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Abstract
This thesis is a study of kimono in contemporary Japauildts on andextends the
literature on kimono bevaluah y 3 (0 KS 3| N Ssiingofage Na.tTBe coniing
of-age day is a significant celebration aiming to inspire young women and men to become
W322R YR dzLINRIKG | RdzZ G OA imménSeiyhpoiteheéd todhe Sy R NB
construction of Japanesaentityand culturethisthesis aims t@xplorehow normative ideas,
values and meanings surroundingmingof-age dress are negotiate@nd reframedin a
contemporarysetting
The data for this project was generated during six months of fieldwork in Japan. |
conducted interviews with kimono professionals and young adults, engaged in participants
observations, and collected a wide range of different media tegdindingsdemonstrate
that comingof-agedress isstronglygendered young womerare normatively casidered to
wear akotendesignfurisodekimono, maintaining an idealised image of a Japanese woman, a
WYamato Nadeshik®Young men on the other hare expected to wear business suis
recreateanimpressiorof a reliant and selufficient whitecoll- NJ ¢ 2 NJ S Nshakaijin W LINR LJX
Cultural norms and values are npatssively and uncritically acceptéabwever, and
demonstrate how these normative ideals are negotiated in different waiscusghe ways
in which parts of the kimono industry now refrafneésodeas fashion by encouraging young
women to express their self through their comofeagekimona | exploe how young women
from a middleclass backgroundim to balance an expression of personal taste with the
maintenance of family relationg further considersubcultural communities in suburban,
workingclass areas which have createdagled YS I y A 03 | Y RhdUBBINI adef S
challenges established conventions in relationdmingof-agedress, and, with it, normative
ideas of masculinity and femininity.
Thisthesisultimatelyargues for amnderstanding of kimono as a versatile garment which
is used by individuals as a vehicle to negotiate different aspects of their cultural and gendered

identities in complex ways.



Editing Notes

Note on the use of punctuation marks

Dealing with complex issues relating to culture and identity, | ansionedly expressing the
AyadlroAtAade 2F O2yOSLIia &a4dzOK a4 WiNIRAGAZ2YQ
(Anscombe 1956). This application indicates the production of these concepts through
discourses which possess an imaginative and rldatodimension (see Ivy 1995). |
consequently do not regard culture to be stable and fixed, but rather involved in reciprocal
processes tied to identity constructions of human beings. This approach is based on a certain
understanding of culture, whichksS FA Y SR 6& w20SNI Wo { YAOGK | ay
the current state of assumptions, attitudes, meanings and ideas (including ideology inthe non
LIS22Nr 6AGS aSyasSuv 2F GKS YSYoOSNR 2F GKFG &2«
acadenia has come to the understanding that the world does auntsistof discrete units

called cultures or societies which are completely homogenous ancbsédfined within and
heterogeneousvithout (2012). Concepts are contested and meanings are multipgieysre
Oz2yadlydate yS3aA20AFGSR o6& | OG2NED® | 26SOSNE (0 F
possible to understand that a typical Argentinean is much more like most other Argentineans

than like a typical or even atypical citizen of Iceland, ankdast in the case of Iceland, there

is a degree of homogeneityso, we can still discuss this pattern of variance without
SEF3IAaASNIGAYy3 Ad 2NJ AJy2NAy3I (KS OFI@SIGaQ oai
WWI LJF ySaS Odzt (i dzbidSequeristillbsefalSbutavg shauld be-aide ofxheir

unstable and constructed nature.

Note on Transliteration

Japanese words always appear in italics, except in the cases of words which have already
become part of the English language, such as kimono, obi and yakuza.

| follow Japanese convent®for personal names throughout the thesis, stating the surname

firstk YR 3AGBSY yIFEYS fFLade L | RRAIGAR yIHFE e 122N (BS
FFOGSNI I LISNER2YyQa adaNyIl YSo
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Introduction: Researching kimono

This thesis contributes to the innovative research by scholars who assess kimono from
different points of view in a contemporary context. It extends the existing literature by
evaluating kimono and isssociated praates as part of the comingf-age day. The coming
of-age day is a significant celebration within the context of Japanese society. Celebrated as a
national holiday on an annual basis, the main aim of the festivities is to inspire young women
FYR YSy (G2 6S02YS W3I22R | YR dzLINRIKG F RdzZ G O
RFe KIFIa 0SSy fINASte 20SNXI221SR Ay | OFRSYAO
2F DSYRSNBR FyR /[ dzft G§dzNI £ L RS PiiaGoldstgigG@onidsv o ¢p g 0
one of the few exceptions. This study serassa very important point of reference for any
study of dress at the comiraf-age day, and as such also laid the foundation for this thesis.
The examination is mainly based onthe dciolda NBX a4 S| NOK O2y RdzZOUSR Ay
therefore believe that a revaluation of the celebration for the contemporary period is
needed.The upcoming chapter will now introduce the wider academic context of this study,

as well as further elaboraten the contribution of my research.

Kimono as a form of dress

Before introducing select studies by contemporary scholars examining kimono, | would
like to briefly explain my framing of kimono as a specific form of dress. Throughout this thesis,
| folowli KS O2y OSLJidzl t AalGA2y 2F W2lyyS . & 9AOK
concept that includes all varieties of body supplements and body modifications found in
KdzYly OdzZf G§dzNB& FNRdzyR GKS g2NIRQ OHANGIY MNHHI
costume or fashion, the term dress denotes not just the physical garments, but also
encompasses other practices of making up and modifying the body in both permanent and
impermanent ways. Besides the physical items of clothing, practices such gdif@irsiake
up application, and tattooing, are also included in the definition. | use the term as both the
materiality of kimono, as well as the specific dress practices surrounding the garment, are of
great interest to this research.

Another significark Y A LJANI G A2y F2NJ GKA & NBASINOK Aa
Fa Waz20AlLf A1AYyQ O6HnAMH wMpyn8oT &
0S06SSy 2yS0Qa LKeaAlOlf o02Ré |yR (GKS 2dzi SN S\

according to Turner, a perfect vehicle for individuals to negotiate their personal, as well as



collective identities. Sophie Woodward has illustrated how an important aspect -of self
expression and personal identity formation can be achieved through thsicigoof clothing,

F2N) SEIFIYLX S oO6nnntod [/ t20KAYy3 FyR 3AFN¥YSydGa |
individuals in constructing their varied identities. As part of material culture, items of clothing

are external, physical objects which, accordm@/oodward, can be manipulated in different

ways to serve as a tool for identity construction and maintenance.

'y AYLERNIIyYyG addzRe Affdz2AGONIGAy3a az2ysS 27F
aStSOGA2Y LINROSRdAzZNE 2F @dRiRtheyRAual RMdess:aTBeiCase Ly Y
2T (GKS 2SRRAY3I 5NBaaQ 6mpptrox GKS | yiKNRLRC
different stages in their acquisition process, assist women in negotiating their personal identity
to adapt to the discourses surnglRA Y3 G KS Odzf (G dz2NF f ARSYGAGASa 2
first step towards this is usually the socialisation process by which the individual, through
encounters with family and friends, educational institutions and media images, has learnt
expected behaviours and conduct of certain roles and identities (1997: 54). The selection and
acquisition of a specific form of dress supports individuals in comprehending the change of
social identity. The act of trying on a wedding dress at a bridal shoggtie wedding can
support women in gaining both confidence and competence in performing the new role of the
bride and wife, for example (1997:-80). The evaluation of others is considered as profoundly
significant in this regard, with shop assistaagsvell as accompanying individuals showering
the brideto-be with flattering compliments, reacting to her in the same manner they would at
the actual wedding. The dress fitting comes close to a rehearsal and therefore preparation for
the wedding day, witkthe bride experiencing feelings of desirability, prominence and beauty.

This process supports women in acting out the role of the central figure on the day of the
GSRRAYID ! FGSNJ GKS OSNBY2yes (KS OK2aSy oSRI
marriage commitments, and theaw social role and identity of a married person-{36Dress

in this way assists individuals in the negotiation process of adopting new social identities and
roles.

Besides being a significant part in the negotiation processssdadditionally
nonverbally communicates parts of our personal and social identities, relating to
characteristics and aspects such as, but not limited to, gender, age, occupation, nationality,
religion, taste, relationships with others, and the type tofagion we are involved in (see, for

example, Crane 2000, Fuijita et al. 2017, M8lpillman 2019b, Millesind Woodward 2012,



Monden 2015). When it comes to gender, for exampl@anne Entwistle argues that:
W/ 8 f dnekfihy Mosthriediate and effectivexamples of the way in which bodies are
ISYRSNBRX YIRS GFSYAYAYSE 2N aYl a0dz AySéQ OH
enhance certain body movements, altering and influencing the embodied experience of an
individualg KA OK O2YSa (2 06S SELSNASYOSR Ia WFSYAyY
involved with the production and exchange of meaning in this way; an individual may dress
and make up the body in a certain way, with both the individual, as well as aliselwers,
asserting meanings to the appearance (see Barnard 2002, Kaiser 2012, McRobbie 1999, Wilson
2003, Woodward 2005). These meanings can be similar, but may also differ depending on a
variety of aspects.

Culture consists of reciprocal processes ohén beings actively creating and shaping,
while at the same time understanding themselves through it after all (see, for example,
Arnouldand Thompson 2005, Ivy 1995, MillendWoodward 2012). Lois Tyson summarises
GKAAa ASYGAYSy(l idual ®Eenfitfingt indrelydradiict & sadidtyAngitRer
is it merely a product of our own individual will and desire. Instead, individual identity and its
cultural milieu inhabit, reflect, and define each other. Their relationship is mutually canstitut
OX8 YR ReYlIYAOItm@dnadmpaliRot EQROSGMpP Y dmF dizNI K
groups [are] always engaged in forming identities, in producing objectifications -of self
understanding that may guide subsequent behaviour. This vision eisghalsat identities
are improvised in the flow of activity within social situationfom the cultural resources at
KFEFYRY omMmphpyyY nod ¢KS gl & Ay gKAOK OdzZ (dzNB |y
us is consequently not conceptualised dsear and onevay process; rather, culture and
cultural identities are shaped by and shape individuals and their way of being in complex ways,
always being entwined with one another.

Cultural norms and values are in this way not passively and unigrincakpted.
According to cultural studies scholar Raymond Williams, they are always retested and
NBLR2aAGA2YSR Ay SIFOK AYRAGARAZ £t Q4 YAYRY We¢K
meaning and directions, and its growth is an active debate and ansridinder the pressure
2F SELISNASYyOSs O2yiGlF O YR RAAO0O2OSNE X8 ¢K:¢
NBYIFRS Ay S@OSNE AYRA @540RAMAz0MpleX protéssPof degotiation isw M pp
therefore always taking place between socifiindy and conformity on one side, and
AYRAQDGARdIZ f | 3SyOé IyR ONBIGAOGAGE 2y GKS 23KS



26y dzy RSNEGFYRAY3IEAT FYR NBFTNIYSR | OO2NRAYy 3t &
lifelong process of negotiaty our way, consciously and unconsciously, among the constraints

YR FNBSR2Ya 2FFSNBR |0 Ftyeée IFAGSY Y2YSyd Ay
270). Many different actors are involved in this negotiation process, with official and popular
discourses made available by a variety of actors and institutions holding the potential to
reposition the lived experience of an individual (Dasgupta 20121200 Hence, an intricate,
multi-layered process of debate and negotiation is underlying alll gweieticesDress, with

its dual qualities of mirroring individual and collective identities, is used within this thesis to

explore how bodies and minds are fashioned in contemporary Japan.

What is (a) kimono?

CKS ALISOATFTAO (eLlS2yweHQ RNBBIANK 10 S NBIRA @ dzf FINIA:
the diverse aspects of individual and social identity construction and negotiation. Within this
thesis, | will explore how a wide set of values and norms are equally constructed, challenged
and negotiatedhrough kimono. The common use of the word already illustrates some of these
y2iA2yad ¢KS g2NR 1 AY2k@moRS NABEGSK YNBE WG Wi
andmonod SAyYy 3 Wl (KAYIQd ! (AY2Yy2 Aada WSNBYF 2NE W
0S GNIXyatlFriSR Fa WOf20KAY3IQd |1 2SHSNE [ AY2)
commonly refers to a specific type of garment which is recognised bysligpe form,

OKF NI O0SNRAGAO aft SSPSa yR WK Idza NBFNI Y SRA R &
YIEGA2y Lt 0238GdzyYS GKNRAzAK |y SyO2dzy SN A i(K
Resbration (18681889).

In this thesis, | use the word kimono to indicate a general category of dress which is based
2y (G KS 3 NI & pfactiea of fittiKg itLtdSthelbgby during the fitting process, the
Y A (0 aldridiSofally follow Liza Dalby who defines the four main characteristics of the dress
OF 1S3I2NRE 2F (AY2Yy2 | aY WYo! 8 3IS2YSIHINROIf dza S
cutting; an open, overlapping front; an attached neckband sewn around the front opening; and
aft SS@Sa O2yaradAaya 2F + gARGK 2F FFEONRO | Gal
distinguishing characteristics of garments in this category is $enab of an inherent shape.

In its unworn form, a kimono has a completely flat surface. During the manufacturing process,
no tucks or darts are added to the fabric which would provide the garment with & three

dimensional shape. Rather, the bolt of clotbnir which kimono are made comes in a

10



standardised width, with the cutting of the fabric resulting in geometrical pieces with square
outlines. This means that, on one hand, hardly any wastage is produced as part of the fabric
cutting process. This specificoperty of twadimensionality makes a kimono on the other
hand into an ideal canvas for dyers, painters and embroiderers. Designs, and with it applied
artistic influences and techniques are consequently of great significance when it comes to the
garment iself; kimono can easily be socially placed and dated through an analysis of the
pattern design, for example (Dalby 2001: 18,-I86Nitanai 2013). Similar to general dress,
the design communicates a variety of social attributes, such as the level oérttesvpd
formality of the event the garment is worn to, as well as the seasonal context, and also personal
FGGNAROdzI Sa adzOK Fa GKS 6SIFENBNDa ISYRSNE | 3IS>
164).

Whilst kimono are flat, twaimension garments, they are fitted to the body as part of
the dressing process. This dressing process is &#@lelle Thekitsukeis of great importance
as it provides the final fit and shape of the garment. This does rat,;rae commonly assumed,
that kimono disregard and ignore the human body, however; kimono are simply more
adjustable to different shapes as they are largely free of size and unisex in their unfitted form
(Cliffe 2020, Dalby 2001: 20). Hisukeis consegently of immense significance as the social
and cultural aspects and contexts strongly determine how the garment should be worn. This
aspect is exemplified by the following quote of Yamaguchi Genbei, CEO-es$tairighed
1AY2y2 K2dza S Yevehty pedceént obvihgt nékas\a kitidno a kimono is how it
Ad 62NYQ O6HAHMOD® 5Ffoe adzZJdIR2NLa dKAa adldasSysS
NEOSA@GSE AG&a dzZ GAYIGS 2dzRIYSYyid o0& GKS gl & Ad
tocoy L SGSt& FRIFILWG G2 GKS ¢SINBNRa 02Re&X GKS ¢
vigorously standardised in a pastt NJ O2 y i SE(G X K2 ¢ &dafda @U16)A FFS
¢KSaS LN OlAOSa KIF@S adzilAySR (KIS yaBSlof SR
resulting in the image of the garment as a traditional costume. This is an aspect of the
normative discourse surrounding kimono which has also been discussed in the academic

literature, and which | will now introduce in the next section.

The academic debate on kimono
Within the academic literature, two oppositional approaches towards kimono are

outlined as existing in contemporary Japan; kimono either as a traditional garment, or kimono

11



as fashion. Sociologist Stephanie Assmann was arherfgst to identify these dichotomous
GASGLRAYGaD LY W.SisSSYy ¢NIRAUGAZY YR Lyy2@l
| 2y adzYSNI / dzf GdzNBQ oHnannyous GKS AO0OK2ft Il NJ Aff dza(
and practices sustained by congative and elitiskitsukeacademies and the more playful

F LILINR F OKS& SYLX 28SR o0& 1 kitNikef DI RENXBSAQ| AYAR H
WSAKI YAY2y2 DIFldzAy FTNBE I20SNYSR o6& NHA Sa |y
Wi NF RA G A325y) €F 2WNVLIFFYWSR 0 SKI @A 2 dzNE & dzo Odzf { dzNJ f
form a rebellious countemovement governed by notions of seKpression and group
ARSyGA(le O2yaidNHzOGA2Yy d® Wdzt AS 21 f1Q&a R2002NJIf
INRRdzA GNB Ay [/ 2YGSYLRNINE WIHLIYyQ 6unmyo SELX 2N
NHz Sa 2F GKS W1 A3Y)2ayi® on@he gfteryhénd, @moppositignal aiscourse
focusing on fashion, fun and playfulness endorsed by kimono fashieorks.

While these two oppositional discourses exist, scholars nevertheless agree that kimono
continues to dominantly be regarded as traditional and formal dress (see, for example,
Assmann 20084all 2015a A f K | dzLJGandiYajima 2016 Siirhk 201Byian Moeran and
Lisa Skov have argued that a woman in kimono is one of the&rm@sh symbols of the

Japanese nation on both a national as well as international level (199-24:98R4This

T«

representation continues to guide imagined characteristics oftteNY Sy G & Wi NI
WaidliA0Q YR WFAESRQ® ¢KS 3IIFNXYSyld A& | RRAGA
WLINRPLISND gl @&a 2F OGAYy3a Ay AGE gA0GK | aLISOGa
(Cliffe 2013, Surak 2013). The notion of GEINRKit3BKED 2y S WLINR LISND g4 &
SljdzZ tfe O2yiAydzSa (2 R2YAYILisfdYainRola 6082y, Sy (1 Qa
Due to these discourses and practices, kimono is widely regarded as a garment not suited for
contemporary life and,saargued by Julie ValkY I Ayt & 62Ny 2dzi 2F | &Sy
20t A3F0A2YQ OHAMTY MOO®

Many different types of kimono existed in the past, with differentiations between
kimono categorised dsare-gi, ceremonial dress, arfddangi, casuabress, part of common
knowledge (Dalby 2001: 1-4Z73) This distinction is not instantly available to a significant part
of the population anymore; many of the young adults | interviewed promgtiyrred to
ceremonial kimono when discussing kimono in galnelemonstrating the strong association
between the garment and notions édrmality. This deeply held attitude is based on the

connection betweenhe garment and ritualised occasions; different cultural and commercial

12



entities position kimono as one,nbtthe Y2 &G F LILINPLINA I S F2N)Y 27
ritualised celebrations. These events include shiehigosarrite of passage celebration for

young children, the comipgf-F 3 S OSf SO N} GA2Yy G GKS 3S 2F ¢
Ot 2aSaAaTHBERRYI NBOSLIIA2Y YR OfHd®jmay®Ee | a o
Moeranand Skov 1997, Surak 2013). Kimono are consequently closely tied to the Japanese
cultural and national calendar.

This is demonstrated by Ofra Goldst&ildoni who has discssd kimono as part of the
comingof-age day (19991 WYAY2y 2 YR (KS [/ 2yaidNzOGA2y 27
(1999), GoldsteDA R2y A | NHdzSa GKIFdG | WINIRAGA2YyLFE W
2LIRaAGA2Y (2 W2 S 3thedNgfentdiess ChdrerftiofiseinpldyedfioKnMeR dz3 K
and women at the comingf-age ceremony; the conventional idea is that while women dress
in kimono, men wear suits. Goldst€hkdoni argues that men are constructed as active agents,
while womanhood is estéibhed as passive and preservative of tradition and culture. Young
G2YSY AY (1AY2y2 |INBE O02yOSLJidzr ft AaSR |a WR2f 2
power to act on their own accord, for example. The anthropologist consequently points out
the inferior role of women within Japanese society which is symbolised through the restrictive
dress form of kimono.

As one of the most important actors able to shape the discourses and practices surrounding
kimono, the kimono industry has beenticised on many fronts due to its significant role in
the canonisation and formalisation of the kimono discodrset A F¥S Hnamard | | f f
Yajima 2016, Valk 2018h Kimono no Bunka to NihgKimono Culture and Japan, 2016),
SO2y 2 YA a ligdandICE@ & kinforoKvholesale cooperation Yamato, Yajima Takatoshi,
outspokenly criticise the general approach and stance of the kimono industry particularly from
the 1970s onwards (2016: 48). Yajima exposes parts of the industry on several fromts; fo
one, the director points to the vigorous reliance on formal silk kimono (2016: -48).70his
focus is, according to Yajima, mainly pursued due to the fact that a higher price can be charged
F2NJ IFENX¥Syda YIRS 2dzi 27T tRflykriidisé the sFdtegyvah O | |
YEN]L SGAY3T AdSYa yR I O0Saaz2NrASa Fa Wydzad KI @
absolutely necessaryto avoid appearing ignorant and uneducated (2016: 50, see also
GoldsteirGidoni 1999: 360). The need forany items and consequent high cost involved,
paired with a disregard of fashion and neglect of innovation, is, according to Yajima, the main
Ftl g 2F GKS AYRdAdZAGNE® ¢KS RANBOG2NI 02y a Sl dzS

13



shortcomings, leadingg2 G KS O2y 0SYLEZ2NINEB AYFIAAYyFGA2y 27
on the businesses themselves.

Nevertheless, scholars discussing kimono have equally focused on the many ways in which
consumes engage in a more creative manner with the garmenis &pproach is in line with
the general direction of dress studies, in which a significamberof academics nowrgue
that a perception of traditional dress as static, fixed and symbolic does not reflect the diversity
and complexity with which individisaapproach these types of clothing (see Craik 1994,
Hansen 2004). A variety of studies are challenging the perception of traditional dress by
focusing on religious garments and practices such as veiling to illustrate that being religious
and being fashiaable does not necessarily exclude one another (see, for example, Kihdbay
Binark 2002, Sandik@nd Ger 2005, ARasimi 2010, Moorsand Tarlo 2013). While
anthropological studies and approaches created the idea of traditional and unchanging dress
inopLl2 aA A2y (2 W2SAGSNY TLaKA2yQ 6CSS wnmoI ¢
a4 9tATIFI0oSGK 2Afaz2y KIFa | NBdSRI WYoFel aKAz2yxX
FNE 2dziaARS 2F FlLAKA2YQ O0HnnoY o0®

Thisis also the stance takeab W{ A Y2y 2 KA 2l O1Ay3Q 3IANPRAzLIA & dz
network around kimono shop Azumaya (Assmann 2008, Cliffe 2017, Valk 2017). These new
types of consumers started to appear in the beginning of the twinstycentury, when an
increased demand andppreciation of vintage kimono made headlines in Japan (Assmann
2008). This trend was pushed by enthusiasts and designers who favoured the modernist and
02fR LI GGSNYya IyR SAGKSGAOa 27 -1926) POkéakiNt &
2015). Kimno designs were profoundly influenced by artistic movements such as Art Deco
YR . I dzKl dz& RdzZNAyYy 3 GKAA GAYSET LINPGARAY3I 1AY2
started their own brands and opened their own shops. Examples include iroca bysNiaruto
Ishikawa, Rumix Design Studio or ODASHO. These designers generally do not regard kimono as
traditional dress but rather as fashionable clothing which is affordable and not too difficult to
wear. Common collaborations with Japanese fashion retailersoemtls such as Uniglo
exemplify this forwardooking attitude. These individuals have now recreated a lively culture
of consumers bound together by the practice of donning and engaging with kimono in a playful
manner, rejecting notions of tradition andrfeality promoted by the postwar kimono
industry.+ £ { KIF & Rdzo6SR (KS&aS O2YYdzyAidiASa GKS

change the industry from within by framing kimono as a lifestyle choice (2017, Z8is3).
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mindset is by all means not complgtelew, however; performers such as geisha have been
involved in the promotion of fashionable trends particularly in relation to the specific aesthetic
of ikisince the nineteenth century (Dalby 2001:5%, 325, Giannoulis 2013). It was only in the
postwar period that kimono became increasingly disassociated from notions of fashion and
fun.

Ly KSNJ aGdzReé We¢KS w2fS 2F (0KS LYyGSNYySi
argues that this contemporary boom in kimono fashion has been to a great ax#ed by
the widespread availability of the Internet (2013). The scholar points to the massive increase
of personal blogs which focus on casual kimono and, hence, reflect a growing interest in

kimono (as) fashion. Cliffe regards the online environmanidiberating force which

Ay

RSY2ON)} A44SR 1AY2y2 (y26fSR3IS IyR LINF OGAOSY

GKFY 0SAy3 f201SR Ayild2 GKS g2NIR 2F (AY2Yy2

uploading informal videos has become incregiginpopular, with kimono bloggers
disseminating information on dressing and wearing kimono, as well as advertising their
favourite boutiques and events through online media. Cliffe further argues that the Internet

makes the purchase and acquisition of kiiméess formal and arguably more personal; rather

than having to visit an actual shop where one might feel pressured to make a purchase, online

shops allow for unlimited browsing and researching of available styles and looks. The Internet

has consequentlgllowed for more freedom and choice in relation to kimono knowledge and
practices.

Based on these developments, some more traditionally minded actors in the kimono
industry have recently aimed to update their crafts and production techniques. Jenny Hall
(2015, 2017) describes how Kyditased kimono designers such as Yamada Shinji and Mori
Makoto employ technical and artistic innovations to make designs more appealing to
customers in the twentfirst century. Longstablished manufacturing techniques, swash

yuzenprinting, shiboritie-dying andnishijinweaving, are reinterpreted by these artisans to

create new and contemporary aesthetics, for example. Brands such as sousou, Kyoto Denim,

and Pagong Kamedatohave equally employed creative approaches tsuea the survival of
kimonorelated crafts. By doing so, these artisans and brands seekftamme kimono as a
garment which fits into contemporary life, and not, against long held beliefs, as a garment

opposed to it.
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To conclude this introduction, | wial like to summarise the main aims of this thesis.
The main objective is to analyse dress practices and discourses surrounding kimono worn at
the comingof-age ceremony. While GoldsteBidoni presented an important study on the
comingof-age celebratiolh y wMdpdoppE GKS NIAOES Aa YIlIAyf e
conducted in the 1990s, and is, hence, slightly outdated. | therefore believe that a re
evaluation of the celebration for the contemporary period is both usefulhaedssaryMy
focus of analgis particularly lies on the question of how normative ideas, values and meanings
are established, negotiated andframed through dress in contemporary Japan.

alyeg NBOSyl &aitdzRASa 2y (1AY2y2 F20dza 2Yy
Yy Sl 62 NJ & Qersaviio pas8egsaadgecial interest in the garment (see Assmann 2008,
Cliffe 2013, 2017, Valk 2017, 2018). While my thesis will certainly also discuss the industry, the
focus on the comingf-age day allows me to bring in voices and perspectives from young
adults who do not necessarily possess specialist knowledge on kimono and its culture. | am
therefore interested to explore how young women and men negotiate the discourses and
LINF OGAOSE adaNNRPdzyRAYy3I F2NXIf (1AY2y@ydeema Sy Q3

understudied in relation to kimono, so this research also aims to change this.

16



Methodology

| will now outline the methodological approach used for this research project. The data
for this project was generated during six months of fieldwork in Japan during which | conducted
interviews, engaged in participants observations, and collected a aiggyvof media texts
concerning dress at the comhad-age celebration. This chapter will provide an overview over
the conducted methods, discussing the reasoning behind them as well as the analytical
approach taken towards the generated data. Beforeidglinto the details of data collection,

| will first discuss my ontological position and engagement with reflexivity.

Ontological PositioandReflexivity

When it comes to my ontological position, | consider myself a follower of the
interpretivist appoach. Interpretivism can be regarded as a critique of the tradition of
positivism which dominates much of the research in natural sciences §@dibacoln 1994).

Followers of this approach consider knowledge to be collectable and quantifiable, with the
researcher being an objective observer who is able to gather and analyse data in an unbiased
gled ¢KS WRAAO2OSNE 2F GNMzZOKQ A& |y AYLERNILY
the world can be studied in an empirical and structured way c@hisrguably be regarded as

a useful approach into matters of natural sciences, as well as statistical representations, but |
believe that it does not hold up when it comesinquiries into the complexity of human
experiences and interactions.

Interpretivism considers these factors and, first and foremost, acknowledges and
partially even embraces the possibility of bias and subjectivity within research (see, for
example, Ryang 2005). The researcher, themself not an objective and anonymous entity but a
human being with a complex history, is acknowledged to actively and passively influence most
aspects of the research data generation and interpretation (see, for example, Dasgupta 2013,
Finlay 2002, Ryang 2005). Especially within the field of the humamitieg scholars consider
interpretivism as the more suitable approach to conducting research. Visual Studies scholar
DAffALFY w2alsS aiNBaasSa GKS ySSR G2 WNBaAiral dz
52) as academic knowledge is always situateldoarntial. Marcus Banks further elaborates and
states that social knowledge is always embedded in a certain context, making it impossible to
dddzRe KdzYly adzoeSoda FyR NBtFGA2ya Ay | WiK

should consequently begarded as an active engagement and involvement with its subject(s),

17



and not as a purely and straightforwardly methtdsed activity.

One of the ways to start considering research as a relationship and engagement with
LI NGAOALI yia Aa oe GF{1Ay3a 2ySQa LINRPFSaaAzyl €
argued that notions of reflexivity can serve as an important tool ilftls3 I NR (2 WLJ2 a
SYONI OS &dzo2SOUAQBAGEQ OHANAHY pnmMO® ¢KAA Al
FOly2¢t SRAS 2ySQa LRaAGA2ylfAGe Ay NB3Il NRA
might have affected the findings, as well as ammgostages of the research which might have
pushed approaches and outcomes of the study in a certain direction. This does not mean that
these findings are considered any less valuable or legitimate, but it demonstrates an
understanding and perspective dmetsocial world which is complex, midtyered and always
negotiated between social actors.

To start with this endeavour, |1 would first like to positively embrace my own subjectivity
and share a few words about my personal background and interest ine3apeulture and
society. | have been interested in Japan from a young age ever since watching different anime
which were broadcast on television. This interest led to a motivation to learn Japanese and live
in Japan, which | did forfBonth periods, theifst in 2008, and the second in 2013. | attended
Japanese classes at language schools in Tokyo and Osaka during this time, and lived with
different Japanese host families. Besides improving my Japanese language skills, | gained a
great insight into the cdemporary lifestyle and everyday practices of my host families.
Moving to the United Kingdom to puss postgraduate study in academia, the idea to conduct
research on the topic of kimono was born outialesire to combine my personal interest in
Japaneseulture with a professional career in academia. Considering different topics, kimono
stood out as particularly interesting in an academic sense. | personally did not possess a
particular knowledge on kimono before this research project. Rather, | corgsklareno to
be a rather conservative garment, but was interested in how young women and men negotiate
their own sense of identity through it.

After having discussed my ontological position, | will now move on to provide an insight

into the research desiggmd methods employed for this study.

Research Design, Fieldwarkd Methods
To generate data for this research project, | conducted six months of fieldwork in Japan

and employed a transdisciplinary and muoigthods research design. Dress sociologists such

18



as Yuniya Kawamura and Lise Skov have identified a lelelardydefined methodological
approaches and theoretical frameworks to the study of dress, leading researchers to adopt
methods from a wide range of disciplines (Kawamura 2011: 1, Skov 2008). Aiming to examine
dress at the comingf-age day from multiple angles and perspves, | envisioned a mullti
methods research design for this study. Donna Davis, Susan Golicic and Courtney Boerstler
argue that a multmethods approach offers a richer understanding of the social world, and
particularly on the relationship between auial representations and individuals, as well as the
influence of larger social structures on human beings (2011). | included participant
observations, interviews and the collection of different media texts into my methodology and
used these tools throughw my fieldwork to generate the data for this study

After having obtained ethical approval for the research through the University of
Sheffield (seé\ppendix ), | embarkedo Japan inJanuary 2018For the six months of my
NEAARSYOS: L ¢l & o0FaSR Ay GKS OAde 2F vyeziaz
School of International Relations. Dr Shinji Oyama served as my academic supervisor during
this time and kindly supported my research in a variety of waystdthe generous funding
by the British Association of Japanese Studies (BAJS), | was able to not just conduct research in
Ye2(d2> odzi faz2 gARSY Y& &aOK2fI NXe& I OUADBAGAS

The project evolved in unexpected ways as | gained a better understanding of the
current condition of dress at the comhofrage celebration in presewlay Japan during my
fieldwork. Facing a fair amount of mdéyered challenges, | embraced the advibat t
WONBSINRAzZLIAYIS NBFESOUGAYyIT | OOSLIAYT YAadl 1.
FASE Rg 2-MilcHéll 20111,l-ag dited in Biland Hiemstra 2013: 31314), which meant
that | stayed flexible and adapted my methodological approach, wbemed appropriate,

accordingly. This approach resulted in the generation of the following research data:

Participant Observations

- observation of the comingf-age celebration held at Miyako Messe in Kyoto in 2018
- observation of one participant visitingental shop to obtain hefurisodeto wear on

the comingof-age day

Interviews

- Interviews with eight young adults who have participated in a coofiage ceremony
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in the 2010s

- Interviews with nine professionals working in the kimono industry

Media Texts
Print
- articles of Japanese newspapers reporting on the cowitage day
- furisodemagazines and catalogues published between 2014 to 2018
- all published issues of magazikaesiono agehéinforest, 2012013) and~urisode egg
(Million Publishing, 2010)
- allpublished issues dfliyabi Magazin€Miyabi, 20112018)

Moving Images

- morning television programmes reporting on the corriftgage day in 2018
- Y2RIl Y d&2&20073music video distributed on YouTube

I will now discuss my motivations for, as wellagproach towards collection and

interpretation of these different materials.

Participant Observations

Participant Observations served as an important tool to gain a deeper understanding
of the dress culture surrounding the comiofgage day. One of theam methods of cultural
FYOGKNRLRf238 YIFIGKESSY aod 5S2+fd4G FyR .AffAS
method in which a researcher takes part in the daily activities, rituals,- inter
actions, and events of a group of people as one of the meain learning the
SELX AOAG YR GFOAG 1aLSOGA 2F GKSANI £t AFTS NP d:
2F LI NIAOALI yi 20aSNBFGA2YS / KNRAGALY ¢ 3a2f
observation is essential for good dielork because it can add information to your research
that your informants may not be aware of themselves and that you can only gain by observing,
NEFESOGAYT YR 0SAYy3 2dzi GKSNBQ OHAHANY HMHDU
my methodologyand scheduled my fieldwork in a way that the observation of the ceafing
age festivities in Kyoto would be the first research activity | engage in.

Arriving in Japan on January 5th, | set out to observe the outside gathering of the

comingof-age celebrabn held at Miyako Messe on January 8th. Before the day, | conducted
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some research online to make myself familiar with the schedule of the event. Due to the great
number of participants, two ceremonies were scheduled for the day, the first at 11.30 in the
morning and the second at 14.30 in the afternoon. | planned to arrive at 10.00 to be able to
observe the outside gatherings before and after the actual ceremony. When | arrived at the
venue, many participants had already started gathering and were engagdigely
conversations with each other. | started walking around the area to gain an overview over the
general seup and scope of the event. | observed the participants dress, and made mental
notes on types of clothing and styling. Following the adeica variety of experienced
ethnographers (see, for example, Emerson et al. 2007, Guest et al. 2013), | would regularly
pause to write down these observations in a notebook. Due to the visual nature of dress, | also
took some pictures and recorded somedefaa 2F (KS FTG0SyRSSaQ RNBa
While | originallgnvisionedhe observation at the comingf-age celebration in Kyoto
to be the only form of participant observation, another opportunity unexpectedly arose.
Having kept in touch with my hoamily from my stay in 2013, my hesster Risa happened
to be nineteen years old at the time of my residence. She was consequently preparing to rent
a furisodefor the comingof-age celebration, and kindly invited me to a visit to the Osaka
branch offurisodeNB y G f aK2LJ Yéld2 YAY2y2 . nlSyo wial
at the comingof-age day and wanted to support my academic endeavours by inviting me along.
The visit served as a great opportunity for aepth insight into the lived expence of a
young woman choosing a garment for the corofi@ge day. While | might have influenced
the course of action of the situation, with Risa asking me for comments on the different
furisode she tried on for example, | believe that, following thesriptetivist position, an
objective account of a situation is impossible, with the researcher always influencing the
process of data collection in some form. Nevertheless, | employed the tool of reflexivity and
also triangulation, meaning that | gained het insight into thefurisodeselection process

through interviews, to minime a onesided bias in the interpretation of the observation.

Interviews

Interviews served as one of the main tools of data generation for my study. A popular
tool of data cokction within the study of dress (see, for example, Brennen 2017, Fujita et al.
2017, Horikiri 2016, Millemnd Woodward 2012) in general, and also contemporary kimono
culture in particular (Cliffe 2017, Hall 2015, Valk 2018), interviews are employed to understand
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the social and cultural conditions by engaging in a purposeful conversation with the
participants. Yuo Fujita (2017) has outlined the six main parts of conducting interviews for
sociological research as (1) selecting participants, (2) drawing up questions, (3) requesting an
interview, (4) interview explanation and consent, (5) Interview recording, andaf&cript.

This is the general approach | followed for all interviews conducted for this study, and which |
will now discuss in detail.

Being interested in the culture surrounding kimono at the coroirege celebration
in a contemporary setting, | seed out participants who play an active part in shaping the
culture. With the garment being deeply embedded in commercial consumption practices (see
Assmann 2008, Valk 2017, 2018), | decided to focus my inquiry on producers and consumers
of kimono, and dided my participants into two groups. The first group consisted of young
adults who attended a comirgf-age ceremony in the 2010s and wor&uasodekimono on
the day. | was particularly interested in their lived experience of choosing and wearing kimono
as part of the comingf-age day in a contemporary context. From the second group of
professionals, which include kimono designers, stylists, store managers, and sales executives,
| intended to mainly learn more about the workings of the kimono industry.

With the two aforementioned groups in mind, | aimed to reach out to individuals in
different ways to request an interview. For the first group of attendees of the cepfamge
ceremonies, | made use of my personal network which | established duringupreigits to
Japan, and also through participation in different activities and events during my stay. This
approach brought about interviews with eight young women between the age of twenty and
twenty-nine who had attended the comirgj-age ceremony in # 2010s (see Table 1). To
obtain a general picture of the event throughout Japan, | made sure that they grew up in
different locations, and were also not affiliated with one another.

When it comes to the second group of those working in the kimono inygusfirst
identified certain individuals who would be of interest to this study. | would then try to get in
touch via email. One of the first persons | reached out to, and also ended up interviewing, was
Tanabe Mayumi, the main editor of the kimono magakimono HimeTanabesan kindly
replied to my email and invited me to the office of publishing agency Shodensha in Tokyo. She
served as an important contact, introducing me to stylist Kikuchi Sae as well as sales manager
Aoai Hirokazu of kimono wholesalempany Kyoto Marubeni. | also visited different kimono

shops, mainly in Kyoto and Tokyo, and inquired about the possibility of interviews. While some
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requests were rejected, nine professionals accepted to be interviewed for this study (see Table
2). In gneral, | encountered an attitude of openness towards me and my research activities.
Many individuals within the professional field are driven by a personal passion for kimono, and
are consequently pleasantly surprised about a researcher having an imetfest activities.

The fact that | am a nedapanese citizen affiliated with a university in the United Kingdom
YAIKIG KIS fa2 KSfLSR Ay GKAA NBIIFINRP® ! yRNB
a0l GdzaQr gKAES K2t RAY With &dov & privileged iR @latibriito IS & =
conducting research in Japan (2003:-269). Gordon argues that a significant number of
Japanese citizens hold a relatively positive image of white Westerners and consequently aim
to fulfil their requests (2003: 2J0This results in easily granted access to spheres and
conversations to which Japanese researchers might find it more difficult to gain entry to. This
was also the experience in relation to my interviewees who all seemed as curious about me
and my resealtactivities as | was about their involvement with kimono. Most of them were
consequently eager to engage with an individual from another cultural context who, although

being norJapanese, nevertheless possesses an interest in kimono.

Table 1: Interviewes Group OneYoung adults who have attended a corrifigage

ceremony in the 2010s

Name Age | Yearof coming | Location of comingpf-age ceremony
of-age ceremony
attendance
Aira 20 | 2018 Fukuoka, Fukuoka prefecture
Ami 21 | 2017 Okayama, Okayanmaefecture
Mako 25 |2014 Ritto, Shiga prefecture
Marina 24 | 2013 Nagara, Gifu prefecture
Mio 29 | 2010 Kyoto, Kyoto prefecture
Momono 21 | 2017 Okayama, Okayama prefecture
Risa* 19 |- -
Sayaka 28 | 2010 Takamatsu, Kagawa prefecture
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*At the time of the interview in 2018, Risa had not yet participated in the ceofiage

ceremony but was preparing for her attendance in the next year.

Table 2: Interviewees Group TwlBrofessionals working in the kimono industry

Name Job Titleand Professional Affiliation

Aoai Hirokazu Head of Sales at kimono wholesale corporat

Kyoto Marubeni

Kikuchi Sae Kimono Stylist

Ikeda Miyabi Seamstress, founder and CEO of kimono rel

OKIFIAY aAé&loAX YAGLEe@

Inenaga Shingo Store Manager &imono Hearts, Naha

(formerly Kyoto)

Itakawa Mie CEO abirantaikenstudio Nanairo Studio,
Tokyo
Ohara Chisato Founder and main stylist atrantaikenstudio

Arare, Kyoto

Tanabe Mayumi Founder and main editor of kimono fashion

magazineKimono Hime

Yoneyama Michinobu Founder of kimono rental shop TekuTeku Ky

Yoshimura Takashi CEO at kimono wholesale corporation Taiwa

Fifteen interviews were conducted fateeface, while the interviews with Yoneyama
Michinobu and Yoshimura Takashi weosducted via email. On average, the interviews
lasted between thirty minutes to an hour. Two interviews were conducted in English, and
thirteen in Japanese. For the young adults, | conducted the interviews in public spaces, mainly
cafes and restaurantsy create an informal and relaxed environment. The interviewees with
the kimono professionals on the other hand were dominantly held at their respective
workplaces.

In general, | followed a sessiructured approach to my interviews. This means that |

had @mposed a list of questions before the meetings to roughly structure the general flow,
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but also left room to open up the discussion for themes that naturally arose during the
interview. With the first group of participants in the comofeage ceremonied,discussed the

LJ- NI A Qredatatibrisiégr e comingof-age day, their experience of the day itself, as well

as any otherencounters they had with kimon@\ppendix 2shows thecomplete list of
guestions. | also brougkbmefurisodecatalogues and magazines and encouraged the young
women to comment on the content. Melinda Papp has argued that interviewees might find it
hard to verbalisehe meaning of a particular situation (201698 By providing the young
adults wit relevant content, | aimed to assist the participants in verbalising their thoughts and
feelings on kimono. For the second group of professionals working in the kimono industry on
the other hand, | slightly adjusted my approach to each individual arghimoa greater
understanding of their work, gathered information on their professional activities prior to the
AYOSNIBASGD 2KAES L FAYSR G2 € SIHuNg6deWguidy | 0 2 dzi
into the process of creatingrisodedesigns andtyles, as well as, for example, the attitude
and relation to the customers, each of the nine interviews consisted of slightly different
guestions Appendix xemplifies the questions around which | structured the intervigth
Inenaga Shingo, store manager at kimono rental chain Kimono Hearts.

Prior to each interview, | made sure to once again introduce myself as well as my study.
| handed out information sheets summarising my reseakghegndix 4, as well as forms for
the young adults to provide their consent for the interview, as well as use of generated data
for research purposes\ppendix }. | additionally always asked for permission to rectioed
interviews, and promised confidentiality in regat@$he recordings. | also inquired about the
use of names, and gained consent to use the full names of all professionals, as well as first
names of the young adults. To express my gratitude towasdgditicipants for supporting
my study, | either paid for the consumed beverages at the venues, or made sure to bring a
small gift, such as a regional sweet, from Kyoto.

After the interviews, | stored the interview audio files on a secure space on oy, lapt
and deleted them from my phone. | always made time to reflect on the interview afterwards,
and adjusted questions for the upcoming interviews accordingly. This was particularly relevant
for the participants with no professional interest in kimono, laauint a lot about the lived
experience of wearing kimono through the conversations with them. To prepare the interviews
for a rigorous analysis, | transcribed them word for word as soon as | got back to the United
Kingdom. | then followed VirginiaBrauy R + A QG 2NA I /£ I NJ SQa GKSYI {
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identify common themes and patterns of meaning within the interviews.

Media Texts

To analyse contemporary media representations relating to the ceofiage day and
dress, | gathered a wide range of different media texts during my fieldwork. Regarded by many
as a significant aspect of contemporary culture, media representations playparmant part
in the construction of the self (see, for example, Gevigtes 2002, Monden 2015, Orgad
HAMHUO® Ly W yRSNAGIYRAY3I wSLINBaSydladA2yQ OHJ
from a variety of perspectives. Quoting media studies schatarBOwles, one major problem
with the analysis of these representations is that media representations are often considered
to be one dimensional and one directional (2008: 10). Academic inquiries around how certain
media representations portray people eexs and ideas, as well as how these representations
consequently affect the portrayed subjects are most common in media studies inquiries. Webb
however argues for representations to be considered as not just as something which simply
stand in for somethig else, but rather as something which is ontological and therefore
productve2 ¥ GKS g2NIR |yR AGa 202S00aod Ly GKS
representation do not simply make connections, relationships and identities visible: they
actually makei K248 O2yySOtAzyas NBfFGA2yaKALA | yR
argument on recent discoveries within neuroscience which state that the brain is not
ySOSaalNrAfte oftS (2 RAalGAYy3IdAAK 0SisSSy GKS
Rather, interpretation and sense making of any object or event is a constant cognitive process:
Wn2686S O2yaildlyidfes AT adzoO2yaOAiz2dzif ez LINRBRdAzOS
or pure unmediated experience, is not a function of living hum&hA y 34 Q oOHnAy Y
means that the physical world does exist in its own right, but thatdlaionshipbetween
ourselves towards it is constantly mediated, negotiated and constructed. This process-of sense
making fundamentally affects the perceivesture of the physical world and the objects in it.

Drawing on these accounts, | considered media representations as important mediums
to study. Aiming to gain insight into the diverse discourses attached to the cofragg day
and kimono, | collectedewvspaper articlesurisodemagazine and catalogues, manga, reports

on morning television programmes, and music videos, and will discuss these now in detail.

Print: Newspapers
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| have chosen to monitor, collect and analyse newspaper articles which report on the
festivities and practices of the cominfage day. Newspaper articles have been identified as
being a vital resource in examining general ideas and perceptions attackwddl issues (see,
for example, Allan 2010, Gough 2006, Reah 2002) as they both reflect, as well as shape general
FGOGAGdZRSE | yR LISNOSLIIA2yad W2Ky 9¢ whiOKI NRA z
to enable citizens to better understand theéih S & | yR GKSANI LI2AAGA2Y 03
and that texts produced by journalists are both influenced by social practices, while also
shaping them at the same time (2017: 37). | consequently consider newspaper articles as an
important site to stdy the discourses surrounding the comufeage celebration as part of
contemporary Japanese society.

While certainly declining in terms of their physical distribution, newspapers, with a
circulation of almost fortynillion in 2018 Nlihon Shinbun Kyok2019), still play a significant
role in the Japanese media landscape. Besides the main national newspapers, local newspapers
also play a significant role in this regard, with each of the-gawen prefectures being able to
sustain at least one regionallgication (VillandHayashi 2017). Kaori Hayashi has argued that
newspapers are an important part of the lifestyle of most Japanese adults over a certain age
(2013), and consequently mirror attitudes and opinions of this demographic in significant ways.

The newspapers | monitored for this study were the three national newspapers with
the highest domestic circulation (Viind Hayashi 2015), namelyomiuri ShinbyrAsahi
ShinbunMainichi Shinburas well as the local and most widely circulated newspapg€yoto
and Shiga prefectureKyoto Shinbunl gained access to physical copies of each of the
newspapers through the library of Ritsumeikan University, and scanned all relevant articles for
later analysis and reference. All of the newspapers dedicatedpde of articles to the coming
of-age day, and the collection resulted in eleven articles featuring sixteen images published on
January 8th and 9th, 2018. The most extensive coverage occurred on the 9th, one day after
the official holiday, with all newapers reserving at least two separate articles to the festivities.
These articles most commonly consisted of a brief written report and at least one visual image,
exclusively in the form of a photograph. | was focused on the visual and linguistic dgscourse
created through the images and textual elements used in the articles, focusing on the following
guestions: how are the day and its festivities narrated? Which aspects of the day are
particularly focused on? In which way is the clothing of the partiGgpapresented? What

sentiments are communicated through the reportage? This analysis shed light on the general
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beliefs and meanings attached to the festivities in contemporary Japan which | discuss in

chapter one.

Print: MagazineandCataloques

While Iwas able to gain insight into the social and cultural context of dress at the
comingof-age day through newspaper articlésrisodemagazines and catalogues were of
greater interest in regards to studying specific representations of kimono. Magazines are
arguably the natural site of debates on the role and (re)articulation of any dress and-fashion
related object. The key aim of these magazines is to inform consumers of new fashion styles,
items and trends, and are consequently an important vehicle of comneation between
trendsetters and followers, designers, editors, and buyers, but also the general public, among
others (Kawamura 2006). This importance is particularly visible within a subcultural context,
where certain magazines occupy the position ofi¢p¢ihe main circulator and mediator of the
& dzo O dzt (i daelBtedaidenBtNBNINge 2008, Reisel 2017). Additionally, but also in
accordance with this, fashion magazines are an important medium for commercial brands and
their companies, which hope to m@a a demographically coherent audience through
advertisements and product placement within the chosen magazine.

With the Japanese publishing industry being among the biggest and most active in the
world (Japan Book Publisher Association 2019), Japanessrelated magazines serve as
important points of reference for cultural and social groupings, creating meaning and value by
circulating information in relation to fashion, identity and style. Particularly when it comes to
kimono, there is a long histooy advertising specific garments through publications in this way,
with the first periodicals being circulated during the early decades of the seventeenth century
(Kuhn 2018). These pattern books call@dagatabon informed consumers of available
kimono designs and styles. As kimono were exclusively produced asomader at this time,
these publications formed an important part in the commercial cycle of producing and selling
kimono. While the kimono industry siandergone massive changes during the last decades,
kimono magazines and catalogues are still regarded as an important medium. During my
fieldwork, | learnt that many kimono shops produce and circulate their own publications which
they send out to potendil customers, for example. | consequently believe that studying the
medium of kimono magazines and catalogues is valuable, offering insight into attitudes and

perspectives sustained by the industry. As | was interested in a general overview, | decided to
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collect the latest issue of several of these publications. As some periodicals are released on a
less frequent basis however, | also decided to take available publications released during the
last five years into account. This method of data collectiortezsin the gathering of a total

of ten different periodicals which are

Magazines:

Furisode Kinenl2017) published by Shufu to Seikatsusha,

- Furisode Daisuki2017) published by Sekai Bunka Publishing,

- Furisode Biyo(R017) published by Shinchoshakhing,

- SCawaii! x mina x Ray Furisode Perfect BOOK R@lighed by Shufu no Tomo,

- [ ' waRugsade Japonaise (20paiblished by Tokuma Shoten Publishing, and

- Kimono Him@Burisode Hmé H nmn 0 LJzof AAKSR o6& {KIRSyakl

Catalogues:
- FurisodeCollectiorby Studio Alice Group (2018),
- Furisode Collectidry Wafukukan ICHI (2018),
- untitled catalogue by kimono hearts (2018), and
- untitled catalogue by TAKAZEN (2018).

While the first six publications are magazines which are published by estalpligitistiing
houses and therefore purchasable in any bookshop, the remaining four publications are
catalogues exclusively produced and circulated by the kimono shops themselves.

During my fieldwork, | noticed the importance of the influerfimsisode magame
Kimono Agehénforest, 2012013) in shaping the popularity of a certain kimono style popular
with the age-2 $ubculture, and decided to obtain all published issues for later analysis. As the
periodical was out of print at the time of my data collectil obtained seconrtland copies of
the magazines through commercial retailing website amazon.jp. | also came across another
relevant magazine, the ortame publicatiorFurisode eg¢Million Publishing, 2010) in this way,
and decided to include it in thssudy.

Another significant resource | came across during my fieldwork was the catalogue
created by kimono rental shop Miyabi. The shop, which is located in the ditk @f I { @ h & Kn =

Fukuoka prefecture, is a key contributor and one of the main influenegisd the
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extraordinary kimono culture which was established in the city as part of the cofrage
celebration. Operating slightly differently to conventional kimono rental shops, many of the
garments handled by Miyabi are custonade and entirely basedn the unconventional
requests made by their customers. The catalogue consequently does not showeasalpre
branded kimono collections presented by professional models, but consists of photographs
taken before and during the comhagrage celebrationd highlight the different outfits and
stylings uniquely created by the participants themselves. According to Ikeda Miyabi, the owner
of the shop, the catalogue serves as a memorial of their celebration for previous participants,
while simultaneously actings an inspirational resource for future attendees (personal
interview 2018). lkedaan kindly equipped me with all issues of the catalogue after my
interview, which providga great visual insight into the culture and customs surrounding the
comingof-ageOSt SO NI A2y AYy YAUlI{eé@naKnod

As all of the aforementioned materials mainly consist of visual images, with textual
elements playing a secondary role, | consulted scholarly texts which focus on the analysis of
Gradzt GSEGad Ly W+@RAzZ 6 HaBSiiKR2 Ral Wldz 20AY T & n
range of other scholars, suggests that seeing is not natural but rather constructed and
GKSNBT2NB fSIFNYyiadyY WisyhtadiSal strécturd assotigtion ofhkr$hbdS y i L
that which an interpréve communityc the audience A & S RdzOF 6§ SR G2 SELISOG !
YSEYAYy3 FddFrOKSR G2 Fy AYF3IS Aa O2yaSldsSydate
attached; meaning might not necessarily develop out of the text itself but is rathed@a@
layer on top of it. This leads to an understanding of meaning which is not stable and coherent,
but rather always fluid and constantly changeable. This fluid understanding of the meaning
creation process takes the active participation of sociarachto account, which affect and
are affected by the images. Social actors and groupings consequently have the power to
change the meaning of certain texts, shaping the social knowledge surrounding visual image in
diverse ways.

Consequently, going beyond the image itself is necessary for scholars conducting visual
NE&SHNOKT a0OK2fl NA akKz2dZ R wasSS| G2 aleée az2vySsSi
by taking the historical and social context into account. As a guidBamés suggests looking
into what he calls the internal and external narrative of a visual text. The internal narrative
relates to the picture, focusing on the narrative or story that the image itself communicates.

So, for example, in relation to my studye photographic representation of a model donning
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kimono and particularly how this is presented would be the internal narrative of that image.
The external narrative on the other hand relates to the social context that produced the image
in the first pace, as well as the medium the image is embedded in. Again, in relation to my
study, this would be the magazine as the medium circulating the image in the public domain,
as well as the company and actors behind the magazine for producing and commissening
image. It is consequently useful to think of images not just in terms of the visuals but regard
them as objects as they are always circulated within the social context of a specific medium.

| believe that this general understanding of visual reseeekls to be adopted to my
LI NG A Odzf F NJ OF a8 2F aiddzRéeAy3d RNBaaod WwdzZ Al DI A
was particularly helpful throughout this specific analysis. My background of studying fashion
design made me aware of creative degisio | FTFSOGAYy3I (GKS RSaA3Iy |y
might be less obvious to researchers without such a background. | paid attention to colours,
motifs and patterns employed in kimono design. As many of the visual images under study
were also accompaniedybtextual elements, | decided to not completely ignore these
components but take them into account as well. In my analysis of these, | was mainly inspired
08 . NAlIY a2SNlIyQa NBaSIFINODK 2y (G0KS ftAy3IdzAaadAro
the findk y3a 2F $KAOK KS Llzof A&aKSR Ay GKS I NIAC
¢CradsSwY ownnno® . FaAy3d KAa Fylfteara 2y w2fly
showcases how Japanese fashion magazines consciously use language to transforma garment
into fashion. Moeran lists the wide range of evaluative words and phrases used by fashion
editors to communicate ideas of style and taste, and which consequently create the linguistic
fashion discourse. In the analysis of textual elements in magazidesatalogues, | have
therefore recognised the importance of these specific terms and used them to analyse how

certain discourses surroundifigrisodeare linguistically created.

Moving images: Morning television programmes

Similar to newspapers, mornitglevision programmes, which are part of a category of
Bl AR0&KMIBNI £ £ & WgARS aK2gW0 LINRINFYYSEsZ LX |
media landscape (Ishiyama et al. 2005, Koike 2001, &ak#édiegami 2007). Having been
broadcasted since thE970s, these shows cover, as the name suggestide range of current
affairs topics ranging from national and international politics to economics and cultural news.

They are generally broadcasted live and are shown on the main Japanese televisimnadtatio
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different times of the day. The broadcasts last between one to two hours on average, with
different topics being neatly separated into individual segments and shown repeatedly
OKNRdzZAK2dzi GKS o6NRBIROIFAG® ! LI ydbdfvould discué a (1 & f
the individual segments, adding, pointing to and summarising important points to make the
presented information easilgligestiblefor the audience. The general viewership humbers
average between six to ten percent, which illustrates ¢fgmeral popularity of these
programmes. Hence, these programmes can be regarded as both reflecting but also forming

the general discourses on different topics within contemporary Japanese society in a significant
way.

L KIFIR y20A0SR (i Ké&celdNgh & NOMESYtS The codingag A T A
ceremony prior to my research, and consequently decided to include them in my study. |
Y2YAG2NBR 4AE RATFTFSNBYG LINRINI YYSaEa 2y GKNBS
Mezamashi TerebindTokudane!Nippont S f S @ZAIRahdSykkirgand Tokyo Broadcasting
{ & a (i Asacha@land Bibitto. Among these, the longest running programmblézamashi
Terebiwhich started in 1994, with the newest addition beBilgittowhich was first broadcast
in 2015. In terms o¥iewershipMezamashi Tereli$ regarded as one of the most watched
programmes in its early morning time slot, receiving on average 9,3 percent viewership in 2018
(Fuji Television 2019). To access these programs, | used the television set up in the common
room of my accommodation in Kyoto. | was able to record eight different segments covering
the comingof-age day in this way, five on January 8th and three on the 9th, lasting between
five to fourteen minutes. | used a similar approach to the one | engbtoyeard the magazines
and catalogues, following a visual analysis inspired by Webb (2009) and Banks (2001) to make

sense of the morning television reports.

Moving images: Music videos

Due to their relevance to theiran kitsuke | decided to include KodadzY A R a K |l
(2007) into the analysis in chapter six. | gained access to these videos through tshardep
platform YouTube, which is nowadays greatly used by Japanese record companies to circulate
content related to their artists. | followed the saranalytical approach to these videos as |
KIS dzaSR Ay Yeé | NIAOf S Musicqd, fexual@ndMidual Gaprative§ t 2 &
in Dempagumi.inc/.W.0D g KA OK gl & LlJzofAaKSR Ay ¢KS {KST

in 2017. This analigsis mainly based on separating the different parts of music videos, which
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include the visual, lyrical and musical components, as well as the artists themselves, to analyse

the discourses and narratives underlining the music video.

Other contextualisingaterials

Throughout my fieldwork, | cultivated an attitude of curiosity and let the data collection
occasionally be guided by unexpected encounters and recommendations. One of such
encounters resulted in a visit to the Oya Soichi Library located in the dist8etazfaya in
Tokyo, for example. The library holds a vast collection of popular magazines published over the
last 150 years, serving as a great place to discover commentaries and articles written on all
kinds of topics aimed at the general public. | wasvated tousethe library when | discussed
my research with a colleague at Tokyo University who recommended the library due to its
unusualbut relevantcollection. | did not really know what to expect, or whether a visit would
be beneficial to my researcbut, following an attitude of openness to suggestions from
outside, | nevertheless wanted to explore the possibility of discovering research materials
stored in archives. Knowing that tb@an kitsukesparked some controversy, | searched for
0KS UCofaNdral YR W1 A Y2y 234% 00SK NPAdaTNG NBKS 2R G 6 &S
the discovery of a significant article released in January of 2014 in weekly pub{ic&tion] | y
Bunshurwhich now forms part of the discussion of the third section of chiagite

Additionally, besides the more straigtward methods of data collection | outlined
above, | also engaged in a variety of activities which deepened my general understanding of

kimono culture in historical and contemporary Japan. This includddipating in the

M\

monthly kimono hinagatabon N3 & S| NOK YSSiAy3aa KStR d wAdf

Research Centre, as well as visiting a variety of exhibitions all over Japan displaying actual

garments as well as depictions of people wearing kimongig-e woodblock prints. Suzuki

YSA 12X LINRPFS&aa2N 0 wAaladzySA{ly ! yAGSNERAGEQ

research by kindly sharing her knowledge on kimono patterns and culture with me. As | believe
the bodily experience of wearing kimoas vital in understanding kimono, | also learnt the
basics of kimono dressing by participatingkitsukelessons offered by Nishina Yukiko of
Kimono Style Yui#2. | believe that these engagements aided my understanding of

contemporary kimono culture gregfland consider them to be vital parts of my fieldwork.
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Thesis Overview

To lay the foundation for this study, | begin by introducing the coofiage day
(seijinno-hi) in chapter one. There is a surprising lack of academic attention given to the
celebration, so the chapter aims to fill this gap in the Entgligfuage literature. | discuss the
comingof-age from a ritual studies perspective, demonstrating how, as afripassage
celebration the occasion constructs the separate identity catéyéri 2 ¥ WOKATheRQ | Y R
celebration was additionaltyrned into a national holiday 1947 and, henceserving as an
WAY @Sy dSR (NI RA G AratogalcamghundyyVihileSotian & comihuityragdS & S
timelessness are consequently of importance, flexibility is equally a significant characteristic of
the occasion. This is particularly evident in the process of adapting the eolaigg
ceremony into the many ggonal contexts. | alsdiscussdress as part of this chapter,
establishing its significance in the comafeage celebration. Through an analysis of the
reportage in national newspapers, | demonstrate that specific normative discourses in relation
totheLJs NI A OA LI yiQa Of 20 KAy 3 | NB & ifwiSgedniokosSy SRT
while men dress in suits for the occasion. A young woman in a full kimono ensemble has
become the widely recognised symbol of the conufigge day, which is exemplii¢hrough
the strong focus on females and their dress in the newspaper articles.

Chapter two discusses thetenLJ: G 0 SN} R S a A firigotedasigrSThowgh | a4 & A C
an analysis ofurisodemagazines and catalogues, | investigate how the kimono nydisst
adza Gl AyAy3a +y AYFE3IS 2F WIENIRAGAZ2YLEFE W LI ySa
surrounding itl will illustrate that lhe narrative follow certain sentiments of theihonjinron
discourse, proposing a long cultural heritage and consequg@rierity of thiskoten style
over other designsThrough detailed guidance by established kimono experts, | argubehat
idea ofYamato Nadeshik@&ferencingan idealised image of a refined and cultivated Japanese
female, is bestowed onto young women.

In chapter three, | focus on male participants of the coroidg 3 S R & @ aSyQa
often perceived as in need of much less care and attemi@omparisorto the clothingof
women. However, rather than only needing to put minimum effort into thppearance, |
I NBdz2S GKI G GKS @& 2dzy3 -ofvaGeyd@yiis fellbldng &he pritcipleidd S O 2
WO2yalLAOdz2dza Ay O2yalLIAOd2dzaySaaQ oxl AYyaKiSAy
social expectations, young men need to invest significare &imd effort to produce an

appearance which is elegant and appropriate, yet unobtrusive and seemingly effortless. A
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business suit is largely recognised as the most suitable form of dress for this endeavour, with
young men encouraged to reproduce an appeaesof a maleshakaijinwhich is largely based

on the postwar figure of the salarymanfurtherRA 8 Odzaa YSy Qa F2NXIf (AY
As men largely abandoned kimono during the Meiji period (18a2), both the kimono

industry and young men themlses have long retained an ambiguous attitude towards this

form of dress. This perception is slowly changing, however, demonstrated by the popularity of
hakama and haori ensembles in a contemporary context. | argue that this increased
recognition is lardg informed by a female gaze, with young women wishing to dress to the
comingof-l 3S OSNBY2ye& Ay YIUGOKAYy3d (1AY2y2 SyasSyvyot
kimono has in this way been reframed as a viable option for young men to wear at the-coming
of-age dg.

Both chapters consequently demonstrate the continued significance of normative
meanings surrounding dress at the coraigage day. Nevertheless, while these discourses
remain influential, they are constantly negotiated by different actors. This nkgoimocess
is the focus of the three following chapters.

Chapter four reassess the kimono industry in the predagtcontext. | demonstrate
that the kimono industry has largely reframietlisodeas fashionable garmeniis a present
day context.Consumes are encouraged to express their own sense of style and identity
through a personalised kimono coordinate. Thmen design, and the dress practices
surrounding it, are in this way repositioned nottlas, but rather asone viable style out of
many.| will discuss the significance and influence ofgyerusubculture in this section who
started customising theiurisade in the 1990s by adding fashionable accessories and styling
their hair and makeip in an unconventional manner. | argue that these young women inspired
a different approach towards kimono which stimulated new business practices of the kimono
industry.

In chapter five, | will take an-depth look at the selection processfofisodekimono
by young women from a middi#ass background. Drawing on the lived experience of female
attendees obtained through personal interviews and an observation, | ilkidicat every
selection of dress is part of a complex negotiation process. | demonstrate how these young
women negotiate their own sense of gendered identity and social position through dress; for
them, it is all about balancing an expression of persont with the maintenance of family

relations.Mothers continue to be important tastemakers in this setting, mainly due to the
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important role of managing family financasd, therefore, covering the rental fee for thei
daughters Young women also employfdient strategies to allow for divergence, with the
mae-dori photo shoot an ideal opportunity to manage the production and distribution of
different images of the self to various people.

Last but not least, in chapter six, | focus on divergenhadd(meaning bold or flashy)
comingof-age dress styles. | consider how both tiagle hakamdor men andoiran kitsuke
for women challenge set conventions and norms surrounding ceofiage dress. | describe
the origins of thehade hakama y G KS OAG&@ 2F YAGI 1 @naKnz Cdz c
roots insuburbanworkingclass culture. The style is based on notions of male camaraderie,
RSY2YAGNI GAYy3 LINARS A yawslyt attiact EenfiGithéiages | & 6
hakamaconsquently counters the normative, middbtass image of the madbakaijinn this
way. Theoiran kitsukeon the other hand is furisodestyle which is based on an alternative fit
of the garment. | demonstrate that while the previously discussed standdidisukeaims
to present young women as chaste and innocent beingithakitsukecounters this image
08 ONAY3IAYy3I SNRUAO YR aSyadzat y20A2ya Ayidz2
by cultural commentators and critics, both forms oksb are underlined by complex
negotiation processes of young adults responding to gender ideals bestowed onto them from

the outside, while at the same time aiming to define their sense of self in their own terms.
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Chapter 1: The comirgf-ageday in contemporary Japan

This chapter will introduce the comuadrage day in contemporary Japan. The coming
of-age day forms the social and cultural context to this study, influencing the dress practices
associated with it in significant ways. It is consequently of vital impertartake a closer look
at the celebration first.

In this chapter, | will discuss how parts of social identity, relating to aspects such as
adulthood and nationhood, are constructed through the corufgge day. Through an
analysis of the reportage circulated by the national newspafmrsuri Shinbysahi Shinbun
Mainichi Shinbo, as well aKyoto Shinbunl will demonstrate how specific notions of
adulthood and nationhood are constructed through the festivities. | will equally point out the
importance of understanding the comuofrage ceremony as bocal celebration which,
through its embeddedness into a regional context, becomes adapted and changdd.
further illustrate how young adults respond to aspects of the celebration in different ways, and
how some of them aim to define the meaning obilldood in their own terms. Finalllywill

also refer to the significant role played by dress within this context.

The comingpf-age celebration as a rite of passage

Celebrated annually as a public holiday on the second Monday of January, the coming
of-age day geijinno-hi) is widely regarded as a significant date in the Japanese cultural and
national calendar. The day symbolically marks the transition from childhood into adulthood
within the context of Japanese society, celebrating all young adulttavieaeached the legal
age of majority over the course of the yédis is in accordance with the civil law of Japan
GKAOK 3ANYylGa WFHLIyYySaS ylraAazylrftaQ FdzZ f NAIKOIA
at the age of twenty. To honour the octas all new adults are invited to attend comioig
age ceremoniessegijinshik) which are organised and conducted by the various local
municipalities throughout the country. These ceremonies commonly consist of speeches by
local officials congratulatingy R I AYAyYy 3 (2 AYyaLANBE GKS &2dzy3
dzLINA A K{G F RdzZ G OAGAT Sywasw o1 SYRNE mMdymY HAC

presentations by local performers, as well as exhibitions and stalls set up by national and local

10r, more specifically, who have turned twenty between Apdb2 the previous year and Aprétbf the current
year (Ministry of Justice 2020). This is inWith the schedule of many cultural institutiorssich as schooénd
businesseswhich begirthe new termin April.
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institutions.

Within the public discourse, the comin§rage day is framed ashare no hio YRl & 2 F
hare The label makes a common appearance in the headlines of articles in national
YySsall LISNESX AYRAOFGAY3 GKS O2yOS LiiIganeser RS NJ
folklore studies, the terrhareis used in opposition to the terke, with both concepts being
linked to the life cycle of agricultural communities; wisre signifies extraordinary and
sacred periods which were generally ritualidextefers to ordinary and profound aspects of
everyday lifed A K2y 5 A 220023 shii 2000 y199H],1KlarkadHyoki 2010a, 2010b,

Papp 2015)Harein this regard marks sacred phases and rituals which are meant to aid the
ALIANRGAzZE f NBGAGIEAALFIGA2Y 2F | O2 YYkeyysldsd Qa Sy
Some scholars argue that in preddern and prendustrialized Japan, the division betm

hare and ke phases fundamentally structured the flow of life in agricultural communities

around Japan (Konagaya 2001).

While there is a debate over the continued significance of these concepts, it is generally
agreed upon thahareoccasions remain amportant part of society and culture in Japan (see,
for example, Fosteand Porcu 2020, Hendry 2013, Kanalad Hyoki 2010b, Papp 2016,
Sosnoski 2013). Jan van Bremen has argued that while urbanisation and industrialisation might
potentially be a threatd certain ritualistic practices, research has shown that this is not the
case (1995:1-2). Within contemporary Japan, this is demonstrated by the continued
recognition of celebrations such as the New Year festivities in January, the star festival of
tanabaaA y Wdz & |y R (KS FSaiAobbninAdgast (Keddalldydki 2 y S Qa
2010b,MoeranandSkov 1997: 19®app 2016: 62). The popularityroétsuri local festivals,
additionally demonstrate that ritualistic celebrations remain valued aputeciated by a
significant part of the population.

Ethnographer Arnold van Gennep studiedsridé passages, such as comofeage
celebrations, in indigenous communities and analysed the basic structure of these. In the
LAZ2YSSNAY3 g2MRBFBERS owmpt 8a omdathBv X (GKS SGKYy:
of an individual in any society is a series of passages from one age to another and from one
200dzLIr GA 2y (2 | yB)iKb Gddnep prapases thet sapial dfé consiat
different stages here which are marked by similar ends and beginnings; birth, eufraige,
marriage, and death are all examples of events which, within most cultural structures, mark

transitions from leaving an old and entering a new stage. In Japan, sudf pgessages are
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recognised under the termp I Y 1 2 yTarbugh i%s composition, the term references the
RAFFSNBYUG LKIFaASa FYR 200lFaAazya Ay 2k&8)0Qa AT
marriage Kon) as well as deat&(I(Nihon5 I A 2 A i S Y00X).ITe}elsjetific events, and

GKS GNlyaArAidAz2y SKAOK (GKS@ FFNB YINJAy3IZ ONBI
d20A1f ANRAZLAYI0aB8Q 0 mdpaf-age disvabpasssg¥, it detinés tley O &
social group® WI RdzZf 6aQ F3IFAyald GKS a20AFf OF G532 NJ
helpful means to assist the individual with the acknowledgement of their new social position

and role that comes with it.

This is also the case when it comes to the corofrage celebration which has ben a
significant aspect of Japanese culture and society for a long time. During the Nar&a9Z)10
and Heian period (7941185) for instance, comingf-age rites such agenpukiandmogiwere
regularly practiced by memberstbe Imperial Court (Caswell 2009, Choi 2006: 75, Haga 1991,

White 1993: 442). They took place when a young member of the imperial household reached

an age between twelve to sixteen. The rites held the important function of officially including

the indvidual into the Imperial Court and, in doing so, indicate their official status as an adult.
During the following centuries, comuofrage rites and ceremonies spread to the lower classes

who adapted and appropriated them to their specific needs and gonslitin this social

setting, young adult men were generally expected to work and follow their family trade, while

girls were restricted in their movement and mainly kept at home for domestic training to
prepare for marriage (Ishikawa 2001, White 1993: Wibdhin this context, comingf-age rites
a4GFNISR G2 0S02YS tS3rf YFIIdSNE ¢KAOK ¢g2dz R
judicial issues such as marriage and inheritance (Haga 1991).

The sentiment of a significant social transformatioth e@mange remains relevant to the
comingof-age celebration in preseigtay Japan. This significance is signified through the
NBLISGAGA DS {zh R 2vHnGhé KaBonad riewsBaped reportage. While the kaniji
OKIF NI¥ OGSNAB f A (S the viofd Bself¥sSniorg comrRoBIy disddin dANmBad Setting
G2 RSAONAOGS GKS aildlI NI 2F | ySg OKILWGSN Ay 2vy
enter a new and yet unknown terraib f K2y 51 A 2 RADHD.yYouxid adijlts &ré A
RSa ONX OYS\R/ 3 &1 2W\CGE20 KSNJ G2 OSft &aada kadddelwo ividdug OK | LJi
Yomiuri Shinbu@/1, p. 29) on the comingf-F 3S RI &3 | yRX Ay GKA& g1l &
G261 NR& btéhdaiolbutdi & stitsedaseKyoto Shinbud/1, p. 1), for eample. An

emphasis by many newspapers is set on the idea that a transformation like this is only
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KFELIWSYyAy3d 2y 0baadarl FHYREAMCGRRRET oW FdzNIKSNI aSy
relevance to the celebration.

This sentiment is echoed by a sigaificpercentage of young adults themselves; the
attendance of the comingf-age ceremony symbolises for many an important step in their
lives. Results from a survey conducted by Japanese marketing research company General
Research confirm that 41,6 percesftyoung adults regard the comhad-age ceremony, and
with it their coming of age, as an important milestone (General Research 2019). They
consequently attended the ceremony to properly honour and celebrate this social
transformation. An average of sixtyree percent of young adults have attended the ceremony
during the last decades. Among the current population of twgagrolds, the number is
even higher, with around seventiye percent of young adults indicating that they have
participated in the loal celebrations. This means that the popularity of the event has increased
in recent decades.

. S8aARSa UGUKS LI NIGAOALIGAR2Y AY (GKS OSNBY2Y
coming of age is the composition dfaachi no chikad f A G S NI -fedr2f RUFISYK QO & LJ
¢CKS FTAY 2F (KSasS 21 0Ka Aa G2 AyaLANB | aLANI
commitment towards becoming a responsible and competent member of society. Young
adults customarily reflect on their dreams and aspiratifor their future, while also
expressing gratitude towards their various guardians, such as teachers and parents, who have
supported them up to this point in their lives. The recitation of these pledges forms a significant
part of the official programme of ghcomingof-age ceremonies, with a couple of individuals
chosen to represent all young adults.

Most newspapers included quotes of these speeches into their written accounts,
YFYAFSAGAYy3a GKS 21 0KQa LISNOSAGDSR ikondyeaNIi | y OS «
student at Doshisha University, is recited/omiuri Shinbuff 2 NJ Ay aidl yOSY W2 A (K
becoming an editor in the future, | have started working as awrébr at university. | want
to become an adult that contributes [positively] towa#d® OA S A 801 dZ2R RS dzS 6 dzNJ A
y2 aSAllidadz 62 KI-BEINSEA ARINK A&l ¥ § XSy dKadzyS :
dekiru otona ni naritai9/1, p. 29). Yoneya positions herself as working hard to fulfil her
personal dream of becoming aditor. The student simultaneously expresses an awareness of
this being a positive contribution towards society as a whole, acknowledging her social
NEBalLR2yaArAoAtAGASaE a |+ WLINRPLISNID | RdzZ G al ye
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commitment to followpersonal ambitions on one hand, but also sustain wider social prosperity
in their oaths. The word commonly used in this contexselgninikarwhich describes the
O2yaOAz2dza gl NBySaa 27T 206RAY NBRALBYWHW A YK i §
AYRAOFGAY3 2ySQa fS@OSt 2F YlrGdz2NRAGe FyR INRsI

I AAYAEFN) aSydAYSydG Aa 0O02YYdzyAOFGiSR Ay |
featured in bothKyoto Shinbumnd Mainichi ShinbunThe secongear student at Kyoto
Sangyo University expresses his clear imgestof wanting to work in foreign trade or tourism:
We¢2 AYONBI AS-YXYREBEYSBaA2FYRILIBYEE SNI yOST | a ¢St
LISNOSLIGA2Y 2F WHLIYZ L ¢g2ddR tA1S|hFesanNg Ry
ningenseiwal I {  YSE YyAK2Y g2 adzZlA yA yINHz KA(G2 62
tsukitai, Mainichi Shinbyg/1, p. 24, see ald¢yoto Shinburd/1, p. 1). Like Yoneya, Maekawa
displays a high level of determination and ambition, which is inspired byeeabespiration
for personal growth. Hence, the young man demonstrates an awareness of the impact his
actions have on Japanese society as a whole. Both examples therefore communicate the young
I RdzAf GaQ a20Alt O2YLISGSYyOS IsghfativdlyRidwoasiGRe f SOS
attitude and mindset which is desired from young adults at this stage in their lives. Naturally,
in their representative function, young adults chosen to citatatachi no chikaare likely
regarded as fulfilling certain expatibns in regards to their personal conduct and capability
to produce an appropriate oath and speech. They are consequently able to display a
LISNF2NXYIF YOS 2F | WLINRPLISNID | RdzA G 6KAOK Aa aidNn
as wider society.

Through the placement of certain expectations and norms onto the participants, rituals
are sometimes conceptualised as possessing the tendency to be slightly restrictive. Ritual
d0dzRASE a0K2f I N / KNAAG2LIK 2dzZ F3 T MIfoR&El YLI S
LIS2LX S G2 O2YLX & 6AGK GKSANI NWzZH Sa 2N G2 FAd
Rituals, while offering security, equally assist the production of hierarchical systems of order
which maintain power relations between the socialsses, generations, and between the
sexes. Catherine Bell has therefore placed the main purpose of ritual as consisting of social
O2y iNRf YIAyteée GKNRdAAK | fSIAAGAYAAlFGA2Y | YR
unchangeable (2009). Ritualsnéirm and maintain cohesion and reproduction of normative
values, meanings and ideas in this way. At the coofiage day in contemporary Japan, the

above outlined oaths highlight certain expectations and norms, with participants encouraged
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to chaoose a énilar path of life as the ones outlined in thatachi no chikaspeeches.

Young adults might not blindly-pgoduce expected norms and conducts, however, but
equally shape the celebration through their own engagement with it. Kawano has
demonstrated howituals allow for multiple interpretative possibilities, with people not always
F OOSLIiAy3a GKS &l yYS dzyl YoATIdz2dza YSIyAy3da |y
environments provide fertile ground for nurturing diverse yet culturally patterned interpretiv
L2AaA0AfAGASE YR T2N) LINPRdAzOAYy 3 Sy3fBelllayad Y2Y
also stated how rituals are interpreted by participants in very different ways (2009: 183),
leading to different ways of acting and responding to rituals.

This tendency can also be observed in contemporary Japan, where different media
disseminate different messages of the meaning of the cowfiage celebration and age of
majority. LARME a very popular fashion magazine for young women in their twenties,
promotes ideas of freedom and fun, rather than enforcing the principkekihinkan for
example. In a special cominfage day issue, Model YUI directly addresses the readers when
FAalAy3dY W5AR @2dz Syea2eé @&2dzNJ {\E8a/wakanoshkatthl) (0 6 Sy
RS & dz]l KRG Ab Agan Y 2 (,L@madBuys@déd Japonai126). The young woman
consequently focuses on aspects of lightheartedness and enjoyment when discussing the
O2YyRAGAZ2Y 2F | RdZ K22 Rd a ARSdN inaedsé i Ehings FaleNI K S N
are able to do [at the age of twenty], and equally more precious things and people will come
into your lieQKorekara takusan dekiru koto ga fuete, takusan taisetsuna koto ya taisetsunahito
ga fuete iku to omoimasp. 125. Activities such as drinking alcohol, going to bars, staying out
late, and traving abroad were listed as some of the enterprises young adults were looking
forward to. This illustrates how adulthood is defined by young adults themselves, and how this
might differ from social expectations bestowed onto them; rather than placing the emphasis
on responsibility and social competence, young adults look forward to personal independence
and freedom from parental control once they turn twenty.

Another common naative exemplifying the viewpoint of young adults was the
jdzZSaidAzy 6KSOGKSNI 6SO2YAyYy3 |y FRdA G G GKS |z
on oneself. In an interview with ninetegearold members of popular idol group NMB48, the
youngwomendi Odzad GKS O2yRAGAZ2Y 2F | RdAf §1K22R | YR
0KS ¢ 2 NEBeijiP FirRuifiaiely thisk of an adulbtona but | wonder what [becoming
'y | Rdzf 68 &e§intte Kiki zbufokudotoria kilorBo@ru Kehmna kanji nandarqu
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{ KANY Yl aANHz0® W! OO2NRAYy3 (2 LIS2LIS K2 KI @€
not really change muchdtachi ni natta ko ga iu ni wa, sono hen no ishiki wa tokuni wa
kawaranai mitaidayh , 2 & KA Rl ! 1 I NJentydyeakdtd Ec§ubintancelod@yh& R |
KFIa OKFyYy3aSRI (KSe& NBXUWAYRKR Rl o/ yaZid -t O K AK I
1AAGEF N S-tehiddy aDBNIads A{QF SOV WL aSSo wedNYyAy3a (6
but | also feel like not mueh A f £  @akhikghaHa@chidnade iehen chottoyashi, anmari
kawaranai ki ga suruYaguro Hukol.armed &urisode Japonais@)l quotes p. 94). The
conversation illustrates the inquisitive nature of young adults who are questioning the
importance plaed on the day by society; while the change in age is framed as a very significant
a0SLI AY 2ySQa tAFS GKNRAAK GKS ylFradAz2ylrt ySg.
not necessarily perceive a big change when it comes to their everyday livesagahs,
demonstrates the different perspectives by different media and audiences on the meanings of
the comingof-age day, as well as adulthood itself.

The question of what it really means to be an adult is also explored through the song
Z dzNA & R EsHigDopular music artist Kyary Pamyu Pamyu. The singer turned twenty
in 2013 and wore a bright pink, custemade kimono with unicorn and space inspired motifs
to her comingof-age ceremony (Ongaku Natalie 2013). She discusses the theme of adulthood
through the song, with parts of the lyrics questigi KS a2 OAFf OF 1 S3I2NRSa 2
Wo!Y L8 Fy FRdA 6K w!Y L8 | OKAfRK L glyd G2
0 KA & NiodalingEnéTKodomo nano? itsu made mo yumeikaita, kono rizumu ni
noset§. The implication of needing to stop dreaming when one becomes an adult are
expressed here, accompanied by the need to symbolically grow up to become a serious and
dependent member of adult society once a certain age is readinedsinger challenges these
AYLX AOFGA2Yya YR adGriaSa GKIFIG aKS g2dAZ R fA1S
seeks to always keep a part of her childhood self regardless of her age. The lyrics of the song
FdzNI KSNJ |j dzSa ( A 2 ynce yo? bedorhe ad addit? Wi yok bhe lshdéonce you
become an adult? What will you do? What can you do? Is it really true that you can do those
GKAYy3a 22URYIY 2K QMO0 0 NI dzZNBaKo y2K 202y yA
ga dekiru no? imahska dekinai ng? The lyrics therefore challenge the notion of the
distinctions between the social categories of children and adults, questioning whether these
ideas should shape personal conduct and behaviour.

These examples demonstrate how young adrdtgpond to social expectations in
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different ways, and how some of them aim to define the meaning of adulthood in their own

terms.

Inventing a Tradition: Theationalisatiorof the comingof-agecelebration

Another relevant aspect of thresentday comingpf-age festivities is its characteristic
as a unified, national celebration. This condition was born out of a historical context; Japan as
a nation was united during the Meiji period (18B&12), with the government implementing
structural changes in education, law, and politics of which many remain in place until today
(Hendry 2013, Nenzi 2008, Tipton 2R1&n important step was the nationide setting of the
age of legal majority which had varied over the centuries. In 1896, it vedly fiet at age
twenty for both women and men (Government Administration Online, 2018, Ministry of
Justice). Based on this legal implementation, the transformation of the cairauge
celebration into a national holiday occurred out of the enactment@®fQhbnstitution of Japan
AY wmdnT 0 Cdzard ¥djirhaA2016: ). TAS palt ivflthe Public Holiday Law, the
constitution included the establishment of sixteen official public holidays, one of them being
the comingof-age day geijinno-hi). It was deided that this holiday would be placed on the
15"2 F WI ydzZ NBEd 2A0KAY (GKS O2yadAaddziazys GKS |
I Rdzft Ga ¢K2 KIF@S 0S02YS I ¢l NB 2 §ondilriatakdd 0Sa |
wo jikaku shi, mizukarikinukou to suru seinen wo iwai hagemazabinet Office Website 2020,

Kobari 2005: 121).

This development of the comiraf-age celebration into a national holiday closely
NEBfFGSa (G2 GKS GKS2NRER 2F WAYOSYGSR GNFXRAGAZ
Ranger (1983). The scholars studied the creation of nations in the nineteenth canjuigg
that institutions representing the modern natistate used the practice of inventing traditions
as a means to communicate and induct certain beliefs into the newly created national subjects.
These claims were often legitimised by a sense ofrigstontinuity. As Hobsbawm states:
GLYDSYGISR GNIRAGAR2YE Aa GF 1Sy G2 YSHagityt aSi
accepted rules and of a ritual or symbolic nature, which seek to inculcate certain values and
norms of behaviourby repeti A 2 Y2 g KA OK Fdzi2YlF GAOFft& AYLI AS
1). Hobsbawm regards this as a phenomenon which aims to ease the uncertainty over a
constantly changing modern world; the idea of stable and invariant aspects of social life aim to

provide structure and ease any anxiety that might come from uncertainty and constant change
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(1983a: 2).

From this perspective, the comhoffage day was meant as a tool to unite the
L2 Lddzt F GA2y 2F GKS WIHLIYSaS yI (A2 yacapfaRé®NI G KS
into legal majority. For the construction of the modern nastate, a sense of loyalty and
belonging needs to be cultivated among its national subjects, for example. Durkheim has
indicated how rituals reinforce common values and beliefajelisas foster emotional bonds
and solidarity of the individual towards other members of their community, as well as society
as a whole (1912). Hobsbawm demonstrated how existing customs and practices were
modified, ritualised and institutionalised to atghe creation of an emotional identification
with the national state (1983b). Rituals additionally assist the socialisation process which
AKFLISa AYRAGARIZ £ o0SKF@GA2dzNE (GK2daAKG FyR LIS
Ordering Place, Peoplefd&k ! O A2y Q> ' YyOIKNRLREt23IAad { I Gadza A
WowBAldzr fa 2FGSy O2yadzyS GAYS:E Y2ySeés |yR SA
gK2tfS NIy3aS 2F a20Alft (ASa wX8 2KSy adz00Saa
WKAOK ONBIFGSa | Y2NB @l ftdzZ o6ftST LRoSNFdzZ O2y
118). Public holidays and ceremonies are in this way used to actively stage and perform the
nation (Hobsbawm 1983b: 263, 271). All of these practices aim for th@oredemotional
02yRa |yR f2erftde G2é6l NRax a ¢Sttt a ARSyl
sentiments then secure both cooperation on the level of local communities, while also
legitimating the governing authority held by the government.

While Hobsbawm and Ranger mainly focused on European nations, their analysis has
been applied to the Japanese context. Sociologist Minako Saito has argued that the
government of the Meiji period used rituals in a very similar way to create proud national
subjects based on their European counterparts (2006: 6). This included the establishment of a
KASNY NOKAOFf adNHzOUGdNBEE Fa ¢Sttt Fa I Of SI NE
FYR Wg2YSYyQ gKAOK g2dz R 0S dzyge.REuRlistic fadfeyd K |
based on Shintoism, which were promoted as being rooted in ancient tradition, bestowed
ritualistic practices, such as marriage, with notions of significance, authenticity, and
WWI LI y Sa Sy 9%\ aulurab entrepren¥urs @ndrganisations in the tourism and
gastronomy sector, such as hotels, restaurants, and shrines, started providing Shinto wedding
packages in line with the guidelines of the government. In a similar vein, sociologist Kristin

Surak has demonstrated how theateeremony played an integral part in the construction of
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this ideology of Japan as a nat&tate (2013). Tea was-rearrated as a symbol of the Japanese

nation during the Meiji period, and consequently actively used to unite the national community.

The main ambition of the government was to attain economic growth and stability through
GKAA LRaAldAz2yAy3a 2F (GKS WIHLIySasS ylLaAaz2y I a
2S5a0Qd LG OFy 6S | NHdz2SR (0 K I-df-agé éagwsdayasifilrS R OS f
way originally meant to unite the population of the Japanese nation under the banner of

K2y 2dz2NAYy 3 &2dzy3 | RdzZ 6§ Qa | OOSLIiIIyOS Ayid2 tS3l

The comingpf-age ceremony as a localised event

However, it is important to understand tkemingof-age day not solely as a national,
but as a local celebration as well. This localisation is mainly achieved through the execution of
regionally embedded comingf-age ceremonies.Ever since the 1940s, municipal
governments have beenin charge of managing the comingf-age ceremony.In a
contemporary context, ninetfive percent of all natiowvide municipalities held official
comingof-age ceremonies for young adults in their region (Ishikawa 2001: 3). Besides the
orchestration of an official ceremg, municipal government and communities might also
organise a side programme for the attendees. Sody percent of those governments
conducting ceremonies additionally installed a commemorative photo booth in front of the
venue, while fortyone percentsetup various additional attractions for the young adults to
enjoy (Ishikawa 2001: 3). As the main administrative bodies, these governments consequently
hold a big amount oinfluenceover the events. Besides the precise-getof the event,
another elenent to consider is the date of the ceremony. While the national holiday is officially
placed on the second Monday of January, some municipalities, such as the one in the city of
Y A G I |, Eukdolkanprefecture, hold the official ceremonies on the Sunday torithe
national comingpf-age day for example. Besides the actual date of the ceremony, the choice
of a venue also shapes the celebration in a significant way. The ceremony in the city of Urayasu,
Chiba prefecture, is famous for taking place at thellpcituated DisneyLand, for example
(Mishima 2020). This has resulted in the exercise of ceafiage participants receiving high
fives from Disney characters Mickey and Minnie Mouse as part of the official programme.

The comingpf-age celebration beconseembedded into the local context in this way.
This affects the celebration in significant ways. Anthropologist Arjun Appadurai has stated that,

although the term ritual creates an impression of mechanical reproduction, rituals always
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possess an active, gauctive and intentional character (1995: 210). Rituals, if they want to
stay relevant to individuals and society, must, according to Appadurai, be open to change and
adaptation in this regard. A loss of this adaptive nature would mean the decline ahcelev
for the community, which would lead to the eventual abandonment of it. Michael Dylan Foster
and Elisabetta Porcu, commenting on festivals in Japan, agree that ritualistic celebrations are
not rigid structures but that they are rather open to changd eminterpretation- be it due
G2 LREAGAOIEE ARS2t23A0Its FSaAaGKSGAOT 2N RSY
despite the value so often placed on continuity with the past, the history of [rituals] are almost
never characterised by 8ar progression or unified objectives, but rather by innovation,
RSolGST ONBFIiGAGAGE YR TftSEAOATAGEQ O6HAHANY H
Japanese studies scholar Melinda Papp (2016) has examined the childhood celebration
of shichigosaralong the aspect of adaptation and changeité\of passage for children aged
three, five and seveshichigosamas become one of the most popular ritualistic festivities in
a postwar context. The scholar has traced the development of the ritual, arguing that it closely
followed social changesNi® dza K2 dzi WI LI ySasS a20ASGeT WTFIF YA
children, modes of production, consumption, and closely related economic conditions
AdZNNR dzy RAYy3 AYRAGARdAzZrt fABSQ dunmcY myoO | ff
are conduted. Shichigosarns in this way not uniformly celebrated, but always open to
AYOGSNIINBGEFGAZ2Y |y R Sy 3| shiéhj&ahiitdaNs consianty Ketg Y Sy A
shaped through dynamic interaction between the individual actors (family and itben®m
the actors in the marketplace (shops, photo studios, restaurants) and religious institutions
0aKNAYSa |yR (SYLX Saoxr gA0K GKS YSRALF  LX I ¢
demonstrates that the expression and negotiation of a variety of aseicts as personal and
group affiliations and identity, interpersonal relationships, economic trajectories, and social
issues all shape the patterns and meanings of ritualistic festivities. The adaption of the
ceremony into the local context, as well as tihange of parts of the celebration to increase
the relevance for young adults, such as the decision by the city of Urayasa to hold the
celebration at DisneyLand, demonstrates how the corafrage day continues to be shaped
and modified according to d#ffent factors.
In the city of Kyoto, for example, a special committee was appointed to administer the
comingof-age ceremony in Kyoto in 2001. It consists of local politicians, as well as influential

business people and scholars from some of the univesdiased in the region. As outlined in
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one of the official documents, the goals of the corrofi@ge ceremony are, on one hand, to
WLINBY23GS OGN RAGARS WIS WYL yySALSLIZONESIERRNES dy 20 & K A
GKS 20KSNJ (2 SuRlyARWERisH (WS Of &d2RIAY/ @A RIKYSU i N3 IRATI&AIZ2 y
KIF2AYS (2 adz2NHz -kag200l)2 WhileSHisimight deyh@nstrate theéiariof the
committee to balance the celebration of the national with the local, it is difficult to assess what
LINBOA&AStEe Aa YSIyld o6& WINIYRAGA2YIFE WHLIyYySas
should be noted that Kyoto is predominantly considered as one of the most traditional cities

in Japan, attracting a wide range of domestic and overseas towhstsare looking for a

WGNF RAGAZ2YEFE WHLIySasSQ SELISNASYOS o6{dNI {1 HAW
NEIIFNRSR da WINIYRAGAZ2YITQ G6KAES faz2 NBLINBA
demonstrated through parts of the programmiswers wrapped isagamj a specific type of

WINI RAGAZ2YFEQ LI LISNI LINERAdZOSR Ay GKS NBIA2Yy S
F2NJ SEF YL S® ¢KS LINPINIYYS FRRAGAZ2YFEf & AyOf
as well as the national dmm of Japan. A focus is consequently placed on sustaining and
promoting both national and regional elements of cultural productions and thought.

Similar to the different attitudes in regards to the definition of adulthood discussed
previously, the comingf-age ceremony is equally open to personal interpretation and
meanings. This is exemplified in another finding of the survey by General Research; one of the
main motivations for young adults to attend the corraigage ceremony is to reunite with old
friends and acquaintances from school. This inclination was indicated binwfonpercent of
the respondents to the survey. For a significant number of attendees, it is therefore not the
formalities of the event but rather the socalvironment which motias young adults to
attend their local ceremonies. This sentiment was also mirrored by most of my informants.
az2yY2y23s gK2 L AYUGSNODASSHGSR F2N) GKAa addzRez a
itself was a bit boring, many people were talkingfoyado G A YS® L RARY Ql NBI f
they were tryingtoconveyi K2 dzZ3K X w¢KS Yz2ad AydSNBadiay3a Lk
a0K22f gl &4 aK2gys 6KAOK ¢l a &adzLlSNI yzadl f 3AoOH
saying that she enjoyed seeitite place which used to be of such importance to her life.
Therefore, rather than being inspired by the official speeches, Momono responded much
stronger to a video which depicted her old school. This illustrates that, while the ceremony
itself might be 6interest to some young adults, parts of it might not necessarily resonate with

all attendees.
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A similar attitude is illustrated by Ami who told me about the following occurrence:
G2 KSy GKS | OGdzZ f OSNBY2ye adil Nerfk&cermoryd LIS 2 L.
0dzi a2YS LIS2LX S adlé&SR 2dz2iaARS® L gl a I Oldz f
G2 32 AY wXB8£&d !'yR fFGSNY ahNARIAYyFEEe L (K2d
moment, | just wanted to stay outside anchigaout with my friends, which is more important
to me than listening to speeches by some people hdd (1 y26£¢£Pd ¢KAa | 002
illustrates the common attitude among young adults who value spending time with old school
friends much more thahonouring the day by attending the official ceremony. Ami particularly
stated that while she originally planned to attend the ceremony, she ultimately did not do so.
This illustrates that procedures do not always follow original intentions, that inds/achaaige
arrangements and commitments due to a wide variety of reasons. In this case, an attitude
seems to have developed spontaneously which resulted in Ami and her friends not attending
the official ceremony; they rather preferred to spend time with anether outside of the
venue. Young adults may take the liberty to celebrate the day on their own terms in this way.

This sentiment of carefreeness is not welcomed by everyone, however. Some social
commentators regarded this as a negative developmeng\etithat young adults are not
taking their comingpf-age seriouy enough and are therefore postponing the acceptance of
adulthood and the responsibilities that come with it (Hendry 2013: 139). Sociologist Makoto
Kobari points towards the discourse oSth W NXzA y SR 3G 2 YOSWHrEra sefirS 4 Q 6
shik) in this regard (2005). This discourse and the general anxiety attached to it has been
fuelled by newspapers and television programmes which, since the late 1990s, are circulating
stories on the chiigh and indecent behaviours of some attendees (Ishikawa 2001: 1, Kobari
2005: 126). It was particularly an incident in 1999 which received heightened attention. When
Egyptologist Yoshimura Sakuji of Waseda Universityagapeech at the ceremony in théyci
of Sendai, Miyagi prefecture, many young adults engaged in private conversations or looked at
their mobile phones rather than listening to the addressahi Shinbud999, Kobari 2005:
119). The renowned professor consequently stopped his speech datseattendees during
the ceremony. This led to the publication of an official statement by the mayor of the town,
Cdz2AA | F2AYdzZ |LRf{23IAaAAYy3I FT2N) 0KS @&2dzy3 | Rdz
young adults consuming alcohol in publicimterrupting the official programme of the
ceremonyhave beerOA NOdzf F 6 SR 6& (GKS ylFaA2ylf YSRAIFZXZ ¢

over the lack of manners and maturity of young adults.
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' y20KSNI LRAYG 2F | yYEASG@& A & cefedial bdSasibnS A JS R
such as the comingf-age rite of passage. Keniji Ishii argues that in contemporary consumer
society,harefestivities are mainly used and exploited by commercial industries as vehicles to
drive sale numbers through the production amarketing of specialised themed products
(2009). The scholar fears that, due to the continued modernisation and urbanisation efforts
pursued in the postvar period, a communitpased lifestyle has been replaced by tendencies
of plurality and individualis@an which is largely supported by contemporary consumption
practices. Taking the ceremonies of the corufigge as an example, Ishii argues that the
ritualised practice in its contemporary form has lost its impact and significance when it comes
to bestowng a sense of adulthood and responsibility onto the participants (2002394
leading to such scenes as outlined above.

Melinda Papp however reminds us to be wary of suchsiuhed portrayals and arguments.

The scholar argues that commercial acegitiave always played a role in rituals, and that this
R2Sa y24 YSIyYy GKFG GKS FSadAgdAriirB Commergial I NB
activities can rather be regarded as supporting the local economy while also assisting
individuals in the daily life to create meaning and purpose. To say that one aspect excludes

the other greatly oversimplifies these processes. For some conservative social commentators,
WoieKS at AaKGSad OKFy3aS Ay NRGdz f uthedtiily A& 27
also because adherence to tradition and to an unchanging stable pattern and meaning is
O2yvyyYz2yfte 2dzZRISR ' a GKS fSAAGAYFGAY3a F2NOS 2
According to Papp, plurality and individualisation are not cetelgl negative but rather

provide individuals with more freedom of expression and choices when it comes to life patterns

and views (2016: 75). Minako Saito agrees and argues that individuals can in this way customise
and individualise rituals and are inglway free to create and sustain their own traditions

(2006). Lessened constraints enforced by national, cultural and social considerations allow the
Ll2adaAroAtAide G2 ONBIGS 2ySQa 26y AYOdSNLINBGI
according to Sto, fosters inclusivity for many people who might formally have been excluded

from rituals. Any adjustment of the normative ideas surrounding the ceofiage ceremony

consequently open up possibilities and create greater inclusivity and diversitywaythe
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An introduction to dress at the comuudrage day

Image 1: Dress styles of young women at the comifiragge ceremony in Kyoto in 2018. Sketch composed by

the author.

Dress plays a significant role in ritualised celebrations. As discussed in the introduction,
dress relates to objects, such as specific garments and accessories, as well as bodily
supplements and modification, such as hair styling and fuplegplicationiicher 2000: 422).

These objects and practices are classified as immensely important to the construction of the
ritual experience; they are able to convey symbolic meanings and messages to the ritual actors,

as well as their surrounding (Kalland 1995: P&pp 2016: 183). Historical comimigage rites

in Japan, such as the earlier mentiorgghpukuand mogi included dress as a significant

element to symbolise and manifest the social change which was tied to becoming an adult. As

part of themogirite conducted for young women, for example, an older female relative would

GAS dzLJ F'yR ateéeftsS GKS LI NIAOALI yiGQa KIFANI gKAC
2009: 7, Choi 2006: 74, White 1993: 41). This procedure was katledgeand finalisedhe

transformation of a child into a woman. This procedure is somewhat similar tetipeiku
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NAGS TFT2N) @2dzy3d YSY RdzNAy3I gKAOK GKS LI NI AOA
crowning with areboshj the blackacquered headgear worn by all neladult men (Caswell
2009: 8, Haga 1991). Dress in this way assisted in the creation and performance of a new
identity and social role.

Dress also plays an important part in the corufigge celebration in contemporary
times. This importance is exemplifien the newspaper reportage, with none of the articles
FrAEAY3 G2 YSyaAzy GKS | GGSy m&Sgiotes S5 AD® € KS
festive dress) in this regard. Melinda Papp explains how, in the Japanese context, a clear
distinction is made between everyday wear and festive dress (2016: 187). Everyday wear used
to be referred to askegi, referencing the previously explained notion k&f linked to
profoundness and ordinariness of everyday life. Festive dress was and still reamlaens t
linguistically labeled dsare-gi. Numerous folk customs used to be established around the first
donning of a nevhare-gi; ad KA y OK Il ¢&/2A (- S\NUlfifasddz WINBSGAy3Ia 27
was commonly offered at the village shrine to mark theasion, for example. Whilst such
LIN OGAOCSa IINB y2i 2FFAOAIf @ 20aSNBSR lyegyz!
hare-gi elevates the dress of the young adults to realm of the sacred and extraordinary, which
is similar to the previously explad connotation which is invoked of labelling the conufig
I3S RI&KFNBRIe 27

Scholars have argued that ceremonial dress often follows specific conventions and
norms, nonverbally expressing significant values and beliefs, as well as rulesdamtglon
what is deemed as appropriate behaviour and conduct (Friese 1997, Kalland 1995, Miller
Spillman 2019b). These notions are certainly of importance when it comes to dress at the
comingof-age day, where certain norms in relation to gender have lkestablished; women
are expected to dress in kimono, whilst men are envisioned as wearing suits. These norms are
disseminated and manifested by the national newspapers. Within all images throughout the
articles, young women are exclusively depicted as bdriegsed in full kimono ensembles,
while young men are without exception represented as wearing a suit matched with a collared
shirt and tie (see image 2 for an example). This depiction clearly establishes the two main types
of clothing ensembles which azkaracteristically communicated laare-gi for the comingof-
age ceremony; kimono and suits. This narrative is also emphasised on a linguistic level which
RSAONRGSA @&2dzy3 I Rdz ( & furisddekinm@a sha braddflS & a4 S HzA A ¥ Q
(hanayakah T dzNRA &2 RS & I, Mafniichi S8hinblie/a, K. R4). an ( a dz
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Image 2: Photograph usedYmomiuri Shinbu®&/1, p. 29.

It is consequently not any kimono, but specificaflyrisodekimono which is presented
as part of the normative discourse hefidne longsleevedfurisodeis considered abareqi,
ceremonial wear, and mainly reserved for unmarried women to wear at formal occasions
(Dalby 2001: 172, Goldste@idoni 1999, Milhaupt @4: 38). The connection between
furisodeand girlhood comes out of this historical context with the garment mainly being worn
by children of affluent families during the Edo period (Sawada 2006). Affluent families were
conscious of making a distinctiontbé SSy | RdzZ 0 I yR OKAf RNByQa Of
therefore starting the practice of dressing their children in different types of garrothisir
own. TROKAf RQa 3IASYRSNI g a ftaz2 AyONBlFraiy3date O2°
design, wih designs for young girls including flowers and birds, while those for young boys
dominantly featured warrior motifs.

This connection continues to be sustained through contemporary kimono publications
which narrate afurisodeas the ideal garment for cddeatory { | Y 1 2 yoécdsiérs An a
present-day context In Furisode Kinenpifor example,furisode kimono are linguistically
RSAONAOSR Ay (i Kusodeifdkimans witfi Bng gléeded, Whic is considered
the most formal garment for unmarried women. It can be worn not just to the ceofiage

OSNBY2yeés odzi Sldzrtt& G2 F2NXIf 2OQGurisode2y a a&ad
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to wa sode no nagaiAkY2y 2 y2 1202 62 AAI YA]2¥¢hkiczaSA
RFETSRSYIF{dzZ (1S112YaKA{A Yyl R2 y2 pfob)YBeddes/ | o1
widening the potential places and occasions to wéarsodeto, the garment is also gendered
asa garment exclusively worn by women. Through this narrafimisodekimono are often
YENNI GSR d WIiKS ydzyo SNI 2y SfurB@iedalmikonfodebnd & F 2 N
RI A A OKarisoN&Smisuki, p. 24), linking the garment to a specifitegand also marital
status.

Gender consequently plays a significant role in terms of categorising dress at the
presentday comingpf-age celebration, with the two different dress styles being based on the
two binary gender categories of male and femalea GoldsteirGidoni has applied theories
of gender to her analysis of cominiage dress (1999). The scholar argues that the gender
RAAGAYOQOUAR2Y GAGKAY WFHLIySaS a20ASG& Aa Of 2a S
2S3GQ | yR Yewtwaheh Qithin ik setting the maintenance of tradition and
0KS K2dzaSK2ftRY gKAfS YSyYy IINBE NB3IFINRSR la wyz2
NELINBASYld Y2RSNYy:I W2S3aG6SNYQ ARSFHa FyR (K2dz
symbolicdly and visually expressed in the difference of dress that are deemed appropriate for
formal occasions, with men being encouraged to wear suits and women kimono.

The general gender distinction has long been part of the normative discourses
circulated in Jagn. Up until the seventh century, men and women generally wore very similar
types of clothing (Dalby 2001: 27). This started to change during the Nara period, and
particularly at the Imperial Court where dress practices became modelled on the styles
favouSR o6& (GKS NHzZ Ay3 Oflaa 2F (GKS [/ KAySasS ¢Q
RAAGAYOUA2Y 0S06SSy (GKS (¢2 3ISYRSNEZI FARSR ¢
each side, has been sustained. This binary gender distincti@mtt¢esionallypeen disrupted.
5dzNAYy 3 KS gR2IFIBENRSREfORSYWR2dzyd LISNE2Y QUOZ |
appearance and variable sexuality, was often depicted in artworks, prompting art historians
Joshua S. Mostow and Asato lkedatoreférto] A& nl WIiKANR ISYRSNID OH
it is difficult to assess how common the identificatiogds | | r@alyrwas, and consequently
in how much influence this identity category had in destabilising existing gender norms.

In the context of contempors Japanese society, the gender binary between men and
women appears stable and set. Scholar Mami Banba illustrates that gender roles are clearly

emphasised and communicated from a young age in an educational setting (203).: Blis
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includes the cleaassignment of a gendered dress code. As part of their assigned school
uniforms, boys generally wear trousers, while girls dress in skirts. The aim here is to strengthen
the different spheres obtoko-rashii(the masculine) andnnarashii(the feminine) tihough
dress and expected condutt.K A f RNBY YIFNJ SR 4 SAGKSNI WFSYI f
to learn to navigate a wide set of expectations and beliefs to be able to correctly perform their
assigned gender role. Feminist scholar Judith Butler hasfieeémender as performative in
GKAA o1& omMmdpp OomMppnBOd ¢KS AO0K2f I Nxhdtisl G§Sa
constituting the identity it is purported to be. In this sense, gender is always a doing, though
not a doing by a subjectiv2z YA 3IK(G 65 &6 AR (2 LINBSEAAG GKS
argues that man and woman act in a way as if gender reflects an actual internal reality, and not
a construction of society (Butler 2011). Gender is consequently produced and reproduced all
the time though acting, speaking and behaving in certain ways (see also Entwistle 2015, Kaiser
2013, Kitamura 2017, Monden 2015, Reilly 2009a, Wilson 2003). Coiraigg dress is
assisting in the maintenance of binary gender categories and performances.

Another finding of the newspaper analysis is that a strong emphasis is placed on young
g2 Y Sy Qa -of@age\dress.arhis is exemplified by the photography used throughout the
articles, which all present a much bigger focus on the female participantsandrigss. Of
all fourteen images used in the articles, a total of eleven dominantly feature young women as
the main subject (see image 3 for an example). Only one imAgalkn Shinbudepicts a more
mixed crowd, but even here the female participantsifdhe visual centre of the photograph,
while the young men wearing suits are placed on the sides of the frame (image 4). Not a single
photograph with a focus on male attendees was used throughout all newspapers, illustrating

the representative function gfoung women and their dress.
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Image 4: Photograph usedAsahi Shinbyr8/1, front page.

This focus is also strengthened through the textual elements of the articles, with the
focus also linguistically placed on the dress of young wok@rsodeare throughout the
articles much more numerously mentioned than suits, for example. Within stefdiv
paragraphs of one of the articlesAsahi Shinbyrthe fact that figure skater Miyahara Satoko
was donning durisodekimono for her attendance of the ceremony in Kyoto is mentioned
twice, detailed with the further remark that this was the figuyelsi SN & FANBRG GA Y S

specific type of kimono in public (9/1, p. 19). Besides the frequency, it was also the amount of

56



RSGFAET @6KAOK Llzi GKS fnisdtdeRSoNdrather thiad Sigsiivihiey Y I A
separate articles ityomiuri ShinbyrMainichi Shinbumand Kyoto Shinbuipointed out that
a A e I Kfuridhbleas coloured red, one article Yomiuri Shinbuadditionally identified the
pattern as a flower design (9/1, p. 15).

Many scholars have identified the kimono industry as one ofhia actors behind
pushing the image of a young woman in a kimono as the ideal figure of a woman in the post
gF N LISNA2R 6LGN FYyR ,F2AYF HamcE *Ff1 HAMTZ
practice at the comingf-age day. This is evident in ¢emporaryfurisodemagazines and
catalogues in which the comuud-age day is often framed as the perfect day to wear a formal
kimono. The comingf-- 3S 2F |38 RIF& Aa Yyl NNI sl & Wi
KFEyYyFeF1Fylr FdzNA & FRSIdeKmhendpAR) ghd as e plate where one
YI1Sa (§KSAN Wirigode? Befect BS@dAALY) foroexample. Indeedhe
celebrationoften marks the first time a big part of the female Japanese population dresses up
in a full kimono ensemble, with many of my mtewees stating that they had not worn a full
kimono outfit prior to this occasiénMany young women are certainly eager to make their
WiAY2Yy2 RSo60dziQ 2y (K gnc®that aroundBidetgiglit peycBnt of y G K S
FTSYFES | 00SyaRB8ssdeéhseRdear e donfingf-l 35S OSNBY2y& oL
Yajima 2016: 146).

This dominance dfirisodehas not always been around, however. During the 1950s,
while kimono was a popular dress choice for the female attendees of the cofragg
ceremo/ A S& G KNRdJzZIK2 dzii  Gskl8 clothesdmére edually rebar8edl GSay Q
feasible option (Ishikawa 2001:19). Both clothing types were regarded as valid options and
were worn for the ceremony until quite recently. An informant of mine who attenided
comingof-age ceremony in the town of Setoda, Hiroshima prefecture, in 2000 reported that
a significant number of young women did not drestiisodekimono but rather opted for
suits or even dresses (see image 5). The town of Setoda has a corepasatall population,
so it could therefore be the case that there is a difference between rural and urban areas.
Based on my own observation and accounts from my interviewees, only a small percentage of

female attendees seem to dress in suits or dregstse ceremony in the preseitay context,

2The first time besides being dressed in kimono for the annual celebofbithigosanat the age of three and
five for boys, and seven for girls (Papp 2016). Individuals are generally too young to remember this occurrence
however, which is plared and organised by their parents.
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however; neither could | identify a single young woman in a suit or dress in Kyoto, nor did any
of my interviewees, even the ones which attended ceremonies in more rural areas, recall
seeing a young woman dressits way. This does not mean that these types of garments
have completely disappeared as opsdar women, but it can be concluded that the actual

percentage of female participants wearing thésens of dresss likely very small.

Image 5Young adults attending the cominfrage ceremony in Setoda in 2000. Photograph used with the
26y SNDa LISNX¥YA&EAA2Y D

Furisodeare consequently dominating both the medepresentatiomnd also actual
dress practices of young women on the corofigge day. It | YR | I 2A Yl KIF @S |
the garment has become a kind of uniform, and that, as a consequence, a young woman in a
furisodehas become the symbolic figure of the comaig 3S OSt SONF GA2Y 6L
2016: 16). My analysis confirms that national/spapers assist this process of framing a young

woman in durisodeas representative of the comistg-age celebration.

Conclusion
This chapter has introduced the context of this study; the cowitage day in

contemporary Japan. | have demonstrated hois important to understand the comirag-

age day both as a national, as well as local celebration, with both aspects influencing the
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execution of the regional ceremonies. | have also hinted towards existing tensions and
contestations of meanings in raga to the comingpf-age day, as well as adulthood; while
actors such as the ceremony organising committees and national newspapers might push a
more conservatively idea, young adults themselves are also aiming to shape the meaning of
adulthood, and withtitheir celebration of the comingf-age, in their own terms. Some social
commentators hence question the usefulness of the corofrege day. Others welcome the
informal nature of the event, indicating thatopens up possibilities and creates greater
inclusivity and diversity.

In terms of dress, a preliminary conclusion which can be drawn is that parts of the
mainstream media and kimono industry actively sustain a normative ideal of dress for the
comingof-age celebration. A fullirisodekimono ensemble is communicated as tloemative
GeLl)lsS 2F Of20KAY3 F2NJ FSYIFES LINIGAOALI YyGAZ |y
form of dress for male participants. With diverging clothing choices not part of the visual, and
also mainly linguistic discourse presented througllo@thewspapers, a normative idea of the
WNRAIKGQ {1 AYR 2 Fof-dgeNder@mionyTis2ebtablisiied andDsistalingd3 As Papp
stated, objects which express core norms can emerge as symbols in the ritual. Referring to the
shichigosarcelebration, the® K 2 £  NJ Kl & I NHdzSR GKIFIG FSadAiAdS R
the most visible and important symbolsifichigosa® o HAMcY mMycOLd ¢KAA Aa
it comes to the comingf-age day where a young woman ifuasodekimono has become

the mostrecognised symbol of the celebration.
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Chapter 2: Becomingamato Nadeshikd@ he idealised image of a young womanfurigode
kimono

In the previous chapter, | have demonstrated hovuasodeclad young woman
symbolically represents the cominffage celebration. This chapter will now further
investigate this image.

An importantforce shaping the perception of a young woman ifugsodekimono is
the kimono industry. The industry produces and distributes a vast range of promotional
materials specifically focusing @urisodefor the comingof-age day. Many shops advertise
their product range through catalogues which are produceubumseand distributed free of
charge. Established publishing houses also release a varfetysolemagazines, many of
which are produced in close collaboration with the industry (Tanabe personal interview 2018).
Furisode KinenbiShufu to Seikatsusha) ardirisode Bijori(Shinchosha Publishing) are
examples omagazines whose maaim is to advertise comingf-agefurisodeon an annual
Ol AA&dd alyeée @2dzy3d ¢2YSyQa LlzotAOFGA2ya GF NB:
twenties also promote differeritirisodestyles by including specific photo series or by releasing
annual comingpf-age special editions of the magazines. Online communication has also
become immensely important in the last decades, with shops and brands using websites and
social media aounts to further widen their outreach.

This chapter will examine these publications in detail, focusing its discussion on one of
the furisodedesigns most often featured; th@tenpattern design. | will analyse the discourses
and narrativessurroundingthe style, arguing that th&oten design is closely linked to the

production of an idealised image of a young woman in a kimono.

The Normativé-urisodeDesign Thekotenpattern

One of the mairiurisodekimono design advertised and produced for the corafig
I 3S RI & A #otefQldo SKIASR AILASORFAO adGetS Aa SYoSRR
WI LI ySaSQ KS NXKoiehist&indd gyRhe haRy& BidlidnaryofRlapanese Language
asaphN} &S NBFSNNAYy3I (2 WI y OiSiyKiz ya GNIMLIBEIZS yNAYUF SyA]
Marking a kimono style &®tenconsequently creates a mental image of a design grounded in
ancient Japanese tradition and thought. Ketesignfurisodeare introdued as garments
gKAOK ' NBE WONBIGSR 2dzi 2F | Rrthbrnadddé @amdSy a s
sensaina biishiki no yotte umidasaferisode Biyarp. 10), representing th¢ K S I NJi k & 2 dzf Q
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kimono kimono no kokoroor kimono kokorh The wordR S Y&l ¢ KA OK OFy o6S Gl
W{i NI FoAAGKA22YY B |6A 22002} i a Wokd yfleti Uséd An this context. Headlines such
a4 WoNI L) 82dzNBSE T Ay dzd 8 Hztlzdzh Rzl A WY RIKZ $3 §2 (0 RE ¥
TAKAZEN catalogue, p. 38jnbnstrate ideas of longstablished practices and a profoundly
@t dzSR Odzf GdzNI £ FyOSauNB® ¢KS @l tdzS yRI AY
design is further strengthens through narratives ofkbeena @ £ S I & Wy 20 Ay T dzS
(NENTI YA &l @ara Rulisbds Biyon. 60) kdbtérSufisodare in this way framed
Fa GKS WONHZSQ | YR 2 NA 3 A Y IkbtenBiybezad sBpérior oMdBaihdrt (G A y 3
designs.

It is particularly the pattern desigmhich is an important aspect in the creation and
maintenance of this discourse. This significance is occasionally emphasised through a depiction
of the garment not just as a form of clothing worn on the body, but also through the display
on a kimono standsee image 6). The exhibit&dtenfurisodeis in this way presented as a
piece of art, with its pattern being in specific need of close inspection and appreciation. The
dza S 2 F LIKNJI & S &otenld#OK (i 3 S 2 )i K2 RidkEsodeKenyid. |
Hy O Yy R W3iNFRAGARAYKZY W I ykdsis kiygnolf:aiaiEityua p. o

2) further maintain the traditionalist discourse surroundingkbgenstyle in this context.

2 LIEHmEMNF &L

/gl 1 = M7 I= B - B G

LYF3S cY ¢KS O2f dzvy vy I NNI A yRrisod& Byargo ®14dzie 2F GNI R
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An important feature of the pattern design is the specific placement of design elements
GKAOK RSUSNNAYSEA | 1 AY2yheQsymrheSigaBohtinuddeb® S NBE Y 2 y
Y 2 edrrangements are regarded as ceremgnparvasive and repetitive patterns called
komonf NB 3ISySNIffteé O2yaARSNBR fSaa FT2NXYIFf o5 ¢
{ K A-iai 2018). This distinction is partdgsed on the resulting visual impression when the
kimono is worn. ThebaY 2 eéphttern creates araccumulation of a vast variety of different
motifs on certain sections, such as the part below the obi and the left shoulder, for example,
resulting in a visal impression of abundance and prosperity. This impression is different to the
komon design whose pattern produces a more balanced impHKwoten designs almost
exclusively employ theebaY 2 & pattern arrangement to communicate notions of
ceremonialnessdd T2 NI f Aded vdz2iSa &adzOK | & Wadzadl of
(hatachi no demon ni fusawash’kku t SNF¥SOG . hhY L mMo0O SYLKI :
appropriatenessor the comingof-age day.

The individual design elements making upkbtnpattern design are also immensely
symbolic and aim to communicate a specific understanding of Japanese tradition and thought.

The dominant use of specific plants as the main elemerkstehdesigns can be linked to a

specific cultural discourse whichYf& & WWI LI Yy S& S L¥pprédatiSed ndtute. A YY Sy
This discourse is deeply embedded into the consciousness of many Japanese citizens through
annual, natiorwide events and performances such as the festivities surrounding the
appearance of cherrylbssoms (Ackermann 1997, Martinez 2005, Moerad Skov 1997,
Nakamaki 1995, Rear 2017, Saito 1985, Shirane 2011). The narratives surrounding kimono
patterns have also helped to maintain this sentiment, with established authors reminding their
readers to e aware of the season when it comes to choosing a kimono pattern design (Kimura
MPDPTE HAMANIZ! dzfi KB RI K MY D Bl / KA Kt isddvicedeoNdarS E | Y L
wearinga specifidlower pattern about one month ahead of the actibssomingof the

drawn flower, and to wear it until just before the flower blodnso H A M T 0 P

Koten furisode designs reference theeasonal periodf the comingof-age day
through an employment of the tygeof plants and flowers which bloom in late winter and
spring; camellia, plum and cherry blossoms, as well as peony, wisteria and narcissus appear
most commonly on these patterns. These elements consequently provide the garments with a

symbolic notion of aeasonal celebration of naturéhe use of certain plant combinations as
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part of the pattern, such as the pine, bamboo and plum blossom combination kneaikas
al yRIPAGSNI £ & WIKNBS TahdBi&ryMR4 173)% a fukhgria®eiD 0 0 5 dz
02 GKS RA&O2dzNBRS 2F aSlazylf FLLNBOAFGAZY Y

Another aspect which subtly communicates a specific understanding of Japanese
tradition and heritage is th&otenRS&aA I3y Qad NBE AL yOS 2yoloyy2 i A Fa
Chrysanthemum flowers and cranes are examples of two motifs commonly incorporated into
kotendesigns which symbolise the Japanese na@bmysanthemum flowers are regarded as
the national symbol of Japan. They have long been imagined to be reprgsiée sun
goddess Amaterasu, the believeddo S Ye G K2f 23A 0Lt FyOSada2N 2F
chrysanthemum flowers form part of the official emblem of lim@erial House of Japamd
are prominently placed on the cover of Japanese passpoits/(2@01: 89, Ministry of Foreign
Affairs 2019). Contemporakptendesigns often feature chrysanthemum flowers and, in this
way, provide the patterns with a slight nationalistic notion. The motif of the crane holds a
similar position in Japanese culturedas believed to have been used as a decorative element
since the Heian period (Bender 2013: 54, Dalby 2001: 310). Regarded as mythical creatures,
cranes are appreciated for their nobility and elegance (Nitani 2013: 248). A specific pattern
calledunkakumoné 1 KS WONJ yS FteAy3d (GKNRdJZAK Of 2dzRaQ
these birds with motifs of clouds, and has in contemporary times been reserved for robes of
the Imperial family. The usage of the bird on contempokaten designs consequently
coYYdzy AOFG1Sa | aLISOAFAO ARSI 2F WYWWIF LI ySaSySa:
beliefs and customs.

Other design elements employed on th@ten pattern symbolise a sense of
auspiciousness and blessing, which also strongly maintains the idea of traditional cultural
ancestry. These symbols are most commonly representations of objects originating from
customs associated with the imperial court of thara (716/94) and Heian period which was
strongly influenced by the prevailingQl y3 Reyl adeée 2F / KAyl O6bAlGl Yy,
214). Oxdrawn carriages, a symbol of status and affluence (Nitani 2017: 286), as well as
takarazukushdesigns coristing of all kinds of treasures are examples of artistic motifs which
are frequently incorporated into contemporakoten designs. Octagonshaped boxes
containing a shelnatching game calle#taioke are another example of the continued
significance oftte visual culture of the Heian period on contemporary patterns; the game

gained popularity amongst young noblewomen in the tenth century and became an essential
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ONARSQa (NRdzaaSldz 608 GKS 9R2 LISNA2R 65dzaSyosS
consequently associated with weddings, leadingartioincreased inclusion of the motif on
kimono for young girls and women (Jackson 2015: 286). These visual motifs therefore further
AONBY3IIGKSY GKS yINNI GAGS 2 Roteip&ttdn. Wi NI RAGAZ2Y | §

The use of specific colours equally plays a significant role in theenaioeof the
traditionalist discourseRed is the colour predominantly used as parkatendesigns. The
shade of crimson, particularly when combined with white, symbolised gmtune and
auspiciousness within Japanese culture (Hendry 1993: 16, Shirane 2011: 46). The use of the
colour onfurisodeRSaA 3ya O2yaSldSyidfte SYLKIarasSa GKS
ceremonial and festive occasion. A sentiment of superiority aber colours is expressed in
the common practice of publications to place afigtsodeon the first page of a photo series.
t KN} & Sa & dzOK furisaile [W&irhafihe] rédy Ll Bve@ By everyone, red is the royal
colour pffurisodgQfurisodetoh So+ {1 F® R2yFdF ({FN} Y2 ,101FY
Furisode Daisukp. 12) communicate this sentiment in a verbal manner. This results in an
AYFAAYLFGA2Y A ONAYAZY & 8ANKEBSKRE D tdbanhgydiSy (A 2 Y
Furisode DaisukilJ® pc 0> O NAY3IAYy 3T 2waino kokod werkagia 8k OS 2 F
kimono heatrts, p. 4). Itis particularly the combination of crimson with the above outlined floral
RSaAdya ¢oKAOK O2y@Sea |y 2rakckRadeintheaSdh:@&skic Sy OS
NER O2Y0AYSR 6A0GK I teibdln®Rakad th ®rgdeishonfirtind Kahei noLJF G G
besuto konhiFurisode Perfect BOQK 5). Thd&otenpattern, often combining floral patterns
with the colour red, is therefore imamggd to be superior over other kimono designs.

Another narrative which is employed to communicate the excellence and authority of
the kotenpatternis the crafsmanship behind the design. This is exemplified in a column in
Furisode Biyorvhich introducesV (i NI RAGA 2y I § @GRl & yR Yy R)AKIN § {i & NJ
itsreaders (pp. 36 M>X AYI IS TOP ¢KS AYUNRRIzOG2NE &Syl

N>

dyeing over embroidery to hardtawn motif patternsfurisodeare filled with traditional
techniqued S dzie | YR a@YS0 ed A HKIBZEno yII R2 y2 3FJIAKI |
FdZNAa2RS yA ¢l RSyidl y2 411+ G2 36)ADifféarent | 2 G 2 K
types of artisanal production methods, such as the two different embroidery te@smju

Sagaraand Kanagomaare introduced in this section. A focus is placed on the intricacy of the
artisanal process behind them. TBagaraembroidery technique is described in the following

gex F2NJ SEI YLX SY W2 A(K | gvenBessSagarisicorBileyedl & K K 2
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0KS adzLINBYS GSOKYyAIl de 2R\8 o] VB2 ¥ ANUS Bd KB VS NI & A
AKAAKN y2 yIFE1FRS g1 &l Alpl36)Theydea oBKNf@ drisdndz G 2 &
labour which is necessary in the pootion offurisodeis consequently communicated and
emphasised here. Whilirisodedesigns are mainly produced through muclesgrer and

efficient methods such as ujpt printing in a presentlay context (Hall 2020), the relation

between contemporarkoten designs and their original production methaesl$ighlighted to

foster admiration and appreciation for it.

3927 382,007

|
’Y’ e

LYF3IS 1Y /2ftdzYy Ay dNERRdzOA yFiriscHé BiarRoA 36412 y I ONIF F i a

Descriptions emphasising the long history of these craft traditions additionally frame
thekotenRSaA 3y a4 WINI RAGAZ2YI f f Hioghd dederifed asdelg ¢ K S
worn by the families of the imperial court during the Heian perios&tX¥ample Furisode Biyari
p. 38). Descriptions like these narrate a link between a period in the distant past which is
generally recognised and admired for the prominence of its imperial arts and crafts (see, for
example, Dalby 2001, Hendry 2013, McCgho@999) and types of patterns employed on
contemporarykoten designs. This narration of an unbroken and continuous connection
therefore fosters a sentiment of preciousness and high value, aiming to communicate notions

of esteemed cultural heritage and astry.
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Another aspect strengthening this discourse of the superiority oktten design
relates to the artistic interpretation of the symbols and motifs as part of the paterkoten
designs, a specific artistic interpretation which is reminiscent of the Japanese painting style
termed Yamatee is dominantly usedYamatee is believed to have originated in the Heian
period and was often applied as a decorative element on furnishingirtipscrolls and folding
screens in Buddhist temples, as well as the residences of the upper class often featured items
in this style (Mason 2004Being decorative and ornamental in nature, its application evokes
feelings of classiness and artistic maste&vhen used on contemporarioten furisode
designs.The utilisatioof specificpattern types, such as the sided tortoiseshell] A 1 1 |l
interlocking circles di K A, lrdudid waveseigaihaor paper stripesioshj as well as patterns
based on timeconsuning dying technique dfanokoshiboriandall strengthen this sentiment
of refinement and high craftsmanship which are communicated through these patterns.

Thekotendesign, through its different design elements and accompanying linguistic
narrativeis @ y a SljdzSy Gt & SY0oSRRSR Ay | RA&O2dz2NES 27
imagined long history of cultural ancestry and heritage. The design therefore creates and
maintains atraditionalist idea of Japanese identifjhis type of identity constructiohas
attracted much scholarly attention, most prominently in the discoursenilbnjinron
Nihonjinrod f AGSNYI ff& WikKS GKS2NB 2F GKS WFLIySas
people as a homogenous race who possess a cultural purity, uniguamésuperiority due
to their long, continuous history (lvy 1995, Rear 2017, Surak 2013). It asserts Japanese people
as being tied to one another through a strong group consciousness, with social obligations
strongly valued and coherently followed (Re2t2 6). Hence, harmony and group affinity are
imagined as being valued over individual forms of expression and thought.

The nihonjinrondiscourse first appeared during the Meiji Restoration in the- mid
nineteenth century. Japan was constructed as a nation during this time, anthtirginron
narrative assisted in the reimagination of the people as Japanese national subjects (Goldstein
Gidoni 1999, Oguma 2002). Prior to this development, Japamitadsseda long period of
political stability and peace. The reigning Tokugawa shogunate had enacted the policy of
sakokw f AGSNI £ f & WOf2aSR 02dzy i NE QUwaksthematside = Sy ¥
world (Hendry 2013, Nenzi 2008, Tipton 2015). This meant that for over 220 years, only very
limited and always regulated contact with foreign subjects occurred which limited the general

exchange of goods and ideas. This period of isolatitded in 1853 when Commodore
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Matthew C. Perry, who was sent by American president Millard Fillmore, arrived with his black
ships in front of the harbour of Uraga and demanded the opening of the ports of Japan to
foreign trade and shelter (Saeki 2005, Bow999). Japan, which had not engaged in any
militant enterprises over the last 220 years, lacked sufficient forces to repulse these demands
(Banno 2014). The shogunate therefore gave in, signing the Convention of Kanagawa, or the
JapargU.S. Treaty of Pea and Amity, on 31 March 1854. The following years were marked by
a civil war between the traditionalist and modernist factions of the country. The modernist
faction emerged victoriously and placed the forwknoking and westerwelcoming Emperor
Mutsuhio on the Chrysanthemum Throne in 1868. In an attempt to position Japan as equal to
the Angle! YSNR OFy F2NOSasx GKS 3I2F8SNYyYSyid SYoNI OS
industrialisation by reforming the educational and governmental system of the country
(Hendry 2013). A markelriven economy as well as many newly developed technological
advancements and systems were equally implemented within a couple of years.

This was the time when a discourse of the Japanese nation and Japanese national
subjects staed to appear(Gordon 2012, Rear 2017: 7). Before this time, a sense of national
unity was not that strongly established, with individuals identifying themselves more
dominantly as members of feudal domains and villages (Oguma 2002). The appearance of a
WS30SNY hiKSND a2YS¢KIG aKAFTUSR GKS F20dza 27
a national level, however (lvy 1995: 4). Tha@mwagination of objects and practices as either
possessing a Japanese origin, linguistically indicate@,byr of Western origin, linguistically
indicated byé llwas an important part of this new national discourse (Gordon 2012). This
dichotomic differentiation was applied to clothing for instance, and Japanese clothing were
from then on titledwafukiz £ A (0 S N& 6 f & NB &vA QlhpgnBsk tiGhing/ ey
referred to as® I| ¥zl W2 Sa 0 SNY R KB feiv Qategokisgtioniofa®atole, Mg & >
LINSQPA2dzat @8 RAAOdzAEaSR WINIRAGAZ2YIEFE WFHLIYySasSQ
to order and homogenisadifferent artistic traditions and approaches into a single discourse of
' WiNHzE & WFHLIYySasSQ LIAyaGdAy3a adetsS o,y3a unwmy

This is also the time when the term kimono, derived from the Wistononq literally
W GKAY3 G2 6SINDI aidly MiHadpt 2012: 208sforelthisStie Y 2 NS
period, individual garments were differentiated in greater detail, and called by their allocated
name (Dalby 2001: 585, Milhaupt 5696). During the Meiji period, this differentiation slowly
disappeared, howeveryaR I £ € 3IF N¥Syida o6SOFYS OFGS3aI2NRAEASR
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other cultural objects, kimono was increasingly attached to the discourse of a unique Japanese
identity and heritage.

While these nationalistic sentiments were somewhat dampened wheddpanese
nation officially admitted defeat after the detonation of the atomic bombs in Hiroshima and
Nagasaki during World War Il, the pgst NJ WSO2y2YAO YANI OtSQ 27
emergence of thenihonjinrondiscourse (Hendry 2013: IIB). Under tie backdrop of Japan
0SO02YAYy3a GKS ¢62NIRQa aSO2yR fIFNHSaild SO2yz2yYe
until the late 1980s, politicians, business leaders and academics emphasised and promoted
WE LI yQa dzyAljdzS OKIF NI OG0 SNASFRONY | h(RK S NIKHINR 6 2]
assessed to be the United States of America (lvy 1995, Yoshino 1992). The relationship and
ISYSNIf FGGAGdzZRS G26F NRa (GKS WwW2SadSNYy hikKS!
demographics, and even single individuals, ioilg different sentiments ranging from awe
and respect to feelings of superiority over the United States (Gordon 2012).

As an increasing import of commercial goods manufactured in the United States
entered the Japanese market in the pastr decades, many young people living in urban areas
SYONIX OSR ' ySg WIYSNAOFIYQ tAFSadet SAeseNSE2S O
empire (van Asche 200®)afukulost their appeal towards the younger generation and, hence,
largelyabandonedby the majority of the population (Hendry 2013: 17). With variations and
distinctions ofwafuku becoming forgotten, the singular idea tbfe kimono as the native
garment of Japan was once agsirengthenedDalby 2001: 64). This ambivalent attitude, as
well as the ongoing modernisation and urbanisation process, produced a discourse of anxiety
over the loss and disappearance of Japanese traditions and customs in return (Gordon 2012:

82, vy 1995). Cultural conentators have since aimed to revive thionjinrondiscourse.

One of the ways in which thehonjinrondiscourse reappeared isa®rplified inJapan
wkAf gl dQa adz00Saatdzad W5A3020SNI WFHLIYyQ R2YSai
Marilyn Ivyhas discussed how the campaign utilised the notiokekdroto create an image
of a rural, remote, nomerican, and nemational Japan which could be {iecated by
WE LI ySaS OAGAT Syay WwW5Aa02@SNI W LI yJapgahese (G KS 7
02 RAAO20OSNI 6KIFIG NBYFAYSR 2F GKS LINBY2RSNY L
on a resonance far exceeding its pragmatic function as a publicity slogan for the national
railways, as it came to symbolise a generation's desire th.d8cai 2 A Ga 2NAIAYy Q ¢
WIiNHzZS WIFHLIyYySaSQ ARSyidAGe Aa yINNFGSR GKNERdz3
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verge of being forgotten, but which Japanese people desire tydigeover. Similarly,
Anthropologist Christine R. Yano has destiated how the musical genre ehka which is

being promoted as the epitomisation of timéhonjin no kokorothe heart and soul of the

Japanese, emphasises a very similar sentiment of national longing during this time (2002).
Approached from this perspiee, the specific narration of thieoten style as thekokoroof

1AY2y2 GgKAOK L AYUNRRdAdZOSR SINIASNI S@21Sa any
WE LI ySaSQ ARSHUMYIE Ol 2WdMHZNIT A ISy R NBBS2 1S LI | OS
WE LI yQ OF YLI A3ys ko®nfurRsodesinglatiNen®uragezNdi@imeysRol y 3
WiSYis2 WBND2 OSNJ w0 KS8 f2aid Wl LlkofeSstyfirisédsSt TQ 0o
for the comingof-age day. The magazines and publications thesafgproduce narratives of

the nihonjinrondiscourse to frame theotenRSa A 3y | a (KS Yilshdes®le A 2y | f

in a contemporary setting in this way.

Canonisation of Knowledge and Practice: The standarkiiseéteand the role of the kimono
expert
After discussing the pattern designs of kimono, and how specific elements are used to
ONBI 4GS 'y ARSI 27F GNI RAGA2YIWilfdeys Bn tiddistikey SR W\
to discuss the role of the kimono expert. As mentioned earlier, kimono are flat garments which
NS FRe2dzaGSR (2 GKS ¢Sk NBENDRAa kitukedThekitsuke? dz3 K
which is closely tied to the resultingdita kimono, is of immense importance. Liza Dalby states
GKFGY Wol 8 1AY2y2 | yR 204y Sydii BRI (dSE sNRBROSIAD A
HNncOX G6KAES GSEGAES SYUiNBLINBYySdzNI | | YI 3dzOKA
whatmakes (1 AY2y2 | (1AY2y2 A& K2g Al Aad 62Ny Q OH
Furisodgpublications follow set conventions when it comes tokitgukeand resulting
fit. Furisodepresented in the magazines and catalogues are, for example, without exception
always draped fromthe lefisRS 2 @SNJ G2 (GKS NARIKGI NBadzZ GAy3
sideKSY |yR O2ff I N» ¢KAa Odzai2Y Aa o0StASOSR (2
dynasty which were imported to the Japanese court in the eight century (Dalby 2€28). 27
The, I NI / f2GKAYy3 / 2RS 6KAOK gl & AYLI SYSYGdSR A\
should be fitted with the left side over the right. This specific style was employed by members
of the imperial household to communicate ideasdetency and wuility, and, hence, to
RAAOGAYIdAAEAK (KSYaSt@dSa FTNRBY GKS Wol NbFNRAYQ
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follow a set convention in relation to dress. While the origins of the@letright rule can be
located heredraping the garment the oppite way is how associated with death and the
afterlife’ (Dalby 2001: 170, Suzuki 2004). It is consequently interpreted as a bad omen to do
so. Neither of the two outlined aspects are within the publications explicitly mentioned as the
reason for the rulehowever. Nevertheless, through iepeatedapplication of this convention,
GKS ARSF OGKIFO GKA& N¥zZ S Aa LING 2F GKS 3ISy.
strengthened.

Within the publications, the dominant fit of mdstrisodeon the models alo follows
set conventions and therefore conveys a standardisation of rules and regulations (see images
8 and 9 as examples). The emphasis here is on straightness and alignment; the lower part of
the kimono is wrapped around the body to resemble a long talihe form of a pencil skirt,
continuing in a straight manner all the way from ¢tesash down to the hem of the kimono.
The seam of the kimono is set in a horizontally straight position and always ends just above the
Y2RStaQ FTSSio ¢ gbbsash IslacddyontastheAtddsd additiosally plays a
significant role in the creationf a straight silhouette by visually extending, rather than
breaking, the vertically straight contour of the overall outline of the kimono ensemble. An
additional aspect which further emphasises the straight and aligned character is the smooth
surface ofthe kimono, with no wrinkles or creases visible in its outer layer. These stylistic

elements consequently convey an idea of neatness and rigour, as well as decency and formality.

3This belief stems from the custom caléstkasa gotavhich is performed during Buddhist funerals (Suzuki 2004:
232). This custom commands that all practices are performed in the reverse order when preparing the dead for
their departure from this world. line with this custom, th¢ &Khatabirg the white gown the deceased is dressed

in, is placed so that the right side of the collar overlaps the left.
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Image 8 on left: Image frofurisode Biyarp. 22.
Image 9 on rightmageused inFurisode Perfect BOQK 5.

The fitting and positioning of the obi similarily follows established rules and conventions.
¢tKS 20A A& R2YAYylyidfe GASR Ay Ly StFo2NIGS Y
exclusively wide sash which are used as part of &lfisodeensembles throughout the
publications. Thestikuroor nagoya obare characterised by a width of approximately thirty
centimetres, and are in general recommended for festive and formal occasions by kimono
experts8 SSS F2NJ SEF YL ST Y:BY ¢ZNIK 2 ¢ n Y A3 20992 T0md K A o A th
only other official obi variations, thenhaba obd f A (1 S N A R (BK YKa A W0 2 NJ O N
hitoe obiwith a width of around fifteen centimeds is consider@ less formal and therefore
RSSYSR Ia I LIINRLNRFGS F2N) Oladadt S@gSyda o, |
therefore as no surprise that onllykuro or nagoyaobi make an appearance in theisode
publications. Other conventions rigorously folloveed theobijimeQl 6206 A 06Sf G0 LX
the middle of the obi, and the addition of abi-age(obi cloth) to complete the ensemble. The

convention of the creation of ashashorj the fold of fabric beneath the olis also preserved

throughout the pulications. Throughout théurisodemagazines and catalogues, there are
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consequently no attempts to challenge these conventions vanelsoherently conformed to.

2 KAETS GKAA atetS IyR UKS dzyRSNI&Ay3 RNBaa
throughits repetitive application throughout all publications, it is based on a specific style of
GSENARAY3I (1AY2y2d ¢KAA & atlriedoka NFHSS2SAYA (R dadlioeS RS |
scholar Liza Dalby (2001: 112). Although previously being subject tonfastiooutside
AYyTFEdzSyOoSasz | OSNIFAY ({AY2y2 & Kdriadflse®81Q) YS W¥
whenkimonowask YIF 3AY SR Fa WFHLIyYyQa ylFiA2y It 02aidzy:
formalisation of the style favoured by the ruling saanclass of Edo Japan, resulting in the
F02@S RAA0dzaaSR y2G4A2y 2F |y WdzyOKlFy3aSR N
Assmann has consequently argued that this type of kimono can be regarded as an invented
tradition following Hobsbawm and Rangemwsnceptualisation introduced in chapter one
(2008: 366361); the practices surrounding kimono have become governed by rules and
NEIdzA  GA2yas FAYAYy3 (2 AYLRaS GKS ARSF 2F W
ruling class of the Meiji period a@u to establish the panese nation, with the construction
of a national garment being of profound relevance to this cause. As a consequence, this kimono
WgAOGK I OFLAGEE YQ Aaz | OO2NRAY3I (G2 5lfoeésx
(2001: 114). Strict rules and regulations govern what is and what is not acceptable when it
comes to the dressing process and the finalTiitis led to a certain tension and unease in
relation to wearing kimono, which is fuelled by an anxiety over overstgpgentain
02dzy REFNASA YR RAANBIINRAY3IA NMz Sa | yR 02y @Sy

This notion is further strengthened through special sections throughout the
publications which provide readers with detailed instructions on draping anuy fittie
comingof-agefurisode.While slightly rarer in catalogues, faltisodemagazines dedicated a
significant number of pages to the&@suke columns. These columns feature a detailed
account in both textual and visual form on the basic steps ofidggissa fulfurisodeensemble
from putting on thenagajubanunderkimono) to the final tying of the obi knage image 10
They introduce all items needed for the proper observance of this process, introducing
additional props such as towels adh LJ LI} R4 ¢ KAOK | NS ySSRSR (2
curves and bumps to create a flat surface to wrap the kimono around. These instructions and
guidelines are introduced in a similar manner irfusisodepublications, and are in this way
communicaéd as fixed and nenegotiable. The importance of these sections is further
SYLKIFI&aAraSR 2y | GSEddzat tS@Sty wez2 | oSl dzi
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F2tf26Ay3 (KS N 3K (furidodeBva Kta stghta WiNBsGkSshiku struNdB | S ¢
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gl & YIRS I NB 2F (KS AAIAYAFAOIYOS 2F -GKS WL
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Image 10Some pages of thatsukecolumnin Furisode Kinenbpp. 9798.

An important figure sustaining these discourses are experts who play a significant role

in the standardisatiordiscourse surrounding comiaf-age furisode Within the furisode

publications, kimono experts usually appear as part okifsekecolumns. A closer look at

these columns reveal certain attitudes relating to the different roles of the dresser and the

dressed. Irrurisode Daisukihe kimono expert Yasuda Takako shiarge of providing advice

and guidance on twentgine pages dedicated farisodedressing and obi binding, as well as

manners and etiquette (pp. 6190). On the first page, Yasuda is briefly introduced with a

photographic image showing herself dressediplain brown kimono (see image 11). Her

status as an expert and figure of authority is legitimised by the accompanying texts which lists
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consequently framedsaan expert who possesses a significant amount of knowledge on
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kimono, and therefore presented as someone whose advice should be respected and adhered

to.

}

-
i

S
LN TR

=

02 \X BB Xt

T ATRTEEIRKHET S

FHR— ¢S Z

A )
U 4
=
poaic

EmEE|

N W E Mt

ACHHR BRI INA SR

SEEE RS
2

o
SEFARTES [Tk S o~ |

R EEN
N

s

H o =t

Image 11Kitsukdnstructor Yasuda Takako who is framed as a kimono ekpeidpde Daisukp, 61.
Image 12: The first image used in the dbgpstepkitsukeguide,Furisode Daisukp, 83.

While Yasuda is positioned as an expert, the readers on the other hand are inversely
placed in the position of the novice wisin need of advice and gaidce. This dichotomic
relationship is strengthened through the images used irkitseikesection which depict the
step-by-step process of Yasuda puttinguaisodeon a female model (see image 12). Within
these images, Yasuda is depicted as active andairge; the postures taken by the expert
represent someone who is involved in the active process of dressing the model in the garment.
The model on the other hand is depicted in a passive and seemingly lifeless manner of a person
who is not involved in théressing process at all. The model gives off the impression of
possessing no agency, while Yasuda is the expert who is represented as being in command.

These images consequently manifest an idea of the kimono expert as the person who is in
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control, and tle reader, or person being dressed, as the passive observer. This positioning
therefore leads to a hierarchical relationship and order of experts anéxyerts, of kimono
professionals and novice$he kitsuke columns consequently demonstrates that different
individuals are provided with different levels of authority and power to influence the discourse
surrounding kimono.

This relationship between kimono expert and novice has been susthimedhout
the postwar context. The 1970s saw an increase in literature on kimono which aimed to
educate the general public on the correct way of wearing kimono (Dalby 200121)1.4This
resulted in a canonisation of kimono knowledge by kimono. One of the authors astgblis
herself during this time was Shiotsuki Yaeko. Being active as an author since the 1970s onwards,
{KA20adzZlA 61&a YR aGAff Aad O2yaARSNBR la 2y
regards to etiquette and manners, not just in relatiorkimono but also on a general basis
(Ackermann 2016:-8, Cang 2015: 128, 130l kind Yaejima 2016: 880). One of her first
books on the topicY | Y1 2y a Il & KlintrodbcBon ¥%2C0¢€remonial Occasions, 1970),
quickly established itself as a bestsellerif@tance, leading Shiotsuki to publish more than
one hundred books through the course of her life. Her authorial status mainly derives from her
social positioning of being the firstborn child of the main family which leads the Urasenke
school ofi | Relaceremony). The leaders of the school claim to be direct descendants of the
f SASYRINE GSI YI & alSM) whSig belifed tor hayed establisheg thes
ceremonial preparation and presentation of tea in the first place (Handa 2015). Shiotsuki, who
is well acquainted with formalisation of cultupahcticesapplied this practice to kimono and,
in 1972, publishe&imono no Ho(rhe Book of Kimono). The book contains a total of 390 rules
in regards to buying, choosing, and wearing kimono.

Authors s@K a YAYdzN} ¢l {1l YR nl1dzm2 b20odz 2
canonisation of kimono knowledge and practices by establishing themselves as experts on
1AY2y2Q0a 02y @ ShHikidr)2 TheyfcondeNien@yliseree Ss advisory figures on
topics sub askitsuk& Y I YYSNAR |yR SdAljdzSGGSs a ¢Sttt | &
Similar to Shiotsuki, both women started their careers in the late 1960s, aiming to affirm
1AY2y2Qa LIRaAdGA2y Fax Ay YAYdNNI Qa ga3NRasx |
I S & K8niohoOvd, @ihod no biishikk K& Il 3Sy & dzNHz YIR97) Krjudz A & K |
published a wide range of advisory books from the 1970s to th@dids (see, for example,

1980, 1997, 1999, 2010). She particularly defended and sustainédethef the expression
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of a seasonal sensibility through conventionally established colour choices for kimono through
Y2ald 2F KSNJ 62214 nldzo2z 2y GKS 20KSNJ KIyRX
kitsukeinstructor in the 1970s, works as a stylamgl dressing advisor for kimono magazines
and television programmes, as well as kimono corporations (Haregi no Marusho website 2020).
Her publications primarily contain a strong educational undertone, advising the readers on
topics such as suitability amghpropriateness of kimono materials, colours, patterns and obi
64885 F2NJ SEIYLXSZI HAMHI HAMOZ HAMTO® nj dz 2
nationalistic sentiment. This is expressed in the foreword to the 2012 publishe&iwmko
nolditeaY WYAY2Yy2 Aa 02Ny 2dzi 2F WILIyQa f2y3 KA
LAYYlFOtS 2F NIGAZ2YITEMYRBY 2 yRI ORKISDY X Sy 1605l Adz
YIETlF 1 F NI -t kash dtdukisksa hioNdokuchi tomo omowarekud K1 ,RS I NH
HAMHY HO® | GgARS @GINARSGe 2F SRdzOFGA2Yy € Lz
approach towards kimono consequently exists in contemporary Japan.

It has been argued that Japanese citizens possess a high degree of awarenass when
comes to etiquette and formal events (Papp 2016n23. A 3 Aetiquétt&dnd courtesy, plays
a very important role in Japanese society. While this importance can be observed on a global
scale, scholars have argued that in Japan, it is the explicit nature which is emphasised and
expressed through a wide range of psbhéd material. Minako Saito has illustrated that it was
particularly the twentieth century which witnessed a massive increase in the compilation of
prescriptive, normative texts aimed for the general public (2006:22P4. In the 1920s,
handbooks such ds2 Y 2 NJA K¥kkoyi HoZSOIdA Guide to Marriage, 1927) and Kodaira
Y € dzYNih@neKonreshiki(Wedding Ceremonies in Japan, 1929) became bestsellers, with the
authors offering detailed guidance on various aspects of holding and participating ingveddi
ceremonies (Ackermann 2016: 5, Saito 2006228 In contemporary times, a vast variety of
manuals and guidebooks, as well as websites and personal blogs continue to offer advise on
how to correctly perform formal events and rituals (Ackermann 201&h&se materials can
be classified as conservative, and are therefore particularly appealing to a demographic
audience which possesses a traditionalist mindseit€rmanr2016: 1, 19). Surak has argued
GKFG GKS AYLERNIFYyOS 2 Fenaefphasised throughdttese RypeVoF LI vy S
LJzo f AOF GA2yaY QweBKIFG A& Fd adr1S wAy W LI Y8
nearly always allows for a clear and automatic yes or no answer, but what kind of Japanese
OKFG LISNER2Y &ah Qonséquenilydd regardeal @s valiable for individuals to
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RSY2YyaGNI GS OKIF NI OGSNRadAOa NI I publcams@dRoQ W LI
guide their performance at ritualistic occasions. The texdated by kimono experts follow
similarsentiments and advise young women on how to correctly perform their ceshiage.

One of the type of institutions further sustaining the standardised and normative
kimono discourse are kimono academies. These institutions started to operate all over Japa
in the postwar period (Dalby 2001: 1121, GoldsteiGidoni 1999: 352). One of these
I OF RSYASa SEIFIYAYSR o0& WHLIySasS &adGdzRASa aO0OK2H
Gakuin (2008). The institution started operating in 1964 and currently managasdidemies
GKAOK 2LISNI S Ay GKS 06A33Sad OAGASaE (GKNRdIzIK?2
2NBFYyAAl GA2YyQa F2dzyRSNE |, FYFYyLF1F b2NARA23X Sai
LJdzo f AOF GA2ya Ay | @SNE &A Ykbfplbhhing boihKdpangse (i 2 Y .
and English language manuals on kimono etiquette and conduct since the 1960s (Assmann
2008: 367368). At the academy, students are trained based on their level of expertise, from
classes being offered for beginners, advancetmofessional learners. Students can choose
between courses to learkitsuke as well as sessions focusing on kimono manners and
etiquette. The school recommendskingthese courses in a complementary manner to obtain
the full training needed to wear komo in an appropriate manner. Besides kimono related
courses, the academy also offers classes in calligragifyipoetry, and sewing.

YAY2Yy2 | OFRSYASa tA1S {IRI wSAKI YAY2y?2

practical ways and skills to dress imdmno; they have turned the knowledge and dressing

LINEP OS&da AdNNRdzyRAY3I GKS 3IFNXYSyld Ayid2 I RA&OA
indicated by the characté® Ilg KA OK Oy f22aSfe 06S OGNMHyWHAf I §SR
{ I RI  w ®rdofGhkuiryréfefs to this approach, witHl RIK G SNI f f @ 6SAy3 | W

for instance (Assmann 2008: 367). In Japan, many practices have been turned into disciplines

in this way, often based on a philosophical approach towards a skill whicintstheaugh

repetitive practice and conduct (Linhart 1995, Surak 2013). Tea cere@dniR flower
arrangementikebang, nohtheatre and martial arts are all examples of practices which have

been turned into such disciplines. lllustrated by the form@isaprocess oken a game

popular as part of the amusement quarters culture of the Edo period, Sepp Linhart has
illustrated how the process involves standardisation of the rules and conduct surrounding the
practice (1995). Linhart argues that the chamgen a casual activity to a form & llhas
o2yYY2yteée 200d2NNBR gKSY WwWaz2yS 2@SNBI ISNJ LINE L2
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activity, giving them a (pseugphilosophical base and a (psedsidNB f A A 2 dza | dzNI Q
As part of this process, activities become ritualised, with guidelines and principles set in place
to regulate and govern its execution. In the cas&elbanafor instance, the blossoms and
stems of flowers are arranged according to strict rules based on aesthetic guidelines set by the
leaders, not simply on personal preference or aesthetic value of the maker (Surak 2013, 37).

Many contemporary kimono academmmtinue to operate in a similar manner. Dalby
KFa adlradSR GKFd WoalddzRRSyida 2F GKS -gassway 2 | Ol
and the academies respond to this desire by positioning themselves precisely as possessing the
authority todictal S G KS 461 8Q oHONME¥amvmahd® 2RKSHIYKNEKI |
standardised and canonised by experts and academies who are now guardians of this
knowledge and its transmission. The relationship between experts and learners is clearly
defined aml sustained through practices such as issuing certificates after the completion of
certain coursesFurisodepublications play an important part in the sustainment of this
relationship through active collaborations with established kimono dressing sdhatdede
Daisukicollaborates exclusively with famokissukel O | R S ja&Kinfotio Gakuin (opened
in 1978) which is headed by the earlier mentioned kimono expert Yasuda Takako, for example.
In Furisode Biyqrihe dressing and fitting process is supeRise6 @ 9y RI {1 S1 22X I
kitsuker O RSY®@& | 1dzoA Yeld2 YAY2y2 BuridodePsgifead 2 LISy S
BOOKall presentedurisodeensembles are put together by students of Yubi Kimono Gakuin
dzy RSNJ (G KS & dzLJSNIIA & A 2nfative2 Rashiin& Bukoa Thésa antliviaals NS LIN
consequently ensure that the established conventions and rules surrounding the @dming
F3AS 1AY2y2 O2yiUAydzS G2 06S NBIIFNRSR a WIiKS y

owndisciplinariarstatus and powethrough collaborations with the publications.

Becoming Yamato Nadeshiko through-pedfsentation and conduct

YAY2y2 SELISNIa FyR | OFRSYASE y20G 2yteé Ay
kitsuk&&¢ o0dzi F RRAGAZ2Y & Ay adilydeSwimest anfizdndue.yEis 2 ¥
aspect is eemplified through thepositionstaken by models within thurisodepublications.
The torsos of the young women are dominantly settled in a straight and upright position, with
legs and feet placed neatly nextdach other. This rigid position conveys a sense of formality
and etiquette by emphasising tHarisodeQd a G N} AIKG YR FANY FAGOD

slightly unnatural and consequently evoke feelings of uptightness and stiffness, however. This
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notion is commonly countered by a display of sophistication and delicacy through the
L2aAdA2yAy3a 2F (KS Y2RStQa FNXY FYyR KFyYyRAT |
through the conscious use of the fingers, expressing grace and dignity though their subtle
plt OSYSyid Ay RAFTFSNBY(G LRaArAdAizyad ¢KS Y2RSt ac
glaring gracefully in the distance or smiling at an occurrence invisible to the viewer, or,
alternatively, smile joyously directly into the camera. The facial exgnessisually not overtly
expressive, however, but often slightly contained and reserved. All of these aspects translate
into a position of momentary stiliness, resulting in an impression of the model posing for a
photograph which is taken of her. It isamiurse not any photograph however, but a picture
perfect representation of a cultivated young wamin a ceremonial costume.

This presentation demonstrates that tketendesign is linked to a specific perception
of a young woman as refined and dignifieds consequently not just simply the choice of the
design ofthdurisod& o6dzi F RRAGA2y LI ffe& 2ySQa YIFIYYySNAE |y
AYLRZNIGFYOSd t SNER2Y I 02y RdzO40 Ol y 0 Skathi® I+ NRSF
WELIY 05dzyy Hnamyod ¢KS O2yOSLIE NBFSNByOSa (K
the tea ceremony, for example, th&ta when preparing tea is referred to #smae with
conductors aiming for beauty and refinement through their bodily movésnemd manners
(Surak 2013: 93). Sociologist Eiko lkegami has demonstratekdiavis an immensely
important concept within Japanese culture, with schools of etiquette teaching stylised
movements of everyday activities such as bowing, eating certairsdsheé opening doors
(2005: 332342). With a big emphasis placed on the aesthetic form of etiquette, bodily conduct
is in this way framed as a performing art. This discipling of the body starts at an early age and
is sustained by the educational systenaipah. Scholar Matthew J. Burdelski has studied pre
school graduation ceremonies, one of the occasions through which pupils are made familiar
with the expectedkata (2020). Through specific repgaying activities which consist of verbal
and bodily guidanceelementary school children learn how to walk, bow and receive a
OSNIAFAOFGS AY Yy FLILINBLNRFGS YIFIYyYySNW ¢St OK
emphasising the importance of aesthetic movements in ritualistic contexts.

Furisodepublicationssimilarlyinclude manner and etiquette sections which aim to
teach the correct kimon&ata to the readers. Through illustrations and short texts, they
commonly cover basic codes of conduct when dressed in kimono. Guidance is offered on
aspeci adzOK & K2g (G2 FLILINRPLNAIGSEE Y20S 2ySQa
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as when climbing up and down stairs. Graceful manners of getting in and out of a car, as well

as how to behave during a meal and how to use the bathroom are equalledoBeme

sections additionally include recommendations for how to look charming in a photograph, with
ALISOAFAO FROAOS 2y K2g (2 LI2Ruiside Pefec2BDOIRA K S
SyO02dzNF 3Sa AdGa NBIFRSNE G2 WNBbaScedgleNd, [arnd]S I LILI
aim to become a refineflirisoded S dA &z&HIQG VAKo YA y2 12yl aKA @&l
mezase, shitoyakana furisode hij;m 48).Kotendesigns are promised to bring about a

WOdzf GA DI GSR | yR NSRS df|SeRaokintkiridyolle/Perfett BOGIKS 0
O2YLI GA06ftS sAGK I Wy S seisodé yadashiiuKiorakiMong tedrts 2 F ¢ S
catalogue, p. 2) in this way. A certain idea of a fekutieis expressed here which relates to

notions of refinement sensitivity and courtesy. Wearingfuaisode therefore encourages
O2yaidlyd Y2yAd2NAYy3I |yR O2NNBOGAY3I 2F 2y SQa
adjust their movements to the communicated norms.

LG A& y2i4 2dald 2ySQa O2w tRadzdhdle procedure off 2 3S Y €
LINSLI NAY3I YR YIF1Ay3 dzlJ 2ySQa o02Ré& gKAOK A&
the magnificence of this celebratory day, thoroughly look for a hairstyle andupakaich
suit yourself and match your kimono peifeE B Qy Yy y 2 KA 62 adzo | NI aKo
ni, heameiku mo jikkuri to jibun to furisode ni pittari no mono wo sagashite kueiassode
Kinenbjp. 31). For some attendees, preparation for the ceremony includes a lengthy grooming
LINE OSRAzNE>X gAGK FLIRAYGYSyda G KFANI FYyR 08
(GoldsteirGidoni 1999). Some attendees take this so seriously that they book their
appointments up to a year in advan€&hers do their hair and make on their own, wh
family and friends assisting them in the process (personal interviews 20#8)idea of
following opulent dress practices is linked to the sentiment of creating&stigg memories.

This is narrated iffurisode Himé y (G KS T2 f 2 g A yai to @greadeMots Wi S O dz3
YSY2NRSas fSGQa 32 2dzi orfoldg Mo igpdlBooshitdR kadzL) G 2
meippai omekashi shite dekakemashowt). The body is consequently rigorously prepared to

result in an appearance which is worth rememberorgygars to come.

This significance is also strengthened through the overall styling of the models. The
makeup of the models is kept simple, resulting in a very natural look with only a subtle
highlight on the lips. The hair styling is dominated by etegados, with the hair pulled back

and styled in a professional, but natural rather than artificial looking manner. Flowery hair
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accessories are commonly used which matcHuhsodeor obi in colour and motif. The nails
are manicured in a seemingly neglimanner, using seirough and neutral coloured nail
polish, such as light nude and rose tones, to not distract but rather underline the overall pure
and feminine impression of the moddReaders are further encouraged to select colour and
patterns offurisode in accordance with personal characteristics of their bodies such as colour
of skin and hair, as well as height A y O K Il -irogklamiifé Ini Rdtte niau iro ya gara mo
kawarimasuy Furisode Biyarip. 22). The choice of the right garment andsdréems is
Oz2yaSljdsSyite y2i ySOSaalNxRteé oFaSR 2y 2ySQa
guestion of what would bring out a pleasant and agreeable outer appearance.
This notion of creating a favourable impression is additionally strengthtbneugh
the linguistic narration of theotend 1 8 £ S GAGKAY G KS LJzof AOF GA2y &«
8 T @2 dzNI o ISOIAYW YIRS & & Sioyfe@areqibik freguSnityQused in this
context. ThekotenRSaA3dy Aa RSAONASSR o &f XOYR IdrB I fyili =
sedai kara mo aisareru ereganto sutapu 7) inFurisode Kinempand tied to the promise of
GKS 6SINBEN WoSO2YwAyYy3I6 I RIFER VAR NE 03 K 2RI A
Y2 &dzl I NB NYZ naredraasuFarisddéPesfect BOOK 36). The sentiment of
appropriateness of this specific design for ceremonial occasions is also emphasised as
illustrated by this quote fronfFurisode Daisuki W koterKp&ttern is] a superiofurisode
designappraJNA F S F2NJ | KFRBY YV 2 BDODOYVAAZFYUARlI ¢lpa Ko Fdz
58), as well as the following quote froRurisode BiyoYi WYo¢ KS RSaAA3IYy 6 0 NR)
I32NBS2dzaySaa | LIWINBLINAIFGS (2 joinsshiduonSvol ySé
Agl dz yA Fdzal ¢l &Ko (1@&nd2yl ,pKAOy Il &l {Fal ¢2 Syak
Specific training aimed to cultivate a certain type of beauty has for a long time been
advocated as part of the general education for girls in Japan. Educator Atomi Kakei who
foundeR G KS FANRG 3IANI &aQ a0OKz22fta Ay WHLIY AY
etiquette training into the curriculum (Surak 2012: 77). The educator included tea ceremonies
as a means to cultivate the desired virtues &athd al y & I A NI &dduitia@K 2 2 f a
incorporated the tea ceremony as a mandatory, as well as extracurricular activity from the
1880s onwards. While not being taught as part of the official curriculum anymore, the tea
ceremony still makes an occasional appearance in official walucaAs part of the
IbashozukurdProgramme, a government initiative which ran from 2004 to 2007, tea ceremony

demonstrations were conducted at middle schools throughout Japan, for example (Surak 2013:
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149, 226221). Pupils were divided into two groupsdxdsen their genderThis divisiostongly
influencing the overaftaming ofthe teaceremonydemonstration. While the presentation for
028a& YlIAyfte FAYSR G2 LR2NINre | O02yySOiA2y o685
the presentation for girlkeavily emphasised the practice of the tea ceremony as a way to
cultivate femininity through training in proper manners and conduct (Surak 201-3:5149
Bodily comportment and discipline were demonstrated as particularly important aspects in this
regard with girls being shown in great detail how to correct bow, as well as how to move when
RNSAaSR AY (AY2y2d S5ATFTFSNBYGAILFIGA2Y 0SG6SSy
emphasised through bodily presentations of teachers contragtimgnovement of elegan
womanwith those of ungainlgnd clumsyndividuals This teaching approach emphasises the
GesS 2F StS31y0Ss RAIyAGe yR 3INI OS SELISOGSR
This type of agreeable and pleasant women is in ganmdepublications framed as
Wamato Nadeshikb¥amato Nadeshikes a concept whichefers to an ideal image of a
WE LI YySaS 62YFyd ¢KS yIFYS AGaS tyamattdET SSNEAYOKS A
generally tied to sentiments of strong nationalism #melidea of racial superiority (Edwards
HANTZ 9YR2 HMasesHk® | 2 yothdr KaSdrebers4b a flower of the dianthus
family, symbolically believed to embody characteristics such as delicacy and fragility, but also
elegance and sturdiness (Edwards 2007, Endo 2012, Ho 2014). The name is linked to the ideal
of a samurai daughtes KA OK A& OKF NI OGSNAASR a WAYRSTI
2dzi 61 NRf @ adzoYAAaAPBSQ 651 to0& Hnmeedinsomgiob ® | Y
thefurisodelLddzo t A OF GA 2y ayY Weé 2dz O YamatcNadeshifoy wearigg SS G |
a kotendesignfurisode|{ ONBY RS 21 dz2 dz]l  a Ko @& | Y IHurigodeyp: RS & K A
21)is a proclamation put forward Furisode KinenbYoung women are in this way encouraged
to perform the identity offamato Nadeshikohen dressed in kotenfurisodeat the coming
of-age day, following and preserving an idealised form of womanhood.
Like in many other cultures, ideal images and discourses surrounding femininity have
for a long time played a significant role in Japanese society. One ofitlesfiggNE | 3 A 1 Sy o
Ot AGSNIrffte wazz2R g A NE1 ad starddomdding Sy dtheMeajii a O 2 d:
LISNA2R ¢KSYy (GKS adlisSQa 3IF20SNYYSyid RSOf I NBR
state by serving as wives and mothers (Koyam&)20he role assigned to women was to
protect the household of the bloaatlated family through domestic work, while equally caring

for the newly created national family of the state through the maintenance of traditions and
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conventions. Ideas that womerave to be trained to cultivate idealised characteristics of
modesty, elegance, tidiness, and courtesy, as well as notions of patience and endurance,
reached newheightsduring this time period (Goldstef@idoni 1999: 362, Surak 2013). The
practices of te@eremony, flower arrangement and kimono dressing were proclaimed as ideal
LI adAYSa F2NJ e2dzy3d ¢2YSy G2 Oddidodi ¥PA $6, WNE T A
Surak 2013). Kimono increasingly came to be embedded into a discourse of refined mannerism
and (restriction of) movements ideal for this project at this point.

Ofra GoldsteirGidoni has argued that the discourse surroundiddg II a | A 1Syo
O2y Ay dzSR (G2 AYyTFtdzSyOS yI NNIF GA @S avarlcofitBxt LINI O
(1999). The scholar hagmored how owners and teachers of kimono academies framed their
education and practices as a step towards becomiNg@al a I Awitf rBayfyon®men eager
to perform this identity when dressed in kimofi®99: 366367). WhileNE | & I As ndt &y 6 2
ideal exylicitly referenced through the narratives in th@isodepublication, the discourse
surrounding thekoten furisodeclearly references similar notions of elegance, appropriatness
and refinement in relation to beauty and conduct.

It is not a suitable pamer which this presentation is aimed at, however, but rather
female relatives and friends. This notion is expressed in this quoteFuoisode Kinenbi
W, SOldzaS 2F GKAA 0SAy3 GUKS RI@ gKSNB L 0S02Y
thatlf 221 LINBGGes a ¢Sttt Fa 0S LIN)AASR o6& Yeé Y
(otona ni naru kinen no hi dakara, tomodachi ni sutekinette iwareru no wa mochiron, mama ni
Y2 20nOKIFYy YA Y23 202yl YA yYIFOGGL p. 82).0Thsa KA 4 ;
RSOf N GA2Yy LRAyGa G2 0G§KS AYLERNIUIYyOS 2F NBC
appearance from friends, mothers and grandmothers. Nevertheless, while finding a marriage
partner might not be the main motivation to dress in a kimoymyng women are still
encouraged to cultivate sentiments of feminine beauty and refinement.

It can therefore be concluded that the imaginative figureNd I & I Ahasib&eyf 0 2
replaced by the image dfamato Nadeshikio a presendday context. Through theamratives
presented in the publications, young women are encouraged to monitor and adjust their self
presentation and conduct to appear beautiful in a chaste and dignified way. If done sulggessful
aKS OFy 200 AWIMRS bfldeddstiag BeQ&dmpetence in adjusting

to and performing an idealised vision of a young woman at her ceofiauge.
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Conclusion

Throughout this chapter, | have demonstrated Hovisodemagazines and catalogues
narrate thekotena G @t S | &4 MK II YISE&BOSyEiiRd S 6 KAOK Aa 3
occasion such as at the comiofyage day. Parts of the linguistic discourse focuses on the long
lasting artistic traditions produced by refined craftsmanship, manifesting the idea of a design
which demandgrofound appreciation and recognition. The symbolic pattern desigaten
furisodeadds to this sentiment by referencing cultural practices such as seasonal awareness
FYR K2y2dz2NAy3 2F 2ySQa | yOS kdied d&highs addNiBd G A y 3
nihonjinrondiscourse. The idea of a stable and superior cultural identity and heritage is further
sustained by the standardis&dsukewhich creates the impression that there is no alternative
to this one way of wearing a kimono.

This discourse is protd by kimono professionals who gain their authority through
being part of the canonising system creating the standardisation in the first place. They not
just advise young women dhe correct form of dress, but also assist in relation to-self
presentation, manners and conduct. Young women are in this way encouraged to preserve an
FLILISE NI yOS 2F | WNBTFAYSRQ -biyige day Witk isiaderdone 2 dzy 3

the idealised image of a samurai daughter of the Edo perigdnsato Nadeshiko

84



Chapter 3: Tailoring the Maghakaijiy a Sy Qa RNXI dofiagdday 4§ KS O2YAy 3

In the same way that kimono represent the normative form of comifrage dress for
young women, suits represent the same idea for the male participantsdeksonstrated
earlier, this idea is sustained through the reportage of the national newspapers which mainly
represent young men wearing a suit, shirt and tie combination to their respective eofning
age ceremonies. This chapter will further examine thegenaf a young man in a suit by
FyFfeaiayd (GKS ROSNIA&aAyYy3a OFYLIAIya NYzy o8
(commonly abbreviated to Aoyama), AOKI and ORIHICA. | will also attend to the rising
LJ2 Lddzf F NAGe 2F TF2NXIFf  YSysQawedr toviteye@mingi-dge S Yo f S 2
ceremony as part of this chapter.

[ A1S AY Ylyeé INBlFra 2F RNXaa addzRASaz I Ydz0
kimono in the existing literature. This is not just a phenameglated to dress, however; in
many eary research studies on gender, manhood and masculinity has been taken for granted
with scholars overlooking the equal instability and constructive nature compared to
womanhood and femininity (on the topic, see, for example, ComneéNesserschmidt 2005:
830-832, Dasgupta 2013:&, Taga 2005: 153). Susan Kaiser has argued in this regard that one
of the principles of hegemonic masculinity is that it is supposéabidike it does not take a
lot of effort; in reality, male bodies are as much in need afection and adjustment than
TSYIES 02RASE& I NBZ K2¢SOSNI 6HAMHUOU® [ f20KSazx
this case, the malghakaijin and | will demonstrate in this chapter that this requires significant
time and effort, as well as attéan to detail similar to the dressing process expected from

young women outlined in the previous chapter.

Constructing Normative Masculinity: Suits as the uniforehakaijin

Theattitudes towards suittn presentday japarare noticably different tha they
are towards kimono. Suits are worn on a wide range of occasions, with different business
outlets offering consumers an immense range of choice when it comes to styles, price, and
quality. The two biggest and most established retailers in Japarinfgqugdominantly on
adzZAGa FNB |, I FdzZldz y2 !''28FYlF 002YY2yf& | 60NBEJA
the Aoyama Trading Company and was founded in 1966, while AOKI is part of Aoki Holdings
and was founded ten years later in 1976 (Aoyama Tradingp@gnwebsite, Aoki Holdings

website). Both retailers have been very active in the-p@stperiod, establishing themselves
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as the main players within the industry over the last few decades. With around 800 Aoyama
shops, and 500 Aoki stores throughout tloeimtry, these two retailers clearly dominate the
readymade suit sector in Japan.

Suit retailers in general are not dependent on sales specifically for the eofi@gg day,
which is very different to theperationsof the kimono industry. As a resuligse retailers do
not create specific comingf-age collections but rather promote their existing inventory to
@2dzy3 O2yadzyYSNB Ay @I NR2dza ¢ & &seijinshkiF | 1A NIEIQE | (
WO2 YoklyHS OSNB Y2y e Tl AoNke)se lndga K3). Thy craatio diidichl vy R
campaigns, with specific commodities being marketed under a set theme, is a commonly
utilised marketing technique in Japan. The domestic travel sector regularly administers
destinationthemed campaigns at depanent stores, marketing local product and travel
packages to consumers (Creighton 1997). Suit retailers are maintaining a similar approach by
advertising specific clothing items and combinations for the confiage ceremony in this

way.

CHRABDTESZTEVET!
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Image 13: Leaflet promoting tleeijinshikifairs held in 2020/2021 at all ORIHICA stores nationwide.

In the same way that kimono represents the normative dress for female participants of the

comingof-age ceremony, suits represent the same idea forenastendees. This notion is
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maintained throughout the comingf-age suit campaigns which narrate the garment as the
Y2NXYI GABS OK2A0S 2F WLINBLISNR FyR YIGd2NBE | R
SEFYLX S NBIRaY W{ dz { & Zniférm ofshakdijidsha@kaijin tohidefnd K 2 2 R X
aSAkd 2yl y2 akKl OKJ RB). ™Me approptaterdess ofithe garment is
emphasised through its connection to notions of adulthood here, which is embodied by the
ideal of theshakaijin Theshakaijin(A G SNJ f £ & WI LISNE2Y 2F a2 O0ASic¢
hi1dz2NF DF3IyS a WF aYlF{dda2NE &d20ALf | RdzZ 16 6K?2
O2yRAGA2YE 2F 2ySQa &a20Alft SYoSRRSRySaaxz Iy
consequently evolsethe image of a financially independent adult who is able to make sensible
FYR WENBR gRSOAAA2Yy A [o02dzi GKSANI OF NESNJ I yR
Robertson 1995). The figure is of great importance to the identity construction to Japanese
citizens; the transition from an irresponsible child to a matsi@kaijinis emphasised
throughout Japanese society, and involves the general expectation of a significant shift in self
presentation and conduct (Cook 2018, Dunn 2018, Moanattkov 1997).

Personal responsibility and liability are two significant characteristigssionedto be of
great importance foshakaijinand this notion is sustained through the suit campaigns. The
hwLl L/ ! OFYLIF AIYy &Gl GSa Yo-dgdcgrenivhyou nag eallyy 3 2 F
experience feelings of liveliness and a sense of responsigliiyinkaé Qeijishiki no asa
wa, sonna shinsenmi to sekifir y 2 31 RI(1&2 &aKAGlI FdzAKAIAY!I
shirimasen2021y | F2 NI 2 Propdt Ndbild i Ndpds€d hérey with young adults
imagined as waking on the comiofjage day with a sense of renewed responsibility and
dedication. This sentiment is further exemplified in a headline used in the Aoki campaign which
takes the perspective f @ 2dzy3 F RdzZ Y W! f §K2dzAK y2 2yS Aa
| want to make a good impression the cormafigage ceremony where one should behave like
Ly | Raz/§ R dF andadz g2 -ghikitoyolotdda ibshite yutuhauheldh I = & S
RS 1F 111 ,220) tung adhltd drelimaged as possessing a heightened awareness of
making an appropriate impression as fully responsible members of society. Dress is narrated
as an important aspect of this project, with suits being propostteadeal garment to sustain
an appropriateshakaijinappearance and performance.

While the termshakaijinis gender neutral, many commentators have indicated that the
figure is of greater importance to men. JanBefRobertson has argued that this is daghe

fact that men continue to be regarded as the main generators of income and, in financial terms,
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WOSY UGN f &AdzLILR2NIAY3I LIATEFNBQ 2F GKS FrFLYAf& 0
reflected in the suit campaigns which exclusively regmeand advertise their collection for

men (see image 14). The visuals are consequently dominated by male models in suits, with
female models largely absent. Despite the fact that all retailers equally produce and offer
G2YSY QA &adzA (&I notpsiobtheSomingfageicdindaighsNIBe image of a

suit-clad young man becomes linked to the cormfi@ge day in this way, which further aids

the connection betweershakaijinmentalities and manhood. The sentiment is completely
different to young woran who, through the previously discussed kimono publications, are
encouraged to construct an appearance of feminine virtue and beauty based on the ideal of

Yamato Nadeshiko

Image 14: An image used on the Aoyama website to advertise cofragg suitsn 2019 / 2020.

What is important to mention is that it is the specific image of a young man dressed in a
collared shirt, tie, singlbreasted suit jacket and trousers which becomes cast as the norm in
this way. It is consequently not a morning coat, tuxedo or tailcqe $yit, but rather a
business suit which is advertised as the most appropriate style to wear at the afragey

day. The garments are also linguistically linked to the business environment. The online
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OF YLI A3y o6& ! hyL adl G Saice no?just foif theAcgmingf-dgk G A &
OSNBY2yes odzi | f a2 sdjiaadNgE Fdal dBRIB| SRS Ay (ySINIOESS 634
Gl yA Y2 (adzZlI Anedadr drZd pdedi@®z SYLKIF aAaSa
the life course of young mesignallingthe expectation to become a fidlme employee at a
respected company in this way. The approgriass for the workplace is further sustained
through the welgroomed appearance of the male models who are all cleanly shaved and
neatly styled. Theihair is kept black or dyed in dark brown, sustaining a natural and not too
flashy look. The aim of these elements is to create a dignified impression of a capable and
confident young man.

The corporate business environment is largely structarednd certain expectations and
norms, with selfepresentation through dress being a very important aspect. Across the globe,
companies preserve dress codes which assign suits as the desired garment of employees for
instance (Mears 2014, MilkSpillman R19b: 209). While there might be regional differences,
items of casual leisure wear are generally not deemed appropriate for the workplace. This
notion is often assisted through publications which aim to support young adults in identifying
the appropriatedress for the corporate environment. Throughout the twentieth century,
magazines, books and newspaper columns provided U.S. citizens with advice and
recommendations of business attire, for example (Marckaettl FarreliBeck 2008). As a
consequence, Ameticy dzy A SNBRAGE& a0dzRSyda NS OSNE | gl
believing that dress plays a vital part in creating and maintaining an appropriate impression
(Peluchette, Kadnd Rust 2006).

While these expectations are part of business cultunes a global scale, many
commentators have argued that these are particularly valued and maintained in Japan. To train
new employees in the desired conduct appearancemany middle to largsize companies
offer induction training sessions which incluclasses on business manners and courtesy
(Dunn 2018). This training can last for a period of days, or even weeks, and consists of
workshops, lectures, and edfte visits (Dasgupta 2013:-68). An increased monitoring of
2y SQa LISNER2YI| f dotdnt&spinatioy ©fShis prdjectt Ig¢ssorsYin personal
grooming, movement, facial expression, attitude and speech style are conducted to
communicate the expected norm and conventions. The difference between personal grooming
(midashnami) and fashiond-share) is often emphasised through the discourses underlining

the training sessions (Dunn 2018). Fashion is placed in the private, something someone does
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for oneself, while grooming is located in the public, something one mainly does for others.
Grooming isn this way discursively narrated as a register of politeness and consideration of
others. Fashion on the other hand is framed as individuatisglfay, consequently attaching

a slightly negative connotation of senteredness and narcissism. Thistsaent is often
reinforced through distributed check sheets which outline appropriate, as well as
inappropriate, hairstyles, clothing, malp and use of accessories (Cook 2018). In terms of
clothing, smoothly ironed and clean surfaces are narrated ascewith employees
encouraged to choose orderly and conservative colours and styles.

Haruko Minegishi Cook identified the reason for the strict norms and regulations within
the Japanese business context as aiming to avoid a negative impression ofssipnafsm
and untrustworthiness (2018). There is particularly an emphasis to appeal to an older,
potentially more conservative generation of supervisors and line managers who favour clean
and neat styles over flashy ones. Additionally, due to the nunfb@pmications which far
exceedsmployment possibilities, large companies can easily reject albsd thho do not
follow these expectations (Ackermann 2016: 20). Young adults who aim for success in the
corporate workspace consequently need to learn éspond to these expectations in an
appropriate manner.

This learning already starts at the comafegage day and is enforced through the suit
campaigns. The majority of advertised products are in line with the dress codes conventionally
employed at corpate work spaces, for example. The colours of the garments and matching
items followthe white-collar business dress code; it is particularly dark blue and black which
are recommended for the suit jacket and trousers. The AOKI campaign linguistically
strengl KSya GKA&a y2GA2YyY W¢KS N Iddge calls dof dark ¥ 2 NJ |
O2f 2dzNE & dzOK skima X+ Oy RR2 yYyDeROSNE Y2y oadzil ANH
y2 Rnldzl I Nh y2 &K IR0LY.dthe YAByantaZanpaight Sirfil&ddrates a
navyO2 f 2 dzZNB R osusizhndgl (1 B & SRESNPO2YYSYRSR aieftSz ylI N
over all other colourd(ROK n  y 2 I R020)yShirtsyorSthedter hand are commonly
kept in white or light blue. In alignment with corptrausiness conventions, all items of
clothing do not feature any motifs or patterns, with the exception of the occasionally patterned
tie.

Suit itself are of course arguably recognised as representing modern manhood like no other

garment ensemble (see@&wvard 2016, Hollander 2016 [1994], Musgrave 2019). Susan Kaiser
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has identified business suits as the dominant symbol of hegemonic roldséemasculinity
F2N) 0KS frad G2 OSYyUudzNASE O6HnmMoODd® ¢KS a0K2
nation bulding activities of eighteent® Sy (1 dzZNBE 9 dzNR LISY Wt I NI 2F (G KS
nations was the development of [dress] that represented modernity and nationalism alike. The
hegemonic look epitomising British national identity, for example, wasthé S o6 dza Ay Sa a
The establishment of modern institutions such as factories, companies and militaries called for
GKS adGlFyRFENRAAIGAZY 2F GKS g2NJ F2Nie®ath | GG AN
century, where suits, next to military unifies, were embraced as a means to demonstrate the
VIEGA2YQa YAfAGFINRZ SO2y2YAOX YR Y2NIf Sldz f
A2PSNYYSyld 2F GKS aSA2A LISNA2R LIzZNEdzSR WI LIy
dress imitating Eupean military uniforms were increasingly prescribed in the public sphere.
The symbolical father figure of the nation, the Japanese Emperor wore a Eusbtylean
military uniform in public for the first time in 1872, and henceforth on a regular basis (Dalby
2001: 67, Low 2006, Milhaupt 2014:-58). This dress choice was based on the sentiment to
RAALI Fe OG0KS WYl aldzZ AyaAdeQ 2F (KS 9YLISNRBN gK:¢
FYRNRBI&Y2dza | LIISEH NF yOS -BXNIKR fAaMa8%yHQ yENAIZ YD 2

An important aspect of the creation of the male formkata, are reflected in the tailoring
practices which emerged as part of the discourse of the modern man. Tailoring practices for
suits have largely remained the same through the last 200 ye&sS Y2 RSNY YI y Q& 6
this way constructed through a precise measurement of proportions and scale; fabrics have to
be patterned, padded, lined and darted to result in a precise fit (Hollander 2016, Musgrave
2019). This practice is therefore oppasitl to that of kimono where the shape of ty@ment
is based on th&itsuke with the material only fitted to the body temporarily. Suits include the
shaping into the production process on the other hand, ensuring that a certain form and also
sizeis] SLJ0 o6& GKS 3IIN¥YSyld GKNRdAK2dzi AGa tATFS
appearance is proposed as a straight, curveless body with broad shoulders, a wide chest and
comparatively small hips (Monden 2015: 24).

This is also the bodily ideal which erthes the comingf-age suit campaigns for young
men. Just as with the advertisement kbten furisode it is particularly the models who
strengthen this notion. The models are occupying straight postures which include upright
upper bodies and projectechests (see images 15 and 16). One hand is often placed in the

trouser pocket to add a sense of leisure and ease. Rather than seeming sloppy, this is done
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with the purpose to convey a relaxed image of a confidant man who has everything under
control. An aditional straight look into the camera strengthens the sentiment of
determination and confidence. The models are consequently demonstrating a commitment to
W3SGidAay3a (GKS 220 R2ySQ3 SYo2ReAy3d (GKS QI f dz
graduates who @ ready to take on the corporate environment. This notion is equally
sustained through the accompanying linguistic narrative; the Aoyama campaign for example
promises that consumers will experience a sense of calmness and dignity when putting on a
ddzWE2s 1Qoé& 6SENRARY3I ol adzA i @ 2kimédaké defodhitsikiBazR S O
hinkaku ga nijimidert202Q. Suits are narrated as assisting young men in the adaptation of a
shakaijinpersona which is based on ideas of rationality, confidendeedficiency. This is

different to the normative expectations from young women who, as explored in the previous

chapter, are encouraged to look pleasant and pretty in a more passive manner.

Images 15 and 16: Promotional images used on the AOKI wiat#&)t20 / 2021.
Theseimages and discourses bring to mind another important figure shaping notions

of masculinity and manhood inthe past- NJ O2 y (i S E (i T satafirBaniridaparfeseNE Y I y C
¢tKS arftrNBYFY OFYS (2 0S5 | a-wa @ehdfoimatien fibrka K WI L.
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RSOl adll SR O2dzyiNE G2 (G4KS ¢62NIRQa aSO2yR f |1
(Dasgupta 2002, 2013, Hidaka 2010, McCreery 2013, Rolmmd@uzuki 2003). The term
WalFtFENRBYFYQ gl a O2YY2yfteé dzaSR Rdz2NAy3d GKS&S
Sasano have demonstrated how the associations of the terms changed over time; while at the
beginning of the 1950s, the idiom was broadly used to rnefemy person who received a

regular salary from employment, by the late 1960s and early 1970s, a salaryman was largely
imagined as a male employee who served as the main economic provider of the nuclear family
(2001). He was imagined to financially sustafulttime housewife who followed the ideal of

NE l-kertbdas well as provide for one to two children. The change of family structures played

a big part in the construction of this ideal, with a shift from the extended family model-of pre

war times tathe nuclear family model of the pesiar period (Papp 2016: 50).

Romit Dasgupta has argued that, due to the structural social changes, this period saw the
elimination of alternative ideals ohasculinityembodied by such figures as the soldier or
farmer(2013:280 N0 ® WI LI yQa RSFSI G FyR O2yaSldsSyid RS
l dzK2NRG& Ay Of dzZRSR (KS | R#ardohstitytion? ifeariing thet S| OS
the state was banned from maintaining any armed forces. The soldier msegoently not a
dominant figure in the postar imagination of manhood. Technological advancement and the
adaptation of new machineries on the other hand meant that the agricultural sector could
drastically reduce its labour force, with workers previpashployed in this sector increasingly
looking for employment in the growing urban centres of the country. The Japanese
government mainly aimed for Japan to become@isha shakai 'y WYSO02y2YAO a20
on the growth of corporate entities. The progon of total employment almost doubled
within the course of three decades, meaning that by 1975, Japan had become a nation of wage
FYR alfFNEB SIENYSNAR o[ SOAYS mMdpyoY HoOD ! & |
shaped by considerations ofemptogy i I YR OF NESNJ Ay | O2YLI yeQ
also Tipton 2015, Saito 2006: 57).

The salaryman became the hegemonic male figure for much of thevaogteriod in this
way. Eventoday, he is imagined as midedlgedand universityeducated andliving with his
familyin the suburbs of one of the urban centres of Japan (Dasgupta 2003, 2013, Mackie 2002,
Hidaka 2010, Kurotani 2013, McCreery 2013). He works long hours, and demonstrates
attributes such as loyalty and dedication towards his employerhwihiceturn, rewards him

with life-long employment and a promotion and salary scheme linked to seniority). In terms of

93



dress, it is a dark business suit, white shirt, neat hairstyle and lack of flashy accessories which
is imagined to be characteristic thfe salaryman. It is particularly the business suit which
Japanese citizens instantly associate with this idealised figure; when Romit Dasgupta
interviewed recently hired employees of private seaorporations one of the first visual
features the majoty of participants imagined a salaryman to be wearing is a suit and tie (see
Dasgupta 2013: 890). The salaryman consequently sustains a similar appearance to male
shakaijinpresented in comingf-age suit camggns.

While the salaryman came to bavisioned as the normative model in the pastr period,
some commentators have spoken of the death of this ideal. This occurred behind the
previously introduced historical backdrop of the bursting of the economic bubble in the early
1990s which initiate@ long period of economic recession in Japan (Ackermann 2@&)6: 7
Corporate bankruptcy was a common phenomenon during this time, and many employees lost
their jobs as a result of the following restructuring measures. The suicide rate of-agedlle
menreached an alarming high point at this point, with many suffering high levels of stress,
anxiety and depression (Dasgupta 2013: 39, Kurotani 2013, Roberson and Suzuki 2003: 14).
The previously idealised image of the salarymen became increasingly linkeakgative
Faa20AF A2y ad 5 ST IiKE 3aTKMREG Ye22KEeNGh @b inability or
reluctance to go home due to a missing emotional bond and lack of communication between
a salaryman and his family, were increasingly becoming part distt@urse surrounding him
(Herbigand Palumbo 1994, Hidaka 2010: 130). Sabine Fruhstick and Anne Walthall have
argued that, as a consequence, a significamhberof Japanese men no longer identifies with
this figure of the diligent and overworked compamnyployee (2011).

Other scholars, such as Romit Dasgupta disagree and argue that many spheres of Japanese
a20AS0Geé& NS adatt FIdARSR o0& GUKS ARSIfta SYo2F
be pivotal to the ways in which Japanese corporate BBlE ~ WI LI yS&aS Y| a Odz A
Japanese national identity contirmé 2 0SS AYlFI3IAYSR YR FTNI YSRQ ¢
analysis, | would agree with Dasgupta and argue that the image of thehmakégjirnprojected
through the comingpf-age suit campaignsontinues to be influenced by the ideal of the
salaryman. While his look has been slightly updated, the image remains true to the virtues of
hard work, including a sense of responsibility and commitment, and consequesdséite
of personal taste anfhshion. This is consequently similar to the framing of a young woman as

Yamato Nadeshikwhich shares certain attributes which tN& lI-lkertbddiscussed in chapter
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two.

The significance of suit manners, etiquette and care

Suit mannersgtiquette and care are throughout the campaigns presented as of immense
importance to young meffhis is exemplified in a short column on the ORIHICA website which
outlines the important aspects of wearing a suit (see image 17). A focus is put on the jacke
socks, handkerchief and trousers, and emphasises desired ways of choosing and wearing the
different pieces. The column advises young men to leave the bottom button of the suit jacket
open, and recommends a handkerchief as a suitable accessory fomongkeoccasion such
as the comingpf-age day. Readers are additionally advised to chooseqalinred socks in
the same colour as the suit, as well as encouraged to select an appropriate length which
exposes no skin around the ankles when sitting d@lwa.correct positioning of the trousers,
which should be fastened and positioned at the waist, not the hips, is linguistically and visually
emphasised. Tutorials on necktie knots, with videos andistepep instructions outlining the

processes, are adahinally added to familiarise customers with the correct dressing process.

A=YOBZBLRAY b
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website in 2020.
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Similarly, but even more extensively, the Aoyama websit@Héss guidance and support
Ay GKS O2NNBOUO gl ea 2F RNBaaAy3d Ay adzadaod ¢
@niadz vy PESIONUMARK2 dzZNBSa NBFRSN) G2 Wy2d az2f St
but also familiarise yourself with8h NXzf Sa NXSIjdzA NBR Ay Olghiker?2 dza & A
g2 GadzAaien &adz2NHz oF {FNA RSél yI1dzZ &l YriFYlyl
g2 NAQFA &KA20) Yours meR &r& advis¥ddto learn the correct behaviour and
conduct for a vaety of different social and ceremonial occasions. This sentiment of the need
to follow certain regulations in terms of personal conduct is emphasised in a linguistic way
GKNRdzZAK aSyiSyO0Sa &adzOK | ay Wi YI 22beskidsaBYAas$sS
ddzZA 0 RNBaaAy3dIes GKS NBadA G YARBK&dzO Al 6 NI QK S
RFATSYGSA I FNRAYFadzd (AK2Yy 62 aKANIT dz ©X8
2020). To avoid such an unfortunate development, the websiistaseaders by providing

knowledge through manuals and hoarguides (see image 18).
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Image 18 and 19: Columns and howgtodes available on the Aoyama website (2020).
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Similar to the general approach deployed in the previously disctigssatiepublications
providing guidance on different aspect of kimono, corafigge suit guides include
explanations on the different types of suit jackets, shirt collars and dress, stsoeell as the
basic terminology of the different parts and items (see image 19). Introductions to different
styles, as well as instructions on how to choose the right suit and accessories are commonly
added. To ensure the longevity of the garments, ddditionally strongly emphasised that the
garments are cared for in the correct way. Knowing the proper way to iron the different items
Ad RSSYSR a SaaSyidalfy WLNRYyAYy3I Aa | (e@LAC
indispensable taskto&ull I Ay (G KS 3F NSy Q& kateVde Ndideide foR T NB &
R I A-KaRullto ieba airongake. tsuneni bishitto shita seiketsuy” y 2 | Ndz 21 G F A &2
ni wa hissu to narimasi2020). Young men are made aware of the right iron temperature fo
different types of fabrics, as well as being instructed how to correctly iron the different parts
of the suit jacket, shirt and trousers to not create additional. Different types of cleaning are
further explored, with both the procedures of professiool@aning services and at home
solutions, such as hand washing and using a washing machine, covered in detail. This includes
pictograms and descriptions on how to brush the jacket and trousers, and emergency tips and
advice for the removal of different typef stains.

These aspects demonstrate that while young men need to select an appropriate suit for
the comingof-age day ceremony, they additionally need to become aware of the proper
manners and etiquette surrounding the garme@®iga Vainshtein hademamstrated how
YSY Q& RNXa& atheprindipef W ®2 ¥ & RIF ©dz2 dza A0 Vhislilie O dz2 dza y
ability to dress elegantly and approprilgteyet unobtrusively and seemingly effortlessly. While
aSSYAy3ate Sl arte | Gualohdyddt and $ehavibud ads ©darled AasF W LI
immensely significant in the development and performance of young adulflineis evident
in the suit campaigns whi¢dachyoung men in a similar manner to how proper etiquette and
manners are presented to young wemin the previously discusséarisodepublications.
Learning the appropriate conductariddt A y3 LINRP LISNJ OF NB 2F 2y SQa 3

the significantattributeswhich isexpected from young makhakaijin

Hakamaandhaorit & F2NX It YSyQa {(AY2y2
L YSYGA2ySR SINXIASNI K2g adaAada KIF@S fFNHST
wearinthepos  NJ LISNA2R® aSyQa (1AY2y2 Aa xBalFairzyl
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contemporary context, however. Modelled after theedding ceremony of Crown prince

Yoshihito and Princess Kujo Sadako, men, as well as women dress in ceremonial kimono

ensembles for wedding ceremonies at Shinto shrines (MatojiMotoji 2017). This formal

GSNBRAZ2Y 2F YSyQa 1 HlaeRed awhit® andekithanai matcied with a 4 K 2 NJi

hakama a form of wide trousers tied on the waist, and finished witlaari, a hip or thigh

length kimono overcoat (Motogind Motoji 2017:22-23). Similar to the previously discussed

furisodeensemble for young women, this style has been standardised over the last centuries.
Hakamali N2 dza SNE 06 SOF YS | &A 3y AT Kaak(ia periddNII 2 F

(11851333) (Dalby 2001: 34). This period witnessed the rise of a new group in the higher ranks

of society; the samurai. Samurai used to be exclusively responsible for warfaaerat

conflict in previous decades, usually employed by, and therefore subordinate to, the Emperor

and imperial nobility. The influence of regional samurai clans grew over the centuries, leading

to the establishment of a feudal military government atehd of the twelfth century (Morton

andOlenik 2004, Perkins 1998). Largely disapproving of the noble court culture of past decades,

a substantial proportion of the ruling samurai class was eager to advance alternative cultural

expressions and values (Migam 2014). Lavishtynamentedclothes and adornment soon

made room for a more militafpspired style. Thaitatare combination which consists of a

longsleeved jacket and a pair bhkamatrousers is an example of the type of clothing

favoured by the sanrai (Kure 2006). Dress ensembles were often amended to become

functional for battle, with armour worn on top bitatare to protect the body from injury

(Dalby 2001: 34). This was of particular importance during the following Warring States period

(14671615) when civil wars and territorial disputes became even more ferocious and intense.
As previously examined, thissettlingperiod of Japanese history came to an end when

the Tokugawa clan rose to power in 1600, unifying the country through the dstadafisof a

central government (Gordon 2009). The absence of warfare within the country meant that the

Japanese population enjoyed a long period of peace, political stability and, hence, cultural

prosperity. This period witnessed the birth of a varietyesf fiorms of cultural expressions.

The ceremony diiakamagi (litereallyHakamariteQaame to be established during this time,

for example (Papp 2016: 187). The rite was observed by samurai families with the main aim to

communicate their heritage and peatt thecontinuation of the family line. New types of dress

were similarly developed, witthe kamishimg a twopiece ensemble consisting ledkama

trousers and &ataginuvest worn over a kimono, becoming a favourite among the samurai

98



(Dalby 2001: 50). The most distinctive feasuneere the winglike shoulderconstructions
upheld by whalebone stays (see image 20). Similar to shoulder pads used in suit jackets, the

mainamg | & G2 ONBI IS | WYlFaodZ AySQ F2N¥Y 2F (KS

Image 20: Samurai wearindgc@mishimaconsisting of kimondyakamaandkataginu(Dalby 2001: 51, 353).

Another significant social development influencing dress was the hierarchical system
which was stablished by the Tokugawa government during this time. This system categorised
the population into different groups based on their perceived usefulness to society (Nenzi 2008,
Tipton 2008). Dress was envisioned to hold a purely symbolic function, dt& &yt SOGA Yy 3 2
social standing and position. As the social hierarchy was not based on economic wealth, these
regulations soon created tensions, however. This wasglified in the selflisplay of the
hierarchical lowest, but economically most prospsrolass of merchants who could afford to
dress in sumptuous clothing ensembles. In contrast, the hierarchically higher but financially
poorer group of farmers wore clothes made out of inexpensive materials fit for manual labour
on fields and farms. Noti@rthis diversion in appearance, the Tokugawa government aimed
to restore the social order by issuing sumptuary laws on the type of clothes members of each
class were allowed to wear (Tipton 2008, Milhaupt 2014). While largely following the
regulations, meshants and wealthy townspeople developed creative ways to showcase their

wealth through dressgolourful patterns and intricate embroidery were added to the inner
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layer ofhaorijackets to hide them from view, for example (Mo#tmid Motoji 2017: 3637).
This was soon noticed by the government officials, witlséiméor counsellor to the shogunate,
al GadzRIFANY {FRFy20dzZ 20aSNBVAY3I Ay wmMTydY Wns
NE3Idz I GA2ya @wX63% (KS LOG72278).SVhiR 2ot bR id coki@edel K S
control the dress practices of merchants and townspeople, sumplasas/continued to be
reissued on a regular basis to at least maintairptieéenceof a monitored social order.

As mentioned earlier, men largelgandonedkimono during the following century when
adopting military uniforms and suits. Cultugadactices which continue to sustain the
O2y Ay dzSR FLIISIENIYyOS 2F 62YSyQa (AY2y2 KI @S
men. The custom of inheritingky 2y 2 FNRY 2y SQa NBfI iA0Sa Aa |
my female informants have worn kimono handed down from their mothers and grandmothers,
GKA& LINY OGAOS Aa Fftyvyz2aid dzyKSIENR 2F F2NJ &2dzy/3
same way anyore. This also effects the affective relationship young men possess, or rather;
do not posses in relation to the garment. Many of my female interviewees desgiiow
they have seen their grandmothers and also mothers wearing kimono in person, @t @t lea
photographs. They were consequently able to creataffective relationship to the garment,
expressing a sense of delight and pride when talking about being able to recreate a similar
appearance of themselves in the interviews. Similar representatibmale family members
wearinghakamaand haori, and the development of affective feelings towards this form of
dress now rarely exists as a resource for young men in contrast.

This notion is also present in the comofegage day commercial sphere wher
representationsof hakamawearing men are almost nonexistent. While there are many
ALISOALFTAASR YI 3T AySa fulsodRsintdr publitafioRsds domifig2 NJ & 2
of-agehakamawere not distributed at the time of my fieldwork in 20Most of the coming
of-agecatalogueE YI 3+ T AySa | yR 2ytAyS | 002dzyia SEOf
YSYQad 1AY2Yy 23 A Faehcad, odlytplayiny & rhafgyidised rgle. TheJuistice
GKSNBT2NBE adzadl Aya (KS 3 fysRBINIsSimilar2td thelsaity 2 y 2
campaigns where the connection between the garment and memmarefested through the
dominant depiction of male models in suits. In the case of kimono, this practice is connected
to the business modelf many kimono b R& | yR YI { SNB SEOf dzaAxr @S¢t @
kimono and not administA y 3 y& FT2N¥Y 2F YSyQa (1AY2y2o |

commercial infrastructure advertising and sellrakamaand haorias a garment option for
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young men to wear at the comisgg-age day is currently in operation.

When | interviewed professionals working in the kimono industry, many of them
YSYGA2YySR | LISNOSABSR Ayl RSljdzr 08 2F RSYI YR
business activities in this area. This attitude was eletpin an interview with shop owner
Inenaga Shingo of the kimono rental chain kimono hearts. When | mentioned the, from my
point of view, shortage diakamarental opportunities, Inenagsan agreed and responded
with a couple of practical problems hindey business expansions. One barrier is that shops
and storing facilities would need to increase in size to adequately store and display the
additional stock. This would result ina&dditional financial burden, which the store manager
expressed his doubtto whether this would pay off for the business.

The store manager additionally brought up issues in relation to gender relations. An
established practice witkimono hearts as with the industry, is that shop spaces are not
equipped with proper changingoms. Young women usually change into an wkdaono
behind a standing screen, and then try on different garments in the opersflace. Inenaga
san stressed that this is also one of the reasons why most of the sales staff wokkimgnat
hearts are women; this deliberate staffing selection aids the creation of a supportive
atmosphere in which young women feel comfortable to change and be seen in their
undergarments. Hence, Inenagan was very conscious of reducing the potential of
intermingling betveen men and women as, in his opinion, this would create an atmosphere of
discomfort for all involved parties. Bringing in male customers would mean that these practices
needed to change, and that proper, gendered changing rooms would need to be installed
the shops.

Inenagad | y Qa | O02dzyi RSY2yaidNliGdSa K2g (GKS | RRA
creating more issues for the industry, and a potential risk which miginiecessarilyesult in
economical benefits at this point. Most commercialitigg are able to sustain themselves
GKNRdAK | F20dza 2y 62YSyQa (1AY2y23 lyeglesr i
a need to change these established practices I(sémiid Yajima 2016: 486).

Another hindrance is the ambiguous attitude and perceptions of young men towards
kimono. This is illustrated in the publicatibarisode egy Ly | dkemdia oDRERIRS R
f221Ay3 aSAE0HESD // SNEBERyedirshikip. 73), three of the publO G A 2 y Qa
nineteenyearold male models are interviewed. They are depicted in flamboyant versions of

Y S y'iakamaon the title page, as well as throughout the interview pages (see image 21).
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2 KAES GKS AYOGSNIASG | dzSa i A fciildhoddl Snd @éhhge yedrs, T 2 O d:
the question of dress for the comuafrage day also comes up. This is where models Chibo

and Makochi state that they will attend the ceremony dressed in a suit. Both young men only
g2NBE YSyQa (1AY2y?2 PBEdidsdaiSintddktipraserdirg2henis@ved y R

in the same way for the actual celebration. These two accounts demonstrate the somewhat
inhibited aspirations and ambiguous attitude of young men towards wearing kimono on the
comingof-age day. This furtheeinforces the strength of the previously discussed normative

RA&aO2dz2NRS 27F adzGa -bfageattieS WNAIKGIQ F2NY 2F 02

£ ‘!
»
. )
' X
1’
-
L )

¥
v

| s
2 AT

e RO 8 - T
i 2 % ‘s-‘ {
Image 21: Male models wearihgkamaoutfits in Furisode eg011).

Alternative attitudes nevertheless exist as well, and this exemplified in the same column.
In the interview, model Zukki discloses his ambition to Wwakamaandhaorito the coming

of-age ceremony. When asked for the motivation behind this choice, thigynan confesses
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that his girlfriend wants to see him dressedhakama He is consequently determined to

respond to her request by doing so. This influence of the female partners of young men was

also represented in the publicatidfimono AgehaOne of he photo series depicts young

couples dressed in matching comifgage kimono ensembles (2011, pp.-48). The
AYOtAYlFGA2Y S6KAOK Y20AQFiSa GKAAa LikpendA OS Az
this important day with the person that | love.ef@is no better way to show our love to the

world by wearing matching coloured kimona!§ & KII  y A AahKnk 8URinaYii® toR | A 2 A
AdaKz2 YA adAz2aKAGFIA wX8 RIFEINBS 1FNF YAGS Y2 ad
no iro no kimono ga kihata yq p. 47).

Dress scholar Myurgook HarasillustratedK 2 g G KS WO2dzLJX S € 221 Q A
2F GKS LI NIYSNEQ NRYFIYUGAO Ay@2t dSYSy (i ownnpbo
and pattern, couples express their commitment andradkathrough dress. This interpretation
behind the dress choice was confirmed by Inerssgawho told me that a significant number
2F @2dzy3d 62YSYy FTNBIldzSyiafte AyldaANS 2y GKS | ¢
customers who are in a relationshipth a young man of a similar age who want to either
attend the comingpf-age ceremony together, or alternatively take photographs dressed in
YFGOKAY3I (AY2y2d ¢KAA FO0O02dzyi AffdzAGNYI §Sa
RSAANBa 2y YeihyidtativRidldepgickedhefe Kshnitially coming from the female
partner, this practice might be equally as significant for the young man as it is for the young
women in the relationship. Itakawa Mie, CEO of photography studio Nanairo Studio, told me
that while women are usually the ones making an appointment and driving the decision to do
a kimonophoto shoof men, while reluctant at first, often end up remarkably enjoying the
occasion. Opportunities like these can therefore foster positive attitaddsviewpoints of
men towards kimono.

Cl@2dzN> 6t S LISNBRLSOGAGSE (261 NRa YSYyQa (AY2)
fraid RSOIFIRSad {OK2fFNJ blylFrS LaAKA(llI@gl KlFIa RS
kimono was developed during the 1960s, waiflarther increase in popularity during the 1980s
(2001: 10). One of the reasons for this renewed interest in recent times is supported through
yukata lightweigth summer kimono. The number of young men weani@gtato engage in
sightseeing activitiegcreased drastically throughout the 2010s, for exarripléagid Yajima
2016: 23).

Through my observance of the comiofgage ceremony in the city of Kyoto, as well as the
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interviews with young adults who attended different ceremonies throughout Japan, | further
realised that a significant number of young men now dres$hakamaand haori ensembles

for their comingof-age celebration. With no official data available, it is hard to assess the
actual percentage of young men wearing kimono on a national level. Based on my own, very
limited observation, | would estimate that roughly thpgrcent of male attendees dressed in
hakamaand haorifor the comingof-age ceremony in Kyoto in 2018. One brief article in the
Kyoto section of omiuri Shinbuaven mentioned the appearance of young memuon-tsuki
hakamaat the ceremony (9/1, p. 29). h& numbers might differ drastically in different
geographical regions, however. The numbers in Kyoto might have been particularly high due
G2 GKS OAGeQa LISNOSADSR OKINX OGSNRAGAOAT
WINI RAGAZ2Y I W gak {(Mo&ha2013, FSurak 1200 {5t).yKemondIculture is
additionally actively promoted by the mayor of Kyoto, Daisaku Kadokawa, whdakearsa
andhaorion a regular basis (luchi 2014). This sentiment might also have influenced the official
poster advertisinghe comingof-age ceremony which, in 2018, depicts a young man and
woman dressed in full kimono ensembles (see image 22). The cultural context in the city of
Kyoto might consequently have resulted in an increased number of young men wearing

kimono to thefestivities.
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Image 22: The official postefthe comingof-age ceremony in Kyoto. Picture takertfiyauthor in 2018.
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All of my interviewees who attended comiofyjage ceremonies in other cities of Japan
also noticed a considerable number of male attendees dressed in kimono, however. This is also
reflected in some advertising imagé&se visual by rental shop RENCA dantlg features a
young man wearing haori overcoat, for example (see image 23). The kimono chain offers
different styles ohakamaandhaorito rent not just for the comingf-age ceremony, but also
graduation ceremonies and weddings. As mentioned e&rlieli KS RSYFyR F2NJ YSy
NAAAY3I:X a2 Ad Oly o0S FaadzyrSR GKIFIG Y2NB 0O2YY

kimono into their inventories.

Image 23: Online kimono rental shop RENCA advertising their eofi@igg selection online i2018.

' y20KSNI NBlazy 0SKAYR (KS F6aSyOoS 2F 02Y)
0S tAY1SR (G2 GKS 3II N)Sy (iWhén | aske? KikuthEb&e aBotithd® A & (0 A
ISYSNIf AYLNBaairzy 2F YSyQa 1 AYayomparisorkk® a i @ f
G2YSYyQa (1AY2y2d 2A0GK | LIEFAYS Y2y20KNRYS 7
distinguishing aspects are not related to colour or patterns but rather based on the type of
fabric utilised, as well as the overall produciioacess This, according to Kikuchi, is similar to
suits where the choice of production as either reatyde or custommade profoundly
influences the quality of the garment. How a garment was produced, and whether the material
is of higher or lower quality, isalfenging to portray in an illustration or photograph, however.
This trait consequently gets lost in the process of representing the garment in a visual form.
Thishints towardsr Y2 G KSNJ LINPO6f SY Ay (GKS RSLAOUGAZY
haoribears aclose resemblance to a suit jacket. This is particularly the case when the garment

is portrayed from a certain angle, aiemplified on the comingf-age poster from Kyoto
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(image 22). The male figure is depicted in a way which makes it rather difficudtantly
recognise the worn garment asaorijacket. Particularly due to the fact that thaoriis dark
blue in colour, the garment could easily be mistaken for a suit jacket. Anthropologist Jennifer
Coates has illustrated how visual aspects dfucess in film are often chosen based on how
they look on screen (2017). Red for example is a colour which holds strong symbolic
connotations but also often gets selected due to its strong visual impact (Coates 2Uhi& 9).
issimilai 2 I & 2 Y S-gf-ge kirdbAcovoAwhiah the different features, such as the tied
20A YR o06dzae LI GGSNYsI Ayaidl yiaft gdhaitidtkeétswisiK S @A S
to create a similar impression, they equally need to feature visually stimulating design
elements. This is the case in the advertisement image created by RENCA (image 23) where the
vibrant pattern of thehaoriY I 4t OKS & & KI (i fufisbde litis Seprésantatioyf &lsb
results in an immediate recognition of the depicted garment as a kimono.

Herce, refering back to the lack of representation of young mehakamawithin
newspaper articles discussed in chapter one, this occurrence might not only be due to
ideological reasons, but partially due to the characteristics of the garment itself, and
particularly the way it looks on camera. It is often blankwhite photographs which are
employed in newspapers, in which the difference between a dark colba@iand white
under-kimono and similarly coloured suit and shirt combination is very diffccaécognise.
As illustrated earlier, the monochrome black suits of male attendees fade and disappear into
the background, meaning that a similar issue would occur in the visual depicti@orof
jackets. This aspect of the look of a garment on filnint@ignsequently discourage editors to
utilise these images, but rather give priority to easily recognisable representationsade
l'a L KFE@S RSY2yaidN)yGSRx: a42YS o0dzaAySaasSa KI ¢
kimono in advertising images. Tieeent increase in popularity from the side of the consumers
YAIKG FdzNIKSNI LJzNE dzS O2YYSNOAFE SyidAdGdasSa G2

business inventory.

Conclusion
In this chapter, | have demonstrated how normative masculinity is nraeatéhrough the
OFYLI AIya | ROSNIAAAYy3I adzada a GKS WO2NNBOU
comingof-age ceremony. Business suits represent corporate madés values which
Ay Of dzRS GKS LISNBR2YIf al ONMFRAOSR2Ge 2y S®Kt A& R
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company. These sentiments are embodied by the contemporaryshakaijinwho is based
on the postwar figure of the salarymakiVhile some commentators have spoken of the death
of the ideal of the salaryman, | have demonsathat it is very much alive, significantly
impacting the discourse surrounding male dress on the ceoftage day in contemporary
Japan.

Young men are in this way not free from hegemonic gender expectations, but are, similarly
to their female counterparts, expected to sustain an oagpearanceand bodily conduct
GKAOK A& Ay ftAYS 6A0GK (GKSasS @I t dzSpicdbus ¢ KS @
AYyO2yalLAOd2dzaySaaQ o0+ AYyAaKGSAY HAMnOZ YSIYAY
and seemingly effortlessly, but nevertheless elegantly and appropriately. The selection of the
right clothing items, knowledge on expected etiquette anddcet, as well as care of the
garments, are all expected to be known and valued by young mals. &galtsimilar manner
to young women, they are consequently expected to invest a great amount of time, money
and care into their wardrobe to be able to ntain this impression.

| have also discussed howakamaandhaoridress ensemble is increasingly presented as
an alternative option for young men to wear at the corafgge day. While a greater number
of young men are dressing yukatawhen sightseeig cities such as Kyoth Uahd Yajima
HamMcY HoOX AG &asSSvya G(GKIG GKS | LIISEFE 208 YSyQa
age celebration. While there are some notions of resistance by parts of the industry against
0KS LISNOSA ISR aR@a/i RSINESYWEn afigypdbiacady wéngaafed Y
increasingly demanding opportunities to dress in matching kimono outfits with their partners.
Some parts of the kimono industry are embracing this new business opportunity, offering
hakamaandhaorias dress options to young men while working around the visual properties

of the garment which make it difficult to depict on camera.
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Chapter 4Reframingcomingof-age kimono as fashion

In chapter two, | have shown how the discoursduwisode] A Y2y 2 | a | Wi NI
WI LI ySasSQ 02 tuisodshtagariiedSadd catdlogues. This chapter responds to the
discussion by demonstrating that an alternative narration, one which frénns®de as
fashion, equally shapes impressions and notidriee garment in a contemporary setting.

Scholars have already asserted how specific fashion networks are aiming to change the

kimono industry from within by creating fashionable and stylish pattern designs and sustaining
a consumer culture based on mmts of fun and playfulness (Assmann 2008, Cliffe 2017, Hall
2015, Okazaki 2015). Whilgrisodeis mainly regarded as a ceremonial and formal piece of
clothing worn out of a sense of duty (Valk 2017, 2018), | will argue that discourses surrounding
this specific type of kimono have equally been affected by this new narrative. Daniel Miller and
Sophie Woodward have observed how dnedated industries are involved in market research
G2 FR2dzald G2 02y adzYSNEQ 02y OSNJY damohoynBustyfy SSRa
are very aware of the need to satisfy consumers to keep their existing clients base and also
gARSY (i KSA Nhan@ Yajima®016, Kall ®020)]l Through a reassessment of the
magazines and catalogues discussed in chapter two, | will démratenhow parts of the
industry reframe furisodeas a fashionable garmentith consumers being encouraged to
experiment and create personaliséttisodecoordinates on the way. The influence of the
gyarucommunity has so far been overlooked in the acadestudy of kimono, so this chapter
Ffaz2 FAYa G2 AffdAGNI S GKS & dzofbisaflestydeNS Q& Ay €

The presentation ad-share furisodeollections

A narration ofurisodekimono as fashion is commonly found withinsodemagazines
and catalogues. This is mainly done by framing various aspects of the garmshies O-
shareOl'y ©0S (NI yaORYERA D dza W TKERK AV A {SARENDY oY v
expressig a sentiment of the dress choice as smart and trendy. Penelope Francks traces the
roots of the concept back to the Meiji period (1888mMH 0 X g KSYy (GKS Odzadz2yY
4SS FyR 0SS aSSyQ o0SOIFYS Y2NB |yR Y2N»Bd L} Ll
how particularly the period between 1920 and 1930 saw an increase in hedonistic
consumption, which is defined as a form of consumption which does not only fulfil basic needs
but also provides pleasure and avocation (1997). This period is when consuohpbasumer
322Ra Ay 3IASYSNIf o0SOFYS I WR2YAYIFGAY3I LINRYyO’/
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society (Clammer 1997:2 see also Gordon 2012). This development was due to an increase
of production facilities and opening of new marketplacehsas department stores. Kimono,
which at that point was still the most popular form of dress for both genders, was part of the
realm of fashionable dress, with department stores showcasing the latest designs in their shop
windows and catalogues (Thoe20R0).

As discussed earlier, while kimono has largely become separate from the context of
fashion in the postvar period, there are now some signs of a reconnection between the two
(see Assmann 2008, Cliffe 2013, 2017, Hall 2015, 2017, Valk 2017, Bi32i@)alBo evident
in the case of comingf-agefurisode One of the indicators of this restored affiliation is the
0N AIKGTF2NB I NFshaokr S 2 Ff [GKSE RKNR I NSy iGa oAl
2LISYyAy3d aSyiaSyoS 2F GKS {GdzZRAZ2 ! f Af@iSodeOl G 2
1AY2y2 02fftSOGA2Y G6KAOK ¢ A bdharf@duliete dobrnanbkb f & 2 d:
no oshare kokoro evmanzoku shite kureru furisode korekushen?2) while theLARME
OF 41 £ 23dzS Ay (i NB RdzOS &sh&@difdriSodad & & Radwiilte tsifakenad ( & A
furisode sutairu 20 henka. 3). To describe different partsfofisodeensembles, words such
ad Wi NBenddka arw | YR WiidR) Lddzf proidikently featured within the
publications. These narratives consequently include the garment in the realm of fashionable
dress.

A narration of the existence of trendd® n furlhér strengthensthis sentiment of
furisodeas fashion. A photo seriesFarisode Biyoii A G f SR W{ ( | y RurisBdamti 0 & & ¢
' GNBY R 20Bfy2RENID Nh y 2 FTdzNA a2RS Rob. 2429 fyayhes y 2 OK
the colours red, turquoise, light yellow, nawye, as well as white and black as the trend
colours of the yeaFurisode Kinenbn the other hand introduces trends in relation to pattern
RSaAdya Ay GKS O2f dzvyy GAGf SRisodivrdmdokaRr pbpaid | WK
no furisode de HalLJo | NI & Zpp. 232AYIWisterfa flo®ers, as welllkesgaraandll 3 | NJ
retro patterns are, according to the magazine, specific motifs and patterns which are up and
coming this season, and therefore recommended to the reader as a fashionable tohoice
consider (see image 24). This narration is reminiscent of verbal discourses commonly utilised
in Japanese fashion magazines (see Moeran 2B04disodeare in this way constructed as

garments not outside of, but rather as strongly influenced by chafaghgons and trends.
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Image 24: Thé 3 | rétdo pattern is framed as one of tlierisodetrends in 2018Furisode Kinemfpp. 2829.

This approach is further exemplified in the following quote which is part of a column
discussing different obi binding technique§imisode Him¢ W{ dzNLIJNA aAy It &z I
a traditional feel, theaikomusubE 2 NJ WR NXzY | y 2 iih@ Ete Bdb geriod.2tis 0 2 NY/
believed that the geisha Fukagawa, a fashion leader of her time, tied her obi like a drum knot,

ol GSOKYyAIldzS6 gKAOK (KSYy &aLINBI R IRBEKtéking OF YS
funiki no taikeY' dza dzo A 3 G | iga@iino atakaghikl, edg RiARISA KA G @ ¢l 2
FIFraaK2yNovRn RSY2 | G-musdbidel ris@&émaidund@r® aihkjimaridd- G | A
Al NBXI az2y2 32 A LLYp/ 588 Phis §ubte arrate® fenfale Negfofrheis (i | &
such as geisha as fasmdle trendsetters which have for a long time been involved in the
creation and dissemination of kimono trends and fashions. Geisha have been involved in these
endeavours particularly in relation to the chic, sophisticated aestheki; fwir example (Oby

2001: 5255, 325, Giannoulis 2013). This narrative consequently challenges normative
discourses surrounding th@tendesign by offering an alternative readindguwfsodewhich is

guided by notions of fashion and freedom of expression. Readers aredesimof the
fashionable culture surrounding kimono, and therefore encouraged to approach their eoming

of-agefurisodeas fashionable dress.
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The general utilisation of the models presenting fashionisisodecoordinates also
differs from the presentadin of models showcasikgtenfurisode The practice followed here
Ad YdzOK Of 2aSNJ G2 SadlrofAaKSR LINBaSydaldAzya
fashion magazines. Fashion magazines in Japan often have a cohort of models which are
exclusively linked to the publications, with moddie oreating a name for themselves through
the repetitive appearance in a certain magazine. These individuals come to be linked to the
style of their magazine, being presented as trendsetters to the readers. This approach is
applied tofurisodeas well wih popular models presenting collections and personal styles.

In the LARMEcatalogue for example, model Nakamura Risa presents her personal
furisodestyle (pp. 104109, see image 25). Being employed as a model for subcultural fashion
magazineLARMEsince tle first issue, the nineteeyearold model is known for her
individualistic fashion sense and taste. Nakamura applies her sense of fashion and style to
furisodeand, in the column, recommends specific accessories, such as black lace gloves and
socks, as mathave items for a stylidiirisodeensemble. As the following quote indicates, the
section is embedded into an individual approach over an adherence to set norms and
O2y @Sy iU A2y aYyY kowaskle bag is BrFoRtbny yu Wwill be able to creatacae
LISNB2Y It SyasSyofS o0& AyO2NLlJ] NI A kdentkd®S a a
0l 33dz 62 | gl ASNHz y2 Y2 (ool SNBR2Y NI} aKA| dz
no ga seikaip. 105). This quote seeks to encourage young women to sxfiresiselves

through unconventional choices based on their personal preference and taste.
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LYF3S HpY ¢KS 0O2f dzvy frifddesBIRldRMBAEI0gbel2Q16, WAM05. wA & F Q&

This sentiment is also exemplified iRwisode BiyoliJK 2 1 2 & SNX SKoteri A (1 f SR
RSaA3ady ¢gAft O0NAyYy3I cagatmedhisayvB KagbyaRedger Kotgidra wh2 a KAy
dore2pp.300 p 0 ® ¢ KS Ayl NERR dKpterdbsiynfusissog areSsyll@e mosl | R& Y
popular furisodestyle] at the moment. Although we tend to speak of kkéenstyle [as if it
NELINBaSylia 2yS adef Ses (K SmdBehiban®nkigataiuddwiat & Y
yahari kotergara no furisode. hitokuchi kotengara to itte mo, iroirona taipu ga arimagu
30). Thekoten style is consequently not narrated as only following stable and coherent
conventions. Rather, the quotes imply tkatendesigns vary greatly from one another, and
that slightly diffeent aesthetics exist as part of the style. This sentiment is strengthened
through the accompanying visuals which depict diffeke¢nstyle garments; some designs
are made up of bigger scale motifs and fewer elements in the pattern design for exaniple, wh
others rely on an unconventional use of colours to create a contemporary design. The idea that
there is only onekoten style type offurisodeis discouraged; the photo series rather
RSY2yaiNrdSa GKS RSaA3ayQa RA QSpuadSto diffgrént | R LI
tastes and preferences.

Young women are in this way encouraged to express their persokaldg) @nd

individuality watashirashisa, or jibunrashisa) through theirfurisodeSy a SYo f Sa® WCA Y
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own style based on your favourite coddi I Y R dkbndndi SoNy, &a@acde jibun dake

no sutairu wo mitsuketep. 27) is written in the Wafkan catalogue, while theARME

OF GFf23dzS SyO2dzNy 3Sa NBIFRSNBR G2 WwasSS|] oKL
NB LINB a Sjibuin&o sakiamz#o wo fuka motomusubeki [. . .] anata ni niau, tokubetsuna
omekashi wo mitsukete kudasqip. 5151). The publications consequently reinforce the

notion that furisodecan be utilised for the expression and display of the self. The reader is
imagined a£ 2y 3Ay3 F2N) GKA&A (AYR 27F 2LJJ2dRdgelzy AdGeyY
OSNBY2yeé Ay | & h oldeyl Nl-saiSod iddet@Enissde Dalakp. 6

pUD® ¢CKS FaadzYLliAz2y 2F (AY2y2 |4 WYiddrites G A2y | f
and regulations is consequently challenged through thigosgtioning of the garment as a

vehicle for selexpression.

Sentiments o&asobigokoroSelfexpression through kimono coordinates

These sentiments of playfgleltexpression are within many publications framed
0KNR dzZaA K K Ssoliydkgr@ S 1036 A 8 $ NJWE f Asobigakor® @ X gz A KS & NB 2
women to approach comingf-age dress in a lighthearted and playful manner. Young women
are in this way encoaged to customise theifurisodeensemble by approaching it as a
FlLakAzyl of S| WoRymiRKle Himéy® NI §Sa GKS WF¥dzy |y
[asobigokor6 2 F | 1 AY2YRYD22 NRARS (8D I VRudsédk a I &
Hime p. 10) forexample, whileFurisode BiyofNBE O2 YYSY RayY WYhy OS @&2dz R
furisode] A Y2y 23 (GKS ySEG &a0G§SL) A& dudsode Gatkin@itara, | OOS &
Gadar gl 12Y2y2 ,p.74). KiNdny KRi®larlJdniy FHAIWES pdnted out how
parts of the industry have aimed to make kimono more accessible by focusing on aspects such
as play d&sobi)and notions of seléxpression (2015: 13B35, 156). These sentiments are
similarly evident in the contemporary approach towards coroirggefurisode rather than
portraying furisodel & I &adF GA O YR WINI RAGA 2ffrisddd I NI
YFE3FTAySa FyR OFGFf23dzSa SYLKIaraasS K2g 2y S¢
explored through the creation of andividualistidurisodecoordnate.

The selecting and matching of differdaamonois consequently narrated as equally as
important as the selection of théurisode itself. Throughout the publications, specific
accessories, dtomonq are deemed as immensely important in this reg@rehan-eri and

date-eriinlay collars, thebi-age, obi-shimeandobi-domeof the obi sash, thkamikazarihair
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ornaments, as well as therishoes andabi socks are able to strongly influence the overall
impression of the coordinat&his is exemplified through the following quote frearisode
Biyor¥ W¢ KS A Y LINfsadd wil? ofiange acEording t8 the hue of colour, materials
and patterns [of he added obi and accessories], so we encourage you to try different
O2YOAYMRNR2WAR@I6 221 FAX AN yA 2048 alyYrily
iroiro to awasete mitep. 74). Young women are advised to playfully engage with the practice
of combining different items to see which ones resonate with them the most.

Ly GKS {{ddzZRA2 ' f A0S OFGIf23dzSs kogiond y F2 3N,
NBadzZ Ga Ay RATTNGoawasesa Kodnanbchigap. 31y eée@pRiestis 6
practice (see image 26). In the graphic, a previously disckesaustyle furisodeis used to
explore how the addition of specific obi ammmonocan be utilised to create divergent styles.
The model placed on top of the page is depicted as wearingkatenstyle coordinate, with
the addedtemaripatterned obi and orthodox accessories and styling strengthening the
O2y @Sy idAaz2yltf YR WiNIRAGAZ2YIEf& WHLIYySAaSQ AY
of the obi and accessories, the overall inip@A 2y OFy ©06S Y2RAFASRI K2
02 2 NR Aytoil D Qpregeries on the bottom left, can be accomplished through the
addition of a pastetoloured obi featuring roses, as well as different shades of pink and-purple
colouredkomonofor exay” LJt Srdro-todétha G @ € S O 2etordX 2 R I o PP th& S
other hand can be brought to life through a blue and-s&gped obi in addition to different
komonofeaturing graphic patterns. Readers are in this way encouraged to tap into their

asobigdoroto find a look that responds to their personal aesthetic taste and preference.
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Image 26: The infographic demonstrating how mixing and matchkamafnoresults in different styles (Studio
Alice catalogue 2019, p. 31).

The importance of notions asobigokoroare further demonstrated through the
repositioing2 ¥ 1 AY2y2 LINRPTFSaaAz2ylfa y2i | BARMEE LIS NJ
furisodecataldd dz§ F2NJ SEl YLX S5 (G KS Ay RKigdkeiR dabashitah y OK |
Aya, a stylist who is known for her work in fashion magaARMEY agashita is not framed
as akitsukespecialist, but rather as an artistic individual who puts togethéidaable looks
for expressive young women. Her kimono coordinates respond to notions-ekgedgsion
and individuality; she often replaces the conventigethshoes with high heels for example
(see images 27 and 28)abisocks are equally exchangent gyecatching socks or stylish
tights. Unconventional accessories, such as hats, are also often utilised to strengthen the

notion of originality and fashion.
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(LR g
Image 27: A vintagmspiredfurisodecoordinatestyledby Yagashita AyaBARMEatalogue, p. 15).
Image 28: Another example ofuisodeensemble put together by YagashitdARMEatalogue, p. 17).

This approach similarlyfollowed inFurisode Daisukin which stylist Ishida Setsuko is
AY (0 NR RAzOSIRNAI&AY | (WO 2y 2 adGgetradQ oL mmoX
introduces Ishida depicts the stylist witlfleghionablyshort haircut and big smile on her face.
Ishida consequentlsonveysa much less formal and more fun impression compared to kimono
expert Yasuda Takakwho | discussed in chapter two. This initial impression is further
sustained through &itsukecolumn in which the stylist created four individualistic kimono
coordinates dr four different readers (pp. 11B16, see image 30). Rather than forcing a
certain style onto the young women, the stylist expresses her main intention as adopting her
aldetAay3a G2 St OKsordkbré e Kosddri awhsgoN . yshida kseguendy
is presented as much more flexible and playful in her approach and attitude towards kimono,

resulting in the presentation of individualistic and plafdtisodeensembles.
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Models equally take an alternative approach to the presentatidiuregode These
young womeruse their bodies in a completely different manner to ithdividualsmodédling
kotendesigns; a curvy and dynamic pose is commonly established through the bending and
stretching of their body and limbs which provides the presentation of the ensemble with an
energetic and lively impression. A still somewhat graceful but slightly ledgedignid more
jdZANJ] @ KIFIYyR LI2&adGdz2NE O2YY2yfteé IRRa (2 (GUKS RAZ
expressions are often slightly overempbadj and somewhat chilike and/or girlish in
character. Models consequently aim to embody an impressiargobdnatured and slightly
cheeky young woman who engages with the world around her in a lighthearted and carefree
way. The makep further assists this impression, with pink lipstick and blush, as well as
colourful eyeshadow, emphasising the cheerfud Avely aspects of personality. The hair is
often styled in a more unconventional and experiential manner to emphasise the f@odels
seemingly quirky and individualistic character. This impression is assisted by the hair
accessories which are always keptiind colours and are commonly welatched to the rest
of the outfit. They can include girlish items, such as bows and ribbons, or decorative pieces of

fabric. The nails are deliberately done in a playful manner, which is achieved by using different
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colaurs and patterns in the design.

The path taken is consequently oppositional to the one detailed through the previously
discussedotenRS A A dy G KAOK Aad SYOSRRSR Ayid2 | RA&AO02c
This narrative odsobigokoraassists youg women in their endeavour to not conform et
conventions and follow the aesthetic preferences of others, but rather to express themselves
0KNRdzZAK (KSANI OHufishdeg K ROIES a4 & ¥ dz Wk SIidud jlshiniga F A SR
y I GG21 dz &sokhaeruRitispdeIvdkite. 4) B a quote from thEurisode Perfect BOOK
which illustrates this tendency. Young women are in this way remindddase themselves
2O0SNJ AAGAY3I Ay (G2 SELISOGL (A 2fyfisodewhicRmakayouy R NR &
AKAYS® . @& R2Ay3 GKA&X (KS Lifa2nbiandta woNdhibayi R & 2 d
F3F&lr1FrasSisS { dz2NBNHz FdzZNR &2RS |, R 33). Ve endiiiial YI RS
RSaAANBE Aa OlFad 20SN) 0KS 2y SaQ inubted tdlistendo2 OA S &

—

and follow theirasobigokordo articulate their individuality through their comhodrage dress.

Thegyarud dzo O dzf (i dzNBnMudisodepfakticelzSy OS 2

So far, | have illustrated hatlve discourses ofurisodeas fashionable dress are a stable
component of many magazines and catalogues. Narratives which positioned kimono as a
vehicle for selexpression started to remerge during the 1990s, a time when the kimono
industry needed to adapt to the changing ecomoonditions of the country (Assmann 2008,
+Ff1 HAaMyO®d WFHLIY S6AGYSaaSR | YANI Odzf 2dza NB
World War, with industrial reforms implemented by the government ensuring a steady growth
of the economy from the 1960s tilve early 1990s (Macnaughtan 2005). Kimono was a
garment strongly favoured by members of the middle class who regarded the garment as a
precious piece of Japanese material culture which could be handed down to future generations
(Assmann 2008, Goldstetadoni 1999, Valk 2018). This perspective ensured a revival of
1AY2Yy 23 gAGK (0KS AYRdAdZAGNEQaA NB OGSy dzS (maki2 Y &l f
2018, 1t andYajima 2016: 14 he economic bubble burst in the early 1990s, however, and
economicrecession hit Japan (Ackermann 201@®).7This led to a change of consumption
practices, with sales of kimono starting to drastically decline (Araki.2R&&tal options
gained popularity during this time, resulting in a shift of the general imagmoh&ifrom a
garment which is owned towards one which is rented (Valk 2018: 113).

At the same time of this change in consumption practices, a new discourse around
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individualism started to emerge which is captured in the concepkasiei (literally
WAYRAGARdzZE t AGRBQUD 2KAES AYyAdGALff& 0SAy3a RAAC
a debate about individual rights, expressions and freedoms reachededd! of society as the
decade went on (Rear 2017:-18). Scholar Peter Ackermann, who identified the concept of
koseias one of the main aspects influencing contemporary ritualistic practices in Japan, states:
WLY | &Sy akoSeiok®A sidgtdndsiiarise wighf but also to the need to produce
2yS&aStT Ay | F2NY y2i FTAESR Ay | RGlI yOS o dz
(2016: 12). Youngdalts aimed to break free from the norms and values upheld by their
parents.Media scholaSatoshi Ota has argued that individuality was regarded profoundly by
the generation of women who grew up in the 1970s and 1980s for example (201Z6@57
According to the scholar, members of this generation looked foresgpiession though
modesofcyg a dzY LA 2y X SAGK YSRAI RA&O2dzZNBSa 27F
I fAFS GKIFIG O2yySOGa 2ySQa O2yadzvyLliazy tATFTSaA
Thegyarusubculture, one of the subcultural formations which emerged during this
time, was lagely based on this interconnectedness between countemative forms of self
expression and practices of consumption. The subculture mainly consisted of young women in
their teens, with the terngyarubeing derived from the English slamgrdW3 | £ Q 20074 y 0 |
315). The medium of photography played an important role in the identity construction and
performance ofgyarud A NI &8 @ { KIF NRY YA Y & Sdyard weeelorganiSed (K|
F NBdzy R OF YSNI Q o6uHnmMoY TyoU0ZI @wdmekwitlyopportuditt©OKy 2 2
to express themselves in creative ways;-o@g cameras angduri-kuraphoto boothd were
embraced by members of the subculture, resulting in a unique visual culgyeroftyle and
fashion (Kawamura 2006, Menegazzo 2014, Na2@@rb: 322323). One of the first
LJdzof AOF 1A2ya 6KAOK gl a AYyFEdsSSYdAlt Ay &Kl LAY
(Gyaruzu Raifl978m cpy 0 = { KdzFdz y2 ¢2Y20®d ¢KS YIF3IFTAYS
and unconventional colourfuFliSa G &€t SQ o{ I { I A rmesthafics anp fashidns ¢ KS A
deviated from previously established conventions and norms surrounding femininity and

girlhood.

4 Purtkuramachines were launched in 1995 and quickly gained immense popularity with young women
(Menegazo 2014)The produced adhesive photo stickers can be personalised through backgrounds, stickers
and messages.

119



Previous to the appearance of tiggarustyle, the dominant form of female identity
expression was based on the idea of the cute and approachable girl next door. This ideal was
strongly represented in a variety of media products. Popular female singers such as Yamaguchi
Momoe embodied notionsfannocence and nothreatening cuteness which was based on
and simultaneously emulated by a big part of the population (Nomura 1990, Miller 2006: 26,
Watanabe 2011). Marriage was an important prospect for a young woman of the time, and
this was equally ephasised through popular culturg.K lIn&agga were largely focused on
romantic tales of an innocent young woman being in love and eventually getting married to
the same man for example (Matsutani 2012: &8tchmaking was a common practice at this
point, with young women from a middigass background being made to take portraits
dressed in elegant kimono ensembles to attract a suitable marriage partner (Golgisteim
2005: 164, Knight 1995).2 dzy 3 62 YSy Q& 7T & Kanah(197¢,IMAdadind y S& a
House Ltd.) andJ (1975 Kobunshafurther maintained these ideals by presenting fashions
GKFG g2dzZ R W3k Ay | LILINBS@lgust iFsER cfed i X dnezahd 2B N ¢
22). Marriage was in this wayoclaimedas the ultimate goal for a waan.

Gyarulifestyle and fashions on the other hand promoted notions of individuality,
independence and freedom of expression (Kinsella 2013: 73. Nanba 2007b: 317, Miller 2003:

85, 91, Reisel 2017). Rather than promoting conventional mittds ideas déminine virtue

and demureness, thgyarud G @t S gl & adNRBy3It e AycaésdhyfeSSR o0 @&
(Kawamura 2006: 788, 2012: 89, Matsutani 2012: 293). Practices which would become
synonymous with thg@yarustyle, such as the application of artdiceyelashes, nails and hair
SEGSyarzyax a Sttt a RIENJSyAy3a 2ySQa alAy
gaudiness for example. Make and hairstyling trends such dskameo f A G SNJ f f & Wo A
andmorigamio f A G SN NIDé WRRHKAKYRfte& SYLKFaArAaSR y2i
adornment. The style was further popularised by singers such as Amuro Namie, Hamasaki
Ayumi and Koda Kumi who wore glittering makeand bodstight, colourful outfits, often

matched with bulky latform shoes (Miller 2006: 28pepartment storeShibuyal09 (shibuya

ichkmaru{ & 8979-0 ljdzA O1f & Saidlof AAaKSR AdasSt¥ ra |
wide variety of young women who were looking for flamboyant and inexpensive clothing to
express themselves through dress (Bull 2009, Kawamura 2012:Yé@hg designers
incorporated the tastes and preferences of their customers, with young women working in the

shops being actively involved in the design process (Kawamura 2006: 791).
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YoneharaYasumasu, the founder and main editor of popggaru magazineegg
(1995, initially Million Publishing), classifigghrufashion and pactices as a resistance against
social standards and norms (Nanba 2007: 334). In an interview with Mary Reisel, Yonehara
positionsgyarufashions and lifestyle as a direct response to messages based on patriarchal
norms which proclaimed that women need B & a4 | YR 06 SKF @S | OSNII A
[gyary of the 1980s and 1990s were unique girls because they were breaking the rules in the
open and in front of the media, something that girls did not have the courage to do before
them. They were not the tdational little obedient schoolgirls who were doing everything by
GKS 0221W¥Y O0AY aAfftSNIuHuaAamMTY omM0O® { OK2fl NA & dz
equally position the fashion and conducgghtruas a newype of identity for young Japanese
women who did not feel comfortable with abiding to the previously outlined ideals and beauty
standards of conventional girlhood. This refusal to adheéedzo YA 84 A FS YR WLIX S
of women consequently symbolised a change of values and sentimemisiothe previously
established cultural norms and standards.

Other dress practices which further demonstrate the countamative attitude of
gyaruwere the modification of their school uniforms. School uniforms were made mandatory
for boys and girls ding the Meiji period (Saito 2003). The overall design is standardised, and
strict regulations are set in place to protect the correct wearing of the individual items.
Students have engaged in practices to remodel these uniforms for a long time, howewey. D
the 1970s and 1980s, male and female students adjusted their uniforms and created a style
calledtsupparifor example (Kinsella 2002, Sakai 2019). The remodelling included the widening
of trousers for boys and lengthening of skirts for girls. I1880s, female students at Aoyama
Gakuin Senior High School started wearing the thick, white socks usually reserved for sports
LIN OGAOSa ¢6A0GK GKSANI 30K22f dzyAF2NXAZ NBadzA
has became closely linked tceetgyarusubculture (Nanba 2007b: 317). Many young women
additionally customised their uniforms by exchanging the standardised ribbonsssaad
socks for personalised ones (Kawamura 2006, 2012, Kinsella 2013, Miller 2003). Another
popular practice wasktS G SYLIZ2 NI NBE &aK2NISyAy3d 2F 2ySQa a
Sociologist Koji Nanba argues that these activities were mainly intended to make the garments
feel less like uniform and orderly attire but more like personal everyday wear (2007b).

This gntiment of personalisation through remdtieg was also one which these young

women brought to their comingf-age dress. This is exemplified in a columfuimsode egg
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OHAMMO® LYy (GKS -FSBH8ARK2G2 ({88 fReanebsandddeBId T
gyarumagazineeggshare stories and photographs of their coraaigage dress ensembles of

the 2000s. While the majority of readers wortugasodekimono in the previously discussed
kotendesign, a significant number of these young women addednwentional accessories

to express a sense of self through their outiiggmodel Itabashi Rumi added lace sleeves
and a bright pink decorative inlay collar to her corufiggefurisodefor example (seénage

31). The young woman states that this wasatempt to personalise the garment which was
passed on from her older sister. Besides the addition of unique accessories, young women also
approached their hair and makg in an individualistic manner. This notion is evident in the
furisode ensembles ofNori and Tae who both dressed inkaten furisodebut broke
conventions by bleaching their hair blond and stylingglyaruinspired hair does (seémage

32). They further added heavy make and wore artificial nails, two beauty practices which
certaily would be discouraged by traditionally minded kimono experts. They nevertheless

assisted these young women in expressing their personality through dress, however.
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Image 32Eggreaders Nori and Tae in their personalif@isodeensemblesKurisode eggp. 80).

Throughout the 2010s, comirgg-age issug of popular gyaru publications such as
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Kimono Agehé@inforest, 201€2013) andrurisode egfurther encouraged personalisation by
showcasing different methods ddirisode modifications. In a column iRurisode egdor
example, fiftyseven different ideas to adjust tharisod€da RS O2 N» G A @Sclsthyt I & O
are introduced to the readers (pp.-®D). The opening sentence narratagsodekimono as
T I a K ki2igbde areéfashionable clothes through which you can play with various
coordinations by mixing and matching the accessories, as well as [think about] how to place or
GAS ol forisddétts §s8al2kondono asobi to tsukaikata to musubikata de mugen no
1 I R SoAg¢ Taioshimechau oshare fuku namo 57. There is a particular emphasis on
OK22aAy3a | 0O0Saaz2NrASa oKAOK NBalLRyRa (2 2ySQ:
example, a variety of options based on different colours and patterns, as wek@atd/e
elements such as rhinestones, lace, fur or pearls are introduced. The magazine additionally
recommends different ways to tie the obi cloth, resulting in unconventional shapes such as
ribbons and flowers.

Contraryto the discourse created arourile kotenstyle introduced in chapter two,
the column denies the existence of certain rules and norms in relatiomisodestyling. This
sentiment is exemplified in the following quote which is prominently placed on the top of the
2LISY Ay 3  LIrd®YuleQforkaSayded tollar coordination. Enjoy the mixing and
YFEGOKAY3 2F 0O2f 2dzNB  ( KNER dz3Késaned BRzNB I BE A ¥ A A NTFEN.
yo! itsumo no oshare fasshon kankaku de, iro no-mwase wo tanoshinchag!p. 58).
Reades are consequently encouraged to follow their personal preference and taste when it
comes to styling their comirgf-agefurisode

These examples demonstrate that through customisation, members ofyherl
subculture turned convention&btenfurisodeensembles into personalised dress coordinates.
This approach was based on practices they were already used to; the rules surrounding
furisodemake it arguably very similar to a school uniform, with both garment types immensely
relying on standardisation aridrmalisation of regulations and conduct. Rules can be bended
and pieces of clothing can be modified, however, and this is precisely what these young women
did. The shift in business practices from purchase to rental further assisted these approaches
by aeating more room for the expression of personal taste; the temporary possession of a
kimono means that the garment is not regarded as investment which would be passed on, but
rather as a piece of clothing which could be used as a vehicle faxpetssin. With a
AAIYATFAOF YO LI NI 2F O2yadzYSNAE O2y lahdraimha/ 3§ 2
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2016: 18, Valk 2017: 322)risode as demonstrated before, remaipartially embedded into

a discourse and practices of fashion andeglfresgn.

Themodepattern design anéurisodebrand Sweet Angel

So far, | have demonstrated hoyoung women of thegyaru subculture started
appropriating availabldurisode designs through the addition of personal accessories,
hairstyles and makep in the 1990s. Besides including notions of individualistic guided by
asobigokoranto the discourses surroundifigrisode certain sectors of the industry went even
further and sarted developing a pattern design based on thecfr taste of thegyaru
community. This style is now known as hededesign.

One prominent example offarisodebrand which exclusively produdesisodein the
mode design is Sweet Angdlhe brand s established by kimono wholesale corporation
Taiwa in 2008 (Yoshimura personal intervig®ld. Discussing the origins of the brand,
current CEO of the corporation, Yoshimura Takashi, told me that in the early 2000s, there was
an increase in the number of young women who wanted to express their personality through
their comingof-age dress. ThiSIR (12 RA&OdzaadaA2ya gAGKAY (GKS O
style [offurisodg for the comingof-F 3 S &liM&EAG A y2 FGF N AaKo adzil ;
to), resulting in the establishment of the Sweet Angel brand. A particular emphasis was placed
onthS @Aadzrt FSadKSiAoOa yR RSaAaly sKAOK gl a
boldgyarug 2 dzf R 06 S { Kad@né dyBuRya yomkblzid&®arod mpdis illustrates
how businespeople working at Taiwa identified members ofglyarusubcuture as potential
customers for a new style of comingt 3S 1AY2y2 |yR NBFSNBYOSR
aesthetic preference to create a néwisodedesign.

Thesdurisodedesigns envisioned for Sweet Angel differ fromkibienpattern design
introduced inchapter two. While some commonalities, such as the reliance on flowers as the
main design motifs certainly exist, it is peonies, roses and lilies, rather than seasonal flowers,
which are most commonly incorporated into the pattern design. Auspicious syeduaally
make a much rarappearanceThey are rather exchanged in favour of unconventional motifs
such as peacock feathers and butterflies or unorthodox patterns such as animal prints. The
artistic interpretation of the elements is not based on Ytarato-e style as is the casekoten
designs; rather, through the addition of winding and sinuous lines and decorations, the designs

evoke an impression of the Art Nouveau style, a popular artistic direction in Europetta
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turn of the twentieth centuy. The design consequently stands out when displayed next to the

WINI RAGAZ2Y LT W LI Yy &RatleBsyleRSAA Iy StSYSyda 2F GK
Colours onmode designs are further used in a conscious way to create powerful

contrasts, with black, white, bright red and goldmharelied upon. Decorative items, such as

rhinestones, pearls or glittering thread are additionally added to create a sparkling and

shimmering effect which, again, assist the design in catching attention. This impactfulness is

also maintained through thelacement of the design; rather than displaying an abundance of

different motifs on certain parts of the garment, it is often a large single blossom that decorates

the lower part of thdfurisode The combination of these elements results in notions siyla

F'yR 3l dzR& WIANI AYSaa Qyamsestidhcs dDd tasted(See iMagEIINT & f

Rz #o x g i g 2 —
v \ S " =T AL i Y i,

Image 33: The Sweet Angel advertising campaign in Kimono Ageha 2014%p. 68

Besides the specific incorporation of aesthetic preferences, Taiwa additionally made
efforts to collaborate witlyyaruspecific publications to promote their designs to members of
the subculture. The publicatidimono Agehavas specifically born out ofdke attempts for
collaborations betweeiKoakuma Agehand Sweet Angel for example (Yoshimura personal
interview 2018. These partnerships ensured the development of Sweet Angel into a

recognised and popular brand with thggyaru community. Throughout the 20s, the
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wholesaler received orders from kimono shops throughout Japan who wished to add Sweet
Angelfurisodeto their inventory (Yoshimura personal intervigdd 8. Many of my informants
working in the kimono industry confirmed that Sweet Angel was rexhbripopular with a
certain demographic of customers looking for an unconventional stileisédethroughout
the late 2000s and early 2010s (Aoai, Inenaga, Ohara personal inte2@ig8ysThe brand
became one of the very fevurisodebrands which caméo be recognised among young
women in this way. This is an exception, as, according to my informants, customers are often
not familiar with kimono brands. Brands have always played an important rgkgain
consumption practices, sb égomes asno suprise that a specifiéurisodebrand would be
endorsed by these young women.

Nevertheless, the popularity of tmeodedesign has declined in recent years. Inenaga
Shingo, who has been working as a store managdirfiono heartstold me that themode
style wa particularly popular from the mD00Os until the mi2010s (Inenaga personal
interview2018. The style has passed its height of popularity and lost a large part of its appeal
in a contemporary setting. It has not completely disappeared, however, raitldd such as
Sweet Angel still producing and offering annual corofrgge kimono collections. According
to Inenagasan, consumers have become slightly more conservative in their dress choice again,
which is exemplified by the popularity of the retro styh style referencing the colourful
patterns and designs of the Taisho (19B26) and early Showa period (192845). This
design is aesthetically much closer related tokbendesign than thenodestyle ever was;
motifs of similar flowers as used kotendesigns are reinterpreted in a playful and vivid style
to create the retro style. The aesthetics are consequently not as cenmterative as the ones
employed fomode furisode

Nevertheless, the addition of the retro design has arguably furthenexp up
possibilities for sekéxpression through comingf-age dress. This is exemplified by the
practices employed by rentahains such akimono heartsand TAKAZEre contemporary
shops which categories theurisodeaccording toartistic guidelines Kimono heartoffers
different stylistic categories based on specific design attributes for exdsggdmage 34)
One of the attributes relates to whether the pattearrangement dominantly follows either a
wafukuora@ Il TRBE dzF 3y LINAYOALX S5 a4 ¢Stf a oKSGKSH
OKNRdzZAK GKS RSaA3ay Aa ayahe 2R Hekippydhenpdjaces | Yy R !

notions of being growsp and sexyatona-teki, karamg. The final attribute of importance is
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the differentiation between an overakoten contemporary dendaitekiv = madikkevad

(O K n-&Kg design sentiment. This classification results in twelve diffeugsbdestyles One

of the styles labt R Wb S2 WI LI ySaljdzSQ o01AY2y2 KSINIa C
sweet and girly interpretation of the classikatenstyle for example. Thideranstyle on the
20KSNJ KIYR A&a AYUNRRddzZOSR Qeidnd okku suwaigpOll), aGef S
while theRetro Moderrii I {1 S& AYALIANI GA2ya FTNRY2RKE, pIa BdzNS
10) of the TaishPeriod.

== [kimono heartsI—F7L—X)v | #5354 AMAP
—
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LYl 3S onY Yiidodeyghe maSidati@ddinthkimono heartsatalogue 2019, p. 9.

9

This demonstratehow brands aim to capture the imagination of young women by
diversifyingfurisodedesigns and styles in a contemporary settifile the kimono industry
has been criticised for not responding to the specific deteaand requirements of their
Odza 12 YSNR 0o/ tf A ¥ an8Yajima R046. Valk ROLE), brandsvapdbusingsdes such

SRather than referring to a particular histagidime period,the style referencesertain notions of European
Romanticism andsothicin its design principles

127



as Sweet Angel, kimono hearts and TAKAZEN position themselves as receptive to young
g2YSyaQ ySSRa o0& | Ol stesSand prefergroes Nlhi® sehtitnany’id (0 K S
O2YYdzy AOF USR GKNRdZAK (GKS Lzt AOF{iA2yayY W5AT
NBIjdzZSaG TFT2NJ 82dzNJ LISNE2Y Il f LINBFSNByOSare 9y 22e
G2Y2 OKAAlLdzZ IYylUulyREGS W2aKyl 2 oRSF@#d AOKAOG
sutairu wo tanoshimanakuch®8AKAZEbhtalogue p. 1). This approach has resulted in a variety

of choicesfor customers, while simultaneously ensuring economic growth for these businesses.

Conclusion

In this chapter, | have demonstrated héwisodeare reframed as fashionable dress
in a contemporary context. Rather than pushing normative ideas and styles onto their
O2yadzYSNAXZ GKS AYyRdAGUNER Kl a AyOfdzRSR 02y ad:
repositionfurisodeas a vehicle for sedfxpressia. This is done through a discourse which
narratesfurisodeas part ofo-sharepractices. This includes the narration of regularly changing
trends in relation to patterns, accessories and binding techniques. Rather than blindly following
trends, young wome are encouraged to follow their taste and express their personality
through the customisation and coordination of th&irisodeensembles. The approach is
underlined by notions adsobigokorovhich captures a playful and lighthearted sentiment in
relation to the engagement with comiraf-age kimono; accessories akdmonocan and
aK2dZ R 0S FTNBSte IRRSR YR FNNYy3aISR (2 FAld 2

This point of view is inspired by the approach which was inttiglsedby young woran

affiliated with thegyarusubculture. The context of the culture climate of the 1990s created
space for alternative models to womanhood and forms of consumptiembersof the gyaru
community approached their comitg-age dress in a similar way asythdid their school
uniforms standardised items were replaced with personal ones, and new accessories were
added. Young women mainly aimed to express a sense of self through this practice. The kimono
industry took notice and created a pattern design whiesponds to these practices and
preferences of young women. Thmdestyle was popularised by brands such as Sweet Angel
which collaborated with subcultural magazines to disseminate the style throughout the
country. This inspired new business models wkochis on the continued creation of new
furisodestyles and designs.

Thekotendesign is from this perspective repositioned not as the only but rather simply
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as onefurisodestyle out of many. Customers can choose a design that best resonates with
them. This provides young women with greater choice and freedom to express themselves in
the way they wantYoung adults are in this way inspired to not mechanically fulfigire
expectations or rules in regards to dress, but rather are encouraged to tap into their
individuality and unique point of view to select and style a cowitage kimono ensemble

GKAOK WF¥FSSfta tA1S KSYQ®
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Chapter 5: Lived experiences of young women selecting a cofraggfurisode

This chapter will focus on the lived experience of young women attending the eoming
of-age ceremony. This analysis is mainly inspired by the material studies approach pioneered
by Daniel Miller and Sophie Woodward. Material studies encourages an increased awareness
of the physical properties of dresand with it the social implications that come with it (see
Miller and Woodward 2012, Miller 2010, Woodward 2007). Dress hasberg discussed
primarily in semiotic terms, with scholars focusing on its symbolic and representative aspects.
The approach taken by Miller and Woodward on the other hand places the magnifying lens
2y G2 ljdzSadAaz2ya 2F K2g RNB@ent ds Dig & means bylwifichWl O ;
LIS2LX S | 002 YLIX A aK adhWddRaddi2018: | 24).] Bh& schiblard halveS NJ
guestioned therepresentative aspects of dress presented by the industry and in the media:
We¢ KSNB A& | discrépandyNdet@esiRtheyworliBof fashion and clothing that is
portrayed by journalism and the media, and indeed by the commercial forces that create
Ot 20 KAY3A> YR GKS g1 & 2NRAYIFINR LIS2L)XS | Oldz €
| have so falargely focused on promotional materials and the perspective of the industry, this
chapter adds the point of view of female attendees of the coroirage ceremony.

The discussion is based on the interviews | conducted with eight young women, and
focuses on the selection process ofumisode All women had attended a comin§ceremony
throughout the 2010s in different geographical locations of Japan. They all grew up in an upper
middle-class household, are university educated, and, therefore, mohg tilkevear durisode
in the kotendesign over any other style. | was able to observe one of the interviewees in the
process of choosing h&rrisodefor the upcoming comingf-age day. Throughout this chapter,
| will demonstrate that young women make ai@ty of conscious and unconscious decision
when it comes to selecting thefuirisode negotiating their personal preference with a wide

range of cultural ideas and beliefs, while also aiming to maintain family relations.

130



Image 35: Young womeelebrating their comingf-age at the ceremony in Kyoto in 2018. Photograph taken

by author.

A Question of Choice? The importance of colour in the selection process

As discussed previously, young women are presented with a variety of options when it
comes to the selection of their comuofrage furisode My interviewees acquired their
garmentsin different ways, reflecting the range of different options in this regafithin the
framework of this study, five of the young adults | interviewed rented tinegode marking
this as the most popular form of acquisition. Two young women wéwesmdewhich was
previously purchased and worn by another family memberevamé purchased hers from a
secondhand shop. This segmentation reflects the popularity of rental in relation to the
FOldAaAGAZY 2F GKS 3 N¥abdyaEimao2D1S)y Ativligh shariSgiaS | N K
middleclass background, and therefore potetijiapossessing the financial means for a
purchase, many of my interviewees were not particularly interested in acquiringfarrsage
Chisato and Sayaka had the following to say in relation to the preference of rental over

purchase:
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a w. dzdukispdd is bery expensive, even more expensive than renting one. Although
| like the idea of owning my own, | feel like it wawdtlbe justified as there are only a

few occasions where | could actually wgamonold €

GLT OGKSNB ¢SNBE Y2 NBsod LhighNdawzpoughthitShat thére ¢ S |- |
just arenot [any] Also, as &m living on my own [since starting university], Indo
really have the space to stof@risodecorrectly, and | also daot really know how to

do so to be honest. Rentingis [M& F2 N5 6 Y2NBE O2y @SyASy( oé

The perception of the limited number of occasions for whitthigodeis deemed appropriate
is illustrated through the quotes by Chisato and Sayaka here. From the perspective of the
young women, the high price of a purchase wodt be justified due to the limited use value
of the garment.

This perception was confirmed by the lived experience of Mio. For the cofrégg
ceremony in 2010, Mio purchasedusisodefor a reasonable price from a secenand shop
in Kyoto. She told me that she had developed a fascination for the garmenté@ehgrwith
her affection developing as far as wanting to participate in the geisha apprenticeship
programme to be able to wear kimono every day. While deciding to pursue a different career
path in the end, she nevertheless thought it would be worth pusicigaafurisodekimono for
her comingof-age celebration. However, nine years after the purchase, Mio had the following

to say:
GhNRIAYI e gfiSode | thougdrMOuk weéaSitRnudh Kn&e often
to be honest. | have only worn it to mgnaingof-age ceremony, as well as my best

FNASYRQa 6SRRAYy3I OSNBY2ye || O2dzLX S 2F &S|

When | inquired into the reasoning behind this limitthptation Mio responded in the

following way:

This is my own perception, but | dot feel comfortablewith wearing the garment
FY&@Y2NB® ¢KS LI GGSNY Aa ljdzZAdS wezdzy3Qs L
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association ofurisodewith young girls, which is a category | do not feel like | fit into
FyeaY2NBé

Mio refers to the previously introduced connection betwdgmsodeand young, unmarried
women (see Dalby 2001: 62, 116, Sawada 2006) affhigtion remains influential, leading
Mio to completely abandon héurisodeR dzS (12 G KS 3 A ypaketiNaddgl@ewRa > WC
length associated with younger women. With such discourses forming a significant part of the
popular imagination, renting farisodeis by many perceived as the more viable option (see
also Valk 2017, 2018).

Once decided to rent furisode, most of my interviewees visited one store and chose
their furisodeduring a singular visit. By scanning through catalogues and websites online, most
of the young women had gathered some information on the rental proceghimeto their
visit. This ppvided them with a vague idea of available styles and designs. The selection process
in the store took around two to three hours on average. The length is profoundly dependent
on the amount of time an individual is willing to invest into the process, fewkisa for
example told me that she was not interested in devoting a lot of time to it; she had heard of
LIS2LX S K2 KIFIR aLISyd F f2y3 GAYSfuidddélAsa A y 3

P

mentioned that she was quite busy with university ateb her padtime job, resulting in an

attitude of not wanting to spend an unnecessary amount of time on choosirfigrisede This

sentiment was mirrored by most of the other young women who had similar commitments as

part of their everyday lives. Wlibroducing a picturperfect image of a young woman is

framed as an important endeavour by parts of the kimono industry (see chapter two), many
young women in contemporary times are very focused on their education and career. They
consequently are not ietested in spending an immense amount of time in relation to actively
ONBFGAYT Iy YAVI2ZI D IRS ARG RIS OGQ WH LI ySasS g2Yl
have notcompletelyabandonedurisode however, but nevertheless wish to commemorate

their comingof-age and regard dress as a vital component in this celebration.

The five young women who rentedfarisode as well as Mio who purchased hers
secondhand, all acknowledged the wide variety of available designs. This results in the
possibility for the gpression of personal preference throughout the selection process. In
chapter four, | have argued that the rental option provides young women with a greater choice

in relation to identifying &urisodewhich matches their taste. Rather than being regaaed
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financial investment, the practice of only temporarily owning the garment opens the possibility
for the design to reflect more fleeting notions of fashion and personal preference. This notion

is confirmed through the following quotes by Chisato andniiuo:

O

G! FASNI OK22aAy3 | NBydlt &Kk sidshdendiffgreftS s L
colours and designs. My favourite colours are pink and red, so | chosdusisede

with a flower pattern. There are so many designs though, it reallylfieelgou can
OK22aS o6KIFIUSOSN) &82dz 6 yiHG

G ¢ KSNE ¢ fuleBdeci 200 a0 RSF NSy Gl aK2LBX A0 o1 &
tried some green, blue, and violdufisodd. These were the colours that | had

identified beforehnandas IthinkK I T G KSeé &adzAd YS GKS Y2aiodé

Chisato and Momono both mentioned the extensive quantityjunfode available at the
different rental shops, resulting in trEmploymentof personal judgement to narrow down
their selection. The factors that came into plag ampersonal liking and preferen&enomiin
Japanese, as well as the perceived suitability towards oneself, which was commonly
adzYYIl NRA &SR dzyaRASoNdzyli .KySA LyKANI dacs W

It was particularly the colour of themrisodethrough which young women aiméa
express their individuality. Chisato identified pink and red as her favourite colours and was
therefore interested to wear &urisodein one of these two colours. Momono on the other
hand prefers to wear green, blue and violet in everyday life, seedhbé selection process
be guided by this preference. The importance of colour was also discusseat@naew with
LARMER 2 RSt , dwA gK2 adl 4Say WL KI O8urisbdewith 8 & A |
a flower pattern whose background featuradjradation from pink to whitern(otomoto pinku
ga sukidatta kara, pinku to shiro no guredeshon ni wo hana no gara no furisode.dEgu
LARMEatalogue2018). These accounts demonstrate that young women are guided by their
personal aesthetic preferense when selecting their comirgf-age furisode They
consequently follow the advice @frisodepublication to express themselves through their
dress (see chapter four).

The kimono rental industry further supports this strong interest of young women in

colour through their business practices. This is illustrated by the following quote from Mako:
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G!'d GKS NByGlrf akK2L3E | YSYOSNI 2F &Gl FF Ay

gSIENKQ L g y fudedeso 2wagddlly stdwin redNdds to tyy & £

| AAYAEINI AYI[dANE Y& G2 82A YR WEH 271 $V&E I QRG DD

Lisa was promptly asked by the assistant what tyfpgrisbdeshe was generally interested in,

with particular questions aimed to identify the colours $ikes and usually wears. Lisa
answered that she did not like overtly bright colours, tending in general more towards wearing
subdued colour shades in her everyday life. While she was not set on one particular colour,
she did express the wish to try at$¢@nefurisodein red. The young women working at the

shop brought out several garments in red, blue and purple, but also encouraged Lisa to have a
look at the display diurisodeherself and point out any that she would like to try on. Lisa
selected a cople more and, with the assistance of the staff member, tried them on (see images
36 and 37). This illustrates that the shop assistants also emphasise colour when initially
AYIdZANARY3I AyidG2 GKS OdzaG2YSNDa LINEFSNSEyOSao
consequently very aware that for young women colour plays an important role in the selecting

process ofurisode

Image 36 and 37: Lisa trying on differemisodeRA a G NA 6 dzi SR o0& Yel 2 YAY2y2

Photographs taken by author and used with permission from Lisa.
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The visit with Lisa provided me with an opportunity to further explore the significance
of colour. When | asked Lisa about the reasoning behind the desire to try orfusisede
Lisa explained that she regards red as the most festive colour, and teevefy suitable for
a festive celebration such as the comofeage day. She consequently wanted to review how
a redfurisodewould look on her. Once she put the garment and started examining herself
in the mirror, Lisa initially expressed the opirtizat the red design definitely looked the most
WO 2 Yokagedceremony A sefitshildppod @ ¢ KAa 2LIAYA2Y gl a O2y TA
Kayoko who was also present at the store. This perception of red, and particularly the shade
of crimson, as the colir most suitable for the comingf-age ceremony can be linked to the
normative discourse created around tketen design outlined in chapter two; crimson is
NE3II NRSR a | WidzO1eQ O02f2dzNJ ' yR GKSNBF2NB |
of Japanese culture and society. Based on her facial expression and vocal tone, | sensed a slight
hesitation and uncertainty from Lisa about this colour, however. She took the garment off
comparatively quickly, voicing the opinion that it does not matchkiertene and makes her
look pale. Her mother Kayoko supported Lisa in her decision by reinforcing the fact that Lisa
usually does not wear overtly bright colours. This verbal exchange demonstrates that many
different factors play into the decision of adopt a specific design. For Lisa, it was the
perceived mismatch between her skin tone and the colour which made her decide against
choosing a refurisode Lisa stuck to more subdued colours such as purple and blue after this,
colours with which she is falmar with and feels comfortable in.

While colour was consequently regarded as an important vehicle to express personal
preference and taste, another design element, the pattern, was deemed as less relevant in this
endeavour Marina exemplifies this aftile expressed by most of my interviewees in the

following way:

L RAR y20 NBlIftfe OFNB loz2dzi GKS R
3

greater importance to me. | did wantfarfisodein a] traditional flentotekis R S & A
Marina verbalises a low amount of interest in heisodel & LI 4§ G SNy RS&A3Iy KSI

differs greatly to the engagement young women displayed in relation to colour which were of

high significance for young women. While this could be due to readamfamiliarity, Marina
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demonstrated that she is not completely unaware of different kimono designs, however. She

was able to identify a certain design as traditionatjesrtoteki. While | discussed this design

in great detail in chapter two, IwasNdh 2 dza (2 KSIFNJ al NAY | Qad Ay dSNL
gKIFIG aKS YSIyld o6& | WiNIXRAGAZ2YIFEQ RSaA3alys UK
impression of it. The only distinguishing feature she was able to recall immediately was the
characterstic that the design featured many flowers as design motifs. As the following
conversations indicate, this difficulty of explaining tHenisode design was a common

occurrence for the other young women | interviewed as well:

Carolin: What pattern didoy choose [for youiurisodg?

Mako: [Afurisodewith] flowers.

C: Do you remember what kind of flowers they were?

aY 9KKK X L RARYyQU NBFffe Lle notiedllgy daAazy

remember the pattern that well. | mean, flowers are flosyerght?

Carolin: What pattern was on tlierisod&
Aira: [It was a] flowery pattern.
C: Do you know what kind of flowers they were?

Y 9KKK X y2 (2 0SS K2ySailo

Carolin: What pattern did yodurisodefeature?

Sayaka: What do you mean by that?

C: Wellfor example, would you classify it as a traditional pattern?

S: I think so ...

C: Did ifeatureflowers?

S: Not flowers, it was a black kimono. | rdid remember the pattern that much
K26 SOSNI X

The above verbal exchanges all illustrate a sense of detachment frdorigoele & LJ- 0 G S Ny
design. This once again demonstmi@KS RATFTFSNBY(d aSydAaAyYSyid Ay
engagement with the pattern design compared to the preoccupation witfutisodel & O 2 f 2 dzNX

This was showcased most clearly by Sayaka, who was able to quickly recall the colour but not
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the precise pattern of heurisode Both Aira and Mako also display a lack of knowledge and,
hence, uninterest when it comes to the motifs featuregars of their patterns. While Marina
gta G tSrad FotS G2 ARSYyOGAFe || RSaAdy | &
theirfurisod®2da RSaA 3y | & hanand §adriZTheSadR of a-fuitiieSdegifQfeature
orAYGSNLINBGI GA2Yy A& Y2480 200A2dzatée SELNB&aaA

(0p))

(hana wa hang indicating a belief that there is only one type of flower pattern used on
furisode

As | have illustrated earlier, different artistic interpretatiohsnotifs are employed to
create differentfurisodestyles. Nevertheless, it is equally correct that flowers are indeed the
most commonly featured motif on comiedragefurisodepatterns. It is particularly flowers
that bloom in latewinter and spring wieh are used most often. Kimono professionals regard
the pattern as one of the most significant aspects when it comes to kimono as they should
respond to aspects such as the season as well as type of occasion the garment is worn to (Dalby
2001: 18, 17&/8, Nitanai 2013). Many young women might not be able to recognise this
importance, however. These ocoemces consequently counter theihonjinrontype
discourse of Japanese people as inherently aware and appreciative of nature which | discussed
in chapter two. Many young women have other priorities in their lives than to engage with
kimono designs on a deeper level in a presiy context. They are consequently not
necessarily able to distinguish between different types of patterns and identify specifgc moti
As a result of this unfamiliarity, the symbolism behind the pattern and employed motifs largely
loses its envisioned meaning. From the perspective of young women, rather than being a

symbolic entity communicating an appreciation of nature, as wellttees sentiments of

puj

WWI LI ySaSySaaQs Y2GATa 2F Ft26SNB YIAyte d

furisodedesign which is unchangeable. Young women consequently rather turn to colour to

express their personal taste and aesthetic preference.

FemaleRelatives aastemakerschoosing durisodeg KA OK WY@ Y2 i KSNJ ¢ 2 dz
While most of my interviewees did not engage with the pattern design on a deeper

level, it is nevertheless of great significance to mention that most of the young wored e

up wearing akotenstyle furisodeto their comingof-age ceremony. As | have discussed in

chapter two, thekoten design is indeed the most popular kimono design and is most

dominantly featured in comingf-age campaigns and advertisements. It migbtéfore come
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at no surprise that a large proportion of young women would chodegsadein the koten

style. To further explore reasons and motivations behind this phenomenon, | presented my
interviewees with some of thieirisodecatalogues and magazinesich form the basis of the
analysis in chapters two and four. When Marina flipped througkitheno heartsatalogue,

she made the following statement:

GL ndd2 t A1S GKSaAaS WY2RSNY adeftsSaQ az YdOKo®
more for teenagers | feel like, with big motifs and patteiMsarina looked at the

kimono hearts catalogue and made a sound expressing dissatisfaction with the section

on the male patterns)L.  LINE FSNJ Y2 NB 3  ASh&laughédWherD NI y RY |
went to the rental shop, | saw loads of these more modern styles, but | prefer the old

2y Saoé

When flipping through the catalogue reaching ka¢ensection, this was her commtamy:

GhK &Sa 0KAA& Roten SoSsuiekdeNkotetHK Y & | Sy (S feddl a (& f !
out the text in the kimono hearts catalogueike Japanese culture and traditions, from
a long, long time ago. Yeah, | prefer this oneyMgataalso [featires akotenpattern.

| basicallydmoli f A 1S NXIFffe O2f 2dz2NFdzf adteftSaod L |

Marina clearly states her preference for tkeendesign here, framing it as the ancient and
WONFRAGAZ2Y T Q 1 AY2Y 2 ndesighd sSieh asai@dd&styld, aréidearlg y | 6 f S

dismissed by the young woman. A similar opinion was also expressed by Lisa:

G2 KSy @&2dz t221 4 YI3IITAySa FyR |faz2 1AY:
seems to be particularly popular at the moment. [$hde is] somewhatawaii very
colourful, with big motifs and symbols. | it really like this design though. You are

dressing for the comingf-F 3S Rl &3 wlyR GUKA& RSaA3dIye Aa
The quote demonstrates that alternative patterns might, by some young women, not be

regardedas appropriate for the comingf-age ceremony. Due to their colours and design

interpretations, Lisa, similar to Marina, dismisses such designs as childishrsedueatly,
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as not suitable for the comingf-age celebration.

This attitude therefore directly responds to the normative discourse surrounding
comingof-agefurisode As | have demonstrated in chapter two, kistkendesign is dominantly
framed as the mdsappropriate design to wear at the comiot 3S Rl &® ! & |
shakaijin young adults are generally expected to be aware and fulfil social norms and expected
behaviours. Wearing kotenstyle furisodeto the comingof-age day can consequently be

regarded as fulfilling this expectation and therefore demonstrating the ability to act like a

WLINR LISND F RdzAf 0 ¢KA& g+ a GKS OFrasS F2NJ [ Aal

adult through dress. Prior to visiting the rental shop for example, Lisi@ometh several times
that she aimed for durisodewhich communicates a growup sensibility. The repeated
emphasis demonstrates the importance which the affirmation of her status as an adult held
for Lisa. A significant number of young women might coresgityuwear thekotendesign to
communicate a growaap sensibility and impression.

Another aspect whicts relevant here relates the theorisation of taste by sociologist
Pierre Bourdieuln the seminal worlkDistinction A Social Critique of tlleidgement of Taste

(1984) Bourdieu argues thatesthetic preferences are socially conditioned and, thus, largely

Y

RSGSN¥AYSR 08 2y804 3420AC2NAG2 ZRRY SdzE yRI D § 5

all that one hag people and thingg and allthat one is for others, whereby one classifies

2y8aStT YR A& Of I &dhe Aokich Bhat mdvidis &S abk @ fréely gy n Y

choose between different options in the marketplace is framed as illusionary by Bourdieu. To

a certain extent, t8 A Y RAQGARdzZ f Qa4 &d20AFf oF Ol 3INRBdzyR |

even if this is occurring on an unconscious level. Both Marina and Lisa stem froractasglle
households, so, as argued by Bourdieu, their taste responds to and also expressesathis
standing. Being placed rather high in the social hierarchy, this particular class segment largely
aims to sustain the normative discourse surrounding taste due to the fact that they are partly
responsible for creating it in the first pla@ourdieul984: 56) While the young women might

not be conscious of this, they are conditioned in a way which siiakere likely that they

RSOSt 2L I LINBSFSNBYOS T2NJ y2NX¥IAQS adeftSao

2T WG NI RA G A ayul ahdrondempofary dnes2 @S NJ LIt
While | have previously framed colour as an important factor for young women to
express part of their identity, some choices can also be read in a different way. As discussed

earlier, both Chisato and Mio framed red as thawolrite colour for example, resulting in the
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selection of a redurisodeas their comingpf-age dress. While expressing their taste, red is
equally regarded as the most appropriate colour for ceremonial occasions within Japanese
society. Consequently, tSNJ G KI'y o6SAy3a | WLIHNBQ SELINBAa&AZ
would argue that this preference has been largely conditioned by cultural perceptions and
values to which young women are exposed to during the course of their life. The idea that this
preference is a genuine expression of their taste would be dismissed by Bourdieu; rather, this
inclination is rather influenced by their social standing and class background.

With these theories in mind, | was curious to learn more about the precise
developmenbf aesthetic inclinations and taste. At one point in the interview, Marina disclosed

how her taste is specifically influenced by her social background.

GLF L 62NB 2yS 2F (KSa Sfaye2deySMNymotRes andl 3y a
grandmotherwouldcompl Ay G2 YS3 fA1S W2KIFIG Aa UGKAAK
F2NB | 1AY2Y2HQE

Marina speaks about the influence her female relatives hold over her own range of choice in
relation to kimono. The young woman mentions how, according to her mother sad al
grandmother, thekotendesign is the only appropriate design for a kimono. Both her mother
and grandmother consequently frame tketenLJ: G G SNy | a (GKS Wit SIAAGAYI
all other pattern designs. They would therefore certainly not be piediddarina chose any
other design than th&otenstyle to wear at the comingf-age day.

CKA& | g NBySaa KIFa | NHdZ oté& AyTFtdzSyOSR
demonstrated earlier, Marina clearly favours Ko¢endesign over any other styleot just for
formal furisodebut also the more casugukata Miller and Woodward have discussed how
GKS AyOfdzaArzy 2F (GKS LRAylGa 2F OASg 2F 2y SQ:
to formal or ceremonial clothing but actually all fé&m 2 ¥ RNBaay Wo! 8 Of 2 (1 KA
entirely personal. Life histories through clothing always draw in relationships to others, such
Fa LI NBydas>xs airAofAy3aaz FyR LISSNI ANRPdzLIAQ O HAMI
constant referencig and checking of the opinion of others. The two scholars argue that taste
Ad KINRfe& SOSNI aKI LISR AYRSLISYRSys¥t & 0L MNMB R A DR
preference is often the internalised authority of others or of social horms more gerer@l

(2012: 36). Miller and Woodward consequently agree with Bourdieu that taste and personal
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LINSFSNBYyOSa INB y20 RSOSt2LISR AYRSLISYyRSyGtes
social world.

I SNIFAY O2y@SyiAzya FdzNIKSN) adNBy3aadKSy
selection process of farisode Sayaka, Ami and Marina all described visits to relatives when
talking about their lived experience of the comofeage day. Ami told me howhe

experienced this part of the day:

GL GA&AAGSR Yl ye L} I OS &risideto diffarenppeople. Mt F RN
AN} YRY2GKSNRAE K2dzAS ¢l a 2yS 27F GuksBdeéad LG
a2 SOSNB2YS alFARY WVhKAZAYBRQA2RE BRIdY R2I2 I GE
ONEB>X aleéAy3dY WhK &2dz FNB GgSyite &SINB 2fR

This practice of young women visiting their relatives, such as their grandparents, adds another
layer which relates to the negation between freedom of expression and maintenance of
social relations through dress.

The comingpf-age day is in this sense not just a celebration for the individual, but also
an important occasion to sustain and deepen family relations and connectater
Ackermann has argued tha&urashj living, shapes ceremonial practices and rituals in
significant ways (2006: 415). A profoundly important aspect of living is the maintenance of
good interpersonal relationships within the community. ThisincladssA y3 | g NB& 2 F L
viewpoints and attitudes; not to completely rely on or abide by them, but at least demonstrate
Fy ¢l NBySaa G2 y244 OFdzaAaS |y 2@SNIte yS3ali
demonstrated through the dress choices by youngltadwho, both consciously and
unconsciously, need to negotiate many different factors through their ceofiage dress.
Many strive to maintain a good relationship with their family, developing a taste for and
adopting a style of dress which particuldnlg female members of their family would approve

of.
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Image 38: Sayaka posing with her grandmother for her ceafiage.

Photograph used with the permission of Sayaka.

While relatives consequently influence drebsices made by young adults in relation
to comingof- 3S RNB&AazX (GKS Y2ad aA3IYATFTAOFIY(d FAIdNB
One of theoccasionsvhichstrengthengheir influence is thevisit to the rental shop to which
young women are often asmpanied by their mothers. Mothers consequently give advice and
assist theidaughtersin selecting a comingf-agefurisode Gntrary to my argumengarlier,
however,many of my interviewees stated that their mothers did not directly interfere in the
selection processluring the visit Their role was rather framed as supporting their daughters
in finding a garment which the young women themselves would like. Chisato told me the

following in regards to the approach followed by her mother:

Gaeé 3N Y ukisBdeforihg rus tolwear on the comirgf-age day. [My mum]
FSt0 OSNEB dzyO2YF2NI L o6tS Ay AGZ FyR NBIFf £
encouraged me to choose something | liked and felt comfortable in wearing, rather

tKFy F2NOAYy3I a2YSOUKAYy3I 2yi2 YSo¢
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¢KS FTddAGdzZRS RAALI ISR o0& /KAalI(G2Qa M&lKSNI R
generation. Just as exemplified by the quote, some women of this generation keep negative
memories of certain styles of kimono bgiforced onto them (see Valk 2018). Many would
consequently not want their children to experience the same pressure, going as far as not
pushing them to wear a kimono at all.

Nevertheless, while not directly forcing a certain style onto them, the infuenc
asserted by mothers is nevertheless existant. Rather than directly interfering in the selection
process, young women, as demonstrated earlier, might have already developed a taste and
preference in line with that of their mother at this stage. As wag duy SR o6& al NXR
comments, the wish to receive approval and avoid disdain from family members plays an
AYYSyaSte AYLERNIIFIYyGdG NRES Ay GKA& NBIFNRP ¢ K
comingof-age can therefore be regarded as protection agfdine chance of losing face and
0SAYy3 NB2SOGSR o0& 2ySQa O2YYdzyAded | Ol SNXI yy
of fulfilling this wish by adhering to norms physically inscribed into the individual through ritual,
and the outside pressure tcetbng exerted by the principal social players (family, company,
and networks of graduates from educational institutions) managed to produce what many
LIS2LX S gAff GKAY] 27T 9RAThiE ado telatgs3odte spaoit réleoflil A 2 v €
mothers to protect theirdaughtersfrom losing their social standing. Some of my participants
mentioned specific cultural connotations which were brought to their attention by their
mothers for example. One of them relates to the connection between certaiarsaad the

dress of the yakuza:

/' F NPfAYY G5AR @2dz a] @2dz2NJ LI NByida F2N IR
{F&@F1lFY aL RARZIZ LJ NI A iZAzRNOWrisod@vaspddigld 52 @&
black, | think she was a bit worried that it would look tileewife of a yakuza gang

YSYo SNWa

Sayaka later told me that she initially did not think of this association when choosing her

furisode but that she was made aware of it by her mother. The influence of mothers is

6GR 1 diRMGSNI ff & YSIya WiKS SEGNBYS LI (yskOzanJdpan A4 G(KS Y28
(Adelstein 2009). All my interviewees used this term when referring to organised crime gangs.
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consequently also asserted through theeation of awareness of cultural patterns and
consequent avoidance when it comes to conduct and dress.

This finding of mothers as important tastemakers also relates to the argument by Ofra
GoldsteinGidoni who classifies mothers as important actors in the process of ymmgn
wearing afurisodeto their comingof-age celebration (1999: 3589). While Gadlstein
DAR2YAQa & i dzeféageZzelebritiEnSvasénduktyddn the 1990s, young women
in the 2010s are still influenced by their mothers during this process in a significant way. It
should be acknowledged that in the intervening decades, somegebdmave taken place,
however. In the 1990s, GoldsteBidoni framed mothers as the main drivers behyodng
womenwearing afurisodeto the celebration, with them having to put a lot of effort into
convincing theidaughtersto wear a formal kimono in éhfirst place (1999: 35859). The
assemblage of an appropriate picture of a young woman dressddris@ewas recognised
F& Fy AYLERNIFYd SYyRSIF@2dzNJ 42 RSY2yadNrdsS |
364-365).Motherswere consequentlin charge of planning the majority of the arrangements,
investing a lot of time and money to create an idealised portrait of taightersat their
comingof-age. My findings demonstrate that it was rather the young women themselves who
were interested n wearing afurisodeto their comingof-age day, however. Many young
women regarded the day as a great opportunity to get dressed in a full kimono ensemble for
the first time, with many mothers not actively forcing their children to weasodeto the
celebration.

Nevertheless, the opportunity to do so was often made possible by mothers as they
commonly take charge of the paymeMelinda Papp has illustrated how consumption in
Japan is gendered, with mothers being generally considered the househadera(2016:

54). Women are usually in control of the family budget, making them the main decision makers
when it comes to consumption and expenses. Thistlaéscase withfurisode where mothers
contribute a significant amount to their daughN2 &  NBhsiprotedue kdnsequently
creates a financial dependency of the young women on their mothers.

This financial dependency is arguably particularly relevant for families from a-middle
class standing. At the time of their cominigage, mat of my interviewees were enrolled at a
university fultime. Whilst this already indicates their social standing, it also means that the
young women possess limited time to earn an income on the side. Some of the young women

did have a partime job andwere willing to partially contribute to the rental fee, however.
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Mako and Lisa promised to contribute to the final amount of the rental fee for example. This
contribution might somewhat limit the economic dependency, asserting a certain
independence inreld A2y (2 yYySSRAyYy3a (2 fAGS dz2J G2 GKS
commonly utilised by young people all over the world; teenagers would acquire their own
financial means to be able to purchase the types of clothing they would like to wear, largely
independent of what their parents or guardians think of it (Méled Woodward 2012: 26).

Due to the high price involved in the rental doiasode young adults are oftentimes not able

to cover the full fee by themselves, however. They consequently bagly ton their mothers

to be able taffordthe acquisition of a kimono in the first place. This dependency consequently

ties the selection process ofarisodeli 2 2y SQ&d Y20 KSNE YR (GKSNBTF?2

a significant dress tastemaker in at@mporary context.

Room for Divergence: Affective responsestaedoroduction of different images of the self

So far, | have demonstrated how many different factors influence the denisikimg
process of young women when it comes to selecting tlwemirngof-age dress. The wish to
SELINB&E 2ySQ&8 AYRAQGARdAZ tAGEYT 6KAES SldzZ t¢fe
demonstrating social competence all play a role in this regard. As | have demonstrated, this is
a complex negotiation process whiclapproached in different ways and with various results
by young women.

CKA&a ¢l a az2YSoKFG RSY2yaildNIfiriSdde As 8hajeA & | Q&
outlined above, Lisa was very conscious to affirm her status as a proper adult through her
comingof-age dress. Looking at differdatisodedesigns in catalogues and online, she initially
rejected playfuktyles which she did not regard as appropriate to wear to the coeafiage
ceremony. However, rather than selecting the cldssiendesign, she eretl up choosing a
design which could arguably be classified as playful, and, hence, going against her initially held
ambitions.

What was particularly interesting was the way in which Lisa decided on this design; the
young women chose tharisodeY I A yf @ 2y (G KS LINE YigagaShii Kedgil- G A G
Susanne Friese has demonstrated how female consumers often selbatgcloased on a
LISNOSAGSR YIFIOK 0Sis6SSy GKS 3IFNXYSYyld YR GKSY
Fa ¢Sttt a WL OFy aS8SS vyeaSt¥ Ay AGQ LXIe& |y

final decision making (Friese 1997:%B seealso Woodward 2007). This sentiment comes
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close to the discourses circulated through sdimmésode magazines and catalogues which
encourage young women to express themselves through dress. Lisa consequently followed a
similar notion; while quickly rejeng red as a colour for example, she seemed to feel much

more comfortable in blue and purple colours. When she tried oriuhgodeshe ended up

choosing (see image 39), her facial expression slightly changed when inspecting herself in the
mirror. In thismoment, her face revealed a certain ease and comfort which she had hardly

ever displayed when trying on one of the previous garments. It was eminently visible, through
KSNJ T OAlf SELINB&aaAzy |YyR YIYYySNRAYZ tiKIG &
something of a confirmation from her mother, and also tried two different garments after,

these actions seemed to-gdfirm her already made decision of choosing this spdaifgnde

Ltttk o,

o B smmman
3

Image 39: Lisa wearing her selechadsodein April 2018.

Phadograph taken by author and used with permission from Lisa.
For Lisa, this particulfurisodedesign balanced notions of her personal aesthetic sense

FYR GFadsS 6AGK | RSY2yaidaNy GA2y ( Khakaijinkh& NJ OK 2 7
colourg & Ay fAYS GgAGK [A&lFQa LINBFSNBYyOS 27F adzx
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her favourite colours. Purple often makes an appearance on conventional eafraigg
furisodedesigns, so this colour balances -sadfression with ideas of what is e&ded as
appropriate for the occasion. The pattern arrangement can be classified @®mantional
for a comingof-agefurisode however; rather than choosing a garment with a conventional
ebaY 2 W G G SNy LI I OS Y $fugsodefeafuredidkoman aréatgentea iviidR
consists of a repeated, symmetrical pattern all over the surface of the kimono. Hence,
compared to the more convention&ioten design, thisfurisodeis of a somewhat nen
conventional nature which would make her stand out on the cgioffage day. Nevertheless,
the design uses elements of tketenpattern, such as seasonal appropriate plum flowers and
temariballs, which are regarded as auspicious symbols, as main motifs. The design is therefore
not overtly flashy or divergent. Lisa consequently chose an individualistic design which struck
the right balance between sadikpression and appropriateness from perspective.

While balancing different aspeawithin one garment, a specific strategy employed by
some young women is to wear differdatisodeto different parts of the celebration. Theae
dori can be utilised as an opportunity to negotiate the expigans set by the social
environment. Thenae-doriis a photo shooting in which young women are dressed and styled
in the fullfurisodeensemble. Manyurisoderental shops offer thesas part of their offered
services. To not oberwhelm young women, tihetp shooting is usually conducted prior to
the comingof-age day. As an object to commemorate the occasion, a professionally taken
photograph makes a perfect gift for family members. Some of my interviewees told me that
the mae-doriphotographs were serb relatives, and afterwards framed and displayed in their
homes. Inenaga Shingo, the store manager working at rentalldh@no heartsprovided an

insight into how this photograph can be utilised:

G, 2dzy3d ¢2YSy 2F G2RlI &3 GKSe (y2¢6 o6KIO GKE
to wear [to their comingf-age]. | often hear from their mothers that their
grandmothers want to see them [dressed in a certain way] however, so we also offer
mae-dori service. [For themaedori8 (KS @&2dzy3 62YSy YAIKG o

kimono, having this image remain in photographic form [to show to their reladives].

It is made clear here that th@ae-dori photo shoot is used to portray a certain image of a

young wonan. This includes the selection of a cert&misodewhich reflects the taste of

148



potentially more conservatively minded relatives. While young women might wear a different
garment to the actual ceremony, potentially one that express their own sense ofrstybeste

to a greater degree, the photograph taken at thae-dori photo shooting is one that can be
securely distributed to family members, framing the depicted daughters or granddaughters in
a certain way. In theARMEatalogue, model Risa also narratent experience in relation to

the mae-dori photoshoot:

GL | f gl &a mbaeyariphito shabting gnairtly to show [a picture of myself
in furisodg to my grandma. Until the day of the shooting, | kept my hair in its natural
colour and also grewsuper long. Immediately after the shooting, | got it cut very short
FYR 0f SIOKSR AU 0f2yRSE¢ oHnmyY dpbo

This approach taken by Risa once again demonstrates the negotiation of social relations
through the adaptation of different styles. The model was coaos®f how different elements
2T RNXaax adzOK a 2ySQa KFEANE | FFSOU GKS ONE
conscious decision to keep her hair in a certain style famteedori photo shooting. This was
done out of the motivation to pragte a certain image which her grandmother would
F LIINBOAI S | NBdzr 6f ez 2ySQa 3INYYRLINByGa 2
grandchildren. This image is likely tamer and more -tikédhan the one an individual might
like to show at the ceremony whe one is closely surrounded by friends. Inenaga told me that
because of these conventions, some clients go as far as choosing two ditfeseleto wear
evenforthemaedorz 2y S WLINRPLISND 3IF NX¥Syild gKAOK NBa&dz G:
ayR 2yS Y2NB LIl &Fdd | yR AYRAQGARAZ ftA&AGAO 2yS
friends. This practice once again demonstrates the need for young women to negotiate social
relationships through the choice of their comioigage kimonan canplex ways. Theae-dori
plays an important part in this negotiation process, with young women being able to produce

and manage the distribution of different images of the self.

Conclusion
Throughout this chapter | have demonstrated the complex negotiation process
underlying the selection of farisodefor the comingof-age day. While, as demonstrated in

the previous chapterthe kimono industry is nowadays providing young women with a wide
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variety of choice in relation to designs and styles, many different factors influence the final

furisodeselection process. Young women who come from a middbs background need to

find the balance between an expression of their own individuality Wwehstistainment of

family relations. Different elements of tfierisode€da | LILIS| NI} y OST & dzOK | &

design, are approach by the young women in different ways according to these needs. Some

assist in expressing individuality (the colour), whiers are perceived as less adaptable (the

pattern). This balancing act is further complicated by the economic dependency on their

mothers, with young women likely to reproduce a certain taste which they might consider as

expected on this ceremonial ocaasi The decision to wearkatendesign can be read as the

WAl FSaGQ OK2A0S Ay (GKA& NBIFNR la Ad yvyzad f

FOOSLIiFyOS FTNRBY YSYOSNR 2F 2ySQa FlLYAfeaz | a
This chapter has equally demonséatthat the selection of kotendesign does not

ySOSaalNAte YSIy GKIFIG GKS AYRAGARdAzZ f of AyRE ¢

and the ideal ovamato Nadeshike A 8 Odza a SR Ay OKLF LIISNI (ig2d ¢KS:

Ay 02 ES mGidanill299: B63 hutSnake use of the variety of options presented to them.

For young women, it is therefore possible to equally maintain and conform to a certain level

of norms and expectations, whilst at the same time be fashionable and expresé$titv®sagh

dress.
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Chapter 6: Challenging normative gender ideals? Alternative forms of eoftagg dress
While | have discussed negotiations in the previous section, this last chapter will place
the magnifying lense on how some young adults contest the previously described normative
discourses surrounding gendered comafgage adulthood. While scholars hay@nted out
the strong capabilities of the ruling class to influence social norms and values (see, for example,
Bourdieu 1984), Antoni Gramsci, among others, defines cultural processes not as purely
monolithic, but rather as dialectic (Connell 1977). Thelar recognises social divergence and
a certain power of the lower classes to contest meanings and values. Following this sentiment,
a diverse range of scholars have demonstrated how Japanese subcultures have aimed to
challenge established values and miegs in aposg | NJ O2y G SEdl® Ly WCI &K
{ dz0 Odzf G dzNBAaQ OHAnAmMHUITI &20A2f23Aad ,dzyAél YI gl
¢t21@2Qa adz Odzf ( dzNBgioups Hifferddiate the@delNsk fBoin hegen®nicd dzo
values, norms and belgfthrough their style and aesthetic expressions. Kawamura thus
AaK260l 4Sa (KIFIG (GKSaS AYRAGARdzZ fa WiNBFG GKS
OHNAMHY noUuX NBadzZ GAy3a Ay GKS LRairAdGAz2yAy3d 27F
[JapaneS 8 & dzo Odzf 1 dZNB & Q OHAMHY MO @
While Kawamura mainly focused on ferdal@ subcultures based in Tokyo, cultural
studies scholar Masafumi Monden broadened this analysis to includeledatebcultures,
asserting how young men communicate their oppositional stance towards hegemonic ideals
through dress (2012). Sociologist Hiroshi Narumi further demonstrated how subcultures often
emerged from a workinglass environment in the many suburban parts of Japan (2009, see
also Nagae 2009, Nanba 2009a). They equally use dress in creative wayess &heir
dissatisfaction with the status quo; elements associated with delinquency and punk cultures
are often combined to create customised and excessive forms of dress. As a consequence, the
dress style of subcultural formation is generally knownifera Wo NI} 1 Sy 3l dzRA Y S
HAMpPY MmMyO YR O2Yy&aARSNBR W@dz I NS WNRAdZAKQ
Drawing on these theories, will demonstrate that subcultural formations play a
significant role in the creation of alternaimodels of comingf-age adulthoodThese models
are fashioned through dress, and | will discuss whether and how styles such hesi¢he

hakamaandoiran kitsukeaim to contest ideas of normative femininity and masculinity.

151



YA G | dadéHakafaCistomisations of dress tattract attentionand express
belonging

I FflYozelyd YSyQa (1AY2y2 atetsS 2NARIAYI
prefecture. The style rose to nationwide fame when featured on several morning television
programmes of thewaidcd K dategory in 2014 (lkeda personal interview 2018). These
programmes have continued to include segments of young adults wearing the style to their
respective comingf-l 3S OSNBY2yASad SOSNI aAyOSd LYy HAawmy
Mezamashi TerélandTokudaneXZ | & ¢ SBibittodisciisset! th¢ siyle in their broadcast
aired on January 8th. Images of groups, as well as individuals dressed in elaborate and colourful
kimono ensembles were shown throughout these segments. Some of the yourg)veehalt
interviewed for the programme, providing the viewer with further information behind the
AYALIANI GA2Y 2F (GKS 2dziFAdad KL RiB@ningypoldoh y 3 dzA a
flashy, with the aim of making an impact and standingmk K 2y 51 A 220@257Vhe Y| y 1 I
g2NR Aa dza SRjMGT 248 R2GK IVRyY & 2W1L¥ Ay Q> gKAOK
in and conforming to a certain standard, and, therefore, not aiming to visually stand out at all.
| have consequently dubtehis style théhade hakama

The kimono rental shop Miyabi located in the arealurakitakuA y YA G F {1 @ n & Kn
a key role in the creation of theade hakamastyle. The store produces many of the flashy
costumes worn by young adults to the ceremorgyp@rt of my fieldwork in 2018, | interviewed
L1SRI aA@lF oA aAeél oA Sdn ogeved Hijbi iny(I5 a6 b BridaBBINIP L |
wedding studio focused on wedding attire, as well as bridal fmplend hairstyling services.
Handling formal kimono gsart of this work, the store also provided young women with
comingof-agefurisodeand young men with the occasiotakamaandhaoriensemble.

It was in 2003 when two male customers preparing for their cowfiagye celebration
came to visit Miyabi. Thegvo young men had sustained a close relationship since childhood,
andintendedto visualise their bond through their comingage dress. To do so, they had
decided to wear matchingakamaensembles to the occasion, one in gold and the other in
silver. Tha bold colour choice was inspired by the specific venue at which the eofragg
OSNBY2ye Ay YAGl{1eénakKn ¢gta KStR G GKS GAYS
around the theme of space travel and the universe. The venue had already inspied so
slightly extravagant fashions in previous years, with young adults coordinating parts of their

outfits to match the theme of the venue. Having a full outfit, particularly a kimono ensemble,
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dedicated to outer space was something Ikeda had not previgsly encountered, however.
Thisprovedi 2 0S02YS | RAFFAOdA & F2NJ 64KS aSlkyadN
ensembles are mainly offered as part of reathde collections in neutral and dark colours

such as black, grey, and dark blue. The two gooren were not interested in these
conventional offers however, but rather envisioned something more individualistic.

G G0KS GAYS 27 (K Ssaréhadday Blea Yidsvyfcpiiovid® thé thvel = L |
young men with the outfits. While she owned a couple oF 2 NI £ YSyQa (1AY2Yy
these too followed the conventional colour schemes of dark blue and black. Regarding the two
men as valuable customers, she nevertheless accepted their request and set out to provide
them with the outfits. When she got iouch with her various contacts in the industry, she
a22y NBIfAASR GKFG y2 LINB DA edudsledsstyld, haveverS NA y 3
lkedad I y a22y NBIFIftAaSR OGKFGX AF akKS ¢glyaSR G2
make the outfits heself. She consequently began ordering different fabrics to see which ones
would best be suited for the productiontdikamatrousers andcaorijackets. The completion
of the outfits took much longer than expected, with Iksda facing many challenges and
failed attempts along the way. After around six months of labour, she was eventually able to
put the two hakamaensembles together. The individual pieces were mainly created out of
unusual materials such as brocade and fabrics with arbfjbttive quaty (see image 40). The
customers were more than thrilled when they first saw the finished outfits and wore them
proudly to the comingpf-age ceremony. Mainly due to the colours, the two customers became
f20Fff & Kp¥R2ygaA I HZ @GR-YTRSIEESan. The outfits attracted a lot of
attention during the event, with customers visiting Miyabi as early as the day after the

ceremony to order equally ostentatious ensembles for the following year.
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Image 40: The outfits Ikegan created fothe two customers in 2003.

While singlecoloured outfits incorporating gold and silver became more popular from
this time onwards, the style evolved even further in the course of the decade. It was again an
individual outside of the industry who startddd trend. In 2008, a young man visited Miyabi,
with a request which fgped all previous ones. The young man had already made a name for
KAYASEtT Ay KAA K2YSG2¢y 2F , dzZl dzKlF aKA X | ySA
gARSt & (y26y | ®0iKSYWYWHA a2 alsMBedigds,fthe jobng KA &4 C
man approached lkedsan with a handlrawn picture of &akamain rainbow colours, as well
as a golden, widshoulderedkataginuvest. lkedasan was once again slightly overwhelmed
by the requestput embarked to complete the outfit with the same determination she had
employed previously. While a muttolouredhakamaand wideshoulderedkataginuvest were
much more difficult to construct than the previously requested siogleured outfits, she

nevertheless once again succeeded, being met with excitement and joy by her customer upon
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completion. This outfit also gained immense attention during the ceremony, further

advertising the advanced sewing and crafting skills of the manager.

Image 41¢ KS 2dzi FAG 2F (KS WwsanigfZ0886 YAy 3IQ ONBLF (SR

tKSaS 200dzNByOSa KIF @S NBadAZ 6GSR Ay | tA@St
Ay YAGLF 1 &n & Kumiderof yound rAeyl ivdai colbusfilakamaensembles to the
ceremony. Besidesngle-coloured fabricshakamaand haori featuring geometricakoten
patterns,such as the sigided tortoiseshell calleq A JoritHe interlocking circles &f K A ibJLJI
ornate colours such as shimmery gold or silver have become particular popular oxaarthe
Wdza 4 a AYyAGAlffte Sy@ArAairzySR o0& GKS wlAyoz2g
is often modified and extended through the addition of various elements. Some young adults
wear afurisodeinstead of a shorsleeved kimono under theiraorijacket for example. The
long sleeves of thiurisodeadd volume to the overall ensemble and extend the silhouette to
appear larger (see images 42, 43 and 44). Shoulder pads and bulky, decoratedealtiisd
to visually extend the upper part of the outfits (see image 43 and 44). Additional props such as
gAYIEAT FdzNJ YR FSFGKSNE IINB Fddl OKSR (2 ONXSI

not just young men who participate in this dressunalt a couple of young women have also
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adopted this usually gendered as masculine kimono style (see image 45).

Image 45: The five young women dressing up in codedifakamaensembles, Miyabi Catalogue 2015, p. 59.

As the main provider of theade hakamalkedasan has created a whole operation
around the customisation of comiuj-age dress. Customers are able to order personalised

outfits based on three differemrototypes (see image 46, 47 and 48). The first option consists
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of ahakamacombined with &ataginuvest. For the second option, the vest is replaced with a
haorijacket. The third option uses the elements from option one as a base but inftitisede

sleeves for maximum impact. As part of the customisation process, colours and patterns can
be freely chosen by the customer, and additional elements sufdkafur or wings can be
added. Similar personalisation options for fans, banners and flags equally exist. Customers are
consequently provided with the possibility to completely modify their outfit based on their

personal preferences and taste.
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Images 46, 47 and 48: The three blueprints for the different customisable outfits by Miyabi.

The approach employed by lkesian and her customers illustrate an alternative
FGOGAGdzZRS (2 ¢ I NdBlkama¥h fabridare hot adbacgptudlised as reathade
gaments which are already completed and simply purchased or rented. Rather, they are
framed as items of clothing which are made from scratch. This results in the possibility of
customisation and personalisation. Young adults are able to adjust many aspécts a
consequently strongly influence the final design. Their form of dress can reflect a variety of
personal inclinations and parts of their identity; just like in the cakie-siin andain-san who
G221 GKS GKSYS 27F GKS OSoavshythel EmogoSigsips or - a
the Rainbow King who aimed for a visualisation of his nickname, young adults are able to
engage in creative sedikpression through dress. The final look of the garment is in this regard

not bound to or constrained by amyles or conventions, as long as the artisan is able to

Iy

LINE RdzOS G(KS RSAANBR 3IFNX¥SYylid ¢KAA | LILNRI OK

157



kimono ensembles and also suits which pursue a more uniform and conservative practice and
impression. Rather thy & dF 3S 'y WIFLLINRLINAF GSQ LISNF 2 NI
individuals adopting thbade hakamaare guided by their personal taste and aim to express
their individuality in a less restrictive manner.

This practice is also sustained through pingctice of young adults commonly paying
for these costumes out of their own pockets. They naturally do not come cheap; the most basic
modifiable option starts at a rental price of aroudtb0,000 (approximately £950) and the
most elaborate one a¥300,000 (appwximately £1900). Ikedsan told me that many young
adults regard the possibility to customise their corof@ge dress as a motivation to work
hard to earn the money by themselves, however; many of her customers stem from a working
class background andmmonly started working after graduating from high school at the age
of eighteen. Their families often do not possess the financial means to cover the fees, nor
would these young adultsecessarilyvant to rely on their parents in this way. This approach
is consequently different to young women from a mieldbess background who are usually still
enrolled at university at the age of twenty and consequently have limited time to acquire
personal fundsAs discussed in chapter five, their family often provides them with the money
to cover thefurisoderental fee. This results in a certain dependency particularly on mothers
as the household managers with young women oftentimes adopting their guidaneamtalst
apply it to their comingf-age dress. The customers of Miyabi are more independent from
such social restraints and can, hence, express themselves through dress roadgamed
YFYYSNW®P ¢KA& KIF& NBadzZ G§SR Aaesthety whieB @8Nt i KS
observe social norms and conventions.

Individuals adopting theade hakamatyle rather aim to stand out and get noticed by
their peers for their eccentric dress. Attendees seek to envision the most extravagant and crazy
costumes to become the talk of the town in this way resulting in a form of public spectacle
focused on dresccording to anthropologist Ikuya Sato, the creation of a public spectacle is
often underlined by the concept afiedatsy standing out (Sato 1991: 23, 273, see also
Yoshinaga 2007). Practices and activities are modified with the aim of being nokiced a
gaining feedback from an audience. The main aim here is to gain attention, no matter whether
this is positive or negative; shock and outrage are equally as valid as are praise and awe. This
is one of the main principles of theade hakamastyle which ckebrates oveithe-top
FR2NYYSyYyd FyR FiflakKAySaa gKAOK o6& az2y$sS Aa ft1
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is pushed to new extremes year after year. Iksaa told me that many I Knheat their
senpaiin front ofthe venue of the comingf-age ceemony to present them with flowers and
gifts. Witnessing the bold dress choices by their seniors, a certain dynamic has developed
FY2y3 &2dzy3 | RdAR2D @AKSE HLINBJA2 d2 @&B+ NI Ay SN
medatsy standing out, consequegtguides many of the decisions made by young adults in
the customisation of their comingf-age dress. This practice arguably began Kirtisan and
Gn-san, and has been sustained ever since.

This stance is also demonstrated through hair. The pompadordoh which is also
1y26y +a WYwSNISlyS Yy KinAz\Emii(EdcibER20)) is a commonly adopted
hairstyle (see images 49 and 50). Inspired by singer Elvis Presely and actor James Dean,
WE LI ySaS NRO|QYQNRf t 0l yeRrithed 963 Knd 705 and maddif | R 2
LJ2 Lddzf F NJ I Y2y 3 | @2dziK RSY23INI LIKAO o6bl3AFS wn
brushed up and backwards, with products such as wax used to keep the hair in shape.
Treatments such as chemical perm can additiprmdlapplied to add extra volume to the top
hair. Many young adults temporarily dye their hair to add colour. While these styles are
NEII NRSR a W@dzZ I N o6& O2yaSNBI GAGSt & YAYRS

styling into the playful ande&ative practices employed to stand out among their peers.

Images 49 and 50 from Miyabi Catalogue 2017: p. 60, 2018: p. 25.
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¢tKS adetsS O2yaSldsSyate OKIfttSyasSa (GKS y2i
ability to dress elegantly yet unobtrusively, which is, as discussed in chapter three, a major
LINA Y OALIX S 27F Y S haeshakdngshog telebraies Bvéhi-tbp atldtrinent,
artificialityl yR Ff I AaKAYySaad ¢KS ljdSaiArAzy SKSGKSNI (K
here; young adults rather aim to express themselves freely and autonomously to stand out
among their peers. Unconventional hairstyles suchha&s gpompadour are certainly not
considered appropriate for formal and ceremonial occasions but precisely therefore guarantee
a certain level of focused attention. Embracing this fashion demonstrates the different stance
of these young adults who aim to detate their comingpf-age in their own terms.

¢tKAa aSyiAavYSyid Ara yz2i e2dzald SELINBaaSR oe
behaviour on the day. Some groups include their arrival at the venue of the ceremony in their
comingof-age performance foexample. Cars are customisedgaranteean eyecatching
entry, with bold colours and flashy accessories, sigflans and banners, attached (Ikeda
personal interview 2018). The vehicles are parked in prominent spots for the other attendees
to observe. T | NS Ay FNRBYyUG 2F GKS OSNBY2yeéeQa 0SSy
meetings with friends, which occasionally results in sessions during which young adults express
their enjoyment through spontaneous ttursts of dancing and singing. This practice lma
regarded as another opportunity to demonstrate an individual approach to the celebration,
with these young adults following their own concept of enjoyment to celebrate the day in a
way that resonates with them. This attitude differs to a great exremh the emphasis on
F LILINBLINAF Sy Saa yR adAadloAfAdes a ¢Sttt | &
prioritised through the normative discourses introduced earlier.

These young adults consequently do not aspire to perform manhood whiclklesl gui
08 y20A2ya 27 sh&aijh YHeyraher aimdriNRisiSdEbold and daring
masculinity. This sentiment is visible in the photographs taken of young adults on the day. As
illustrated in image 51, young men often straighten their backspush their chest forward
to create a confident and sedssured impression. Some individuals take a squatting position
and widen their shoulders. A stern facial expression with a gaze fixated on the camera is
additionally often part of this performaacThese young adults consequently aim for a slightly
threatening and intimidating posture, performing a specific version of bold manhood
associated with workinglass subcultures such@dl & I in@&oycyele gangs of the 1960s and

70s (see image 52Z)hisgreatly diverges from the images of young men circulated as part of
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the comingof-age suit campaigns discussed in chapter three. These campaigns present a
version of conservative middigass manhood which is strongly valued and influenced by the
corporateworkspace. The images circulated as pattaafe hakamastyle on the other hand

depict a workingclass masculinity guided by notions of brazen gaudiness and bold manhood.

Image 51 from Miyabi Catalogue 2018, p. 31.

Image 52Pictureof ad I & || m@&dycyizle gang taken by Masayuki Yoshinaga (2007).
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