggs, Nakai (playing the games
announcer) tends to use plain form, assuming aatasul joking relationship between
them. However, when referring to the score or annimg whose turn is next, he speaks
using masuform and generally more “polite” language. Forrapée, when telling
Kimura to start his turn, he sayKitmura-shogun, onegaishimasiiterally this
translates into “do a favor,” but here it can bdenstood as a respectful way to ask him
to begin. Another instance occurs when one grotnyiisg to spell the wordnoyashj but
the second player hits thea™ button with his arrow. Nakai say#/1o-ra-shi desun®@’

(“Mo-ra-shi, right?”). There is some teasing heiecemorashiis not the word they
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were trying to spell and neither is it a fruit @getable, the given categoBesuis

usually translated as “is”, but it mainly is a markised to make a sentence more
respectful or polite. Here Nakai is playing histpes a friendly, playful announcer rather
than friend or fellow band member. Interestinghg voiceover used to explain the rules

and recount the game solely uses plain form.

This shifting between formal and plain forms ctsode seen when some of the
other band members speak. Shingo, who is well-ksiti@ll as a playful person and very
rarely serious, tends to speak in plain form. Hosvewhen talking about Oguri Shun, he
tells the audience “He is very nervous today, sage take care of him” and uses the
well-known phraseYoroshiku onegaishimasurhis is likely an example of him using a
traditional phrase because it is so prevalenthzetd when asking for favors. As he
clapped Oguri on the shoulder, he says this, l@pkirthe audience and laughing, so it is
not a particularly serious request though it us#gepforms. Later during the game, Ikuta
Toma, tells everyone that Goro took him out fore@afymotsu-nabeNakai then pokes
fun at Goro by saying that he must have been vwgpétihday for lIkuta to mention that. A
few minutes after this, Nakai calls his fellow SMARRmber to take his turn but instead
of using shogun, -sapor-kunhe refers to him as Gowan This is particularly
amusing sincechanis a diminutive suffix usually used for childrenfemales, providing
a dash of humor and apparently opening him up tegradeasing. This is noticeable
because immediately after referring to him this wéakai calls him Motsugoro. Based
on Goro’s expression of confusion, this is a braed nickname created on the spot,

seemingly spurred on by the use of Goro-chan. Eweryaudience included, picks up the
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nickname immediately, chanting Motsugoro and llagts himMotsu-niisan(Motsu-
brother). The nicknaming occurred within a minutéveo, demonstrating the playfulness
of Japanese and the ability to bend rules (usthgrfor a middle-aged man, for

instance).

In a different episode, the guest is the poputagisg group from Japan, Morning
Musume (often translated as “Morning Girls” or “Gbblorning Girls”). This setting is
slightly different because rather than demonstggtneir regular personalities the
members of SMAP play characters in a skit who adewith Morning Musume. In this
case, Goro plays the father, Shingo the son, amiii& (dressed in pink) as their pet dog,
P-chan, for whom the segment is nanfeekto no P-chaifP-chan the Pet). In the first
scene, Shingo and Goro speak to each other andrR4obth using plain form and Goro
often addg/o (“you know”) to the end of his sentences. Wheryttealize the singing
group is eating nearby, the father tells Shinggdaet his cameraKamera o tottg
which is one of the simplest ways to make a requést no pleasantry softening the
end. Between friends and especially family memMéis,is not an uncommon way to
ask someone to do something and underlines theratss of the two characters,

particularly since Shingo obviously does not thiwice about acquiescing to the request.

Once the three find their way into the next sectbthe room, they begin talking
with Morning Musume. P-chan makes his appearamsednd the girls tend to murmur
things like ‘Kawaii!” (“Cute!”) or “ Demo, me ga kowai, A&(“But the eyes are a little

scary, aren’t they?”). They are talking amongshibelves, not to anyone in particular,
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using casual language. Shingo and Papa join sabthay speak to Morning Musume
using respectful languageAfio, Morning Musume desukad “Excuse me, are you
Morning Musume?”). Based on the social status efginls as famous singers and the
imagined social status of Shingo and Goro as aegoagple this would be the natural
way to speak to them. P-chan begins hopping aranddyesturing, which leads Shingo
to translate for him:Hitotsu dake onegai ga arimasu. ‘Love Machine’ atetkudasai
onegaishimasii (“I have just one favor! Could you please sihgve Machine’?”). This
is respectful language and functions like a pabiguest in English. First, he usesasu
form to announce that he will ask for a favor. Thethe next sentencatateis the
command form ofita, “to sing” andkudasaiprovides the “please.” The addition of
onegaishimasadds another level of respect, making the request arnest and
humble, conveying how much of a favor this is fug isker. The girls hesitate in saying
no, before one stands up and apologizes sayinghisas a time for resting, but still

using plain form.

After agreeing to a table tennis match, they hetanother room and two
members of Morning Musume begin a match againgtéd-@nd Shingo. Morning
Musume wins the first match, so Shingo turns td&acand asksDou suru, P-cha®’
(“What should we do, P-chan?”). As usual, thisl&arpform between family members,
but the human asking their pet dog what to do iaraosing twist. In response, P-chan
hops onto the table, kneeling and bowing to this.gghingo catches on quickly, making
the same motions, and sayddu ichido dake onegaishimdsi‘Just one more chance,

please!”). Naturally the girls agree, sighing ttiedre is nothing else they can do. In this

55



round, P-chan scores a point, then the girls der afhich P-chan falls down to slump
over the table. In reaction, the girls murmur baok forth calling P-chan weakiP*chan
yowai na..” This is very informal and directed toward eacheastrather than the
character himself. At this point, Shingo breaksrabter and walks up to the camera,
addressing the audience, especially those watthengcene on television. He tells us
that he has never seen Kimura (P-chan’s actor}hilsebefore, using plain form
(“Hajimete mital/“First time I've seen this!”)Mita is the plain past tense form mwiru
(to see), so when Shingo uses it to speak witlatickence he is speaking on a friendly

level with no attempt to distance himself from them

The use of Japanese heavily depends on the eituatid TV shows are no
exception. Each individual’'s speech combines withirtactions to create a personality or
identity. In theterebi doramaRensuke’s actions alone would paint an incompetiire
of him as a person, so his words reveal more ofinisr self, both the content and the
form. Characters like Maemi display the ease withctv sarcasm can be used in the
Japanese language, simply by being polite or irntgpali unexpected times. In the variety
show context, SMAP use their speech to connecch ether, to their celebrity guests,
and, possibly most importantly, to their audier@embine their words with their antics
and they create endearing TV personalities, likediitrageous and friendly Shingo or the
quietly intense yet approachable Kimura. Everyome dndistinct style of speaking that
plays into their unique selves without which theseuld only be an incomplete picture.

These examples make it clear that linguistic “jeoldss” is an unpredictable guide to the
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appropriateness of Japanese speech. “Polite” foam®e utilized for both polite and

impolite purposes.
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CHAPTER 3: TAKARAZUKA THEATRE

The shows of the Takarazuka Revue Company, a®Reijr| working at a hostel
| visited emphasized, “are very very popular.” Wiaelvising me on the best way to buy
tickets, her single best recommendation was that vait until the day of the show to
buy them. They are often sold out by then becapeegle really like the show.” Indeed,
over the last century Takarazuka has bectireall-female revue of Japan, eclipsing in
popularity the other troupes that existed alongtiéen throughout the ﬁb:entury. In
more recent history, entire runs of tickets havenbsold out even before opening night.
Fans can be found throughout the globe, even féuashave never been to a live
performance but have joined online communitiesaegkup with all the news and be able

to buy souvenirs for a show they have never even be

In some way, Takarazuka has a uniquely Japanek®fi that theatre fans also
experience when watching Noh or Kabuki. Grantedh lob the latter have enjoyed a
much longer history than Takarazuka and generaidtyWwider acclaim on an
international scale. However, all of them have fjieal that mark them as distinctly
Japanese, yet distinct from each other as well.téxitethey share is that every role is

performed by only one sex: male in the case of Kebnd Noh; female in the case of
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Takarazuka. As with all types of acting, thesevidiials must adopt another persona, an
alternate identity on the stage. When it comebégé three theatre traditions, this
alternate persona can be a much longer lastingvidhevider effects on the actors or
actresses. Often actors in Hollywood fear beingtgst, put into the same roles again
and again, not being able to try something new.Nt#t, Kabuki, and Takarazuka
performers must submit to some typecasting. Ontmgsaor actresses are given a male or
female role, it is unlikely if not impossible to geh to the other later in their careers.
Thus, they must become familiar with their assigoedhosen gender roles
(musumeyakuersusotokoyak for the stage and must be able to portray theriegity,

or their careers are in jeopardy.

How well a Takarasienne fills the expected rolmiienced by many different
factors. Some basic aspects of appearance cancbihged or tweaked in order to make
them a better candidate for one type of role omther, so the taller and more
“masculine” looking females tend to be put into tihekoyakurole. Other things,
however, are well within the scope of the actrességy with to make them more or less
appropriate for the gender role they are assighieithgs such as tone of voice, style of
dress, and use of language can make them a betiergemusumeyak(female role) or
otokoyaku'male role)n the eyes of their fans and employers. In thegptér, these more
malleable aspects are considered, particularlysieeof language as it affects reactions
and interactions. In order to make this investaatnore orderly, the chapter is divided
into three parts: one which deals with the langusgk scripts within the show, another

discussing language and its uses in interactiotsd®ithe show, and the final part
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discussing an after-show procession knowdemmachiwhich might be appropriately

translated into “exit ceremony”).

The Show

Language is a useful tool, not only in everydégy tiut also in plays and other
make-believe situations. The speech of charactrprovide clues to details that would
otherwise be impossible to convey. While setting acting play a major role in making
the play enjoyable and interesting, they cannatycalt of the weight when it comes to
storytelling. Just as on television, the grammal sipeech styles of characters give
insight into their personalities. This process, onehich language gives viewers a more
nuanced view of characters, is particularly intengsand subtle in Japanese. With so
many varying ways to say things and so many diffetgpes of honorifics, there is a
myriad of ways to give additional insight to thedance about the characters

individually, the settings, and how everyone in pheegy fits together.

Since “The Man in the Iron Mask” is the third stam a trilogy and relies on
historical detail, there is much that needs toXpagned to the audience before they can
dive into the main plot. Because of this, the slmeludes a narrator to provide that
background. The narrator is male (though played flgmale) and his clothing and tone
are foppish, indeed more so than any charactehiagon the play’s plot. This provides
a challenge for both the writers and the actress iwiplaying him, making a male

character played by a female actress effeminatengstuline at the same time. His
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clothes were in the style of other male charadtetise show, but with added frills. The
actress playing him also used a deep voice sindltdre deeper tones adopted by
otokoyakuplaying other men, however with a slightly effeat®touch. Being the
narrator, this character was the only one who splileetly with the audience and never
interacted with the other characters, though heamastage with them at the same time.
Likely because of this, he used more formal spéleah anyone else, as he was speaking
to individuals in the audience who were not chamacbut more like guests. After all,
when speaking with a group of people one is unfamilith, erring on the side of
formality is preferred by the Japanese. For exantpéenarrator often makes requests of
the audience to listen or watch at particular gintthe show. Whenever he does this, he
uses verb forms that emphasize the social distaetwecen himself and the audience,
preferring to go with request forms suchkagasaimasinstead of the commonly used
kudasai Additionally, he uses the phrasde-gozaimasuather thararimasy which fits

his character on more than one level. In moderadg@wozaimasus only regularly used

in standard phrases likeHayou gozaimasigood morning) but rarely as a standard
verb. However, it has its roots as a humble forrarohasy something a servant might
use when speaking to a master, thus putting thekepén a lower social position. By
humbling himself, the narrator acknowledges thasthere to serve the audience but
also displays his place in a historical drama, ingrback to a time when the use of this

verb on a daily basis was most prevalent.

Additionally, depending on the situation and tharacters involved, language

can be particularly revealing regarding how chamactieal with each other. In one scene,
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the three musketeers, (Aramis, Athos, and Porthi@sin a tavern, dashing here and
there, interacting with the customers and seng@asning to snatch free food. During
this frenzied routine, it is clear that the accdmtyle of speech in this establishment is
completely informal, using plain form in every aiastance. However, when d’Artagnan
enters the scene, a servant of the king, he addres®ryone with formal speech,
preferring to usemasuforms. One would be tempted to say that he is lsito@ing polite
to the tavern-goers. However, since plain fornhesgstandard in the tavern, by using
-masuform verbs he is actually making himself standfoan the crowd, holding
himself apart from them and not allowing them aampifiarity. In fact, even when
confronted with his old friends, the musketeerstdiases to use any informal speech,
even though that is how they speak with him. Thelcame him as a friend but his
refusal to share in their familiarity is, ratheathbeing polite, a cold dismissal of their

friendship and attachment to him. Once again, @odiss is impolite.

During the same scene, another character, a higkirg military man but one
whose rank falls below d’Artagnan, uses plain f@ama one might expect it to have the
opposite effect of d’Artagnan’s style of speecthdfenters the tavern and uses plain
form, then it would signify his acceptance of therms. However, based on his
interactions, this is not the case at all. Whilarthgnan is distant and unreachable with
his cool dismissal of the tavern-goers, this mamsjan with their style of speech, but it is
understood that he does so because he is a roughumable to use language to separate
himself from them. Indeed, he shows himself to b#nimg more than a rough-and-

tumble bully, invading personal space, shoutingadcent workers, and ruining meals
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by toppling them to the ground. He is seeminglynla&o separate himself from these
people by refined language, so he demonstratedohignance in another way, using
cruelty to place himself above them. Even when t#ignan speaks with him formally,
the man obeys his order, but refuses to speakhathin anything but plain form. The
meaning behind a particular style of speech cahwhen accompanied by different
actions. Therefore, even though two charactersspagk similarly, it can have very

different effects based on their dissimilar actiand reactions.

Throughout the show, nearly all of the main chiacshift their style of
speaking depending on circumstance and relatiosshgving to decide when to be more
or less familiar, more or less distant. There tsyé&ver, one exception to this rule: King
Louis. Without exception, he speaks to everyonaam form, refusing to change the
way he acts based on another person or new siu#ity character interacting with him
is expected to, and generally does, speak usindpleuamd respectful terms, making sure
to lower themselves and elevate him. His refusahifi his speech can be attributed, at
least in part, to his position as the king of Fano his mind, everyone is below him,
they all know it, and it is unnecessary for hinthk@nge any of his language or
mannerisms for them. It is their responsibilitydmso for him; the weight of verbally
recognizing difference falls onto everyone but reth€ven his mother is expected to
speak in respectful terms to him. However, not @hemg can be related directly to his
status as king, because his twin brother, Phillipacts differently in his position.
Generally, Phillipe does speak with others in pfamn, as a king would be expected to,

but he is more than willing to speak respectfullyeg a formal circumstance.
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During the course of the play, Raoul, Louise’sdanterest, is wrongfully
imprisoned because King Louis wants to possesssedor his own. While in prison, a
cardinal meets with him to discuss his presendkearprison and his fate in the long term,
including the fact that Louise has been employethbyking. During this conversation,
one might expect that Raoul, being in a low ancgvarfable position, would speak to the
cardinal in respectful terms. By the same tokese@ms sensible to expect the cardinal to
speak in plain form to him, cardinal being suchimportant rank within society.
However, just the opposite is true. Raoul’s digtést the man and his complicity in the
plot is demonstrated perfectly by his refusal foraf the cardinal the linguistic respect
his position commands. All precedents and cultiogit dictate that a man of God,
particularly one who wields such power, should ppeken to with respect or even
reverence. The hopelessness Raoul feels for hetisih is also conveyed, because he
does not try to curry favor with this man in ordegain release or even just a chance to
see his Louise again, so he throws caution to thd and speaks with him however he
wishes. The cardinal, on the other hand, is th&epepicture of control, knowing full
well that he has the upper hand in this situafidius his careful use of respectful
language is almost a slap to Raoul’s face, a reeniaihow much control he, the
cardinal, has. He chooses to use carefully contssidanguage rather than converse with
Raoul on his level. Additionally, as in previousccimstances, this ensures that he
maintains the social distance between them, a denithat Raoul is not and never will

be his equal.
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Early in the play, d’Artagnan recalls a scene hithbeloved Constance, his lover
who has perished before the play began. It is @lsistene as they talk to one another,
during which he gives her a necklace, a symboli®ghduring love for her. They speak
to one another in plain form, discussing their lavel plans for the future. In doing so,
they demonstrate their closeness; a more formia efyspeech would imply distance and
lack of affection. However, after he gives herltheket, she informs him that she must
leave in order to go into hiding with the youngeyal twin, Phillipe (at this point in time
still an infant). She must care for him away frdme palace because he represents both a
potential future threat to Louis’ rule and alsocdgmtial replacement should anything
happen to the crown prince. This clearly bringstiine of them deep pain and
d’Artagnan tells her that he will wait for her acdntinue to love her even while she is
away. In response, Constance asks for a promiseyi®n doing so she switches to the
-masuform of the verb, making it sound as if it wertoemal request. He responds in
kind, promising to wait for her using the fograkusoku shimaswather than the plain
form versionyakusoku surgmake a promise). Initially this may seem puzzlwhy
would two lovers as close as Constance and d’Agagiange to formal language? The
affection between them is clearly not diminishewitss not a case of cold feelings or
attempts at distance. Instead, the shift demomestthe serious nature of this promise.
They use formal and respectful language when tglabout the promise, because it
shows to one another how highly they think of id &meir intention to treat the promise

as if it were an official one, between high-rankindividuals. While a promise in plain
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language might be kept just as well, this is a sylmlgesture, putting their future

together in a place of honor and respect.

The style of speech between Louise and Louis edisat of Louise and Phillipe
is a perfect example of how language can conveychathcterize relationships between
people. In the face of Raoul’s capture, Louise cotoeKing Louis to beg and plead for
his life and potential release. When he shows tahee, she plays right into his plans for
her, saying that she will become his servant, pefte him since he desires to have her
for a lover eventually. In their conversations, lseustays respectful, as would be entirely
appropriate for someone talking to a king. Howetlegre is another layer to this in that
Louise rightfully blames him for Raoul’s arrest,ste refuses to allow any emotional
closeness between the two of them, even if the ikitggnds to take her for a lover. While
he may succeed in a physical relationship (thobhghatidience is never told one way or
the other), she will always remain mentally and eomally distant, even in her manner
of speaking. This is in direct contrast to hertielagship with Phillipe when he replaces
Louis, demonstrating the impact that a friendslap bave on language even when status
differences are present. Phillipe first meets Leulsring his charade as Louis when she
makes an attempt on his life. Shock, confusion,deqtession are his first reactions,
keenly feeling the rejection he faces from her,lHritnforms her immediately of his true
identity. Through the rest of the play, Louise carteefeel affection for him, spending
time with him as a friend and not a servant, evahtdalling in love with him after
Raoul’s death. During this process, she adoptsndigéa manner with him, speaking in

plain form to demonstrate the closeness she fedisr, despite their differences in
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status. Clearly simple social standing is not ehawgdetermine how people will talk to
one another. If it were, Louise would speak to Haihis and Phillipe with respectful
terms and consistently us@asuendings in their conversations. This instancesithtes
the impact and importance a relationship has oadpas well as the role that language

plays in performing and demonstrating a relatiopshi

Speech and Behavior Before and During the Show

Since a writer carefully plans out dialogue, speeithin a play can reveal
something about the crafting of language to corsgcific characterizations. However,
it is equally as important to study language ireottontexts, such as its use in everyday
life. Granted, many interactions in day-to-day\atigs have a certain formulaic nature to
them. Still the importance of language outsidesttrgpted world of Takarazuka
performances cannot be ignored. Speech is theipleneay people communicate and
express themselves, the easiest way for peopleaw kvho you are and what you think.
Thus, the speech context surrounding the show deatpof the language exchanges of

guests and employees also deserves attention.

The composition of the crowd at the performancggriessed was much like one
would expect, from reading publications about Takaka. The overwhelming majority
of attendees were older women, generally middletagdditionally, there were some
younger women as well, probably in their early ttiesh Overall, there were few

children, but this was partly because school waegsion during the weekdays, making
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it more difficult for parents to bring their chikeln along, should they have wished to.
There were a few men at both performances, thougyeater number at the second one |
attended, thanks to a rather large tour group. thkaidilly it appeared that the men in
attendance were generally there as a part of gpgoaouple, very rarely visiting on

their own. Based on my seating arrangements, hawewas limited to the upper floor,
which is some distance from the most expensivesssatl was unable to assess that

portion of the crowd as completely.

Before the play began, there was discussion artfangttendees, making for a
lively atmosphere in the theatre. One of the estrijpiests, an older woman, took her seat
a few spaces away from mine, initially quiet atisking the theatre employees for help
to her seat. Another woman of similar age entenedtieatre and the two women waved
at each other, clearly acquainted, if not frierit®m here one might expect either
woman to walk up or down the stairs to visit witle other, to share their thoughts in a
conversation, as the stereotype is that Japanegdepare quiet and inherently polite.
However, the older woman close to me immediatefabeshouting at her friend, at least
ten rows away, in a scene that would not look dyiace in an American movie theatre
before previews. They carried on a brief conveosaitn this manner, speaking in plain
form with one another about their seats and expentafor the show. If their status as
friends was unknown before, this exchange cleamahstrated it. Not only did they
forego honorifics and the formahasuending on verbs, but they also felt comfortable
enough with each other to shout conversations a@dseatre. None of the other guests

in the theatre seemed to think anything of it aodenof the theatre employees felt it
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necessary to ask them to quiet down. Consideriageactions of other individuals, this

was perfectly acceptable behavior.

Before during and after the show, there is agitip open and connected to the
lobby. Here fans can buy any number of things fpactures to CDs and DVDs to
specially-themed Takarazuka snacks. As the theagan to fill with people, two young
women sat down next to me, possibly in their laens or early twenties, friends and
both of which had bought a number of items in thepsbefore the show started. They
spoke excitedly about the souvenirs they had justi@ased, using plain form with one
another and not bothering to use respectful forhwgoods. Most of their purchases were
photos of their favorite Takarasiennes or bookeoed with pictures and information on
various past plays. When referring to specificegges, they often used suffixes such as
-santo denote respect and status difference. How@vegme cases, fans referred to
their favoritemusumeyakusing the diminutive suffixchan However in no case did
these two girls (or anyone else) ever refer tootiooyakuwith that same terminology.
Yes, they are understood to be women playing mear'ts, but the cutesy quality of the
term chanprecludes it from being used fotokoyaku Female they may be, but never
small and adorable ashanwould imply. When flipping through their newly adged
pictures, these two young women produced what onbe described as squeals of
delight. When seeing a picture they particularlyppged, they were quick to shout “Oh
my God!” in English. In no other part of their cargation was English spoken at all, yet
when surprised and pleased these young women hisguhtrase. They had perhaps

picked it up from their days spent learning Enghsid it did seem to express their

69



sentiment perfectly, as there is no quite equitgbdnase in Japanese. Overall it marked
them as individuals who both knew English and appate ways to use colloquial

English exclamations, thus representing them ds kmdwledgeable and trendy.

During the second performance of the play, the asitting near me were
substantially different. The older woman sittingch® me had attended the show
wearing a complete kimono, a comparatively rartestfdress at these performances.
She did not appear to have come to the show withranand kept mostly to herself.
While many people in the theatre spoke to peopdelne(especially when their friends
were seated elsewhere), she preferred to stay. dinete were a few instances though
when she spoke to someone nearby and whether ibneasf the employees of another
member of the audience she unfailingly used folarajuage, preferring thenasuforms
of verbs to plain form. She never used any addiibwnorifics, such as adding tbeor
go- prefixes to any words that could potentially aiygm. Overall, her language
appeared to be that of a quiet, polite woman wheedito emphasize the respect she had
for the entire production as well as for those atbher. At the same time, however, both
her demeanor and language also gave the imprabsibshe considered herself apart
from the other people attending the performanaes thaking it more difficult for people

to strike up conversation with her.

Once the announcement was made that the show Wweldthrting soon,
conversations immediately stopped. As the actak tioeir places on the stage, all

attention was drawn directly to them. In fact, thghout the entire show, there was
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hardly a whisper to be heard. Looking around camgnl that no one was engaging in
conversation. There was one notable exceptionisdrégnd: the teenaged girls sitting
next to me for the first performance. Indeed thethtstarted out the performance in
silence, as everyone else did, but throughouthbw ®very so often a giggle and short
whispered conversation could be heard. It was natvire times when the rest of the
audience chuckled at an amusing situation andadstetimes that appeared to have no
reason for such a reaction. However, as soon aslért a point to try to figure out why
they reacted in such a manner, it became cleathbgtwere most likely chattering about
the entrance of a favorite star onto the stageh@mnwanother one of their favorite stars
did something out of the ordinary or perhaps heidihile the rest of the audience
clapped at the very first entrance of big starshenstage or at the end of songs, the girls
did the same but also added commentary during itevoarts of the show. As soon as
intermission was announced, the room burst intoversation, so it was likely that other
people had also had similar interests but wereingpitntil a more appropriate time for

conversation.

The announcements made over the loud speakerebafdrafter the show provide
additional information. The announcements werénatighly formal speech, meant to be
both respectful and indeed, in the traditional uadading of the term, “polite.” Similar
to the play’s narrator, when informing guests @ time and reminding them that they
should take their seats soon, the announcer usdértmskudasaimas@andkudasaimase
both of which are highly respectful ways to makeguest. When in formal situations,

especially relating to business and customersjghist an uncommon form to use,

71



allowing people to ask for a favor or desired oateownithout appearing rude or
disrespectful. The announcers also used politexaetind suffixes on nouns, for
instance usingkyakusamao refer to their customers in announcements, bo#émd
-samaadding a sentiment of respect. Additionally, théso referred to souvenirs as
omiyage Technicallymiyageitself means “souvenir,” but in most contexts deapfer

to them a®miyage adding the respectfol to the beginning. Here the announcers were

simply following common “polite” usage.

Along the same lines, the announcers also usddynigimble forms to refer to
the theatre and its staff, thereby indirectly shryviespect for their customers. For
example, the most common verb used with living tenes to describe a state of being
(usually roughly translating into “to be” or “is™g iru, or in imasuform,imasu In day to
day conversation, this is used frequently when imgrto say that someone has or owns
something or exists in a place. Instead of usigydbmmon verb, the announcements
usedoru in its masuform, orimasu Its core meaning is still the same, but its
implications are different. When referring to yaelfor your in-group and desiring to
appear humblegrimasuis a term that will allow you to do just that (atferefore should
never be applied to anyone outside of your in-gyotipe announcer thus informed
customers of the existence of beverages, snactgyitia on the different levels
throughout the building usingrimasuto indicate that the theatre staff were humbling
themselves in the presence of their guests. Anddiner used wasmoshiagemasu
Agemasuyageruin plain form) technically means “to give” anabshj used on its own

generally projects hypothetical situations, mu&ke the English word “if.” However, the

72



two combined are most often used in a phrase ditibmal New Year’'s postcards, which
roughly translates into “I give you my best wiski@sthe new year.” In this situation, the
announcer used the terms to wish the customersjayable evening and show. Formal

language permitted the establishment to convey taspect for the customers with their

sincere -- yet humble -- wish that they enjoy thwesit.

Other theatre staff adhere to similar standardkeir interaction with customers.
At the entrance, there are a man and woman atpsacbf double doors who open the
door, take the customers’ tickets, and direct thethe floor where their seats are
located. Unless prompted by unusual questions,ukeythe same basic greetings. As
staff hold the door open, they always sag$shaimasE to entering customers. The
employees manning the ticket collection stationgelamstandard speech in which they
welcome the customers and tell them to enjoy #n@nings, as well as pointing to the
stairs and informing them how they can reach teattie doors. All of this is done using
the masuform of verbs as well as referring to the theatrbumble terms, as in the use
of orimasu Similarly, the attendants within the theatreusk the same style of speaking,
being humble and respectful, thus maintaining theead distance between customers and
employees. For example, when asking for custonoensit before the doors open, the
attendants first humbly apologize for the inconeace and ask them to wait just a little
bit longer. Rather than using the relatively commanding ‘Chotto matte kudasgi
they instead used the more respectful phr&m®sho omachi kudasaimdsen either

case, this translates into “Please wait a momenEnglish, but in the case of the latter,
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they are indicating deeper respect for the custentieis much like trying to word a

request in such a way that people do not seeatdesnand.

Overall, then, based on both the style of dresdamgliage used, all of the
employees are expressing a role-oriented idemiggpite age, gender, and possible class
differences, all of the attendants use the same lzagyjuage and speech patterns when
dealing with customers, as is expected of thenhby employers. In doing so, they are
presenting themselves as upstanding employeeg Gfakarazuka establishment, a
competent yet humble organization, one whose paés is based on an understanding

of its reciprocal -- not simply hierarchical --agbnship with its customers.

Demachi

Takarazuka has well-defined entrance and exitquloes that follow very
specific rules. The entrance procedure is knowinmschi, though a literal translation
would be something like “waiting for the entranegeaaival” or “entrance waiting.”
These are difficult to attend because the actremse® for the show anytime from an
hour before opening to as much as six hours bedoikHJnless one knows the actresses’
exact schedules, one could wait for hours andmtdk the entrance of their favorite
Takarasienne. As it so happens, the only peopleasdamiliar with the estimated
arrival times are the fan clubs of each particalaress. Thereforiemachi tends to be

attended mostly by fan club members.

74



Fan clubs play a pivotal role inmachi and in the correspondirtgemachiafter

the performance. The most famous actresses fimistblees the object of a fan club that
is devoted her and wishes to see her succeed indedd wants to help her succeed.
Joining these clubs brings with it both privilegelaesponsibility and often the privilege
becomes a responsibility itself. Fan clubs havessto knowledge about the estimated
time of their actress’s arrival and also have fisority (after the actresses themselves)
when buying tickets. As a result, many of the Isesits are bought before the general
public even has a chance to purchase them. HowtNgis also a responsibility in that
club members are expected to buy at least onet icgkeach run of a particular show in

order to support their favorite actress and hergeo

Duringdemachithe fan club members also have specific privieged
responsibilitiesDemachiis the after-show counterpartitonachi. Fans wait for their
favorite actresses to exit the building. It to@i®rmalized procedure to which fans must
adhere, and is best translated as “waiting fod#marture.” Demachiis, however, much
more compact and predictable in time, thus pemgté larger group of fans to
congregateDemachitakes place about an hour after the end of thev shametimes a
little earlier and sometimes a little later, depagdn how long it takes the actresses to
change and get ready to leave the theatre. Tha®astablished exit order, as the
actresses leave whenever they are ready, but tsiagall finish the show at roughly the

same time, their exits are closer together tharnheie entrances.
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The first rule fordemachis that the fans line up on either side of theedtat the
entrance to the theatre. The lines are organizéetins of club involvement. The
sections of the sidewalk nearest the street areratabd to be reserved for fan club
members, where they line up in rows two or thregpfeedeep. This, unfortunately for
newcomers and non-club members, is never explisitied, so the rules must be learned
by trial and error. The space behind the club memih@wever, is open to anyone who
would like to stand and watch, including people vae just stopping by fatemachiand
did not even attend the show. Anyone in this baek of individuals can take pictures of
the Takarasiennes, sit or stand as they pleasdeanel whenever they see fit. On the
other hand, they are not allowed to speak withattteesses or give them gifts or letters of
any sort: this privilege is reserved solely for thinb members. The rules for the fan club
members are essentially the opposite. Once they t@wvimitted to attendindemach
they are required to stay until all of the actresseh fan clubs have left. Sitting closest
to the street is a privilege, then, but it has oesjbilities. Fan club members, in addition,
are required to kneel wheneaty actress leaves the building and stay kneeling siméi
has walked out to the end of the street (Figurg Bé&spite having the opportunity to
give their actress gifts and speak with her, theyrat allowed to take pictures of their
actress, or any other actress, dudeghachi Furthermore, having this guaranteed
opportunity to interact with their favorite stans such a personal level also entails
another obligation: they must not approach theeasts in any other public setting, even

giving them a gift outside of these times is frodmupon.
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Based on the twdemachil attended, the fan clubs begin lining up alorgshle
of the street about thirty minutes after the shaw énded. Each club stands together and
is identifiable by their club wear, usually a sfieatolor or print scarf. Once every one
has settled into place, there is initially veryldittalking. Individuals not associated with a
club usually hang back by themselves and are sibétein there to take pictures of their
favorite actresses rather than engage in any sadii@ities. The longer it takes for the
stars to emerge, however, the more often peopke stp conversations with one another.
The club members, who know each other outsidéeafachiare the most likely to
engage in conversation. Their conversations tere tiiiendly and familiar, engaging in
jokes and discussing the play they have just s&i@ce most of these individuals tend to
see a given show numerous times over the couri¢e roin, they often compare them and
speak about their favorite parts of the performahagénight. They all speak in plain
form, showing that they are comfortable enough witle another to express familiarity,
demonstrating the longevity of club membershipsthedies of friendship they can

provide.

On the two nights that | was there, the fan clulntners consistently referred to
the Takarasiennes using the honorifanrin order to demonstrate the respect they had
for them, based on their quite separate statusmasnd actresses. This was the case
whether it was the actress whose club they wereralmer of or other actresses. On both
nights that | attended, the only fan clubs presesre those of the more well-known
otokoyaku.Yet even with no fan clubs for tmeusumeyakuhey were still afforded the

gesture of fan clubs kneeling during their exitttBsets of actresses thus received respect
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in both action and language. However, as most ebsehave noted, th@okoyaku
generate more interest and attention thamthsumeyakurhemusumeyakdo not seem
to capture the imagination in the same way thakoyakudo. It would seem this has
something to do with the masculine yet slightly fieime persona thetokoyakubring to
their roles, since it offers the audience an uniusod unique character to watch: a man
that embodies the good and the bad of both gemaherblends them into a character that
is male but without the distance and coldnessrttaaty Japanese women attribute to the

male persona.

There was one instance in which a non-fan club negratiged up to the fan club
members standing at the edge of the sidewalk tagethem in conversation. Rather
than attempt to engage immediately in the fambemter of the other women, she
approached the conversation hesitantly, interrgptiith a soft ‘Ano, sumimasen”

(“Um, please excuse me..."). Her tone was defeaemthen speaking with the other
women, as they were official fan club memberspatine group, and she was neither a
group member in general nor a member of this sigagibup, thus doubly an outsider.
She carried on conversation with them using thasuform of verbs, thus not putting an
exceptional amount of distance between them by hamberself, but respectful enough
to acknowledge she was an outsider to their gr8hp.proceeded to ask questions
regarding their fan club. Throughout the convewatshe never dropped the formality of
speech, and the club members happily and excitadiwered her questions, responding
in kind to her use of thenasuverb form. In fact, when their actress arrive@ytkid not

even question the proximity of this outsider. Shd hll but attached herself to the group
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and thus was properly in the front rows. In thiererio, the perceived level of distance
was reduced enough that they did not mind her ocoat presence and conversation as
they might have otherwise. On the other hand, rosmught to include her in a more

familiar conversation using plain form. She therefeemained an outsider.

As the Takarasiennes exited the theatre and wal&eah the street, there was
little conversation. Everyone stared expectamtltheir direction. No one even talked
when another fan club’s actress was making herdeayn the street, suggesting respect
and an attempt to keep the noise level down. Ag wWeadked down the street, the
actresses generally ignored the waiting crowd, ikegio themselves until they reached
their own fan club, which they could easily discbyntheir colorful scarves. (The
exception to this was when they exited with anotwress, when they did tend to talk to
one another.) Once an actress located her fan sthabstopped in front of them, waving
hello and often greeting them with the stand&dribanwd (Good evening), since it
was inevitably evening by the time @émachi even if the show was an afternoon one.
The actresses then accepted gifts and lettersthremfan club, thanking them profusely
(Figure 3.2). In most cases, the actress stopptdkito any member of the fan club that
wished to speak with her. There appeared to bendarstanding of how long is too long,
S0 no club member ever took more than a minuteor Much of the conversation was
nearly inaudible to the non-fan club members degpi relative lack of noise and
chatter in the area. However, the hand motionsoaalg language of the actress were
uniformly friendly and casual; they neither heléniselves at a too-formal distance nor

with any of the stiffness of a formal setting. Tgeets of conversations that could be
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heard had both the actress and fans speak usaguverb forms. So while there is a
familiarity among the club members by virtue ofitl@mnnection to an actress, they did

not presume to apply that same kind of familiarityhe actress herself.

Language is carefully threaded through everyday éixpressing current
relationships and future desires and intents.ftl&arevelatory in unexpected ways, for
often the format and inflections made are not imiatetly recognized even by those who
use them, and can evoke aspects of people’s idantiitat they were not anticipating to
reveal in a simple conversation. Writers can weaheee into characters’ speech with
careful precision and, with the human voices ofabrs, consciously and unconsciously
influence the way viewers understand the scenenBsses and guests adopt styles of
speaking that describe the relationship betweem @red mark any changes that occur.
Language tells a story greater than the simple mgarmf words and often describes
more than what people desire. In order to heaethaget meanings and underlying
descriptions, careful attention to detail can biim¢jght explicitly things they only
assumed previously. All these different aspectamjuage collide in this greater
Takarazuka performance, not only in the play itdait the social webs that extended
beyond, particularly through the formal structuoéshe fan clubs. After seeing a
Takarazuka performance and participating in therceny surrounding it, a few things
become clear. It reiterates the ability of gramo@tpoliteness to be “polite” or

“impolite;” formal speech varies in appropriatendspending on the context, depending
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both on the setting and individuals involved. Aaditlly, gender plays a crucial
dimension, both in determining the language usesdledisas the way said language is
received. Speech can be played with in regardsndey, shifted and tweaked, leaving

people many options when conveying who they amghmr they are pretending to be.
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Figure 3.1 Fan clubs kneeling as an actress leaves the¢heat
Non-fan club members can be see standing in tblegbaund.

Figure 3.2 An otokoyakumeets her fan club durirdemachi
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CHAPTER 4: COSPLAY CAFES

During any visit to Japan there are all mannentfresting sites to see, shops to
visit, and restaurants at which to eat. Many ofgagng establishments in Japan look
quite familiar in one way or another: the fancyssreestaurants, the ever-present
McDonalds, or the casual dining restaurants likariyés. They invoke a feeling of
distant familiarity, as if they are places you nhaye been somewhere else but seem
slightly unusual in this new environment. This hapgin many foreign countries all
across the globe, places evoking the “same bugréifit” feeling in visitors, but it seems
to happen with particular intensity in Japan. Theevending machines offering
beverages much like those back home, but all obtittes and cans bear a logo that is
alien or a logo that is recognizable yet just ualigmough to give pause, such as the

Coca-Cola and Mountain Dew cans present in so roathese machines.

However, there are also moments when a travelerseanh establishment in Japan
and all that strikes them is the differences ag #te bombarded with strangeness.
Kosupureg(costume play or “cosplay”) cafés tend to fall e fatter group, showing
foreign visitors a setting that does not seem ttequake sense, in which things seem

entirely too unfamiliar. Indeed, aside from somemanderground subcultures in the
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United States, there are few analogous establistsntigsit come to minosupure

usually involves individuals dressing up as thaurdrite characters from a particular
anime(technically just an animated show, but now geheused in the West to describe
the particular Japanese form of “comics” or aniddeatures)Kosupureis not entirely
unknown in the United States but is generally dalynd in conventions for fans of
Japanese animation. However, it is not limitecugignimecharacters. In Japan, the term
can be more broadly applied to people who are ohgsg as something they are not:
maids, butlers, women as men, etc. This type ohpimenon is not unheard of in other
parts of the world, but usually it is an event theturs once a year (e.g. Carnival) rather
than being a frequent, routinized practice. Ther@ $mall amount of stigma attached to
kosupureeven in Japan, many involved in it often beinglaed arnotaku(roughly
equivalent to “nerd” in the U.S., but with substally more derogatory undertones).
Practice is thus limited to certain entertainmegata of Japanese cities, such as

Akihabara and lkebukuro in Tokyo.

A kosupurecafé, then, would consist of people dressing ugoasething other
than what they are. There are all kindko$upurecafés with their employees dressing
up as all manner of characters or people. By fantlbst widespread type of café is
known as aneidocafé, or in English, a maid café. This both is &naot what it sounds
like. Indeed, the employees wear maid outfits Wiy serve their customers. The
typical French maid costume is one option, butdtsge many variants and many bear
only a passing resemblance to real world maid tigthn fact, one favored style of maid

clothing tends to emphasize cute Kawaii) rather than sexy, as the French maid often
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would connote to Americans. The variations rangenfsimple pink dresses with layers
of crinoline underneath, to long historical maidrsk and even short samurai-inspired
kimonos. However, it should be noted that the austs usually visit these cafés in

everyday clothing rather than cosplaying as well.

Another type okosupurecafé somewhat less well-known (and less heavily
advertised) is called @ansoucafé.Dansouis often translated as “disguising oneself as a
man.” Again, the nature of these cafés might seebetrelatively straightforward, and
certainly they do employ young women to dress amganen and then serve the
customers. The question most Western people ask #tie phenomenon is “why?” The
general answer is that, just as at the Takarahdatre, having a female dress as a male
softens the perceived harshness natural to mes dffiering the best of both genders and
a comfortable environment for a female clientelen&ally the staff oflansoucafés
dress in slightly formal clothing: button-down ghjrdress pants, and often a vest.
Additionally, they all wear their hair cut relatiyeshort (always falling somewhere
above their jawline). The employees here are glétécated to their roles as butlers and
perhaps males in general, since they are evemwiii change their everyday appearance
(e.g. the length and color of their hair) to refléde role they play. Indeed, | found that
many of the butlers atansoucafés had been employed at their respective wackgl for
two years or more. Though the employees ddasoucafé are biologically female, | will
refer to them by the pronoun “he” since that isgkader they are displaying in the

workplace.
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There are othédosupurecafés throughout Tokyo but the only ones that vary
substantially from the previously mentioned estdbtients in gender and/or sex of their
employees are known as butler cafés. Rather tlegtatiisoucafés where females dress
as male butlers, these cafés hire males to drdsstlass and serve their customers. These
tend to be more formal than either theidoor dansoucafés and tend to be incredibly
busy. Unfortunately these are few and far betwpessibly because the demand is not
comparable to that eoheidocafés so the area can only support a few. Howéwvemnnes
in existence are incredibly popular, to the ponattthey often require reservations a
month in advance. This is one area that | was enabihvestigate personally because of

the difficulty inherent in even making a reservatio

These cafésneidocafés in particular, flourish in Akihabara aneviduld hardly
be an exaggeration to say that one could find tberavery corner within a three block
radius from the Akihabara rail station (Figure 439me cafés have experienced enough
popularity and good fortune that they have beea &bbpen various branches in the area
-- at latest count one had seven branches. lingsdn a weekend or a particularly busy
evening, it is not uncommon for customers to waitrie for over an hour. Many of the
cafés even impose a time limit on their customespgecially during busy hours.
Generally, the rule is a person receives an hauedoh entrée they order. Similarly
numerous cafés implement a table charge, wherelbgtamer must pay a fee, usually
somewhere between ¥500 and ¥1500, in order todiedsat all. In addition, the food
served at maid cafés, while often tasty, is priceath higher than comparable dishes at

other restaurants. For example, a curry and rigle @ithout meat at a maid café called
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Maidreamin’runs about ¥1500 whereas a similar meal, includiegt, at a nearby

restaurant only costs ¥750.

Figure 4.1: Advertisements for a maid café on one corner with
advertisements for another maid café directly oléit.

Long waits, crowded restaurants, and an expensaad suggest that there is
something special about the experience itselfésemeidocafés. That becomes quite
clear upon visiting these establishments. The ouste come for the experience, the
atmosphere and social interactions inherent irsié ta a maid café. These places strive
to integrate two seemingly opposite qualities: pimg their customers with something
unusual outside of their everyday life but at tame time something welcoming and
familiar. The cafés provide a safe place wherearusts can “be themselves” and are
welcomed by smiling faces and impeccable servibeyTare also a step removed from

their day-to-day experience as they are, servegbbpg women dressed in out-of-the-
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ordinary attire and in a very different setting eltafés names themselves often reflect
these competing impulses. One string of cafésliscc@home The phrase suggests a
level of comfort like one’s home, but the way itdtten adds a dash of foreignness,
both in the use of English (a common feature iradape clubs generally) and the

substitution of “@” for “at.” It is home but withr@ugh difference to be exciting.

How do the clubs accomplish this difficult balaBcdehe bulk of the responsibility
falls on the atmosphere and the maids. The atmosphest set the stage on which the
maids will do all of their hard work, providing sething eye-catching and atypical while
still being familiar and friendly. The work set dot the maids requires impressive social
prowess. They must utilize the required promptsctfé lays out for them while at the
same time personalizing interaction with each qusto They must perform a general
role but also create an individual relationshipisTib no simple restaurant where a smile
and quick “Hi, how are you?” will suffice. The mai@and butlers in the casedsdnsou
cafés) must be capable of role-playing, utilizirglp language, tone of voice, familiarity,
and conversational prowess in order to meet the@apons of their customers. The
popularity of these cafés indicates just how wedyt mesh the general atmosphere and
the particular customer. There is an issue of pawverork here as well, but potentially a
different kind than one would expect, one thaesslabout domination and
subordination. In the case kdspurecafés, there appears to be subtle and complex flow

of power, one that shifts back and forth betweenetmployee and patron. The
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assumption that one person’s power must come atdtignent to another individual's

power is not necessarily the rule here.

Atmosphere

The atmosphere of the cafés plays an importaatinoéstablishing the image the
clubs wish to project. This includes numerous aspguach as the décor, layout, music,
and lighting. All of the above comes into play &y the foundation of appearance for the
feel of the cafés that is integral to the initisstomer reaction and becomes the setting in

which the maids and butlers can accomplish thenkwo

From café to café the décor can vary substantialtpntent and in the “vibe” or
feeling it evokes. But each has in common the basnciple of being “familiar yet
strange.” One familiar feature is that, like manlyes Japanese restaurants and clubs, the
cafés | visited had both a table area and a coan¢er, with the counter areas often for
single guests (of whom there are a substantial egmbhose at the counters often
received more interaction from the employees, siheeemployees necessarily provided
more of their social interaction. In terms of “stge,” the appearance Baidreamin’
was probably the most unusual of the cafés thaditled: the floor lamps were shaped
like mushrooms and the walls were painted with es@f what might be a forest and
field, with lots of green and blue, and the chaiese brightly colored. Yet again, the

counters and tables were quite normal in colog\arage off-white or tan. Thus even
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when the decorations were loud and attention-graplbhe area from which customers

ate was unsurprising.

Anothermeidocafé,Pinaforehad a decidedly more average feel to it, though on
the walls there were occasional painted butterfiied an overabundance of pink. The
dansoucafé,Queen Dolcewas substantially more subdued, preferring arcsstbeme of
silver and black, with a TV in the background fastchction. These two cases suggest
that while the cafés may have similar purposesoviding their customers with a unique
yet comfortable experience -- they could achiewsdéhpurposes in rather different ways.
Overall, themeidocafés tended to rely on a carefully concodagaiiimage in pinks
and with pretty objects, such as flowers or buit=sf Pink is perhaps the one thing
visitors can trust to find atrmeidocafé, unless they are specifically catering tdohisal
or other themes. Th#ansoucafés take a different route, preferring to hdeelsand
subdued colors dominate the scene. In both catgdhie colors tend to reflect the styles
of dress, speech, and body language that the epgsmt the respective cafés adopt,

aspects | will discuss in later sections.

For music and lighting, much variation can be faundaidreamin’the lighting
was dim and the music a bit louder than what yoghtrfind in other restaurants.
However, it became even louder and special lighgiifigcts were activated when one of
the maids was scheduled to do her song and dantieepthus discouraging talking

between customers and maids, allowing the maigsepare for the main event rather
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than tie up their time with a patron. Rinafore a generally more subduettidocafé,

the lighting was bright and music was at a low legkowing for easy reading and
conversations. Anotheneidocafé,Heart to Hearf had a small stage for karaoke, thus
the potential for the music to be loud. The lightse dim much likeMaidreamin;

though the setting otherwise was more casual thigeofPinafore with no outrageous
neon pink -- though it had its fair share of regylenk. @homewas similar to
Maidreamin’in many ways. While it was not as bigMaidreamin’, it gave the same
impression of being well-funded, and these cafésal@ multiple locations. Like both
PinaforeandMaidreamin’, @homehad a stage that, though not regularly used, doaild
used for karaoke or plays as well as taking pistwith customers. For all these places,
then, there was a blend of the comfort of reguédé tayouts and tables combined with a
quirky décor. The lighting and music also workeddft the mood in terms of general

atmosphere or to highlight such special activiie® maid performance.

Thedansoucafés did have some distinct differend@aeen Dolcencluded a flat
screen TV which, during my visits, played “The Nigtare before Christmas.” Unusual
in that fact alone, the TV was actually muted whiile soundtrack from the movie, in
English, played in the background. Both the movié ene inclusion of English music
were unusual, but again the music added sometbneggh yet familiar, since the movie
has gained a following of its own in Jap80.+ 1 (also known agighty Plus Ongwas
unusual in a different way: it lacked any musialatNot relying on music to set the

atmosphere is not only strange kmsupurecafés but also for restaurants more generally.
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This, in some way, added to the responsibilitiethefbutlers since the music was not

available as a distraction.

An important part of the setting is the food thedde cafés serve, particularly the
meidocafés. Inrmeidocafés, the trend is to make the fdaavaii or at least personalize it
in some manner, thus demonstrating how much can¢ w its creation. One entrée
from Maidreamin’, for example, was a curry, pork, and rice dinfégire 4.2) in the
shape of a bear (complete with a cheese musegyes, and egg ears). Additionally,
when | actually ordered this meal, the maid askechow to spell my name in English.
Then with a bottle of ketchup, she wrote my naméhencurry dish and encircled it with
a heart. Drawing or writing on an entrée in ketcilupommon at maid cafés. Every
circumstance in which | ordered a full meal thiswrced, and most maids asked what |
wanted to have drawn on my meal.FAhafore when | ordered only a dessert, even that
was crafted to a specific detailed design: a catéafi that was made to look like a little

elephant (Figure 4.3).

The food provides a point of departure betweemtb&loanddansoucafés. In
the two cases | know, tltansoucafés did not offer the same kind of cute, spedli
meals. However, they still added their own unidae.fFor exampleQueen Dolce
served the usual drinks, but also offered speciaks that individual staff members had
invented, with creative names and additional quilike adding umbrella8sO0 + 1

served a wide variety of foods, but none of thertihthekawaii aspects ofmeidocafés.
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However, their food was also unique, offering baggeidwiches, which are not the usual
fare atkosupurecafés. They also provided a list of the café eygds, including

personal information such as blood type, favoréfé aish, and ideal date. Again, there
was that desire to make the individual customdrdppreciated and special, somehow
important to the café staff. In the maid cafés thés accomplished by the unusual and
carefully crafted food as well as the extra “flavof the maids’ drawings. In théansou
cafés, the desired close connection between custand employees was fostered by
personal knowledge freely given to the customéues personal recommendations, and

creations by the staff.

Figure 4.2 Bear Curry from Maidreamin’
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Figure 4.3 Elephant Parfait from Pinafore

Conversation

Despite the time invested in the décor, musidtiigy, layout, and food in
kosupurecafés, what seems to be the real draw at theée sathe conversation and
interaction with the maids and butlers. In manyaesants, even when the décor and food
are interesting or even unique, the service falis relatively standard categories based
on the price range of the establishment. As a middepth conversations are not taken
for granted as a requirement for being a waitressaiter. Rather they are understood as
being responsible for a customer’s order and argégeordial attitude, as well as
making sure the customer’s food-related needsamxldor. Atkosupurecafés, the food
is the simpler part of the equation. The numberjohas engaging the patrons. These

conversations are crafted in order to make theooust feel special, even if they may
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have just recently met. The balance, making théoousr feel just special enough, is not
automatic and requires skillful social maneuvetiyghe maids and butlers. In order to
achieve the perfect level of familiarity, the emyes must utilize personality, body

language, tone, grammar, and diction.

It would be unfair to say that maids or butlers@deuly different personas when
they wait on customers. It would be more accumatgal that they are encouraged to
cultivate or display a particular part of their oprsonalities that would best fit their
role in the restaurant. Indeed, in some sensdaplinese retail establishments ask this of
their employees. Smiles, pleasantries, and contvensé skills are capabilities that many
people possess, but most stores and restauraniseréitpt their employees display these
characteristics more frequently than they mighheir personal lives. Thus it should
come as no surprise thHadsupurecafés have similar requirements for their emplsyee

but on a somewhat grander scale.

The net result is th&bsupurecafés have employees with varied and distinct
personalities, making them easily distinguishalbenfone anotheMaidreamin
provides some examples. One maid was quiet anesgoken as she went around the
room, selling trinkets. Her appearance left custsmeth the impression of elegance.
Her hair was long, reaching down to the middle&flback, and a deep shade of black.
She wore the required frilly maid headband butj@&iom that, a section of her hair was

pulled back in a simple ponytail. Another wasgeriki’ type, which means she displayed
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a healthy amount of energy and enthusiasm in esigrgtion. Her appearance had the air
of a tomboy. She was taller than the other maéts tlainty, and she wore her hair much
shorter than her coworkers. Additionally, she latiee typical overabundance of cute
items on her person: there were no bold, attergratrbing clips in her hair and the purse
she carried lacked extra decorations. The goofgkwaersona also showed up, a maid
with a personality reminiscent of some of the legdemales in comed&nime Like the
genkimaid, she was animated and could be found bouracimgnd the café, from
customer to customer. Most notable about her wasdhiety of amusing and strange
expressions she displayed and the consistentlyvoisg she used. Her clothing was like
most of the other maids, but her hair was pulleéhuign unusual and busy style with
various small ponytails at different angles. Theuteof employing these multiple types

is both interesting and comforting to patrons, sitiee personality traits so boldly

displayed can be readily found in everyday life tauely in such full force.

There appears to be a similar trend withdhesoucafés, though the stereotypes
are different. AQueen Dolcegone of the butlers was on the small side witbumd face;
he was expected to play out the stereotype ofitttelbrother. He called the other
employeesii-san (older brother) and consistently had a boyish demaeand playful
nature. Also aQueen Dolcethere was a butler who fit the standard image lzdciboy,
as evidenced by heavily dyed hair and multiplegamgys. Though he was certainly
cordial and friendly, the intent to make him modgythan his coworkers was evident.

The last example comes frad80 + 1. One of the butlers on staff fell into a “beauitifu
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boy” stereotype (a concept in Japanese comicsddaisbounein with a princely carriage
and subdued manner, as well as the expectatiom¢hatll be a relatively effeminate
male, more pretty than handsome. All these stepestare, by and large, in both the
meidoanddansoucafés, drawn from manga. This makes perfect senseany of the
customers are manga fans. The cafés allow thesddaee some pieces of their fantasy

world come to life.

Tied closely to personality, is the use of bodyglaage by employees to better
express themselves and more quickly establiskeadly relationship with customers.
Body language works in combination with words amrtetto create a more complex and
layered message. Much of the body language is $umgethat the employees are trained
and required to do. There is, however, a markddréifice between thaeidocafés and
thedansoucafés. In most of the maid cafés | visited, whenaéd brought an order to my
table, she would perform a chant over the foodefosbly to make it more tasty or full of
love). Pinaforeis the only exception | found in my visits.) Firgte maid would
demonstrate the chant and hand motions to theroestand then ask them to do it along
with them. Usually this involved making heart sh&pgth your hands (or something
similarly kawaii) and pointing at the food. The chants all bore@ngt resemblance to
each other, often some variation ofshiku nar¢” essentially telling the food to “become
delicious.” Thedansoucafés, on the other hand, did nothing of the @odt served food
as would any regular restaurant. The decisiondluée such hand motions reflects the

image and experience that the cafés are lookipgaade for their customers. In line
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with the usuameidocafé atmosphere, the chants and hand motionsitgeunique, and
extra energetic. Similarly, the calmer atmosphéith@dansoucafés and the relaxed,
collected attitudes of the butlers would make al|douncy chant over each meal quite

incongruous.

The arrival and departure of guests, on the dthad, is something that both
types of café deal with quite similarly. As anyamieo has entered a store or restaurant in
Japan knows, customers are, almost without exaepgireeted by the employees. It is
often just a shout from the counter or whereverleyges are working, but it still
acknowledges the entrance of people into the shogstaurant. The simplest traditional
greeting is frasshaimasg Its general purpose is to convey a respectfahorific

“welcome”; technically it is an honorific form ofi¢ verb “come in.”

Meido cafés, however, take this one step further antistat from other
businesses, preferring not to do the average aat@p. There are a number of variations
that can be found, but they all have the sameigaaind: to draw special attention to the
customers, both when they arrive and when theyeleavmake them feel important and
cared for. In everyneidocafé, with no exception that | have seen or hegradthen a
customer enters the main dining area, the maildea¢mtrance shouts to let her coworkers
know that a customer has arrived and in returofate other maids shout a welcome to
the customer. There are variations on the themepuise. Sometimes they inform the

other maids that their “masterjgshujinsampor “mistress” jousama has returned
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home while at other times they will simply say thathonored customer has entered.
However, the exchanges always follow that geneatitm. When a customer leaves, the
process is much the same, one maid telling theothat the customer is leaving and
then everyone shouting the standard good-bye phrdseh can happen before or after
payment.

Dansoucafés generally follow a similar pattern but manbdued. There always
seems to be a butler to greet customers, but theytengage in the shout and reply that
maid cafés do. This supports the more subdued atmeos ofdansoucafés in general as
it is less disruptive to customers already in #staurant. However, tltansoucafés that
| visited were substantially smaller than theidocafés, so there was less need to shout
to inform the other one or two workers of a custdmarrival. Still, in this way the
patrons receive only one greeting and goodbye fxa@imgle butler, rather than having
everyone chime in. In both tmeeidoanddansoucafés, after the customers are finished,
one of the employees walks them to the door oragbeycarrying on a conversation until

the customers actually exit the building.

Two other aspects of body language are the anadweye contact and the
proximity of employees to their guests. That idtipaftarly clear in the extent to which
both maids and butlers will kneel at a table totheimselves at the same or lower level
than the customers. Eye contact is a must. Maitlgevirequently animated and willing
to bounce around happily, still make frequent eyetact with their customers,

particularly when they are holding a one-on-oneveosation with them rather than
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taking their orders or delivering food. The samegfor butlers alansoucafés, but

rather than a tendency to be energetic and botiney,tend to keep steady and constant
eye contact. (Being one of the few foreigners tieethese cafés, the maids appeared to
have a harder time keeping eye contact with melylikecause they were wary that they
might not be able to communicate successfully.) fTites for physical closeness seem
more complex. In alineidocafés (with no known exceptions), the rules clestte that
customers are not allowed to touch the maids. Heweliere must also be some amount
of physical closeness since part of the cafés’ dsaw create a bond between the
customers and maids. To this end, they frequerdlydsvery close to the tables and if
they are involved in taking a picture with a custsrfthe cost of which is usually around
¥500) maids usually ask what faces they should raakidean in to take the picture.
Rather than touching, maids usually makewaii gesture with their hands, such as
mimicking a cat, and ask customers to imitate thEnedansoucafés do not appear to
have such a prohibition against touchingQimeen Dolceone of the male customers had
a picture taken in which all of the butlers workihgt day crowded around him, one
even pretending to sit on his knee. When takingge with a female customer, one of
the butlers a80 + 1seemed happy to have her to put her arm aroundTiindifference
here may be one of projected gender. The prohibéagrinst touching is seen as
protecting the maids, who are cute and feminineraigiht need protection from male
customers. The butlers dansoucafés are female but the persona they projectie.m
There is no need to ban touching, since they hareldd protection from the bulk of their

admirers who are female.
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Finally, tone is an essential part of any conv@eaand quite noticeably so in
kosupurecafés. Most maids speak in a stereotypically femeingirlish voice, with a high
pitch. They also tend to sound excitable. Theresd@em to be a difference when maids
talk to a male customer versus a female custonogreber. For example, when talking
with a middle-aged male customer to my left, thedned@homeadopted a giggly high-
pitched tone to indicate interest in the conveosatie struck up, along with other actions
such as clapping. However, when talking to the goi@male customer to my other side,
the maid spoke in a much more conversational tkeeping it light and friendly, but
omitting the giggling and high pitch. This seem$é&oa case of adapting to perceived
wants. The male customer appeared to want a g texcited about his tales and to
meet that need, she adopted that particular todetiude. In contrast, the young
female customer was probably closer to being the’sipeer and seemed content to

carry on an average conversation about schoolpwithny added excitement.

Thedansoucafés, on the other hand, wish to project a difietone. The butlers’
voices never reach the high pitch of the maidseither do they attempt to talk in a
very low tone. Instead they find something that f'eniddle of the road” voice, generally
a rather androgynous one that might make it diffifar a person who was unsure of
their sex to determine whether they were femal@ale. The butlers never giggle at
customers’ jokes, but rather aim toward the morgrotled sound of something like a
chuckle. The butlers at bo@ueen Dolceand80 + 1 adopted playful tones, likely to

make them approachable, but never going to thehsribat maids did to convey
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excitement or amusement. Indeed, their tones pgemjex sort of relaxed nature that
appeared to make it very comfortable for their congrs to chat with them, particularly
shy female patrons. They showed their interesbgigthysical gestures but by being
observant and perhaps raising a topic that thag\Je to be of interest to the customer.
For example, | had my notebook out, writing dowtespwhen a butler 80 + 1
wandered over to ask questions about what it wastteen made low subdued sounds to
indicate amazement at the sheer amount of writbmyatned in the notebook. Both of

these contrasted greatly with the maids who nesikecdme about my notes.

All of these conversational techniques play i@ ¢arefully crafted images of
kosupurecafés. Though there are differences among thdée,dhe employees all make
use of personality, body language, and tone taemaeffective interaction with
customers. The maids and butlers serving the cestare role-playing to some extent
and must constantly monitor and regulate the “fahey are showing to their customers.
However, it would be unfair to say that these erypés manipulate these factors without
showing anything of their real selves. Their woek/es are related to their personal
selves and, indeed, would be impossible to dispitlyout drawing on those personal

selves.

Grammar and Diction

Grammar and diction are inextricably linked. Tisiespecially the case when

discussing familiarity and respect in the Japatmsguage. Both diction and an
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understanding of grammar come into play when foghsi@entences and when dealing in
the Japanese language one must be very aware bvfwehds they choose and what
endings they use. This naturally plays out in {heesh okosupurecafé employees.

What can make this particularly difficult is thaetmaids and butlers have few scripts
that they are required to follow, with a few exgéeps (such as greetings and goodbyes).
Each customer requires a different level of attenéind familiarity and since the goal of
these cafés is to draw in the customers with ttexactions they can experience with the
employees, these employees must be able to “réad’gatrons in order to give them the
service and conversations they seek. To read @pdmed effectively, they must be adept
in the crucial linguistic forms that together congé “politeness” in the Japanese
language, and the complex interplay of respectfamiliarity to both people and places

that underlies such “politeness.”

Meido Cafés

Of all the crucial linguistic aspects kdsupurecafés, perhaps the most
fundamental are terms of address. They can be aiigble, though they usually begin
with highly respectful terms and moderate towardaarfamiliar forms. The most
common of these termsg®shujin or even more formallygoshujinsamaShujinhas two
possible translations, master and husband. In dagryfe, shujinis generally used to
refer to one’s husband. By affiximgg- to the beginning of the word, the level of

respectfulness is increased. By the same tokem vglaenais added to the end of the
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word, that highly respectful suffix connotes sorneial distance between the speaker and
the listener. In contemporary times, this combuorats rarely used, yet is common in
meidocafés. In this context, the better translatiofmaster,” a more liberal translation

into English might be something more like “respdtiar “honorable master.”

Goshujin(or goshujinsamacan only be used to address male customers. The
term used for female customersjeusamaand as witlgoshujinsamat is actually a
three piece word, consisting of the base woudlady), the respectful prefia-, and the
respectful suffixsama (The prefixeo- andgo- have the same function but one or the
other is used based on the linguistic origin ofliee word.pDjousanis a convenient
way for someone to address a young female whosal stending and age are not yet
known. Using samainstead of sanbumps up the level of respect, so it is usedén th
setting of maid cafés as the female equivalegibshujinsamaThere is an additional
option that is used &inafore a gender neutral term that saves them the traflitging
to determine which gender the individual identiféss-- and this can be a problem in
meidoanddansoucafés. In this case, the preferred term of addsesds/akusamaThe
prefix and suffix work the same but the core warklyiakuwhich means guest or
customer. This is not to say that the stafPimiaforeuse nothing else, but it does mean
that their greetings and goodbyes can be the sansga€th customer, reducing some of

the initial social burden for the maids.
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The full greeting the maids use when a customearsithe restaurant is
“Okaerinasaimase, goshujinsarfgousam” When translating it somewhat
colloquially, this means “Welcome home, master!™felcome home, mistress!” As
usual, theo- prefix is an honorific, working the same effecimsjousamaHere the root
verb iskaeru(to return), implying that there is already a tielaship between customer
and café even if this is a first visit. The verldey, nasaimaseis a particularly
respectful way to word a request, so at its meésstdi this would be translated as “Please
return home, master!” Unfortunately, the literarslation does not quite convey the
welcoming nature of the phrase, which is bettereusihod with the first translation. This
greeting establishes the baseline for the relatiprisetween the maids and the
customers, the humble maids who respect and semkeatain the customer who has
returned to his or her proper place at the cerftdraxr own home. It has much the same

effect as the fans kneeling before the Takarazakkasses alemachi

After the initial welcome, the language can simfvarious ways. When | arrived
atHeart to Heartand spoke with the maid at the entrance, sheeagtere in the usual
way, referring to me agjousamaWhen she called out to inform the other maids khat
had arrived she used batjousamaand Chelseaan(or rather the Japanese
pronunciation, Cherushgan. However, during my time there | was referredhyoat
least two other titles, depending on the maid wittom | was speaking. One maid, a girl
who projected a shy, sweet personality consistergigohimesamavhen speaking with

me. The difference here is with the core wbitig which translates into “princess.” This
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had the effect of granting me all the same resgpetbjousamawould have afforded me,
but with a tinge of royalty and perhaps even a ddstuteness, sindé@mein Japanese
popular culture are often quite strong as charadiat nevertheless quite diminutive. At
another point in that visit, a maid (perhaps thetnemergetic and outgoing on the staff)
came by to talk with me. Unlike all of the otherids she referred to me only by my
given name (Cherushii), adding no honorifics. Twaatdrs likely fed into that decision.
First of all, she was indeed the friendliest maidhe café, which gave her some leeway
in terms of address since being a bit familiar gaite consistent with her persona.
Additionally, and this may be the more importardtée, she had some knowledge of
English from her previous high school coursewodkinssome sense she and | already
had a connection. We had an alternative lingufstimework we could use and thus
more flexible options, something the other maids Hiacked. Clearly then the terms of
address used inlasupurecafé are always up for revision, depending oreatgnumber
of factors, not the least of which happens to leectinphasized persona of a maid and her

links to the guests.

The determination of what verb form to use is miilahthe decision on which
form of address to use. At every café | visitedjahy all of the maids used the formal
-masuendings with customers (myself included) as thesy &€ntered the building. In my
case, the maids generally kept to the formal ersgdiather than shift to plain form as they
did with many other customers. The most memorakteion occurred during my

second visit tMaidreamin’. After | was seated and requested a meal package t
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included a photo, one maid ventured over to askvirieh maid | would like to have my
picture taken with, using the vertrimasu(to take, as in a photo), still speaking
formally. My response wad<aoru wa..”, referring to a maid | had met previously, but
instead of completing the sentence withdsu k&” to ask if she was present, | left it
unfinished with only Kaoru’s name and the subjeatker. Instead of replying with the
-masuform, her response wak&oruchan wa indi(in a decidedly depressed tone of
voice). In this situation, she allowed my resportsdaafluence the level of formality and
familiarity that existed between us. Had | not ajpte forgo the masuform, it is likely
that she would have continued using it too. In fyasion, the implication that the
formal structure ofmasuwas unnecessary came across quite clearly, sifideniot use

it myself. In conjunction with the relative closaseof our ages, it was easy for her to

come to that conclusion and revise her style oéslpe

There are some instances, though, when the @ugkdt the customer wants are
more subtle and take extra time to determine. Retgrto an earlier example, during a
visit to @home a middle-aged gentleman sat at the same couiew was sitting, just
a few seats to my left. He and a maid chatted ath@utenu options for a moment, both
using-masuform while he ordered. Later when she stopped $gcand time to make
conversation, he had pulled out his collection@fly acquired toys -- all build-it-
yourself items from gatcha(toy-vending) machine. The conversation was nedyi
standard to begin with, both parties usingsuform, but as the customer became more

enthusiastic and more insistent on showing her lhisvprizes worked, she too adopted
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the same attitude. As it became clear that he agagrig for approval and attention, she
shifted her reactions so they became progressimelg demonstrative, elongating her
words and inserting gasps and giggles into the ewation. By the end of their
conversation, which had slowly gained the feemas friends talking, the maid had ended
up dropping themasuform and using plain form instead. Interestinghys man seemed
to be a regular at the café, because another rogigked over when they were done
talking and initiated a conversation entirely iaiplform. Not only do the maids shift
their speech patterns based on their conversatiomshey also must make a habit of

remembering their regulars and adopting a congistgle of speech for them.

The maids in these cafés are also quite adeptdib§ a comfortable linguistic
middle ground for customers, one that reflectsemiétly connection without requiring the
familiarity that plain form may imply. One caseauskrates this. APinaforeone evening,
a young man (probably in his early twenties) emtened the maid at the door directed
him to a chair near mine. This appeared to beitsb\isit to this particular location, and
possibly tomeidocafés in general. The maid who escorted him tdahke noticed his
anxiousness and rather than trying to force fantiji@n him, she kept a respectful
distance and began her conversation with a somedigtant tone to match the formal
speech she was using, includimgasuforms and honorifics. Once she had finished
explaining the nature of the café, she and theoousst fell into regular conversation and
as he began to relax, she followed his lead, hadelgere tossing in the common

surprised and impressed utterance “ehh?!” Howeather she nor the young man ever
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slipped into plain form and she made an effortispldy a calm personality rather than
the excitable, bouncy persona that is the nornmfaids. This is an interesting case in
which the social distance created by the maid Hygtucreased as she tried to put him at
ease. Here the maid gauged the social tensionntrasd adjusted her speech
accordingly. Indeed, between the various exampiegged it is clear that both
familiarity and distance can provoke the same naspoa sense of comfort and well-
being. Depending on the circumstances, distananaitiarity can be the proper “polite”

or appropriate choice

DansouCafés

The terms of address useddinsoucafés are much the same as those used in
maid cafés, thougtlansoustaff tend to avoid the tergoshujinsamawhich makes sense
in their situation considering an overwhelming nembf their customers are female.
During my visits, | never heard the staff use #mant, though it is conceivable that they
could use it in reference to male customers. Tleeynsto prefeokyakusamabut since
they do not engage in the loud, boisterous groeptgrgs that maid cafés do, the terms
of address are less noticeable and usually onlyeammin one-on-one conversations
between the customers and butlers. However, itneasncommon to hear the butlers at
80 + 1refer to their customers agpusama particularly during the afternoon when the
café strictly served females. In a scenario sudhiasthe terms of address end up

carrying less weight since they are not advertsedidely and used so frequently. Once
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an individual has met the butlers they are lesdylikhan the maids to use those terms

frequently when talking to a customer.

In fact, in a marked contrast to the patterns @tirafés, the names the butlers
use in reference to each other actually seem nuifesiable and noteworthy than the
titles they use to refer to customers. While ataddncafé the understanding is that
everyone will addchanto the end of the maids’ names, well-acquaintedody it is not
quite so obvious with the butlers. The interacti@tween the butlers is presented as a
form of entertainment for customers. The relatigpsivetween them give the appearance
of being strong and playful ones and the custoinegs to feel like they are a part of the
big, happydansoucafé family. Overall, the most common way theyradded one
another was by using their first name and attactheguffix-kunto it. This suffix is
established as being a masculine one; both boygidsdan call their male friends by it,
but it is unlikely that anyone would use it in nefece to a female. Since it is a suffix
well-known for being tossed around between schgelizoys, it brings a sense of
playfulness and youth that none of the other teroudd accomplish. Additionally as
mentioned earlier, the smallest of the grou@aéen Dolceeferred to one of the taller
and ostensibly older butlers aig-san basically calling him his big brother. This clese
knit group of butlers certainly has something tfeothe customers. Rather than having
their employees all focus their efforts into oneesre conversations with customers they

also spent time cultivating their relationshipshngtach other. Since the butlers are
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playing around and acting natural, the patronsfeahlike a part of this family while

they are in the café.

The process of determining what language to spatakcustomers is rather
similar to that in a maid café. In most instan@esjember of the staff greets guests at the
door and then shows them to their table. Once tlasrevith maid cafés, if the customer
has never been to the establishment, they exgiaidetails of their café, including the
rules. While doing so, they initially start withetamasuform of verbs, indicating both
distance and respect for the customer. From thieeg, will shift forms if the customer
somehow indicates that is their preference. Fomgi@, after spending over an hour in
Queen Dolcel became well-acquainted with the playful rousired the three butlers
working that night, how they teased each othercmehed in on each other’s
conversations. All evening when | spoke with thédys | continued to usenasuform,
since it felt the most natural and they followed legd. However, during one discussion
of favorite movies with one of the butlers, | foumyself slip into plain form without
even realizing | was doing so, possibly due toctmafortable and friendly nature of the
discussion. After a few more exchanges, the batlepted the same casual style of
speech with me, so without even being aware d&#t a new precedent for our

conversations.

A similar but more tentative change in verb fomesurred one afternoon during

a visit to80 + 1 On this particular day, only two butlers were tivegj on the entire café,
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so customers tended to see only one of them, yahallone who first greeted them at the
door. In this case, | spoke with Yuki who explairied rules, offered a menu, and a page
listing all of the butlers who held a position witle café. We carried on a decidedly
average waiter-customer conversation, wherein éred my food and a picture (which |
choose to take with him). Again, Yuki was the oodéting both my drink and food, but
we kept up the use ofmasuform verbs, so there was still that social diséatiat usually
exists between customers and employees. Afteritere however, Yuki came over to
discuss my notebook, my time in Japan, and whesaslfrom. During this conversation,
when referring to my pages of notes, he stagyoku ippai.” then after a brief pause
remembered to addlést to the end of the phrase. In either case, thagghmeans “very
full” or “so full”, but without the inclusion oflesuthe sentence is somewhat familiar,
having no word to indicate or express the socistiagice between the individuals. This
appears to be an example of Yuki slipping into femspeech without even realizing it
initially and correcting what seemed to be an aatiadn his part. One possibility is that
after carrying on so many conversations with fellmvtiers and regular customers, he
simply began slipping into the form that was mastvplent in the café. However, since it
only occurred during a lengthy discussion priowtdch he consistently and easily used -
masuform, it may be that he slipped into a discussiat felt friendly enough to use

plain form and began doing so without thinking.c®ih answered in plain form as well,
adopting his inadvertent shift in form, from thamwe fell into that pattern, forgoing

-masuform entirely.
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One item indansoucafés stands out in distinct contrast to the nimumnd in maid
cafés. There were instances at bQtreen Dolceand80 + 1 when a butler engaged me in
conversation, using plain form immediately, withtedting the waters to see if it was
appropriate. AQueen Dolceit was an off-duty butler Kira who, upon findiogt that |
was from the United States, made a beeline formdes&tuck up a conversation. Kira
jumped directly in, not usingrrasuform or the respectfudesy instead preferring plain
form with an occasional dash of English. Initiallgssumed that he used the plain form
because | was a foreigner and he believed my Japam&s not adequate for polite
speech, or because he felt a bond of friendshqudir his working knowledge of
English. However, &0 + 1, a similar encounter occurred as well. In thisecéise butler,
Shirou, had no knowledge of English, at least hat he was willing to display.
However, Shirou walked up to me at my table andhavit any effort to see where we
stood socially, began to speak in plain form. Ftbese encounters, | began to question
why these butlers immediately used the plain forlnemvtheir coworkers hesitated to do
so and went through the usual process of testimgvdters. The two waiters, | realized,
were similar in their work personas, which in tueflected some personal similarities.
They were of the same mold, or close to it. Botihendder-looking and more
stereotypically masculine. They were among thesalutlers in the café and spoke in
relatively deep voices. Based on this, it may b@alw likely that the particular form of
masculinity they were imitating or projecting wasedhat tended to be somewhat
rougher, less prone to observing “polite” formsn€idering that many Japanese people

believe men are inherently less polite and lesagto use respectful terms, the adoption
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of that particular persona could have easily eraged them to continually utilize plain

form.

For thedansoucafé employees, their own conversations often fugldplayful
gualities that were nevertheless for the custonWsle most conversations the maids
had together were done off to the side, not nedgssaeant for customers to hear, the
butlers often made their discussions public, looough for anyone in the area to hear.
As such, these conversations could be considefeciaof entertainment for their
customers. They always used a casual and famiji, :iever straying from plain form.
For example, when one butler spoke about the nefsadbthe bar, the other at one point
during the conversation saitllani yattandard, which would translate roughly as “What
happened, | wonder.” Based on the playful backfartti they were engaging in this may
have sounded something like “Oh, | wonder why t&iain slightly dubious, sarcastic
tone, as if they both knew the answer. If the austis were regulars, these conversations
allowed easy places for them to slip in and jom biutlers in playful banter. Additionally,
the butlers at Queen Dolce appeared to have noucetipn about throwing out the
occasional curse while they were talking. This wager done at a customer, but it was
substantially different and more relaxed than aimgth found in the maid cafeés.

As noted, each café tends to have its own dissityt¢ that marks it as separate
from others. They define themselves as a gr&opupurecafés), but also institute small
differences to make them stand out from one ano@igen during the course of one’s

daily life language is used without much thoughd@$rom the desire to communicate an
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idea. However, language has more varied capabilitien basic communication: setting
a tone or atmosphere, displaying an identity, riagog social position, and more fall
within the purview of speech and language. In gemf the cafés, the employees use
language to perform all of these different actsilévtreating distinct personalities and
atmospheres, they all still strive for the samd,gmaking their customers feel as if they
are among friends in an unusual place. It is asdoal “politeness” that seeks
appropriateness through a fluid use of familiabity also distance, “polite” language but

also very informal language.
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CHAPTER 5: CONCLUSION

Though many people have claimed that the Japdaegeage at its core is a
“polite” language, upon closer inspection it becsmkear that such a blanket statement
understates its versatility and complexity. Indeedyrder to use the language to its
greatest potential one must be aware of subtlereifices in status, as there are levels of
respect and social distance built into the langu@bes is not merely a question of
politeness, but rather of variables that haveeliitl do with being strictly “polite.” The
various verb forms and terms of address can shspeot, friendliness, comfort level,
and even particular sides of a person’s identityerEthe common assertions about
gender and politeness seem questionable.

While there may be some truth to the notion thatnen usemasuforms and
other respectful terms more frequently, it is mooenplex than women simply being
“more polite” than men. For example, Maemi’'s chéegam Tsuki no Koibitararely used
anything but plain form and seldom used terms df@gs denoting respect or higher
social status, even when speaking to her compamg&dent. However, when she did
opt for something other than the plain form, it voften done as a joke to tease the other

individual, thus making her use ghasuform and terms likshachouor -samasarcastic,
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potentially even rude, rather than “polite.” Additially, for most individuals, such as
SMAPXSMAP’s guests, Pink Lady, there is more atkatban just gender, so their
constant use ofmasuform verbs could be related to their age or thewial status (being
guests on someone else’s show). Similarly, thohghmaids at most cafés used “polite”
language extensively this was not something syrlctked to gender. Their careful use of
language was more likely due to the roles that these playing as employees rather than
the fact that they were female.

Though to an outsider, the Japanese language eeay stiff and “polite”,
perhaps lacking in emotion, it is more than capablexpressing deep emotion.
However, its manner of emotional expression mayeulihe expectations of an
American listener. When dealing with an emotiongid¢, many Americans may expect
tears or short ill-conceived sentences, becaudeeamuotional distress is thought to make
a person less capable of eloquent speech. Howievdapanese there is an understanding
that emotion can be expressed on many differeeideincluding the use of respectful or
familiar language. For example, the discussion betwRensuke and Kazami regarding
the company after Rensuke has been removed fropréisedency shows the capability
of the language to express intense emotion wittrespassing social boundaries. To
someone unfamiliar with the language, it might apes if they have few strong feelings
on the topic. In reality, they are affording theitothe gravity and respect they believe it
is due by opting for a more level, respectful casadon. This can be seen again in
Kamen no Otokavhen d’Artagnan makes his promise to Constancthisnscene, they

switch from familiar language tanasuforms. Using respectful language may seem cold
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or detached to someone who does not understandekdut it is often quite the
opposite.

Naturally, emotions can be expressed when usiig fbirm as well, which may
make the emotion easier to identify with for an Aiven listener. Maemi’s conversations
with Rensuke are of this nature. On a daily bakiesy use plain form with each other, but
when they reveal their romantic feelings they awnito use familiar language. This
emphasizes their friendship and the idea that aleesl is being added to it as well as
new emotions to enhance it. Additionally, a degreemotional expression can be found
in themeidocafés as well. Though some may question the sipadrthe feelings
displayed, that is not the issue in question. Witeading with regular customers, maids
frequently used familiar language. If they wereresging excitement or dismay, they
always continued in the plain form rather than shiig to masuforms. Few deeply
emotional subjects were covered, since the catégemerally “feel-good” places, but the
emotion that was displayed tended to stay in theedarm of speech used regularly.

What becomes obvious in this study is how languagebe used to emphasize,
craft, and display identities in certain situatiolmsthe case of Takarazuka awmsupure
cafés, in order to perform their job, employeesteasphasize particular aspects of their
identities. In addition to items like clothing omke-up, language and speech help the
women in these positions do just that. Dihekoyakuof Takarazuka first have to adopt
what are considered to be masculine qualities, agchparticular tone of voice, a
specific walk, and certain outfits. When on stabey must add another layer to this, that

of the personality of their character. However, wbé-stage they are expected to juggle
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their identity aotokoyakuas well as their identity as females. Therefosy timust
exhibit both masculine and feminine qualities so@isto disappoint their fans. Again
this is accomplished both by appearance and larguag

As for kospurecafés, there is a similar dual identity at wohqugh without the
expectation for the employees to balance thosditaEnoff the clock as well. Atneido
cafés, the maids must express the fun and frigmeligona that the establishment wishes
to project, which calls for smiles, standard greggi and a particular (initially polite or
respectful) type of speech. In addition to thag, d¢irls are all acting within the
personalities mentioned earlier, such asgimekimaid or the shy quiet maid. While
creating a friendly environment for customers, marist also work to emphasize a
particular personality at the same time. The saweiitainly true of thdansoucafés as
well. The employees are expected to make the ligdltey are males believable to some
extent as well as display a particular persondliitg, the little brother obishounen
stereotypes. In conjunction with their appearaspegch is perhaps their greatest asset,
so they use terms lik@i-chanor use language that is considered coarse, sutlrse
words to help express their identiti@snsoustaff.

One of the most important uses of language i®tmect to, or disconnect from,
personal relationships, to create social distanatoseness. SMAP members frequently
speak to their audience using plain form. Rathan theing seen as rude, this draws in
viewers and creates a bond of friendship, evenghalobey may never have met
personally. While the viewers may not see themsedgebeing of the same social status,

it makes them feel like a part of a celebrity’s {doSimilarly, the employees &bsupure
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cafés adjust levels of familiarity in their spedaltreate the same effect: lessening social
distance. On the other hand, using respectful faamsincrease the social distance which
might make someone more comfortable with the sdnait hand. For example, the
nervous young gentleman that a maid spoke to withsing an overly excited voice or
unduly familiar speech represents a case whermthease of social distance serves to
help put a person at ease. All of the above arescabere language is used to navigate
social relationships to make them as comfortableossible.

As the preceding chapters show, the distinctioderigetween tact and politeness
can be both a useful and important one. Tact isindwiduals to regulate personal
relationships and interactions, whether or not @ueyadhering to strictly “polite” speech.
Individuals analyze situations and apply differgmes of language and actions in an
effort to interact appropriately with others, whatlthat means teasing, showing respect,
or asking a question. In order to be tactful, vasiéactors must be considered to achieve
this goal such as close relationships, setting,tand other considerations. Without an
appreciation of tact, the notion that “politenesah be impolite is difficult to understand,
but being able to view these as discrete (but dftesrsecting) concepts adds an
important dimension to any analysis.

The Japanese language is full of complexitiesgpatkers can exploit to convey
emotion, form or emphasize an identity, and fortatrenships. Clearly it is not so
simple as being just a “polite” language. While tluances can often be lost on outsiders,
there is great depth and complication wrapped gvén just the appearance of

politeness. Situations and circumstances cantslgifineaning of statements in ways that
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might be unexpected or surprising. Writers caniuecarefully craft interesting
characters, like the quiet but intense Rensukbeexkcitable and friendly Yuzuki.
Language can also be used to make believable mataaters who are played by the
women of Takarazuka, such as Phillipe or d’Artagdaist as difficult, people can use it
unrehearsed when employed as maids or butlersegomyidentities and adjusting
familiarity levels. Then in shows like SMAPXSMARgt hosts and guest stars use both
scripted and unscripted language to project their personalities to the viewers and
make themselves memorable and entertaining. Witod grasp of the Japanese
language and some understanding of the culturechpsan be used in a number of ways,

often complicated and complex, to create a numbeffects.
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