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 INTRODUCTION

This thesis has been a long time in coming, and was first conceived close to a year and a half

before the current date. I had recently come across Susan Napier's Anime from Akira to Howl's

Moving Castle, and was inspired to employ my own encyclopedic knowledge of Japanese

animation as a stepping stone to analyze Japanese culture.

My topic of study would be creator Anno Hideaki's 1995 science-fiction anime

series Neon Genesis Evangelion, as it is consistently referred to as the most important anime of

the 1990s which has gone on to gain critical and academic acclaim as a deep series with well-

crafted characters.  Neon Genesis Evangelion's cultural impact on Japan has been immense, and

it has been reviewed and discussed in Wired Magazine (Horn), Japan's national newspaper The

Daily Yomiuri (Takasuka),and the Mainichi Shinbun (Watanabe). incorporating Natsume

Soseki's classic 1914 novel Kokoro as part of the study would be an ideal way to allow this paper

to discuss how people react to  the 20th century.  Natsume Soseki's 1914 novel Kokoro was also

included in this study to allow an examination of modernity in the 20th century. So that we may

better understand the events behind the stories, I have outlined the events of the 20th century in

Japan as they pertain to both works. I've also provided a basic outline of the metahistory behind

Neon Genesis Evangelion's plot, and explained its connection to real-world historical events and

psychological concepts.

The result of this  is a paper concerned with how the main characters react to the

state of the 20th century, and how each protagonist represents the depression, alienation, and

concerns of its author. These two stories are ways for the authors to voice their concerns through

the mask of fiction, and their personal histories color each work, shaping each into a tale of

powerful loneliness. The works are stories with no heroes, only tragic figures.

Understanding the cyclical repetition of theme and imagery is key to both works.

Repetition of familial stress continues across the generations in these stories. Vice done to one is

transmitted to a successor, who bears the stigma long enough to pass it on to someone else. If the

works can be said to represent their audience, then it is important to study them in order to
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understand how this cycle works, and how this transmission of grief may be interrupted or

prevented. Thus these examples of popular culture can have a  recuperative effect on the psyches

of their audiences, and this paper examines the textual affirmation of the author's identity that

both works provide.

It is my hope that this paper serves to further discussion of  Japanese culture as a

legitimate form of study.
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ABSTRACT

To understand the impact of the 20th century on Japanese consciousness, one must examine

examples of its popular culture that have had a profound impact on its audience. To best

accomplish this, this paper examines the main characters from two works of popular culture,

Sensei from the 1914 classic novel Kokoro, and Shinji Ikari from the 1995 television series Neon

Genesis Evangelion.

This study analyzes the events occuring at the time of and between the two stories,

and also examines the authors themselves in order to determine why these seminal works are

especially representative of human beings in general and especially the Japanese. If the

Twentieth Century is an age of remarkable freedom, it is one in which human beings exist in an

abandoned state. Lacking an essential truth about what they should want or ought to be, humans

must struggle to find their own purpose, sense of self, and happiness.  At the same time, forces

around them dramatically change the landscape, removing traces of familiarity and a recognized

history.  These two works feature protagonists struggling to weather the storm of their respective

eras. By understanding their struggle, we can learn how to survive modernity.
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1. AUTHORS AS CHARACTERS

 The two authors, Kokoro's Natsume Soseiki and Evangelion's Hideaki Anno, use their

respective works to describe their own psychological states and worries. Instead of clearly stating

what their political, philosophical, or religious stances are,  and by intentionally not describing

their own influence upon modern civilization, the two authors assume the roles of their

protagonists, floating in new worlds of meaning like the Ise Shrine in Mie Prefecture, Japan,

which is traditionally removed and rebuilt every 20 years. Avoiding direct statement of themes or

ideas is a feature not only of Soseki’s own work but of Anno’s as well. This feature gives their

works a great appeal; people may study Soseki’s novels or Anno’s screenplays and infer

conclusions about their own lives, mirroring what Anno described to analysts of his own work:

“any person can see it and give his own answer [and] we must all find our own answers”

( qtd. By Lawrence Eng).

Yet the authors, through their characters, have starring roles in their works. Anno admits

as such when he confirms that Shinji is based upon himself during a period in his life where he

was crippled by depression. Anno states that the story opens "only after [all] traces of optimism

have been removed," and that within that world, the main character is "a cowardly young man

who feels that his father has abandoned him, and so has convinced himself that he is a

completely unnecessary person, so much that he cannot even commit suicide" (Anno).

By having weak characters as main characters, both Evangelion and Kokoro suggest that

finding the way to deal with modernity and gain effective catharsis and realization for their

characters (and by extension, their audience) is problematically difficult, if not impossible.

Soseki's  true position on modernity remains elusive, and he appears to be situated between

complicity with and resistance to modernity and its concurrent consolidation of the social and

cultural institutions of the nation-state (Lippit 619). We identify his stance from his compelling

and involving characters, which we as readers invest ourselves in.  As their struggle becomes

linked to our own struggle by our  participation with the works, “[both] young men

[Evangelion’s Shinji and Kokoro’s Sensei as a young man] serve as a textual affirmation of the

identity of the narrator, and the protagonist – by overtly describing the philosophy and views of
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the author and validating them, provid[es] referentiality" (4-7 Suzuki). The fictive work also

serves as a confession for the authors, and by reading [or watching] the work,  the audience

becomes the author's witness because "the reader has assumed a hidden contract, seeing

referential faithfulness of text …” (4-7 Suzuki). The referential faithfulness referred to here is the

author's use of a fictional construct to describe his own personal concerns.

      By using this medium, the authors are able to define their own selves although their main

characters cannot, as they need guidance which they lack access to. This lack of guidance is a

serious problem, as mediation of the self through the guidance of others is of great significance

to the works referenced here. Both Evangelion’s  Shinji and Kokoro’s Sensei (in his youth) are

people whose sense of worth and being have been mediated by others. As befits people whose

hearts are like ships adrift at sea, both stories follow a chain of events until  a calamitous

revelation turns them paranoid and bitter, and then both commit actions they find so

reprehensible they cannot bear to continue existing. In Sensei’s case, having the property and

inheritance left to him by Sensei’s late father stolen by his uncle causes Sensei to suffer a

nervous breakdown, leading him to redirect his aggression towards his depressed friend K, which

ultimately results in K's suicide. Realizing that he is just as capable of evil as his uncle, Sensei

reacts by withdrawing from society and doubting others around him. His betrayal of his trusted

friend K gives him proof that he is no better than anyone else, and is perhaps worse. He lives out

a dull penance, habitually visiting his dead friend's grave, until the suicide of General Nogi gives

him a historical context to frame his own suicide against (13 Bargen). As his own sense of self

has been so weakly defined, he needs that historical event as a basis for his own action.

Sensei is at heart a cynic, if we would use Peter Sloterdijk's definition of the word,

because of his "enlightened false consciousness" (5). He is someone who was part of a group or

institution whose values and existence he is no longer able to see as necessary, absolute, and

unconditional, and in his case, it is because of his own human failing. This enlightenment brings

him no joy because of his devotion to principles he himself does not believe in. As someone who

is not spiritual, his trust in reason cannot give him a strong basis for action, which compounds

his misery. His disciple Watakushi is on the verge of making this leap, and most likely will after

Sensei takes his own life.
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  The loneliness of Sensei is not mitigated by his having a protege who visits him. Yiu

observes that Kokoro's character Sensei conveys the significant social bond between the narrator

 and his protege Watakushi, which  presents a unique interpretive problem: the word sensei

(which means teacher) has been watered-down from overuse, and because of higher education,

the distinction between elder and protege isn't as relevant as it once was (Yiu 9). As a result of

this dilution of the role as wiseman, Sensei cannot provide the young man the guidance he

clearly needs, and while he has a strong sense of morality, his spirit is too worn down and

exhausted to give his student the instruction he requires. Sensei also does not believe in his own

moral code, though he follows it, as his broken sense of self indicates. Were he actively

following something he truly believed in, Sensei would likely have experienced moments of self-

actualization.   Sensei  had lived "through the transition stage of modern Japan" which makes a

man feel "preternaturally old ... here he is in modern times [and yet] he can remember the Middle

Ages" (Washburn 4). This not only are his surroundings becoming increasingly alien, he lacks

surety in his own philosophy to ground him and give him resolution.

  This realistically written trauma of Sensei, a man who lost his family and his fortune, was

based on Soseki's own alienation from his family: he was born Natsume Kinnosuke in 1867, one

year before the Meiji era began, to a father of fifty and a mother of forty-one. At two, he was

adopted under the name Shiohara Kinnosuke, then he was returned to his birth parents after the

marriage of his adoptive parents failed. Because he was the third son of his family, his father did

not restore  his original family name until his elder brothers both died from tuberculosis,

signifying how he had not originally been chosen to continue the family house. The familial

stress which the character K suffers in the novel Kokoro is likely based on Soseki's own

alienation from his family. "The conflicting emotions in [his family life] accounted for much of

the hypersensitive, suspicious side with grew with increasing intensity as he grew older" (306

Keene). This personal tragedy would continue for the author's entire life: His marriage to Nakane

Yoko at the age of thirty was unhappy. At the age of thirty-four he accepted a Ministry of

Education fellowship to study in England, but he hated life in England and spent most of his

income on books, devoting himself to the study of literature.  Okada reveals that Soseki's time in

 England was likely complicated because of the author's personality, which was  "introverted,

insular, unsociable, awkward, of a nervous disposition, unworldly ..." which caused him to
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remain "lonely, miserable, friendless, and  neurotic for the duration of his stay in Britain" (10).

His 3 year project Bunkaguron was considered by its author to be "a dead illegitimate child"

(Yiu 12).

     By 1911 Soseki had come to view the breakdown of some classical ideals and the subsequent

rise of individualism in a warmer light, yet his feelings remained divided. As early as 1909 he

began to have doubts as to whether moral dictums of the past still had their relevance  (Yiu 14).

His character Sensei was his  way to express that doubt and uncertainty within the fictive

universe of Kokoro.  The slow and convincing mental breakdown of Sensei stems from his own

powerlessness and the inability to find meaningful things in his own life. It is a trait also shared

by Evangelion's Shinji Ikari.

Paul Malone observed that the mental breakdown Shinji suffers is not unlike those in

Daniel Schreber's Memoirs of My Private Illness, in that his soul (Seele), which exists

contiguously with his nervous system (Nerven), is being manipulated by the nerves of God. The

ultimate purpose was God's repopulation of a destroyed world from within (Schreber). Because

the characters for Gendo, Shinji's father's name, have been speculated to be  either "limit"  or

"mysterious way",  the comparison is more relevant, especially when one considers how the

elements of the very psyches of the pilots Shinji, Asuka, and Rei  can be observed and monitored

remotely from Nerv headquarters. Shinji relegates the task of definining his own identity to other

people, and his father is the last person who should be entrusted with that task. What Shinji

perceives as the betrayal of his father only reinforces the boy's burgeoning paranoia.

   Cindy Hendershot observed that Schreber's paranoia (which is directly referenced in

Evangelion)  is very similar to the post-apocalyptic themes of science fiction at the beginning of

the nuclear arms race, which the nuclear exchange in End of Evangelion references. Schreber's

dialogue is used in Evangelion's protagonist Shinji to comment on a Japanese social crisis

between generations  in paranoid discourse.

Shinji first arrives in the story at his father Gendo's workplace, and  agrees to cooperate

with his father’s research (repelling the Angels which intend to cause the Apocalypse), an act

which is ostensibly for the good of all mankind. In doing so, Shinji is forced to shoulder a burden

too heavy for any person, and his burden is worsened by the fact that Shinji doesn't even believe
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in his own work. Though the work is brutal and dangerous, for a time having work is enough to

reinforce the structure of Shinji's ego.

But as the conflicts worsen, eventually his father reveals that his goals and those of the

organization he serves are actually quite different. Shinji’s father is also willing to kill anyone

who stands in the way of his goals, up to and including his own son. Gendo's true plan requires

causing a limited-scale Apocalypse in which his own soul and his late wife's soul will be

reunited. Misato's comment that he is "just like his father" is a very telling line. Despite the way

they go about their lives, both Shinji and his distant, neglectful father Gendo have an absolute

morality that drives them forward and informs whatever they do, even as it erodes their own

psyches. Gendo's personality is controlled by his obsession: he may not be intentionally cruel,

but he feels little for others around him and will let no distraction, no right and wrong, interfere

with his journey. Shinji's own strong sense of morality, when coupled with his crippling lack of

confidence and general inclination for isolation, serve to deeply injure him when others betray

him. The conflict between Gendo and his son is not only Gendo's fault, but Shinji's as well. Just

as Sensei (who one may presume was relatively honest) could not conceive of someone else

close to him being dishonest, so did Shinji fail out of his own need for self-deception to perceive

Gendo's heartlessness. One of the greatest ironies of the two works is how evil people such as

Sensei's uncle or Shinji's father Gendo are able to operate freely, unencumbered by morals and

goodness, and are comparitively freer than the protagonists of the two stories.

Because of his own personal problems, Shinji shares with a younger Sensei not only

alienation from his family and also a tendency to crave solitude. Shinji is a modern hero, but

someone neglected by [his] parents. His coping strategy is to deprive himself of loving

interactions, instead  projecting his own loneliness and coldness onto the world. Even though he

is a  young man, Shinji seems very naive about the way the world works, and his naivete is not

entirely unintentional: his tendency to bury himself in books (as seen in  episode 1), his periods

of isolation in his own room, and  his continuing dependance on his Walkman DAT-player are

ways of adding a filter to reality, a layer of psychic insulation. By using this barrier, he avoids

dealing with others, and thus spares himself a measure of pain. The cheerful songs Shinji listens

to also add a feeling of irony to watching the series. Although the world around Shinji is

collapsing, he is able to listen to upbeat music that does not reflect his own mental state. Other
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examples of his tendency to retreat into himself include his rumination upon being praised by his

father which he remembers while in a trance state (Episode 19).  Reflecting his own conflicted

nature, Shinji is unable to find lasting or meaningful happiness in these trance states, for he soon

begins to question his own self-meaning and the purpose behind his actions (Episode 16).  The

other sides of his consciousness reflexively him if he is going to spend the rest of his days

reflecting upon that tiny happiness, but Shinji states that as long as he believes in that happiness,

he can keep on living. In a similar fashion Sensei remains unable to confide in his wife and gain

the psychological release one can attain from confession.

Shinji's desire for safety and isolation is so strong that a hidden visual clue is embedded

throughout the series. Matt Greenfield, a staffer of ADV (the company which produced the

American release of the Evangelion series) commented that the reason why Shinji 's DAT player

always plays tracks 25 and 26 is a bit of foreshadowing to the final episodes of the series (25 and

26), in which Shinji uses the power of the Apocalypse to create a safe, closed world without any

people in it, a place where other people cannot hurt him any further, and where he in turn is

incapable of hurting them. While in what should be eternal bliss, Shinji's own moral sense soon

prevents him from finding true peace even in edenic conditions. While he needs people, this

synthetic paradise is not a true relationship. It is simply a way to satisfy his dependency on others

while avoiding the pain they cause him.

Psychiatrist Doi Takeo explains why that dependency was so vital to the boy:  a key

essence of the Japanese personality is found in amae, the noun form of amaeru, which if

translated into English, would mean "to depend and presume upon the good will of another". The

prototypical form of amae is the warm love infants feel towards their mother. In adult spheres it

exists as a parent-child relationship in companies and political factions. The child roleplayer

seeks security and protection from the parent roleplayer, who is expected to display benevolent

parental sentiment. In exchange, the subordinate swears allegiance and service to the other party.

Reverse dependence exists as well (18 Yoshino).

Evidence of why amae  is vital to Kokoro and Evangelion is in the relationship between

Watakushi and Sensei. Sensei has lost both his parents and is estranged from his uncle who

cheated him. Shinji may hate his father, but he still wants to re-establish ties with his former

parent and regain his father's love. He hopes that by providing service by piloting Evangelion 01
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that he may prove worthy of his parent's affection. Even though there are others around him

whom Shinji would be better off befriending,  his conservatism holds him back from interacting

with other , more modern, people around him, including his love interest Asuka. Sensei's nature

makes it hard for him to be around people as well, and he most likely would not have shown any

interest in an innkeeper's daughter (or any other living being) had he not been prompted by his

friend. This shows how passive Sensei is. On a related note, Sensei only asked for the

innkeeper's daughter's hand in marriage upon learning that K intended to marry her. His act was

not a proactive one ensuring his own future, but a destructive one intended to hurt one of the few

people who stood by him. It was a self-destructive act.

Shinji's own nature is to avoid other people, because he fears experiencing the same hurt

from his father that haunts him. The same day as moving in with his guardian and commanding

officer Misato, Shinji remarked "she seems okay, but...." This distance from others is also

represented visually, by having Misato speak to Shinji from his door at the conclusion of the

second episode, or from behind his door in episode three, or his retreating to his room to lie on

his bed and stare up at the ceiling light. Because of his inexperience and youth, Shinji isn't  yet

able to project a false front to other people, unlike his guardian Misato, whose cheery personality

is all a pretext designed to hide the considerable hurt she feels. The discomfort he feels towards

being around others is evident in episode 4, in which he walks out into the lobby of an all-night

movie theatre instead of watching a couple make out, which is puzzling behavior for a 14 year

old boy. This idea is repeated many times, including at a party when he quietly remarks to his

guardian Misato that he "is not used to being around so many people. Why do they have to be so

loud?" in the 12
th

 episode of the series.

Like Sensei, Shinji does not know what he wants for himself or what path he should

follow. In episode 4 his ambivalence about being a pilot is plain: on the one hand he finally is in

a place where other people need and depend on him; on the other hand, they really don't care

about him as a person. He isn't sure why he cooperates, and it isn't because he has a death wish

and wants to be killed in the line of duty: though he wants death, he still is afraid of it. His desire

to be around others is also controlled by fear, as he states he is fine with being alone  to Misato

in episode two reveals. Being alone allows him to avoid coming into contact with other people
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and assures him of consistency. While being alone for him is not always (or often) pleasant, it

provides a dependable, dull feeling.

Sensei's own inability to predict his uncle's behavior, or Shinji's own failure to relate to

his father are both indicative of an inherent problem: neither has had the chance to create a

distinct identity or gained an appreciation for the identity of others around them, which means

that both feel unsatisfied as they exist without truly living. The line "in the act of observing

others, you may recognize yourself, but this is tempered by the barriers that must exist between

yourself and others" directly references this. By choosing to remain locked within their own pain

and not reaching out to others, they damn themselves to separation.

Shinji's relationship with his co-pilots and his commander Misato are  mediated by his

fear of betrayal, but by how how they seem to have something he himself is missing: His interest

in Rei stems from how centered  and in control of herself she seems (a quality he comments

upon). Rei tells him something in episode 5 that he had not considered, that he is still in control

of his own destiny so he doesn't have to sortie to face the attacking Angel, since she can do the

work by herself instead. Unfortunately, for Shinji to give up piloting Evangelion Shogouki

would force him to be alone again, which he finds increasingly difficult to bear. He has been so

lonely for such an extended period of time that the idea of going back to the familiar loneliness is

frightening to him even though he still craves solitude. His desire to be praised and have

attention focused on his successes is very much like those of his co-pilot Asuka, whose behavior

from episode 8 onwards reveals a pathological desire to overcompensate in order to mask the

toxic shame she suffered from being abused by her mother. Asuka, whom Shinji chooses to

spend his life with, is overbearing and assertive while Shinji is not, though her own sense of self

is as damaged as his own.

Despite the horrors both endure prior to the beginnings of the fictive works they appear

in, both Sensei and Shinji are largely responsible for the events that lead up to their ruination.

Sensei’s own disinterest in his own feelings leads him to be ignorant of those of others. Without

the presence of his friend K, Sensei would arguably never have become aware of his own love

for Ojousan and never acted upon that love (Karatani 124). Sensei's inability to appreciate how

vulnerable his depressed friend K is causes Sensei to react aggressively to him, which

contributes to K's suicide.  This flaw appears in Evangelion as well: if Shinji had stayed true to
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his first impulse and told his father “no" [I will not work for you after all you have and haven't

done] and that he hated him, his own fate would arguably have been better. But as men who lack

a sense of real self-worth, both have been unaware that they could shape their own futures:

Sensei wanted Ojousan, because she had been designated as beautiful by others, including his

stalwart friend K, who found her attractive. Shinji’s decision to help his father is also mediated

by others: when he piloted the living machine his father built, others praise him and recognize

him as significant. Both suffer from the fear that any choices they made for themselves will be

invalidated or incorrect, thus they need others to approve of what they were doing or else they

won't make any significant choices.

Contributing to the stress upon the psyche of Sensei, Soseki noted that Japan had a

superficial nature which had resulted from rapidfire modernization. Kokoro, like many of his

novels describing the problems affecting Meiji intellectuals, shares with them the themes of

egotism and human isolation. "By 1912, the Meiji Emperor was dead, and figuratively speaking,

there was no one to replace him. Rumors [persist] that after reading an Imperial rescript, the new

emperor of the Taishou period would roll it into a 'telescope' to peer at his surrounding audience"

.  This shift in mood caused Soseki to view the disappearance of the Meiji era with some

concern, as the dynamism of the Meiji Emperor fitted the shifting needs of the new age, although

his successor had to be hidden from public view  (Heinrich 265-266). This is complemented by

Soseki's characters in Kokoro, who display a sense of "inner exhaustion and detachment from the

world entirely removed from the spirit of Meiji" (267 ). While the two characters K and Sensei

represent traditional Japan, they are also independent and confident.

Both Sensei and K are modern characters: they are independent and individualistic. They

have great trouble understanding the feelings of others and even their own feelings, as do the

characters in Evangelion. In episode 18, Shinji asks Misato's boyfriend Kaji about what Gendo is

actually like, and Kaji waxes philosophically: "People can't understand others completely. Who

knows if you even understand yourself? Understanding each other one hundred percent is

impossible." Sensei's statement in Kokoro that "we are different because we are two separate

human beings" calls to mind much of the self-analytical work in Evangelion, in which the

characters realize that they will never be able to understand the workings of others' hearts, since

even their own are beyond their full ken.
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Tragically, Shinji's attempts at socialization with others reveal his inability to find

resolution. In episode four, the on-base scientist Ritsuko describes Shinji's situation by invoking

the Hedgehog's Dilemma from Arthur Schopenhauer, which describes the principle: the closer

two beings come to one another, the more likely they are to hurt one another. Conversely, the

farther  apart they stay from each other, the more likely they are to experience loneliness. Shinji

suffers because of this principle: the closer he gets to Rei, the cooler she is and the more apparent

her inhumanity becomes. The closer he becomes to Asuka, the more she abuses him. The closer

he gets to Misato, the more he will see how she hurt her father who gave up his own life to save

hers, and how she drowns her sorrow and loneliness in alcohol and shallow, superficial

relationships. She is simply not able to control her emotions and meaningfully

connect to anyone else. Misato's own attraction to her boyfriend Kaji and to her charge Shinji

stems from how each reminds her of a facet of her father's personality, indicating a powerful

Electra complex.

Though Shinji is not able to find mental strength through his relationships with others, he

is not able to find it through his work either. Peace does not come to him either through flights

from reality (meditation, music, isolation) or flights into reality (working, trying to become more

involved in others).  And after becoming friends with his classmate Toji, Shinji cripples Toji for

life during an Angel attack. Via these relationships and his own failings Shinji's doubts in

himself and humanity slowly but surely confirmed. These events are the prelude to the event  that

destroys his identity and self-worth, much as Sensei's uncle's betrayal was in the novel Kokoro.

After being betrayed by the remainder of his own family, Sensei sought solitude but caused his

friend K to take his own life. Sensei soon lapses into powerful depression because he realized

that he had become an awful person and a betrayer like his uncle.

There is a complementary event in Evangelion as well: Shinji's catalyst is killing his

friend Kaworu, who is revealed to be the last Angel, and then his reluctance to act sets into

motion the events that result in Misato's death. If he acts, people around him suffer. If he does

nothing, people around him suffer. Shinji comes to believe that he is a truly worthless person,

and that the world would not only be better off without him, it would be better off without other

people as well.
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t is no accident that these characters are so flawed. Sensei believed that human nature was

fundamentally evil, and would result in a lifetime of personal betrayal.  The passing of  General

Nogi in the work marks the end of an ordered existence where old values existed that held back

the ego within the bindings of conscience and duty (Pollack 425). Without these restrictions and

without meaningful connections to others, the human soul is free to wander and experience

cosmic loneliness.  Sensei regrets the stirrings of his ego as it is battered by his own conscience

and moral code. At the end of the novel, Watakushi is left to face the bleak reality of his newly

established universe (Pollack 426), a world where there he  which calls to mind Shinji's

emergence from the Sea of LCL at the conclusion of  End of Evangelion, in which he is one of

two people who survive the Apocalypse. Shinji and Asuka both continue to exist, but they will

have to decide what to do and how to live their lives in the new, blasted landscape in which they

dwell. No one else is around to tell them what to do.  It is entirely possible they are the last

two people on this Earth. They can either continue to dwell on their tormented pasts, or they can

try to find inner meaning for themselves.

 Sensei's stoicism, which had been deeply ingrained because of his traditional education,

worked against the grain of his individualism, causing him great psychological stress. As a

young man, he was particularly idealistic, and thus was unaware of the reality of himself and his

own relation to morality (475). He believed he was moral, but was not sure how to share the

Earth with everyone else around him. But we cannot conclusively prove beyond a shadow of a

doubt why Sensei must die. Karatani identifies this as Kokoro's shoutai no shirenai mono, the

reality that cannot be understood . This hidden aspect of Sensei is the reason why he has not

committed suicide when his guilt reaches its apex (478).

Although Soseki believed that egotism was a price to be paid for living in the modern

age, it does not follow  he would recommend retreating into a feudal past;  instead, he suggested

that people come to maintain their own independence and individualism while also sharing

responsibility for themselves and for others. He stressed co-existence with others (480).  Anno's

own remarks to a group of school children show a similar theme: "In school tests, there's only

one answer for each question, and you might get zero or half points if you're wrong. But in the

real world, things aren't so black and white, so think about things on your own and express them"

(as qtd. by Sevakis).
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These two works are examples of both authors desire for change, and a way for them to

discuss their own selves in an attempt to gain some resolution. Anno described the process of

crafting the series by stating that

   "To live is to change. I started this production with the wish that once the production 

[was] complete, the world, and the heroes would change. That was my true desire. I 

tried to include everything of myself in Neon Genesis Evangelion-myself [and my period 

of depression], a broken man who could do nothing for four years.  A man who ran away 

for four years, one who was simply not dead.  Then one thought, 'you can't run away,' 

came to me, and I restarted this production. It is a production where my only thought 

was to burn my feelings into film. I know my behavior was thoughtless, troublesome, 

and arrogant. But I tried. I don't know what the result will be. That is because within 

me, the story is not yet finished. I don't know what will happen to Shinji, Misato, or Rei.

I don't know where life will take them. Because I don't know where life is taking the staff 

of the production. I feel that I am being irresponsible.  But... But it's only natural that we 

should synchronize ourselves with the world within the production. I've taken on a risk: '

It's just an imitation.' And for now I can only write this explanation. But perhaps our 

'original' lies somewhere within there."

Though Anno has come to some peace since creating the series, the author Soseki himself

was able to attempt to heal his psyche by writing, but his healing was limited. Soseki was a

tragically lonely figure, someone who struggled to find better relations with others but was never

fully successful in his efforts. His failing efforts to maintain better relations with his family is

described in two of his novels, Koujin (1913), in which the main character Ichirou's cross and

fastidious behavior alienates him from his wife,  and Michikusa (1915), in which the dismal

character of Kenzou is shunned by his family. The complex neurosis of this renowned author

will require  study to understand. Let's compare some qualities with the father figures in  Soseki's

own writings and some  other people's observations of Soseki himself:

1. The father is psychologically cruel to his children because he does not love them.

2. The father is an overly strict disciplinarian.

3. The father is impatient or extremely intolerant.

4. The father sets standards far above his children's operational capacity.
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5. The father does not understand his children's psychology.

6. The father cannot express his love properly, which he does in fact feel.

7. The father is violent, and abuses the children.

     Soseki, according to  Jay Rubin, was affectionate but had times when he lapsed into neurotic

rage. Rubin's account continues to mention his shouting at his children when they had difficulty

during a  French lesson. At the loss of  his beloved daughter Hinako,  he told his remaining

children  that "now I almost feel I don't need the remaining six children,"  which parallels the

words of Matsumoto in his novel Higansugi Made.

It is tragic how Soseki, who crafted renowned psychological fiction, could not easily

express his love and concern for his own family. And his own neurosis meant that during  its

manifestation that his wife, their maids, and their children would face the brunt of his anger.

Everyone in the family was afraid of Soseki. He was an acclaimed scholar but an incredibly

lonely and haunted figure. While he loved his children, all of them feared him. This is evident in

his works, which paint a picture of incredible loneliness -- a person who cannot triumph over

loneliness but also is surrounded by people (Rubin). As a person, he was as damned as his

fictional counterpart Sensei.

In regards to both authors, Fowler makes the following assertion: an author of traditional

fiction of the West regards his hero as a powerful, autonomous figure with the power to create

his own world. The Japanese author regards the hero as powerless in the face of nature and

society, and as more comfortable when keeping aloof from society or submitting to the forces of

nature. This yielding may partially stem from the accepted Buddhist notion of shou-rou-byou-

shi,  the four unavoidable states of birth, aging, sickness, and death which all human beings

experience through existence. The end result is a literature designed not to reform, but to accept.

(xxi Fowler). The authors of these two works take this convention and then question it, showing

what happens when people simply accept their fate instead of struggling against it.  Whereas in

traditional fiction, "the character returns to  the comforting embrace of nature, family, and

tradition",  the task of the characters in these stories is to find something else to use to define

themselves (15 Fowler). Because both are powerful stories that move their  audiences' emotions,

the audience finds they must also share the same duty.
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2. FLUX

Despite the difference in format and reception, both of these works contain unusual stories with

layered characters, so it would be appropriate to treat these two works as gensetsu kukan, or

discursive space, which will allow us to understand some of the societal concerns of each works'

time period and of the author's own internal worries. Yiu notes that Soseki's work is an attempt

by the author to control his own emotional instability;  his fiction thus  becomes a filter he can

use to help view the world in a different light and discuss his concerns(Yiu 1). The filter of

fiction  is something mirrored in Evangelion, as many Japanese commentators have suggested

that the themes of alienation and loneliness, in particular when echoed by its main character

Shinji,  in its future world have an autobiographical aspect (Kitano 145-148). This assertion was

later confirmed by the author (Anno). The conflicted selves of the authors and the characters  are

due to the condition of modernity. The conception of modernity is a synthesis shaped "by a

historically grounded notion of particular, parochial values". The synthesis also exists as  a

narrative that is universally shared, "locating the sense of presentness in the past". (2)

To help us discuss the type of modernity described in the two works, we must make use

of the  Japanese terms kindai and gendai. As Dennis Washburn noted, kindai has the sense "of

recent times" or "near contemporary", while gendai more clearly suggests contemporaenity.

Kindai is typically used "to indicate the period between the Meiji Restoration in 1868 and the

end of World War II in 1945", and Gendai is used to describe the contemporary period of

Japanese culture after World War II.  Thus we can conclude that the idea of what it means to be

"modern" comes from the shift away from the Tokugawa period towards the rapid

industrialization of the Meiji era. Japan was pushed to abandon its feudal past and become a

modern nation.   This included the adoption of a set of ethical and social values which were not

intrinsic to the local culture. Accompanying problems were industrialization, urbanization, and

the rise of nationalism (3). Thus the creation of a new, modern cultural identity means the loss of

received identity (4). The sense of a concrete identity, along with a belief in one's own self-

worth, are vital to the main characters, and their lack is what torments them. While an identity

crisis is common in teenage years, it may yet occur throughout a person's life, as the world forces

the subject to redefine himself.
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To use our understanding of gendai to appreciate the world Shinji inhabits in Evangelion,

we can take a look at the surroundings and notice how there are very few people around him,

and how sterile and simple the architecture is in the remaining cities or hastily-constructed

replacements. City landscapes that would have become familiar to him  have long since been

submerged beneath the rising waters of an ocean deepened by the melting of the glaciers. His

own fragile sense of self is created in part by the redefinition of the world around him, for it can

not give "a sense of personal sameness or historical continuity", no context nor meaning.

But to gather any kind of meaning from the chaotic world of Evangelion or the novel

Kokoro is a difficult task. Soseki's own novels, including Kokoro, are full of discontent and

uncertainty, calling to mind European modernists like Hemingway (*). To paraphrase Soseki, we

must first begin to gain a clear understanding of the meaning of modern civilization in Japan and

by extension what that means for us. Awareness and self-consciousness themselves ultimately

define the modern in Japan (Washburn 5). Washburn noted that in the Meiji period  that

modernization itself was sanctioned, even though there was no universally accepted standard of

meaning for it. This created a large break in cultural memory, necessitating that the Japanese

create a new cultural self, which in turn narrated a new understanding of Japanese mythic

tradition (5). Navigating through civilization cannot be done by crafting a clear course of action.

Rather, this navigation can only be described and the meaning conveyed without the production

of concomitant effects. The one common problem of modernizing a society is that its social

structure changes radically even if modernization itself is not markedly successful (Levy 225).

Kokoro  uses post-Meiji realistic settings to tell a story of personal betrayal and despair.

In it, the narrator feels out of place in the world because of his own doubts and uncertainty

related to his developing self. While his family wants his future to be certain, he himself lacks

the courage and strength of will necessary to strike out on his own, so in tune is he with his own

worries and fears. The same is true for Evangelion.

 Neon Genesis Evangelion takes these same human elements and then fuses them with a

futurist blend of science fiction and apocryphal texts. On the surface, Neon Genesis Evangelion

is a science fiction epic concerned with the Apocalypse (Watanabe et al.) Angels have returned

to earth seemingly to purge it of humanity. Their forms are both "complex and
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incomprehensible" (Broderick), ranging from giant humanoids to monoliths,  as well as

nanobots, a quantum shadow, and manifestations of pure energy.  In an interview, Azuma

Hiroki, a Ph.D. candidate at the University of Tokyo  who specializes in cultural issues, observed

that in the story of Evangelion the children must fight against the their enemy the

Angels without knowing what the enemy really is. Anno stated that the abstract characterization

of the angel reflects his own generation's feelings. For them, the enemy is neither definite nor

political. These beings represent a generalized dread and anxiety, and do not stand in for

particular issues such as the economy, societal problems, etc.  (Hiroki) Thus the work can

represent and echo the anxiety and worry of its viewership despite its fantastical settings.

According to Crest, the religious elements of the series are very popular with fans, but it

is known from interviews with Tsurumaki Kazuya, the assistant director of the project, that

Evangelion did not use Christian lore on purpose. Instead, the elements create a pseudo-

intellectualism that would go on to reappear in works such as RahXephon, and this self-

referentiality would become common in the anime industry. The exoticism of the trappings help

to sever the audience from the familiar and allow them to consider what an individual is (through

Shinji's own self-imposed periods of isolation), what his relationship to society is, and how he is

able to navigate through the world.

As the harbingers of a period marking the end of humanity, the Angels and the occult

conspiracy have some roots in Arthur C. Clarke's novel Childhood's End. The Angel's race

against humanity to find a way to evolve into a higher state is also both a reference to Teilhard de

Chardin's "Omega Point", which dictates that the  the universe continues to develop towards

complexity and consciousness, racing towards its own return to the point of origin. Mirroring

this theory, in the world of Eva, computational and technological tools far exceed mere human

capacities, and are in fact tools for the human race to accelerate their return to the Omega Point.

The human/angel hybrid cyborg creation of the Evangelion series is a way for humans, which are

not technological beings, to use the principles of technological singularity as a way to recursively

augment itself into a far greater intelligence. This process is unavoidable, for like in many anime

apocalyptic works, the current world is corrupt and change is not only inevitable, it is absolutely

vital. The Apocalypse is a total solution to loneliness, in which by eliminating the idea of the self
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as a distinct being, one eliminates loneliness. Shinji, of course, is not free from his isolation and

loneliness even when he is separated from others, even if his other pain is dulled.

In opposition to these beings are the organizations SEELE (an Illuminati-like group

which secretly rules the world) and its more public counterpart NERV. Shinji's father is in

service to both of these organizations as the Commander of NERV and is a military scientist. To

thwart the designs of the enigmatic Angels, the groups devise technorganic beings called

Evangelion, whose form  is built using cloned parts from the original Angels, Adam and Lilith.

It is Shinji's job to pilot one of these Evangelion and defeat the Angels along with his co-pilots,

the silent Rei, and the harsh Asuka, whose pride and anger mask her own feelings of betrayal and

abandoment. Shinji's own behavior is in contrast to the protagonists of much of mecha science

fiction (giant robot anime), as he is a coward who does not engage in acts of machismo; instead

he is unable to come to terms with his own sense of abandonment, alienation, and emotional

trauma, leading him to engage in uncontrollable violence. The Danish philosopher Kieregaard

described this sense of alienation, in which the subject experiences despair because he is unable

to define himself in relation to the world by failing to understand the definition of the sel (soul),

which is referred  within the title of Evangelion episode 16, "Sickness Unto Death/?????????".

Shinji is able to define his own sense of self as an "Eva pilot", noting that others praised him for

it. When he questions himself as to whether he should continue, he notes that the praise is what

he needs to continue living. Sartre would tell us that these actions are in "bad faith", as his

external actions are projected as a shell to protect his core self, which is an act of denial of his

own desires and a negation of his own freedom. These same actions come back to haunt him

during his own psychological collapse in episode 25:

Questioner: Do you pilot Evangelion for the sake of others?

Shinji: Yes, It's a good thing. Everyone praises me for it.

Questioner: Then you are lying to yourself. You are lonely. What you've described

is only a dependent or symbiotic relationship ... all you wish for is for others to depend

on you [and] then you wait for someone else to give you happiness. A false happiness.

As can be imagined, Shinji's freedom is also limited by his own lack of self-identity and

initiative. According to Erik Erikson, the psychologist who created the term identity crisis, there

would be seven areas where a person would need to work towards a resolution, and all of them
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have to do with the character's own mental management of reality itself: there is time

perspective, where the person must separate immediate satisfaction from long-term goals in

order to work steadily toward them; self-certainty, in which the person must believe he presents

a consistent self-image to himself and to others; role experimentation, in which the person tries

on different roles to create a new one that feels right; anticipation of achievement, in which the

subject believes in his own future success in whatever endeavor he is working on; leadership

polarization, in which he is able to become either a leader or a follower as the situation

demands; and the ideological front, where the person must have a set of basic social,

philosophical, or religious values upon which he may  base his outlook on life.

As a weak person, Shinji lacks these qualities, and his weakness is visually illustrated in

episodes 25 and 26 of the series in which his reality lacks definition and a clear form. He is not

able to visualize himself and lacks any choices, and describes his own numbing fear of the

situation. Only by discussing his situation with others is he able to establish a basic reality for

himself, and then he only exists in relation to the reality until what he is is further defined. He

described himself as a "worthless person" who no one cared about, upon which his questioner

observed that he was afraid of being hated, of failing, and of his own inherent weakness. Herein

lies the usefulness of the show's science-fiction setting, in this case its use of the Apocalypse as a

way to discuss personal hells by representing them in abstract terms.

The Apocalypse is not a mere physical event, but that which creates a  discussion of

isolation, loneliness, and the need to escape from it. As in Clarke's novel Childhood's End,

within Eva human beings return to nothingness and a utopic shared existence/non-existence as

their consciousnesses are merged together. This post human form of existence is stated to be the

final phase of evolution, in which human beings leave behind their bodies. This was brought

about through the Crimson Earth Ceremony, which recreated the Sephirum Sephiroticum, the

diagram which illustrates the perfect cosmic balance of God's creation. After it has been

completed, human beings cease to physically exist, yet their minds continue on in a state of

interconnected bliss. Yet two people who reject this state,  Shinji and Asuka, are the last people

to remain behind, alone again as they choose not to be part of the world in its changed state

(Crest).  Shinji's rejection of this state, and separation from Eva at the end, is a way for him to

separate himself away from his mother and ultimately insist on his own individuality instead of
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conforming with the community. His choice to exist, and his choice to exist with Asuka, is the

first real positive step he has taken as an individual because it confirms his own value. While

doing so, he admits that although he hates himself, he might someday be able to like himself.

This complex synthetic mythology of Evangelion is inextricably linked to modernism. As

a post-war product, the series repeatedly invokes the motifs of devastating atomic explosions and

rapidfire industrialization calling to mind the 20th century modernization of Japan

(particularly the reconstruction period after World War II) (Broderick I).  Like Kokoro, one

significant focus of the work is on the radical and evolutionary transformation of Japanese

society. In Kokoro, the feudal mentality of the past was undergoing the process of being revised

and reinterpreted to serve the new Meiji state even as the increasingly educated youth struggled

with the issue of their own states of individuality.

From Karatani's perspective, the "Westernization" of this period is in fact the result of

failure and defeat. In these there were two Meiji revolutions, one which succeeded, the other

failed.  The successful one yielded the Japanese modern state as we recognize it today; the failed

arose in millenarian fashion as old structures collapsed to make way for consolidation around the

clique surrounding the emperor. This defeat brought with it a powerful disillusionment that

helped fit the authoritarian structures into place. (xvi-xvii). This incredible shift in state of

society leads to the arrival of a new generation, shin jinrui (new human beings), who must rise

and replace the previous generations  or die trying. The only way out of this situation is madness

or death, which in a seminal theme in Soseki's work: Lippit observes that in Soseki's work that

madness represents a space exterior to the social system, one that allows for people to express

what they say unsuppressed and uncontaminated by society (621).

Modernizing a society is not an easy task.

"Behind the accomplishment of that miracle, how great was the sacrifice paid for its 

achievement? How have the sudden changes in our lifestyles forced by the necessities of 

this miracle led our [spirits] down the path of confusion; in other words, how have the 

requirements of this sort of ruthless age, in which we live by adapting to those 

necessities without opposition, distorted our identities? Is this not the most pressing 

problem that our nation's 'modernity' (kindai) presents to us?" - Nakamura Matsuo (as 

qtd. by Washburn 7)
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This revolutionary aspect of modernization in Japan in the 20th century was marked by

real-life events  such as the Showa Era, which featured the Showa Depression of 1930-1935, the

Sino-Japanese War of 1937-1945 and the bombing of Nagasaki and Hiroshima in 1945. These

events were followed by forced implementation of a national Constitution in 1947.  The

following era , the Heisei, saw more dislocations: the powerful Japanese economy backed by a

strong yen collapsed in 1993, the Hunsen Scandal of 1998  further depressed the economy, and

the expansion of an increasingly strong Self-Defense Force (Dziesinski 321-325). Such rapidfire

shifts in the nation-state were bewildering and forced the citizenry to reevaluate themselves and

their own position in relation to it. In addition to his own guilt, this need for re-evaluation is

what forces Sensei to isolate himself. This real-world paradigm shift and push for

industrialization and reconstruction is also mirrored in the fictional history of Evangelion  by the

words of one of Shinji's classroom teachers: "Thus, we, mankind, survived the hell on Earth

called the Second Impact and rose again. Anyway, it is you, the younger generation, who will

lead the way to the future."

It is obvious to the audience that the fictional event in Evangelion referred to as Second

Impact, a tremendous explosion that killed much of the world's population and caused untold

destruction across the planet,  is a thinly-veiled metaphor for World War II and the breaking apart

and subsequent reorganization of the Japanese Empire (Redmond). Likewise, the rapidfire rise in

technology in Evangelion isn't necessarily a sign that humans are getting along better , nor is it

without great personal cost, as the show's MAGI computers are built using human brains, the

Evangelion units themselves are prone to going berserk and are a great risk to their pilots, and so

on.  This quick but costly rise of humanity in Evangelion has a real world historical basis: one

should consider the  incredible achievement of Japan's transformation from an agrarian society to

an urbanized and industrial one took not a century as it had in Britain, nor seventy years as it did

in the US and Western Europe, but thirty years (1945-75). While the achievement in technology

was incredible, it came with the considerable price of intergenerational conflict, psychological

stress, and cultural dislocation (Redmond).

Following the idea that one must sacrifice the psychological self and physical body  to

yield technology, each artifact of technology in Evangelion has a genesis that is marked by the

act of literally giving up someone else in the course of producing the item. Asuka's mother lost
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her mind and eventually her life to produce Eva Nigouki, Shinji's mother Yui gave up her own

life and soul for Eva Shogouki, and Naoko Akagi and Rei I  both died before the base

supercomputers, the MAGI system, could be brought online. Each generation feels stress from

the one before, makes incredible personal sacrifices, and then goes on to transmit that stress to

its succeeding generation. In Kokoro, Sensei's uncle gave the boy bitterness that helped shape

him into the broken individual he became later in life. Sensei's warnings also act as a prophecy

for Watakushi, and Sensei's suicide letter prompts Watakushi to leave his dying father's bedside,

adding familial betrayal to his protege's sense of guilt. Throughout the novel, relationships

eventually collapse into passion and betrayal, stemming from a desire to connect and an

unescapable sense of loneliness.

Haruki Murakami described this in Underground: The Tokyo Gas Attack and the

Japanese Psyche , which described how horrors can exist such as the  terrorist Aum Shinrikyu

sarin gas attacks in 1995:

"Haven’t you offered up some part of your Self to someone (or something), and  taken on 

a 'narrative' in return? Haven’t we entrusted some part of our personality  to some greater 

System or Order? And if so, has not that System at some stage  demanded of us some 

kind of 'insanity'? Is the narrative you now possess really  and truly your own? Are 

your dreams really your own dreams? Might not they be  someone else’s visions that 

could sooner or later turn into nightmares?"  (233)

In Evangelion,  this generational stress is represented not only between Shinji and his

father Gendo, who keeps the boy at arm's length and wants the child to make the same personal

sacrifices he made,  but also in Seele, which is the backing organization for Nerv: the "old men"

of Seele represent a deeply conservative postwar generation that expects the ultimate sacrifice

from its followers (and sends in the Japanese Self Defense Force to liquidate them when they are

unwilling to comply). Ikari Gendo and his aide Fuyutsuki are younger than the members of Seele

and almost certianly stand in for the technological generation of the 1970s; Shinji's sensualist

guardian Misato represents the consumer-oriented 1980s; and the pilots themselves stand in for

the generation of the 1990s with their inherent ability to use technology better than their

forebears (Dredmond 2).
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Thus we see the  entire series is a metaphor about leaving behind childhood and growing

older, of being isolated from the family, generational conflicts, and of the pain that loneliness

and betrayal cause, all elements that lend themselves to a comparison with the novel Kokoro.

The science fiction plot, while important, is a way to organize the groups, gather the involved

individuals, and have a framework to hold the human drama within it. Within this structure, the

gigantic Evangelion Shinji pilots portrays his own conflicted nature because of its sloped

shoulders and bent gait,  which call to mind not only the bad posture and back pain of the series

creator Hideaki Anno but also the depression of Shinji. Yet behind this rather submissive posture

exists a quiet resentment that can explode with forceful results, such as its berserk and violent

attacks in episodes 2, 16, and 19. This complex symbology is also carried over to the Evangelion

series itself: Shinji's purple-colored Eva Shogouki has a mixture of hues of Asuka's firey red

Nigouki and Rei's ice blue Zerogouki, which shows not only his difficulty to choose between

them but also how he has some of Rei's iciness and indifference combined with Asuka's defiant

attitude (Dredmond 2).  The Angels also exist within this representational framework : they are

not in communication with each other, nor do they exist in order to serve the will of God.

Instead, each  Angel is merely an ordeal  which the pilots must overcome, and their utter

inhumanity means they cannot be reasoned with, with the exception of the final Angel Tabris,

whose kindness and humanity are so noticeable that Shinji's killing him is the catalyst for guilt so

extreme it drives the boy to attempt suicide.  These trials are excruciating for Shinji, and he is a

terrible choice for this work as he lacks the courage and will necessary to be in any sort of

military operation. As the people in his life  betray him and his own self-doubt rises, his sanity

cracks and he withdraws into his own consciousness before finally becoming a participant in the

Apocalypse and purging the earth of humanity. He becomes like his father Gendo, who is

terrified of ever coming close to someone else, afraid that he will hurt them as his son has been,

or that he will be hurt by them. Thus Shinji concludes that "Everyone should just die."

It is no accident that these characters are so flawed. Within the novel Kokoro Sensei

believed that human nature was fundamentally evil, and would result in a lifetime of personal

betrayal.  The passing of Nogi in the work marks the end of an ordered existence wherein  old

values existed that held back the ego within the bindings of conscience and duty (Pollack 425).

Without these restrictions and without meaningful connections to others, the human soul is free
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to wander and experience cosmic loneliness. At the end of the novel, Watakushi is left to face

the bleak reality of his newly established universe (Pollack 426) which calls to mind Shiji's

emergence from the Sea of LCL at the conclusion of End of Evangelion, in which he is one of

two people who survive the Apocalypse. Shinji and Asuka both continue to exist, but they will

have to decide what to do and how to live their lives in the new, blasted landscape in which they

dwell. No one else is around to tell them what to do. They can either continue to dwell on their

tormented pasts, or they can try to find something else.

The incredible solitude leading to  loneliness which so torments Sensei is not merely a

property of the time period he lived in.  As David Pollack noted, "[his genius lies in] identifying

his own personal problems with those of Meiji Japan: who am I? What is my place in the

world?" Sensei's own difficulties are associated with those of the nation. Sensei has the

opportunity to reclaim his humanity by sharing the secret behind K's death with his wife, but

chooses not to, for his egotism is strong, he doesn't want to lose her trust, and he doesn't want to

show his weakness to a woman (475).

Regardless of their circumstances, it is clear that retreating into the self is not the answer

to dealing with the condition of modernity, as a particularly insightful quote from Gendo

regarding Nerv's fortified city reveals: "Once driven from Paradise,  man had no choice but to

escape to this earthly existence, side by side with death. Our own paradise, created by the

resourcefulness  that the weakest of beings was forced to develop ... A city for cowards, who flee

from the world outside, filled with enemies" (Episode 17). Thus the metaphor for retreating into

a safe haven is extended even to the surroundings. It is clear that trying to preserve a static world

is no good for these characters.

The concept world-as-a-system has a representation in the novel as well."The most

significant development in the third decade of the Meiji period was the consolidation of modern

systems and the emergence of landscape, not a phenomenon contesting such systems, but as

itself a system" (38). In the human being exists the capacity for abstract conception and language

and of interiority, an awareness of the external as that, external. This concept came from the

writing in the Meiji period (39).  Karatani notes that when one examines the literature from the

Meiji period, particularly the third period, one must imagine an interiority that did not yet exist at
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the time. It was not something yet located within them, rather, it was something that they were

incorporated within (70). It was a world of great change.

Both works focus on a world in flux. "The transplantation of Western civilization, which

was carried out during the early Meiji period from the sole standpoint of usefulness to the state

was actually a revolution of an intensity and rapidity surpassing the imagination of persons living

in subsequent periods. ... Viewed from an overall vantage point, this was the tragicomedy of

people undergoing an enforced self-transformation under the mighty onslaughts of an incoming

alien civilization" (Nakamura 11). Soseki referred to this as externally induced

enlightenment, which had to be carried out as if "by someone who has suddenly been deprived of

his autonomous faculties and is violently pushed ahead by someone else" (Nakamura 11).

This lack of choice is a condition of modernity, and it is keenly felt by all others in a

changing society and especially the Japanese. Today, a noticeable difference exists between

societal expectations and their own emotions, private propensities, and personal values. By the

end of middle school a Japanese teen is acutely aware of this difference (Raz 128).   Hothschild

described the process of crafting a self by observing how people "are faced with the dilemma of

how to feel identified with their role [instead of being] infused [by] it" (Shilling 119). Many

engage in symbolic typing, which allows us to react to society as if it were a computer game,

reaping rewards for the correct behaviors and allowing us to avoid traps. As we have seen in

these two works, deviation from order brings a collapse of order and a return to chaotic flux. The

self is a looking-glass, describing how our awareness of our own experience is shaped by what

and how others think, say, and do in response to it  (Cooley 183).

If the self is not sufficiently strong, then  life then becomes a mirror stage. Awareness of

others is only skin-deep. Mirroring the descent into consumerism, there are no selves, only

"mirroring bodies" (Raz 131). Awareness of this state forces an individual to first realize that he

is an individual, and then puzzle out his own meaning.
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03. AN AUTONOMOUS PERSONALITY

Speaking traditionally, in Japan under the feudal system, the concept of the ie, family house, was

designed to protect the family line and household. The caring for aged parents was and is also

contained with this principle in mind. Ensuring the prosperity of the ie and its continuity was the

key in distributing duties and rights among the members of the family. The rigidity of this

stratified structure cannot be overlooked. The first born son is served immediately after the

father, and the first to bathe after the father. But a second son is dispensable and must earn the

love and affection which is given to the first son by birth. To win respect, he must win honor or

surpass his elder brother (Hirai 7). Thus, individualism in Japan has long been thought of as a

unique concept, and it has been associated with selfishness and childishness. One of the

meanings of the word for individualism, kojinshugi, is selfishness.

Existing in conflict with these long-lived feudal concepts of filial piety and loyalty to

those above one in rank is individualism, a term with many meanings. Even within the same

country, it is difficult to attain a consensus on the meaning of the term even though it is common

in the west. Though it shaped the history of the West, it has not always done so in beneficial

ways. If individualism is an ideology of social change, it generates more problems than it solves

(Hirai 41).  This is especially true for Japan.

The political philosopher Maruyama Masao described that in the  early 20th century

Japan would be an impossible place for autonomous individuals to flourish because the politics,

culture, values, and people of Japan were seen as the embodiment of nature itself; therefore, in

order to exist, an autonomous individual would have to imagine the world other than how he first

found it (Thomas 17). Nature is seen as a hegemonic, stratified force, and society takes on the

same shape.  This top-down structure is based upon Confucian principles identifying the ruler as

the embodiment of Heaven's will upon the people (Thomas 20-21).

From Murayama's perspective, modernity is an enabling force allowing people to become

liberated from nature, which he equates with society, thereby granting the person freedom from

tyranny. Thus, to Murayama, modernity is the historical arc from nature to freedom (23).

Eustace Haydon supports this idea, stating that modernism is the struggle by the future anxious

to free itself from the cling of a dying past, much like individuals seek to differentiate themselves

from society (Haydon 1).
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The ones who suffer the most pain from the touch of the past are individuals. Enjiro

Kawai described the formation of the individual by first describing how intellectual development

is shaped  by establishing a connection to ideas, social institutions, and social conditions. A child

will unconsciously absorb information from and act in accordance with the philosophy of his

parents and teachers, and then conform to social norms. Without knowing why he acts in certain

ways, the child knows that he must please grown-ups who would otherwise regard him with

ridicule and ignore him.

As he grows, institutions shape him into becoming a person complicit with their agendas.

In time, this person may experience an awakening as he realizes his own desires and beliefs do

not really jibe with what society wants from him, and that moment of insight or epiphany is

when he becomes something more than a mere puppet of society. This forces the man to confront

his inner nature , transforming himself into an observed object in his own perspective, and he

must then "question the  validity of societal institutions and moral norms that [had sustained

him]" (Hirai 68).

In the course of dealing with their own grief and concerns, the two protagonists Shinji

and Sensei exist as ways for authors to ask this larger question on a more personal level. Because

they cannot establish what they should do or what they should become, the protagonists of the

two works use isolation as one of the strategies for dealing with this awareness of the great

difference between themselves and society. Unfortunately their prolonged isolation only makes

them aware of the great difference between themselves and society, and while Shinji is

eventually able to create a new self-image for himself, Sensei cannot.

Though they  may withdraw from others, the two men never experience peace while

doing so. Sensei's denial of his self-worth as punishment for K's death is nigh-perfect: he cares

for his mother-in-law although he cares not for her, immerses himself in his studies to the

exclusion of ordinary life, and drinks heavily. His failure to tell his wife Ojousan of his

responsibility for K's death sets up the guilt which will lead to Sensei's own death at the

conclusion of the novel. His confessing to her may have allowed her to share his guilt, lessening

the burden on him, but his own moral code prevented him from doing so. The guilt Sensei

experienced also prevented him from forming a meaningful relationship with either his wife or
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with his disciple Watakushi (Keene 340). The deaths and events of both works set up repetition

of theme, reminding the viewer of his own mortality and weakness  (Fukuchi 469 - 471).  The

continuation of theme is even likely to occur in Watakushi: he my be damned by his own

alienation from his family to become a member of the "idle intelligentsia" we see in Soseki's

other works such as Botchan.

The formation of individuals such as Shinji and Sensei is a complex process. The

discrepancies between the  expectations of the outside world and the subject's new self-image

bring about such an incredible  turmoil that only a truly heroic individual can endure , and then

he may consciously create a genuinely unique world view. Each of these two stories has its

protagonist attempting to come to terms with this new re-evaluation of the world and their own

role within it. One is not able to create a new view for himself and only finds peace with his own

conscience by taking his own life. The other's experience is represented by a literal metaphor,

namely the Apocalypse. In Kokoro, Sensei proves unable to create this new world for himself,

and eventually collapses beneath the dictates of his own socially-created conscience. In

Evangelion, Shinji's world literally collapses around him, allowing him to escape as a new man

from the ruins of the old world.

The circumstances of the two men are desperate because of their own fragmented sense of

self, and their own fear of themselves and of the world around them. Shinji's own sense of self is

so broken that he wants the payoff from interaction with others in the form of emotional highs

from praise but without being close to people and without being in danger of being hurt and

betrayed. For that reason, he is very self-conscious.

His obsessive-compulsive nature manifests itself in how thoroughly he cleans up after

Misato in their shared apartment. Neatness  is about the only thing he has control over in his life.

In an extended meditative session in episode 16, he visualizes other versions of himself which

exist in the minds of other people and he begins a discursive self-analysis: "You are afraid of

those Shinji Ikaris in other peoples' minds.  You're afraid of being hurt." 

The analytical approach of Jacques Lacan (1901 - 1981) gives insight into  Sensei and

Shinji. Lacan's theory of the mirror stage is the relevant one. When a child looks into a mirror, he

then creates an identity based on recognizing that image. The people around him are then
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categorized as others. While this establishes individual identity, it simultaneously reduces the

person by removing the pre-language, boundless identity that existed previously.  Once a child

goes through this stage, he will continually try to overcome the alienation caused by this

separation (Lorens 24).

The separation is emphasized because in order to make their point, both works maintain

that the current world is in great need of being revolutionized, and the agendas of the works are

of ideological critique, of defamiliarization so powerful it comes across as aggressive. Karatani

observes that by making the commonsensical strange, can we begin to understand Japanese

modernity (1-2).

 Eventually both men are able to find peace, but at what cost? Sensei was only able to

achive peace with himself and with society by ending his own existence. Shinji approaches that

state, but instead chooses to use the Apocalypse to reduce humanity into an edenic state of  non-

existence  while retaining his own individuality. Episodes 25 and 26 of the television series

suggested that in the course of doing so he is able to imagine a new existence for himself in

which he has the confidence that previous versions of himself lacked. The behavior of both of

the protagonists follows what Mick Broderick stated was the dualistic nature of apocalyptic

teleology: destruction and chaos spawn rebirth and renewal.  This is mirrored not only in the

Apocalypse in Evangelion but also in Kokoro: Sensei's own death, performed out of duty to his

state, his conscience, and his friend reaffirm his own humanity and his needs as an individual

and rouse his disciple Watakushi out of the dulled state of inaction he formerly existed in.

Both events allow the characters to take on Christ--like qualities: Shinji's behavior allows

for a cosmic reorganization,  a chance to and replace the corrupt, stagnant society with

something better or at least different. Sensei's own death will force Watakushi to make some

decisions for himself instead of simply existing the way his mentor did.

If Watakushi had stayed on the same course, he would have experienced much of the

same agony that Sensei went through. Soseki's own thoughts on what individualism means echo

this: "Running blindly after others as they were doing [and repeating the same mistakes] would

only cause them great anxiety." Only by finding some measure of peace between society and a

person's sense as an individual will people be able to survive.  This does not mean the path is
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going to be an easy one. Soseki also observed some of the same sentiment: "All of you are likely

to repeat the agony - perhaps a different kind of agony - that I once experienced."

Soseki's life itself fits into this pattern. Soseki was sent out for adoption as an infant, and

grew up believing that his adoptive parents were, in fact, his real parents. After being sent back

to his real family, he developed the understanding of his  life as interchangable, just like the

bond between parent and child. Even if Soseki could understand his situation intellectually, he

would always wonder why he was:"over here" instead of "over there" (Karatani 17).

Thus individualism and the modernity it exists in is a very confusing and nebulous state.

In regards to modern Japan, Murakami said "A Narrative is a story, not logic, nor ethics, nor

philosophy. It is a dream you keep having, whether you realize it or not. Just as surely as you

breathe, you go  on ceaselessly dreaming your story. And in these stories you wear two faces.

You  are simultaneously subject and object. You are the whole and you are a part. You  are real

and you are shadow. 'Storyteller' and at the same time 'character.' It is  through such

multilayering of roles in our stories that we heal the loneliness of  'being an isolated individual in

the world'" (231) and as readers we are urged to make some peace between ourselves and

society. This statement is based upon the assumption that individuals are strong enough to make

a conscious choice to do so.

Thus, studying both authors and their work has helped us gain an understanding of

Japanese modernity and what being an individual means. As Misato observed in End of

Evangelion, "... from here out you're on your own. You have to make the decisions by yourself --

without anyone's help." Regardless of whatever choice a person opts for, it is one that will be

strongly influenced by that individual's personal tragedies. Yet act they must, and of their own

free will, or nothing can change. While Sensei's uncontrolled individualism as a young man

destroyed his friend, and Shinji's own reckless behavior brought him grief, individualism is the

modern construct of the 20th century. Carried with it is the duty each man has to his countrymen,

but the freedom to follow his own bend. While following the herd is easier, seeking the security

of others by following them and blindly trusting them leads to great heartache. Individualism

demands that each person decide the rights and wrongs of possible courses of action. The

welfare of Japan does not require people to suppress all divergence of thought, as many acts

perpetuated in the name of patriotism are in reality acts of deception and fraud (Keene 341).
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While his health was failing, Soseki wrote a fragment of great interest to specialists:

"salvation by one's own efforts (jiriki) is the same as salvation by faith (tariki)" (Keene 343).

This  statement provides a warning to his audience to not simply look outside the self for

external salvation or place their faith in false hopes the way that Sensei's friend K, Evangelion's

Kaworu, or Shinji do.

Yet modernity will continue to touch our hearts and fill them with unease. Keene suggests

that the bitterness and uneasiness one senses in Kokoro, an alienation so powerful it all but

drives the author to madness, is not merely a matter of choosing between the cultures of East and

West but also his difficulty in reconciling these two conflicting elements within his own

consciousness (348). The very fact that [Soseki and his fellow artists] were ignored and left

alone by society allowed the writers to create their own closed world, where they were free to

indulge in artistic experiments and live according to their new ethical standards, far removed

from the customs inherited from the epoch of feudalism. As a result, the novelists of the Meji

and Taisho pariods, particularly after naturalism, while on the one hand [were] paying the price

of estrangement from society, were on the other hand, eager to keep in step with the most

advanced ideas of the contemporary world; they staked their very lives on their desire to create

art in this manner  ( Nakamura 3-4).

Much like the protagonists of these two stories, the writers are in a delicate balancing act,

exploring their own isolation in order to tell their stories. How much of the authors  are in their

characters, and how the world creates the condition of modernity was examined in this work.

Both Kokoro and Neon Genesis Evangelion are cultural artifacts worth of genuine intellectual

debate and study. The existential concerns of both demand further attention and analysis (Napier,

18). As a member of the audience, we have both read the novel and watched the show, and by

extension have engaged in the self-interrogation that so tormented the protagonists of each

series. And by the end, we have learned that to not move beyond ourselves will result in death,

and that we must move beyond the prisons created by our own minds. By doing so, we can be

free of the trap caused by modernity, which limits our horizons and strips us of choice.
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