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To cut a long story short, I'm going to be
twenty-one.

I'm young enough, but I'm not as young as
before. If I don't like that fact, there is nothing I
can do about it other than throwing myself off
the rooftop of the Empire State Building on a
Sunday morning.

Once I heard a joke in an old movie about the
Great Depression.

‘Look, I always wear an umbrella when I walk
by the Empire State Building. People are falling
from above like cats-and-dogs there.

With its crisp efficient prose and references to
an iconic American object and historic event,
Murakami’s language in this excerpt from his first
novel, Kaze no uta o kike (Hear the Wind Sing,
1979), reveals no Japanese literary identity. In
Japanese, his language flows as if it were a
translated work from another language. One could
argue that Murakami Haruki’s ‘language’ defines
his literature and literary landscape against that of
his contemporaries. A survey of Murakami’s novels
from his early to his recent period reveals that
Murakami’s experimentation with language continues
to evolve and he is vocal about his constant pursuit of
crafting and developing his language, sound, style,
plot and structure. One of the most distinctive effects
of Murakamis language and style, which many
critics have commented on, is its acute reflection of his
protagonists’"
The ‘non-traditional’ prose style, peppered with
references to global cultural products and consumables,
alludes to a sense of the un-nationalistic, uncommitted
self and the fragmented sense of belonging that

'cosmopolitan" attitude and consciousness.

x X
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Murakami’s protagonists grapple with. Combined
with his stylized language, Murakami’s rootless
attitude is a source of unease for canonical writers
such as Oe Kenzaburd (1935-) and critics including
Hasumi Shigehiko and Karatani Kojin.2 The same
cosmopolitanism affects his protagonists’ struggles
to understand the balance between a sense of
detachment and of attachment, between distance and
proximity, and between the positioning of self and ego,
and topography of the self-ego relationship with
others.

Rebecca L. Walkowitz’s summary about theories
of cosmopolitanism helps to set a tone for this
paper to take into consideration: namely, that
cosmopolitanism is 1) ‘a philosophical tradition that
promotes allegiance to a transnational or global
community, emphasizing detachment from local
cultures and the interests of the nation’, i) ‘a more
recent anthropological tradition that emphasizes
multiple or flexible attachment to more than one
nation or community; and iii) ‘a vernacular or popular
tradition that values the risks of social deviance and
the resources of consumer culture and urban
mobility.? With these theoretical traditions of
cosmopolitanism in mind, this paper attempts
to demonstrate the nature of the particular
cosmopolitanism and literary style that are
found in works by Murakami as his cosmopolitan
style displays a transition from the kind of
cosmopolitanism in the literary movement that
took place in the history of the modern Japanese
literature.

1.1. Critical Background:
Contemporary Cosmopolitan Condition of
Japan

An inquiry into cosmopolitanism demands that
we reflect on the way that we live against historical
events of the world. As spatial boundaries — in a
cultural, ideological and national sense - are ever
shifting and have become increasingly blurred
after the onset of more accessible global travel and
communications media in the latter part of the
twentieth century, studying cosmopolitanism entails
a question about the meaning of finding a space of
belonging for an individual. While so much —
information and overall consumables - transcends
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the boundaries set by nations, to what extent do
cultural identifiers hold any value to an individual?
Does a nation still hold significance for an
individual’s identity?* For my interrogation of the
literary aspects of cosmopolitanism in the works
of Murakami, I approach cosmopolitanism as a
broad concept that describes a state of mind,
self-identification and a sense of belonging, and a
condition that allows flexible and multiple affiliations,
best described by Steven Vertovec and Robin Cohen:
cosmopolitanism is a tool ‘to challenge conventional
notions of belonging, identity and citizenship.”®
It ‘addresses certain socio-cultural processes or
individual behaviours, values or dispositions manifesting
a capacity to engage cultural multiplicity.® On the
surface, it seems that the type of cosmopolitanism
and the dialogue that remains concerned over
the post-colonialism and post-imperialism and the
dominant versus dominated diagram among Western
scholars, including WalkowitzZ summary, is a rather
remote discipline for an analysis of contemporary
Japanese literature and of the cosmopolitanism found
in the works of Murakami Haruki.

This paper, however, argues that Murakami
suggests a different, flexible identity formation by
representing his protagonist’s cosmopolitan sense
of attachment and detachment from the other in
his narratives. Further, Murakamis language,
narrative aesthetics and style, and character
development convey the cosmopolitan characteristics
of social deviance, consumer culture and urban
mobility. A cosmopolitan attitude is detected within
Murakami's uncommitted and nonchalant protagonists
as they grapple with their fragmented sense of
belonging. This cosmopolitanism is also represented
in Murakami’s language, style and approach to
subject matter/thematic approach.

Experiments with cosmopolitanism in modern
Japanese literature began during the Taisho
period (1912-1926) as a cultural movement. For
Taisho intellectuals, cosmopolitanism was a
literary representation of the anxiety that resulted
from the gap that had arisen between their
philosophical idealism of universality and of the
limitless expanse of imagination’, prompted and
aided by a cultural influx from the European and
Russian avant-garde.” Taisho cosmopolitanism is
oxymoronic ‘Eurocentric universalism’ that views
the West as a ‘phantasmatic, constructed object’.8
Moreover, Taisho intellectuals sought their
literary representation of cosmopolitanism through
detaching themselves from their immediate and
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contemporary Asia and attaching themselves to
Japan-Eurocentricity.

The political, social and anthropological background
of late Twentieth and the early Twenty-First century
cosmopolitanism of Japan offers a different picture
to that of the Taisho era. The definitions of
cosmopolitanism by Cohen, Vertovec and Walkowitz
lend straightforward relevance for the analysis of
Murakami’s narratives and for Japan’s relationship
with cosmopolitanism as a concept. Furthermore,
globalization has been the key word for Japan’s
development in the world.? Its integration into a
hegemonic group of countries and establishment of
itself as a strong member of powerful nations has
been a prominent goal for Japan ever since 1945.
Since its rapid economic growth in the 1960’s,
when Japan settled on a self-image as an
economically successful, pacifist country, the
Japanese economy has always played a key role
in achieving that goal. In the case of Japan,
cosmopolitanism is obtained primarily through
the act of consumption — travelling, material and
informational consumption. Thus, a person’s cultural
globalization and cosmopolitan experience is possibly
an imagined one. Such fabricated cosmopolitanism
allows a more fragmented sense of belonging and
attachment. In this sense, detachment from
conventional and traditional Japanese literary forms
helps Murakami to highlight the ways in which one
struggles to come to terms with and to place one’s
individual identity within an ambiguous, expansive
and imagined community.

1.2. Singularity of Language in the Works of
Murakami

Murakami’s literary space depends heavily upon
the singularity of his language and style. The
cosmopolitan flavour in his narratives derive not
only from numerous references to non-local
cultural products, but also from his language,
textual style and forms. ‘TV pipuru’ (TV People,
1990) is such an example in which Murakami
selects onomatopoeic sounds and rhythm in order to
create an atmosphere and attitude which defies
any identification set by a nation or community. The
onomatopoeic — KRZSHAAATLE KKRZSHAAAAATLE
KKKRMMMS and KRRSPUMK DUWB KRRSPUMK
DUWBK KRRSPUMK KUWB that is faithfully
translated from the original (Japanese) sound — ¢
TN—AVXXXHI + I N—RV ¥ ¥ X ¥ ¥ ¥
ey IR LAR and H—IL AL
T BT s VARG « BT 7« F—)L AN
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Japanese music. Nor is it a lyrical sound that may
ring in the mind of a person who was relaxing,
reading a book by a Columbian novelist. It creates
an effect that is urban, mechanical and out of place
in the Japanese text.

Murakami’s interest in experimenting with
sound and style is shown elsewhere in a different
format. Very short piece ‘Kotowaza’ (Old Saying;
1995) is playful, idiosyncratic and random. It
exemplify an extreme case of such. ‘Kotowaza’has
ironic humour and it is denoted in the vernacular
that is close to Osaka Semba dialect throughout.
This very short piece is free flowing, unstructured,
a rambling stream of consciousness.:

is not of traditional beat found in

ZNTRZR, HBrobtbULEART Er, TR
LARDLWEDL D] B LI NRH-TR, T
THOTUIAEBADERARNLIED L - TR,
TRV RUFAFIZZ T—) TANBE B L - T
78, FOFRITRT, TRV, BRllk w2 7260
AT IELZEDLI RbEARNLELD] &
IR, | VNI TR, BT ~ARRND, &
A, TEDLIEIDIIRAR, HLETREZR
TR, A, IFAFITKRDOELTIRIZ, £
NIRRT EEZDIPNR, EARIEEI L, £
DIENTTRWES LEANR, FARIESZD
PN, DL, EXANAT, 10

Then, I just thought, there is an old saying,
‘Even a monkey falls off a tree’, and a real
monkey fell off a tree, that’s right, really,
ploooonk, the monkey falls off a tree, and you
can’t give him a lecture, can you? ‘Hey, you
watch out, you know the old saying, “Even a
monkey falls off a tree”. You see, an old saying is
strictly figurative. You see. I can’t say that to a
monkey that really fell off a tree. Of course,
that'll upset a monkey. I can’t say such thing,
me. [ can’t.

In this piece, Murakami’s text suggests a slow
pace and soft tone by ending a sentence with a
nasal ‘na’ sound. As the above excerpt displays,
he also creates rhythm by finishing consecutive
sentences with the same ‘yana’ sound and by
repeating the same phrase such as T can'’t say it’.
In addition, Murakami controls the pace of writing
and achieves the narrative’s smooth texture by
repeatedly placing a phrase with an onomatopoeic
that has prolonged sound: ‘Z C—\\9 CTHEH L ~72
A2, ’ (Ploooonk. The monkey fell off the tree.)! It
is suffice to say that ‘Old Saying’has no contents in
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a way of a story, but it is a piece in which
Murakami experiments with rhythm and tempo
and the vernacular format in extreme. This is a
pure entertainment and experimental piece for
Murakami, a writer who constantly plays with the
music of the language. It is also the first to be
distinguished from his pieces prior to 1995 that are
often told in a slick and suave language. This
singularity that is found in Murakami’s distinctive
tone, textual form and style signifies his effort to
differentiate his works from the canonical Japanese
literature.

In his earlier works that are published prior to
1995, Murakami’s language is compatible with a
protagonist whose attitude is characterized as
slightly bewildered, nonchalant, uncommitted, and
unattached to a society, yet committed to his ego.
Indeed, the successful characterization of Murakami’s
early protagonists depends on a voice and a
language that are delivered in a form of distinctive,
yet arguably meaningless, collection of semiotics
that Murakami has carefully developed.12 Hear the
Wind Singis one of the more pronounced examples in
which Murakami displays a type of cosmopolitan
attitude against the sound of American influenced
language and translation style.!3 In this novel,
Murakami’s cosmopolitanism is manifest in the
way that his protagonist’s disposition and values
are heavily engaged in non-Japanese cultural
singularity.* Murakami’s cosmopolitan boku listens
to music - not a single Japanese song -, eats Dunkin’
Donuts, hangs out at J’s Bar, quotes John. F
Kennedy. Most of all, Murakami sets up a fictional
American twentieth century writer Derek Heartfield
as one single most influential figure in this novel for
bokus identify formation. Here, Murakami tells us
of the event of cultural strangeness, the inspiration
that derives from the mystery provenance of
cultural goods, and the overall arbitrariness of
choosing one’s identity.

Although he touches upon the student riots over
the Japan-US Security Treaty of the 1960’s and
1970’s in the conversation between boku and a girl
he picks up, his language remains detached and
distanced from the protagonist’s immediate political
surroundings of the times. As a comparative reference
to Murakami’s portrayal of boku and his dealing — or
rather non-dealing - of such historical moments of
social unrest, a canonical writer Oe Kenzaburo
(b. 1935) displays a stronger, combative sentiment
and an anti-imperial system and anti-establishment
angst against the history in Manen gannen no
futtoboru (Silent Cry, 1967). In contrast, Hear the
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Wind Sing focuses on bokus ego that keeps
distance from the society. Neither does boku's
own country or his immediate surroundings
necessarily offer any answer to his sense of loss
or identity. This connection creates a kind of
cosmopolitanism not dissimilar to the one in the
Taisho period that sought singular assimilation
with culture from far-away places.

In Murakami’s earlier voice, ‘stylish’ means
cosmopolitan, but more specifically, American.
Murakami is a proponent of the benefit of being
exposed to various states of the consciousness as a
translator.’® He acknowledges the dynamic impact
of the act of translation whereby the ‘rhythm,
nature or thinking system’ of another language
forces its way into its translator’s own style and
colours his recognition of his own language and its
system.1¢ Translation style is said to have made a
significant impact on the formation of the Japanese
literary style during the movement of &3 —3X
(unification of the vernacular and written forms of
a language) that is synonymous with the formation
of the modern Japanese literature at the time of
the Meiji Restoration (1867). Fever, excitement and
the conscious efforts to experiment with translation
style in the late nineteenth century and during the
Taisho cosmopolitanism period has subsided over
the years, yet the translation style is found again
in Murakami’s Hear the Wind Sing and his
other works, in particular, in the frequent use of
kare/kangjo™ None of the female characters in
Hear the Wind Sing is given a proper name and
each are referred to as ‘she’. Boku later explains
that the word ‘she’ functions as a metaphor and a
concept of ‘passing’. ‘She’, the word that is neither
proper noun nor pronoun, is also a representation
of the way boku lives in which he keeps a certain
distance from the others.It is a signifier for boku's
detachment from the outside.

Similarly I would also argue that Murakami’s
usage of katakana for his characters’ names and
his avoidance of a proper noun for protagonists and
characters is a technique that portrays protagonist’s
emotional realm and its distance against others.18
Watanabe Kazutami points out that Murakami’s
choice of an appellative for a name implies an
ambiguity about the character’s entity and essence.!?
Furthermore, Karatani introduces another argument
for the lack of proper nouns in the works of
Murakami. Karatani criticises Murakami for
denying a character of a subjectivity that should
be validated by personal experiences (such as “I”
in watakushi-shosetsu) and for insisting on
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transcendental consciousness of the self.20 In this
relationship, boku maintains the upper hand,
controlling the realignment of emotional distance
between his ego with nameless characters without
committing to anyone or anything else but himself.

Another element of language that assists the
creation of Murakami's unique style is his usage of
numerical values and logic that are combined with
metaphors. This also relates to my argument on
the effects of Murakami’s language and style
and the way in which he expresses the distance
between a protagonist’s self and others. Murakami’s
construction and linking of the sentences are laid out
simply and clearly with the usage of conjunctions
and conditional phrases. In Hear the Wind Sing,
boku explains the position of his ego against
others:

Once, I attempted to write a short novel with
a theme about ‘raison d’etre’. At the end, I
couldn’t finish it, but I kept thinking about
raison d’etre during that period. Thanks to that,
I acquired a strange habit. It's a habit that I
couldn’t help replacing every matter with a
numerical value. For about eight months, that
impulse didn’t leave me. When I got on a
train, first I counted the number of passengers,
counted every step in the staircase, and counted
my pulse at any spare moment. According to my
record from that time, between August fifteenth
of 1969 and April third of the following year, I
attended 358 lectures, had sex 54 times and
smoked 6921 cigarettes.

During that period, I seriously thought that I
might be able to communicate something with
another person by replacing everything with a
numerical value like that. And that I surely
existed so long as I had something to tell. But of
course, no one as interested in the number of
cigarettes that I smoked, the steps that I
climbed up or the size of my penis. And I lost my
raison d’etre and became alone.

x

So, I was smoking the 6922nd cigarette when

Ilearned the news of her death.?!

Murakami’s sentences guide the reader through
a protagonist’s logic. Frequent references to numbers
and logic appeal to universality and timelessness.
Through the voice of boku, Murakami denies a
significance of personal raison d’etre and subjectivity.
Thus, he detaches boku from others through his
personal language, and places him in a state of
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transcendental consciousness of self.

With all these aesthetic strategems, Murakami’s
singularity attempts to evoke a literary space that
questions a concept of cultural identity and a sense
of belonging. Murakami constructs a sentence with
words that sound simple and fresh and that lack
historicity of the canonical Japanese literature
which is replete with terms that evoke classical
literature and imagery. Though words, syntax,
grammar and imagery lack a cultural identity and
have no particular association with a nation, he
creates the effect of a borrowed language that can
allow a more objective stance towards his subject.
Murakami's attempt to form the singularity of
language by adapting the western references,
grammatical forms and style should be differentiated
from his predecessors’ attempts at the time of
formation of the modern Japanese literary style in
the Meiji and Taisho periods. Theirs was an effort
to complete the movement of the unification of the
vernacular and written forms of Japanese language.
By contrast, Murakami’s purpose appears to be more
personal. Murakami aims to free the language from
its history by avoiding culturally loaded terms or
imagery in Japanese. Employing the distancing
techniques we have explored, he is able to instead
forge his own literary space and use this to explore
a particular phenomenon of cosmopolitanism.

1.3. Shifting Topography in Murakami’s Language

Murakami’s protagonists do not see things
foreign as an object of desire. However, when
contrasted against nameless characters, Murakami’s
deliberate listing of cultural consumables in proper
noun — all Euro-American-centered choices of music,
food and books - reveals that it is a form of frivolity
and decadence that pronounces the protagonist’s
ego. Furthermore, Murakami juxtaposes these
aptitudes with another type of decadence,
nonchalant air and an irony. Murakami’s aesthetic
strategies help us understand the ways in which
he portrays a type of topography of human existence
and its paradoxical relationship between ego, self
and society. The protagonist’s ambivalence towards
others, ambiguity about his sense of belonging and
a sense of dislocation that are found in Hear the
Wind Sing, for example, lends to his negotiation of
the distance and proximity and his hesitation with
the society and others that surround him. His
cultural identification with the West, his language
and style also signal that a new type of identity
formation in his protagonist that transcends the
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notion of borders bound by and set for a nation is a
possibility.

In his post-1995 works, Murakami’s literary
attitude, his cosmopolitan language and style
have shown some changes in their less decadent
expressions. I attribute these changes to Murakami’s
two volumes of non-fictional works, Andaguraundo
(Underground: The Tokyo Gas Attack and the
Japanese Psyche, 1997) and Yakusokusareta
bashode — Underground 2 (Underground 2, 1998).
After the lengthy interviews with the victims and
cult members of the Aum Shinri-kyo, Murakami
has become a third person narrator to retell their
stories.?2 Murakami’s post-1995 works depend less
on stylistic devices. His language has gotten
streamlined and the frivolity appears less. In addition,
unlike Murakami’s previous efforts to convey a
sense of defiance against a national belonging or
identification with anything particular, some of his
post-1995 protagonists show more interests and
willingness in their identification with Japan while
keeping their cosmopolitan aptitude.

The short stories in a collection titled Kami no
kodomo wa mina odoru (After the Quake, 2000)
exemplify Murakami’s post-1995 language, style
and attitude.?? They tell the affect of the
devastating The Great Hanshin Earthquake on
people’s subconscious and conscious. Murakami
narrates a story of three characters in their local
vernaculars in a short piece Airon no aru fuker’
(Landscape with Flatiron, 1999). In this piece, the
sound of the vernacular functions as a prominent
identifier and marker for the story. Often Murakami’s
first person narrative does not allow protagonist’s
inner thoughts to be communicated or shared with
others. However, the protagonists’ pondering over
the mistakes made during his youth, her acute
sense of vacuity and an anxiety over her lack of
direction in life, the contradiction of life where one
continues to live while searching for its end is
lyrically narrated in third person.

‘Kami no kodomotachi wa mina odoru’ (All God's
Children Can Dance, 1999) is structured in a
similar manner to the earlier works of Murakami’s
in that it focuses on the male protagonist who
revisits his past, memories, and experiences
metaphorical fantastical event(s) in his search for
his identity. Yoshiya’s day is narrated in a style of
interior monologues in third person mode. His
memories and dialogues from the past, and many
questions are expressed in crisp and simple
sentences and interject his stream of consciousness
that point to his desire for an earnest communication
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with others and to bravely face his own beasts’.

Not many of Murakami’s novels have a
female protagonist. ‘Rédahozen’ (Lederhosen, 1985),
‘Nemur?, (Sleep, 1989), ‘Kori otoko’, (The Ice Man,
1991), ‘Hanarei Bei, (Hanalei Bay, 2005), like
‘Tairando’ (Thailand, 1999), the fourth of the series,
have an older, mature, married or divorced female
protagonist, a notable contrast against Murakami’s
younger male protagonists. ‘Thailand’ stands
differently from other pieces in the collection, most
distinctively because of its language and style and
because the context of this quiet yet strong short
novel includes the undeniable and unexplainable
trust and understanding between the Japanese and
the Thai of different social standing. Murakami
reintroduces his translation style Japanese here. For
example, Murakami does not omit a subject or
change the order of words as if his sentence in
Japanese is faithfully translated from the English:

(2oL EFNFTEACTHRELE, Ued, b
BTV ST M DT DITAEX TWADTT D, &
925 & ENTEBPEEET LD R E BRI
MR AT LE L, [hRdb=Iv h, *
TR BTN S T2 MAID 7= DI AEE TV D A
72l b o

That time, I asked my master, then what on
earth a polar bear is living for. Then, the master
asked me back with a smile on his face as if he
just hit a jackpot. “Well, Nimit, then what are
we living our lives for?”

Compared with the lightness, cool, detached and
nonchalant feel that Murakami brought into his
narrative with his translation style in his earlier
work such as Hear the Wind Sing, the artificiality
and controlled and polite tone of the language in
the excerpt above and the dialogues between Nimit
and Satsuki exhibits a conscious decision made by
the author. It suits the setup that they conduct
their conversation in English.

The scent of Western culture, the cosmopolitan
feel of being in a space of cultural crossing point
are also infused here: 77 L ARBH o7, [&XIE
TEVWEZ D wODLLNEZED-> I LTEYET,
ERT-SEFLRBITXITE2EDIZLERND LS
BLOIE S, ] 2% The novel begins with
the in-flight announcement to warn of impending
turbulence by a Thai stewardess. It is written in all
phonetic hiragana without any punctuation and
‘somewhat dubious Japanese’ for the effect of
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unsettling tone, somewhat foreign and somewhere
neither here nor there.26 In the foreign land, the
Japanese doctor who bonded with her late father
through old American jazz music, including “I
Can’t Get Started” ‘performed by Howard McGhee
on the trumpet and Lester Young on the tenor
saxophone’ at ‘JATP is driven in a car by a Thai
chauffer. Nimit “coincidentally” chooses to play
exactly the same recording of the piece that his late
Norwegian employer used to play in the car.2?
American jazz music is more than decorative
semiotics in this novel. The coincidence expressed
in a piece of American music fuses and transcends
national borders and time of each listener’s mind.
Separately, but significantly in terms of the theme
of transcendence, Murakami hints that Satsuki
had a history of ‘transcendence’ she moved herself
from Japan to Baltimore, possibly to be away from
the man in Kobe. She left Detroit medical hospital
when she got divorced from an American stock
analyst — he reasoned that the cause of their divorce
was her not wanting to have a child. Satsuki
kept her Kobe ‘secret’ to herself - and transported
herself back to Japan. ‘Thailand’ ends as ‘again, I
am about to return to Japan.?® Although Satsuki
had never quelled her hatred for the man in Kobe
during the previous moves, Satuski’s cosmopolitan,
transplant being learnt to come to identify Japan
as a place to start her long-waited reconciliation
and redemption.

In ‘Kaeru-kun, Tokyo o sukuu’ (Super-Frog Saves
Tokyo, 1999) Murakami showcases his trademark
idiosyncrasy in the character naming, many references
to the literature and a quote of the Western
intellectuals’, a dry sense of humour, and an
absurdity and magical realistic feel to the storyline.
The impact of the earthquake in Kobe on an ordinary
citizen’s psyche depicted in this surrealistic short
novel is written in a light-hearted, humorous tone.
Murakami’s familiar narrative tricks are found in
various veins in this novel. First, Murakami uses
the sudden appearance of the subconscious that
sneaks into one’s conscious in his depiction of the
way Katagiri found the giant Kaeru-kun waiting
for him in his kitchen. Second, Murakami’s choice
of names for Katagiri’s subconscious (Kaeru-kun)
and evil and violence (Mimizu-kun) are effectively
used to unbalance the level of fear and a sense of
immediacy of violence that people face: both names,
super hero Kaeru (frog) and super monster Mimizu
(earthworm) are denoted in a combination of
katakana instead of a designated kanji for a frog
or an earthworm with a diminutive suffix kun’
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in hiragana that is reserved for children. Thirdly,
Murakami’s irrelevant humor portrays Kaeru-kun
as a learned intellect who quotes many insightful
phrases on fear, the power of one’s imagination and
the virtue found in defeat by great intellectuals’ such
as Friedrich Nietzsche’s, Josef Conrad’s, Earnest
Hemingway'. Kaeru-kun also happily reveals that
he is an avid fan of Fyodor Dostoyevsky's White
Nights and Leo Tolstoy’s Anna Karenina. Lastly,
Murakami’s cynicism and humour finds a way to
increase the level of Katagiri’s confusion and anxiety
in Kaeru-kun’s explanation about his being: ‘Of
course, I am a real frog as you can see. Nothing
complex such as a metaphor, a quotation,
deconstruction or a sampling. A real frog. Shall I
croak a little??® Later, on the contrary, Kaeru-kun
also tells Katagiri that he is ‘a pure frog, but at the
same time, he is ‘something that represents the
world of anti-Kaeru-kun.3 Further, he tries to warn
Katagiri that ‘what you can see is not necessarily
the real® Murakami denotes Kaeru-kun’s
articulate, logical, moralistic and occasionally
existentialistic speeches in translation style, thus
hinting that his existence less real. Kaeru-kun’s
literary speech style implies that he is possibly
Katagiri’s subconscious collective being that is
made of polyphonic voices found in the
translated works of the aforementioned great
authors.

‘Hachimitsu pai’ (Honey Pie, 2000) is also denoted
in third person, but the tone and the style of the
story is similar to his earlier works. The story
involves an introvert, quiet writer from Kobe,
Junpei, who cannot decide on an ending of a
bedtime story that he started telling to a daughter
of a woman he loves. The short story carries a quiet
tone with the help of the language that flows
with gentle humour, nuanced phrases and stylish
conversations. By the time Junpei finally finds an
ending for the bedtime story, ‘Honey Pie’ ends
with the strongest determination of Murakami’s
as a writer.32 He explains that the Japanese
society can no longer depend on the unspoken,
assumed morality and order that held the country
together. The foundation of the society was shaken
metaphorically and physically. He proposed that a
quiet determination was required to find new values
that would sustain the society and the strong sense of
morality that an individual should embrace.?3

1.4. Conclusion
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In my interrogation of Murakami’s pre-1995
novels, I argued that Murakami’s cosmopolitan
language and style and their effects mirror
his protagonist’s identity formation. Murakami’s
distinctive language and style that deviate from the
Japanese literary norms is Murakamis conscious
effort to transcend the literary ‘skin’ of his place of
origin. The resulting effects of a borrowed language
enable the reader to see human conditions with
eyes less coloured by his cultural prejudice. His
cosmopolitan language and style also imply the
protagonist’s inclination to a fragmental sense of
belonging, allowing a possibility of having both
emotional detachment and attachment within an
ambiguous, expansive and imagined community.
The survey of Murakami’s language and style in
his post-1995 works most distinctively bears a
different voice, the voice that is conscious of
others and their stories. Somewhat exaggerated
cosmopolitan feel from the earlier period has
subdued. Murakami continues to choose Western
cultural icons for an effect. Decadence and cynicism
are still found in his fantastical story and
effectively enhance the symbolism of his story and
its theme. The topography of protagonists between
ego, self and others uniformly show a shift of ego
towards others.

Murakami suggests an importance of finding
something fresh and extraordinary among the
ordinary routines of life.3* Unlike the experiences
of earlier writers, the notion of the excitement of
learning from the exotic West is no longer relevant for
a contemporary writer, particularly for Murakami
who has chosen to live abroad several times for
an extended period and who claims that he
surrounded himself with American culture in
his youth. Murakami’s ordinary and indigenous
entails things cosmopolitan. This shift reminds us
that there needs a further investigation whether
and to what extent the cosmopolitanism as an
attitude as well as an atmosphere for a literature
can be sustained in a narrative - written in a
translation style, peppered with global cultural
products — once set in a specific local (in this case
Japanese) geography. Murakami stages his novel
in an unspecified location, mostly an urban or foreign
in many of his works. By contrast, The novels in
All God’s Children were consciously void of such
ambiguity and clearly set as a local, Japanese story.
Further investigation from different aspects such
as Murakami’s dealing of space, time and the
subject of world literature will help us to ascertain
the question of a new type of identity formation
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and the sense of belonging within a frame of
cosmopolitan attitude.

Notes

1 Murakami Haruki, Hear the Wind Sing, 72.

2  Their criticism indicates that they interpret the
cosmopolitanism found in the attitude and language of
Murakami’s protagonists as disengagement from a
local and organic Japan.

3 Walkowitz, Rebecca, L. Cosmopolitan Style, Modernism
Beyond the Nation, 9-13.

4 Anthony D. King remarks that globalization is ‘a
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Miyoshi Masao and H.D. Harootunian (1993) and
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11 Ibid.
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style and that he enjoyed creating ‘stylish’ sentences
during his earlier period. Murakami Haruki,
‘Afutadaku o megutte’ in Bungakukai, vol.59, no. 4,
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13 Murakami, Monogatari no tame no boken’, 49.

14 T argue that this first novel of Murakami’s contains
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the protagonist’s positioning of self in the society than
the cosmopolitan attitude found in other novels of
Murakami’s.

15 Murakami’s translation works of Fitzgerald include
My Lost City, The Great Gatzby, and two collection of
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sukotto fittsugerarudo bokku (The Scott Fitzgerald
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