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Abstract
With the official recognition of sex-reassignment surgery in 1996, the concept of Gender Identity Disorder (GID), i.e. a disjuncture between one’s biological sex and gender identity, became accepted as medically-correct in Japan. Since then, media representations and popular perceptions of gender/sexual variants tend to revolve around notions of ‘illness’ or ‘disorder’, where they are often perceived as a soul ‘trapped’ in the wrong body. While some people have benefitted from the medical discourse and are happily settled in their new identities across the gender border, there certainly are gender/sexual non-normative people who do not fit into the pathological category of GID. Using an award-winning drama Last Friends as its main text of analysis, this paper seeks to highlight the difficulty, if not impossibility, of classifying one’s gender and sexuality into clear-cut polarized categories of male/female, heterosexual/homosexual and homosexual/ transsexual. Once the basis of the male/female dichotomy is ruptured, other categories that have this divide as their foundation will also start to destabilize. Coming at more than a decade after the re-legalization of sex-reassignment surgery, I argue that Last Friends played an important role in questioning the gender status-quo and opening up a new path for articulating gender diversity on Japanese mainstream television. 
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Introduction
A decade and a half has almost passed since the re-legalization of sex-reassignment surgery in Japan after a 30 year hiatus.
 While gender and sexual variants have not been lacking in Japanese cultural history—from pornographic representations of hentai (perverse) sex culture to the indigenous categories of gei boi (effeminate male entertainers), onabe (professional FTM transgenders) and nyūhāfu (MTF entertainers) in the ‘water trade’ to the onnagata (female impersonators) of Kabuki Theater and the otokoyaku (male roles, played by women) of the Takarazuka Revue in the performing arts—they are often contained within the world of sex and entertainment.
 Filmic representations of gender and sexual non-conformists, such as in Bara no Sōretsu (Funeral Parade of Roses; Matsumoto Toshio [1969] 2006) and Namba Kinyūden Minami no teiō: Nageki no nyūhāfu (The King of Minami: The sorrowful Newhalf; Haginiwa Sadaaki [1998] 2004), also tend to revolve around stereotypical images of comic characters or sex-workers. However, with the re-legalization of sex-reassignment surgery in 1996 as the appropriate medical treatment for Gender Identity Disorder (GID), gender/sexual variants came to be conceptualized as ‘ill’ and suffering from a ‘disability’. As Mark McLelland (2004) and Vera Mackie (2008) argue, media representations of transgenders (post-1996) generally fall under the medical model of GID, where such ‘patients’ who are suffering from gender dysphoria will and should be ‘cured’ and fit back into society as ‘normal’ male or female subjects. 

In the summer of 2008, Fuji TV produced hit drama Rasuto Furenzu (Last Friends, hereafter referred to as Last Friends) which has GID as one of its thematic concern.
 Featuring pop stars like Nishikido Ryō (from boy-band NEWS), Ueno Juri, Nagasawa Masami and Eita, the drama secured the 14th place in the Nikkei Entateinmento (Nikkei Entertainment) 2008 Top 50 ranking list (Nikkei Entateinmento January 2009: 30-33), and garnered several awards including Best Drama and Best Script at the 57th Japanese Drama Academy Awards.
 While Last Friends appears to share similar narrative thread as the films and dramas on gender/sexual variance produced around the turn of the twenty-first century, its treatment of the GID character (and the resulting implications) is significantly different. In this paper, following a short review of the depiction of transsexuals in the mainstream media, I will conduct a close-text analysis of Last Friends and examine the ways in which it articulates gender and sexual non-normativity. I argue that the drama, especially when compared to media representations in the early years following the re-legalization of sex-reassignment surgery, has a stronger potential to queer conventionally constructed notions of gender and sexuality. In particular, I wish to demonstrate through this paper, borrowing from Judith Halberstam(1994: 210), ‘the futility of stretching terms like lesbian or gay or straight or male or female across vast fields of experience, behavior, and self-understanding’. 
Disease or dis-ease? The Medical Discourse of Transgender in Japanese media
Following the re-legalization of sex-reassignment surgery, the concept of GID as a disjuncture between one’s biological sex and gender identity became ‘medically correct knowledge in Japan’ (Ishida & Murakami 2006). Together with efforts from transsexuals themselves in ‘redefining transgenderism as a medical condition’ (McLelland 2004: 12),
 discussion of transgenderism in the media soon took the direction of ‘a more medical and arguably pathologizing discourse of “sexual identity disorder”’ (Ibid: 14). In other words, transgender lives, previously depicted in terms of sex and entertainment, came to be understood under the new medical discourse as a soul trapped in the wrong body where medical intervention is required to modify the body to match the soul. Such knowledge on GID was further disseminated to the mass populace through news reports, documentaries and television dramas.
  

For example, the 6th series of long-standing TBS drama 3 nen B gumi Kinpachi Sensei (Mr Kinpachi of 3rd year B group; hereafter referred to as Kinpachi Sensei 6), aired between October 2001 and March 2002, stars pop-idol Ueto Aya who plays the role of Tsurumoto Nao, a junior high school female student with GID. 
 In October 2006, NTV broadcasted a special single-episode drama, Watashi ga watashi de aru tame ni (So that I can be myself; hereafter referred to as Watashi), also featuring a GID character Hikaru, a biological male who lives as a female university student and who has desires to undergo sex-reassignment surgery. An overall pedagogical tone in spreading knowledge about GID to the general public is noted in the dramas, especially in their citing of facts, events, real-life examples and medical knowledge. Through the numerous counseling scenes in the gender clinics and the use of terms such as senten teki na riyū (congenital reasons), shōgai (disorder) and chanto shita chiryō (recognized treatment) to describe their conditions, the notion that Nao and Hikaru are ‘ill’ and require medical treatment is very strongly articulated. In both narratives, alteration of the body through medical channels is depicted as a means to a happy ending, as the ‘cure’/solution to the protagonists’ problems (problems with their disease/disorder, problems with societal views), with passing (with or without coming-out) in the desired gender as the temporary solution.
As evident from the above texts, the narratives in the mainstream media with their endearing characters who are suffering from gender dysphoria and who seek medical assistance to ‘cure’ them of the ‘disease’ tend to construct and perpetuate a discourse of transgenderism that is largely based on the medical model. No doubt, these serious/realistic narratives (fictional or otherwise) depicting ‘real’ problems that transgenders are facing can help to increase the visibility of this group of people who have been silenced in mainstream society or worse, stigmatized as gender weirdo or sex-workers by stereotypical portrayals in the media. As Torai Masae (2003: 162-165) notes, while books, seminars and newsletters about transgenderism and GID have not been lacking in Japanese society, the outreach of such medium could not be compared to that of a popular drama on free-to-air commercial television.

Nevertheless, such conceptions of the transgender subject which is increasing popularized by narratives such Kinpachi Sensei 6 and Watashi risk making the medical model as the model for articulating about transgender lives. This not only simplifies transgender subjectivity to that of a strong desire for body modifications, it also ignores the multiplicity of transgender identities for there are transgender people who do not see themselves as suffering from such a disorder, nor do they ‘feel “trapped” in the wrong body, but instead think of themselves as living beyond or between the binary categories of “male” and “female”’ (McLelland 2004: 2; see also Ho 2006: 228). 
 While the emergence of the medical discourse of GID to articulate transgender lives has resulted in increased visibility and acceptance of transsexuals in Japanese society, it at the same time also undermines the diversity of transgender subjectivities, both historically and socially.　
Last Friends, Beyond Friends 
Even after 12 years following the legalization of sex-reassignment surgery, the appeal of the medical model in articulating transgender lives has not ceased. In the recent award-winning drama, Last Friends, the struggles of a GID patient is again featured as one of the main narrative thread. The drama revolves around the lives of five main characters—Ruka (Ueno Juri), Michiru (Nagasawa Masami), Takeru (Eita), Sōsuke (Nishikido Ryō) and Eri (Mizukawa Asami)—addressing issues pertinent to today’s young Japanese such as love, friendship, family, domestic violence and gender identity. The story begins when Michiru returns to Tokyo with her mother after being away for four years upon graduating from high school. Soon she meets Sōsuke and starts co-habiting with him but ends up as a victim of his domestic violence. In the meantime, Michiru reunites with Ruka, her best friend in high school who has since desired something more than friendship. Throughout the drama, Ruka and her friends/housemates (Takeru, Eri and Ogurin) endlessly try to save Michiru from Sōsuke’s abuses, only to find her running back to him soon after she recovers. Ruka is particularly upset by this as she has feelings for Michiru and wants to protect her but is unable to confess her love for fear of losing her friend. On top of that, she has been troubled by a secret that she has been hiding—gender dysphoria. On the other hand, Takeru who appears to be gay falls in love with Ruka. Amidst the complicated interpersonal relationships, the drama closes with Ruka, Takeru, Michiru and her daughter Rumi (born between Michiru and Sōsuke) forming a ‘family’; one that is bound by neither marriage nor biological ties. 
The portrayal of Takeru and especially Ruka is of particular interest here. Ruka, like Nao and Hikaru, goes for GID counseling and expresses her desires to undergo sex-reassignment surgery. She explicitly tells the doctor that she hates her female body and throughout the series, she suffers from the pain of having to suppress her ‘real’ self and the fear of losing her family, friends and job upon being unmasked. This seems to resemble the typical narrative pattern of GID texts with characteristics of ‘overcoming barriers’ (between their ‘disease’ and society), recuperating from the ‘illness’ and assimilating back into society (Mackie 2008: 420). Is Last Friends then another narrative that builds on a ‘ready-made frame of reference’ (Ibid: 416) which is based on the medical model that renders the gender/sexual non-conformist ‘sick’? Does Last Friends then perpetuates certain types of politically correct gender identities which in effect uphold the heteronormative gender system? 

Situating the drama within the recent discourse on gender and transgender, I will argue that Last Friends is a more complex text than Kinpachi Sensei 6 and Watashi in articulating gender and sexual variance. The drama contains several grey areas and leaves many loose ends that seem to ask for a deeper reading on the part of the audience. In the following sections, I identify three main grey zones of the drama, the existence of which, as I will argue, highlights and problematizes dichotomous identity categories of male/female, heterosexual/homosexual, and homosexual/transsexual. 
Grey zone 1: Male? Female? 

Ever since I was little, I hated wearing girl’s clothes but I didn’t have a choice then. When I was in kindergarten, I disliked wearing skirts so I always wore pants. I don’t like seeing my own breasts. When I’m in the shower, I look away.

As evident from the above narration by Ruka to her doctor whom she goes for GID counseling, Ruka dislikes both her female physical body as well as feminization of the body by social norms. Throughout the series, Ruka constantly rejects being seen and treated as a female. Her refusal, or perhaps inability, to perform according to the dominant notions of gender role and behavior that is expected of her biological body, of which a major part is signaling (sexual) availability to men, is starkly expressed. For example, when her father praises her for her achievements in motorcross despite being a female she replies, ‘Being a girl has nothing to do with it. Setting records that even guys are impressed by, and competing in the All-Nippon Competition is my dream’. Similarly, when her trainer Hayashida asks her out, Ruka rejects and says that there is someone waiting for her at home. He immediately assumes that that someone is a man. At that, Ruka flares up and tells Hayashida, ‘would you stop being so quick to say “man” or “woman”? I’m a racer; please treat me as a racer and not as a woman’. Here, Ruka not only rejects her female body but also the behavior expected (or unexpected) of her gender, such as sexually desiring men or not being expected to perform well at motorcross (a traditionally male-dominated sport). She did not and does not want to identify and be identified as a female, and reacts violently when being reminded of it. 
Her abhorrence of sexual advancement from men is evident when she distraughtly pushes Hayashida into a pack of bicycles as he kisses her upon accidentally tripping and falling into his arms. When Hayashida gives Ruka a pat on her bottom in another scene, she revenges with a kick at his back. Towards the end of the serial, Ruka gets into a fight with Sōsuke who in the end pushes her over, tears open her shirt, and forces himself onto her. Ruka escapes eventually and breaks down in the fitting room of a shop that she has ran into while frantically buttoning up a shirt (that she has randomly grabbed) all the way to her neck. 
The acts of sexual harassment by Hayashida and the ‘rape’ by Sōsuke reminded Ruka of her female body and female gender that she has constantly been rejecting. Such rejection of feminization is, by extension, also a rejection of heterosexuality (i.e. her non-availability to male sexual access). In many societies (including Japan), women are defined by the accessibility and attractiveness of their body to men; and the portrayal of women as sexual prey in romantic literature and pornography further perpetuates this false consciousness (Rich [1980] 1993: 235). By adopting and conforming to the social construction of the feminine body, which to a large extent involves the control of the body to make it available to male gaze and desire, the female body becomes feminized and heterosexualized. As described earlier, Ruka hates her female body and refuses to conform to the socio-cultural norms that mark her as female (i.e. physically weak, sexually passive and having to be subjected to men’s advances). Recounting the ‘rape’ to Michiru, Sōsuke says, ‘That fella thinks that s/he can protect you by becoming a man. But at the end of the day, she’s still a woman. When I held her down, she was helpless’. Ruka’s ‘revenges’ and violent reactions can be interpreted as her resentment at being feminized—that is, being subjected to the position of a passive object of male sexual pleasure by the fact that she is biologically female—despite her efforts to distinguish herself from the heterosexualized feminine subject through her attitude, behavior and presentation of her body. 
In Diane Griffin Crowder’s (1998: 55) discussion of the lesbian body, she argues that the butch-lesbian distances herself from the female (and heterosexual) body not only by erasing hints of femininity through her appearance and behavior but also by developing bodily strength to ‘out-macho men’. She notes,  
In a culture in which women are defined by their availability to men, refusing male access often necessarily entails developing bodily skills (strength, martial arts, etc) that are perceived as masculine, and that play a large role in the definition of the “bull dyke” able to defend herself and her lover from male attack. 
Like Crowder’s butch-lesbian, besides rejecting femininity through her self-presentation and behavior, Ruka also tries to be strong, physically and mentally, so that she can protect her ‘lover’ Michiru.
 She trains ardently for the motorcross competition to win other male competitors, and to also show Michiru her strength and capability. Given Ruka’s desire to ‘out-macho men’ and stand up strong in front of Michiru, when this strength is challenged (by Hayashida and her ‘rival’ Sōsuke especially), that is, when forced into a (sexually) passive situation, and made to face her physical weakness, Ruka cannot help but break down. When Michiru demands to know what Sōsuke has done to Ruka, Sōsuke nonchalantly replies that all he did is to break her pride. As Crowder (1998: 58-59) notes, for many lesbians, physical weakness is associated with ‘loss of identity and personal powerlessness’. Since strength is valued ‘as a form of self-validation’, being out-machoed symbolizes a loss of pride and sense of self (Ibid: 58). In the case of Ruka, she is not only forced to acknowledge her possession of the female body and its weaknesses, her ‘pride in toughness’ is also broken (Ibid: 55).

Does Ruka’s rejection of her female biological body and feminization make her less a woman and therefore more a man? Although Ruka goes for GID counseling and wants to undergo sex-reassignment surgery, she never explicitly mentions that she wants to be a man or that she thinks she is a man. Moreover, as Crowder (Ibid: 55) argues, the butch-lesbian, by adopting masculine traits on her female body, is not trying to be a man, but rather is rejecting male dominance. If Ruka is not trying to become a man, and given her rejection of heterosexuality and her similarity to the butch, can one consider her a lesbian then? 
Grey zone 2: Heterosexual? Homosexual? 

My feelings for Michiru wasn’t friendship…it wasn’t merely friendship

According to the scriptwriter Asano Taeko, the character of Ruka was initially conceptualized as a GID patient (Keiser 2008). Ruka goes to a mental clinic for GID counseling, and is often seen browsing websites on sex-reassignment surgery. In one scene, Eri comments that the way Ruka treats Michiru is like a man, always protective of his cute but helpless girlfriend. Much is also learnt about Ruka from Sōsuke, who treats her as his love rival, and spreads her ‘secret’ around.
 
Yet, when the drama was shown to FTM viewers (who all have desires to undergo sex-reassignment surgery), they claimed that Ruka is more a lesbian than a woman who is trapped in a man’s body (Ibid). In an interview with Vogue magazine, Ueno Juri (the actress who played Ruka) also comments that the drama was well-received by homosexuals.
 As testified by the viewers’ reactions, Ruka’s appearance, behavior and speech patterns appear to be similar to that of a stereotypical butch-lesbian. Ruka has short hair, engages in a traditionally masculine sport, and has romantic feelings for another woman (Michiru). The Ruka-Michiru pairing in itself highly resembles that of a tachi-neko (butch-femme) couple, where Ruka is the masculine partner, always protective of Michiru who is feminine in appearance and constantly needs protection and love. The first episode ends with a scene of Ruka kissing Michiru which can invoke a homosexual reading, especially without learning that Ruka has GID till the fifth episode. 

However, does adopting a butch-like appearance and behavior necessarily makes one a lesbian? Crowder argues that the butch, by refusing feminine gender role and behavior is rejecting heterosexuality and marking ‘her inclusion in the category of lesbians’ (Crowder 1998: 55). However, I disagree with Crowder’s contention that a refusal to behave in a feminine manner (which in turn is shaped by heterosexuality), a rejection of male dominance and even a rejection of men itself necessarily makes the butch homosexual. In doing so, sexuality becomes polarized into the extremes of heterosexuality and homosexuality, causing the diverse range of sexualities that is in existence, albeit often being silenced, to be ignored. No doubt, butchness is conventionally associated with and has been used to mark female homosexuality, especially within lesbian cultures. The adoption of traits commonly marked as masculine such as donning leather jackets and sporting crew cuts by the butch has often been understood as a sign that the butch, by behaving like a man, wants to become a man. However, the dividing line between a butch and a FTM is always a fuzzy one. While some butches cross-identify as and want to become men, some others merely adopt masculine gender signs to signal that they are lesbians (Rubin [1992] 2006: 472) (I will address this in more detail in the next section). I do not deny the relationship between female homosexuality and butchness, but I wish to argue that being a butch, or adopting a butch style, does not necessarily indicates one’s sexual desire for women. As Inness (1998: 234) argues, ‘butch has more to do with attitude, style, and dress than it has to do with sexual practices’. The butch’s stating of her refusal to occupy the position of a feminine (i.e. heterosexual) woman in society, her rejection of male dominance and her signaling of her non-availability to men is, as I would argue, not essentially a lesbian symbol or a sign of male identification. 
In a similar vein, contrary to the popular stereotype of the effeminate homosexual men, Takeru’s feminine behavior and appearance, his non-masculine occupation, and his rejection of advances from women do not necessarily make him sexually desire men. Due to his occupation as a make-up artist and his somewhat effeminate appearance, Takeru is often suspected of being a gay. Takeru himself, because of some childhood trauma elicited by his elder sister (although this is not explicitly mentioned), has phobia for women sexually. When Eri tries to get intimate with him, Takeru violently pushes her away. She seems to be convinced that Takeru is gay, especially when he nods to her question, ‘So Takeru is like that eh?’. Although it is not clear to the audience what exactly ‘is like that’ (sō nan da) means, we can deduce that Eri is referring to Takeru’s (homo)sexual orientation since in an earlier conversation with Ruka, Eri tells her not to have too high expectations from Takeru (thinking that Ruka might develop feelings for Takeru) as she thinks he might be gay. Ironically, Takeru appears to be jealous after finding out from Michiru that Ruka has someone she likes, and is obviously hurt when Ruka brings Hayashida home as her ‘boyfriend’ and serves him coffee in Takeru’s cup (Takeru is still unaware that Ruka might be suffering from GID). Later, when Eri tries to re-confirm if Takeru is really gay (because she thinks that something is going on between Takeru and Michiru), Takeru evades her question. 
In the case of Takeru, the question of whether or not he is homosexual is constantly being raised. He somewhat (albeit vaguely) admits that he is gay, although he also confesses his love for Ruka (first without knowing her secret and again after finding out). Did he see Ruka as a woman? If so, why did he say (or rather, suggest) that he is gay? Is he simply using gayness to cover up his fear of woman? Why is he not afraid of Ruka then? Yet, even after knowing Ruka’s ‘real self’, he continues to proclaim his love for her—‘Whether as a woman or as a human…don’t ask me which because I don’t know. But I want to support you, I don’t want to lose sight of you!’ Since Ruka does not identify herself as a female, is Takeru really gay then? However, evidently, even Takeru himself does not know whether he likes Ruka as a woman or not. So how does one classify Takeru’s sexual orientation?
Like Takeru, whether Ruka is a lesbian or not is never clearly indicated in the drama. Ruka’s butchness may indicate her rejection of male dominance of the female body, as well as her refusal to conform to feminine gender signs which are markers of female-(sexual) passivity. However, the enactment of butchness, and the rejection of men and heterosexuality does not necessarily make her a homosexual. Although Ruka’s desire for another woman may hint at homosexuality, such hints are often countered by suggestions that Ruka might be a man trapped in a woman’s body. For example, in Ruka’s coming-out scene to her father, she says that she does not like men and will not get married and have children. While this may sound like the coming-out of a lesbian, this suggestion is made complicated by her father’s confession to Takeru later that despite Ruka’s boyish character, to him, Ruka has been and still is a cute daughter (kawaii musume da yo). Her father’s break down in the scene following her coming-out suggests that he is unable to accept his daughter becoming a son (even though he says to Ruka that he will support her whatever her decision is) and this can imply that he knows that Ruka is not coming out as a lesbian (but probably as a FTM transsexual/GID).
 If so, can we call Ruka a FTM-heterosexual then? However, Ruka did not undergo the sex-reassignment surgery in the end, and she makes no indications of desiring for it anymore towards the end of the series.  

Grey Zone 3: Homosexual? Transsexual? 

I will only tell you, Takeru. The real me…the real me is…

Even up till the final episode, the audience does not get to find out who the ‘real’ Ruka is. She appears to reveal her ‘real’ self to Takeru in a letter addressed to him, and although Eri seems to know the ‘truth’ from Ruka’s press conference speech (which took place after Ruka won the National Motorcross Championship), her speech does not explicitly say anything about her ‘real’ identity. Yet, as evident from the reactions of the FTM viewers, Ruka has been read as a lesbian and not a FTM. Their reactions raised two questions: Must FTM and lesbian be mutually exclusive? Must a gender dysphoric female necessarily need to have desires to undergo surgery to be considered a FTM? Coincidentally, these questions are also the problems that are commonly found in both mainstream and tōjisha discourse on transgender.
 

First, there seems to be a clear separation of the transgender from homosexuality in both the public discourse on transgender and in the narratives written by transgender tōjisha. According to Ishida Hitoshi and Murakami Takanori (2006), the discourse of the transgender in the 1990s posited transgenders as ‘subjects different from heterosexuals, homosexuals and non-transgender individuals but not abnormal’. Figure 1 illustrates the eight categories of sexualities that resulted from the separation of biological sex, sexual orientation and gender identity as conceptualized by gay activist group Sukotan Kikaku. 

Figure 1. 3-dimensional model of gender and sexuality (Ishida & Murakami 2006)
As evident from Figure 1, the eight categories are derived from different combinations of biological sex, sexual orientation and gender identity. While appearing to produce a variety of sexualities, the basis of the ‘variety’ stems from a polarization of sex, gender and sexuality into male/female and heterosexual/homosexual. Under this model, women-loving women became categorized as either genetic lesbian or FTM heterosexual. But what about a women-desiring butch-lesbian who passes perfectly as a man (such as in terms of appearance, behavior and language use) without the help of hormones or surgery? Is she a genetic lesbian or a FTM heterosexual? How does one categorize the onabe, for example, under this model?
 Is the onabe a FTM heterosexual because he lives his life as a man with women as his object of sexual desire? According to Sugiura Ikuko (2006: 140-141), in the early 1990s, the onabe was represented as distinct from lesbian and FTM transsexual, but after the legalization of sex-reassignment surgery, the onabe became subsumed under the category of GID, and therefore came to be seen as men. However, in the model of the FTM proposed by Mitsuhashi Junko (see Figure 2), the onabe (termed “Professional Transgender” in Mitsuhashi’s model) is a different category from the GID although they fall under the umbrella of FTM. To complicate matters more, in Shinjuku Boys (Longinotto & Williams 1997), a documentary on the onabe in a Shinjuku onabe club, one of onabe who was interviewed says that he does not think that he is a woman or a man.
 He enjoys his in-between status, with no desire of becoming a ‘real’ man. Another onabe lives with his ‘girlfriend’ who is a nyūhāfu. While public discourse and popular representations seem to categorize the onabe under FTM (be it GID or not), the onabe might live in gender ambiguous bodies even as they pass as men (physically and behaviorally), with or without hormonal injections, and appear to desire women in their job. The contradictions and difficulties that arise from the classification of the onabe highlight the complexities of gender and sexuality which cannot be easily categorized and represented as male/female and heterosexual/homosexual by the rigid model proposed by Sukotan Kikaku. 
From the side of the tōjisha, the following model as conceptualized by Mitsuhashi Junko, a non-surgical MTF transgender, illustrates the relationship between the FTM community and the lesbian community in present-day Japan. 
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Figure 2. Mitsuhashi’s model of the relationship between the FTM and lesbian communities (Mitsuhashi 2005)
As evident from Figure 2, the FTM ‘community’ is separated from the lesbian community, while at the same time being clearly broken into two seemingly unrelated categories—professional transgender (FTM who works in the entertainment industry, such as the onabe) and GID. While Mitsuhashi (2005) argues that the FTM transgender world is not totally separated from the lesbian community (as is also suggested by the two points of connections between the FTM and lesbian community in Figure 2), she makes no attempt to explain what or who connects them. Such touch-and-go attempt in discussing the FTM is at best disappointing, as it shows a lack of understanding of the relationship between lesbian and FTM, and at worst, further perpetuates the (butch-)lesbian/FTM binary (which I will address later). 
Moreover, such rigid (and overtly simplified) demarcation of the FTM into entertainers/sex workers and GID resembles the mainstream portrayals of gender/sexual variants as discussed earlier which ignore the diversity of transgender subjectivities. For where do transgenders who do not wish to undergo sex reassignment surgery or work as entertainers fit in? Read alongside her discussion of the MTF community (in particular the MTF cross-dressing community of which she is a member), her intentions become clear.
 She asserts that cross-dressed women are recognized and accepted as women, and that their relationship with men is (quasi)heterosexual and not homosexual. This foregrounds her intention to view the MTF and be viewed as ‘normal’ (i.e. heterosexual) members of society, distinct from the sexual minorities of gays and lesbians. This bear semblance to Halberstam’s (1998:157) critique of the separation of butch women from transsexual males where ‘such distinctions all too often serve the cause of hetero-normativity by consigning homosexuality to pathology and by linking transsexuality to a new form of heterosexuality’. Such acts of normalizing the transgender not only foreground Mitsuhashi’s homophobia, but also highlight her inability to get out of the heterosexual/homosexual binary and her blindness to the difficulty or even the impossibility of disentangling transgenderism from homosexuality.    
Like Mitsuhashi who attempts to separate transgender from homosexuality, Torai (2003: 209) also appears to distinguish individuals with GID from homosexuals. He claims that unlike homosexuality which is based on romantic relationships, GID is a disorder that occurs due to the discord between one’s gender identity and biological body. However, this distinction of GID from homosexual seems to trivialize and pathologize homosexuality as compared to GID, a ‘serious’ medical problem. In the pursuit of being granted a ‘normal life’ (futsū no seikatsu), that is, to be treated as a ‘normal’ subject socially and legally,
 Torai (overly)emphasizes and perpetuates the narrative of the transsexual who for some reason is born into the wrong body and needs medical treatment to correct the body. The emphasis on returning to the right body and leading a normal life after that ‘leaves the politics of stable gender identities, and therefore stable gender hierarchies, completely intact’ (Halberstam 1998: 171). Furthermore, the line between homosexuality and transsexuality is never a clear one. 
Yet, it is this assumed difference between homosexuality and transsexuality that led to Ruka being viewed as a lesbian, probably a butch-lesbian, by the FTM viewers (and perhaps many others too). For the FTM viewers, the desire to undergo surgery seems to be crucial. Without such a desire, Ruka is not considered a female who wants to become a man, but only a homosexual masculine woman. Similar to Torai’s argument, as well as the models proposed by Sokutan Kikaku and Mitsuhashi, there is clearly a widespread belief that (butch)lesbian and FTM are in a dichotomous relationship. However, as Halberstam (Ibid: 153) asserts, ‘there are many butches who pass as men and many transsexuals who present as gender ambiguous, and many bodies that cannot be classified by the options transsexual and butch’. For Halberstam, there is no clear distinction between a FTM transsexual and a butch, although both categories have often been polarized on a continuum on the basis of masculine embodiment. By introducing the transgender-butch, a non-surgical FTM who embodies masculinity on a female body, Halberstam highlights the blurry division between FTM and butch; for when and where does one stop being a butch and becomes a FTM? 

The second problem that is raised by the response of the FTM viewers, which is closely related to the (butch)lesbian/FTM binary, is the misconception that gender dysphoria only occurs on transsexual bodies (Ibid: 151). This is especially evident from the way in which the categories homosexual, transvestite, transgender and transsexual are defined in the tōjisha discourse of transgender. Generally, homosexuals are defined as men-loving men or women-loving women, whose biological sex, social gender and gender identity are in line with one another (Yonezawa 2003: 266). MTF transgender Miyazaki Rumiko (2000: 197) argues that in the case of the lesbian, the gender identity is usually female, with no gender dysphoria or any intentions to identify with or physically become men. The transgender on the other hand are defined as people who feel displaced with their biological sex and live their social lives (full or part-time) in a different gender than the assigned one (Ibid: 194). The difference between transgender and transsexual, according to Miyazaki, is that despite the gender dysphoria, the transgender does not go to the extent of undergoing sex-reassignment surgery like the transsexual. In the case of the FTM transsexual, common characteristics include hatred of the female body (the breasts and genitals) and desire to identify as a man and urinate in a standing position (Ibid: 197). Mitsuhashi (2003: 115-116) also notes that the transgender is commonly thought of as between the transvestite (who cross-dresses due to fetish or for recreational purposes) and the transsexual.
From these conceptualizations of the homosexual and transsexual, it is not only evident that homosexuality and transsexuality in Japan have been conceptualized as the two extreme ends of a continuum on which transvestism and transgenderism sit, this continuum is also constructed based on a desire for body alteration which increases with the degree of cross-identification:     

Homosexual------------------Transvestite-----------------Transgender-----------------Transsexual 

No desire for body alteration                                                        Desire for body alteration

No cross-identification and embodiment                                   Cross-identification and embodiment 

Halberstam (1998: 151) criticizes a similar continuum (from which the above model was inspired) in her study of the transgender-butch, whereby the butch and the FTM transsexual have been put on a continuum on the basis of male identification, with the FTM occupying the ‘very masculine’ end while the butch is rendered somewhat or mildly masculine. As she asserts, ‘gender dysphoria can be read all the way along the continuum, and it would not be accurate to make gender dysphoria the exclusive property of transsexual bodies or to surmise that the greater the gender dysphoria, the likelier a transsexual identification’. While the butch indicates female homosexuality, it can also imply gender dysphoria. As mentioned earlier, Gayle Rubin ([1992] 2006: 476) argues that the line between butch and transsexual cannot be clearly drawn. Some transsexual men may identify as butch lesbian before sex-reassignment surgery, others do not immediately identify as male even after starting hormonal treatment. While some butches are mildly masculine and like their breasts, others hate their genitals and some others totally pass as men (Ibid: 474). As Rubin shows, conception of butchness is diverse, and because borders do cross, an over-fixation on clear categories ignore the complexities that are involved and end up polarizing identities or even propagating for politically correct ones. 

Contrary to the tōjisha’s belief, it does not necessarily follows that the greater the degree of cross-identification, the greater the desire for bodily alteration. This misconception in turn feeds back into perpetuating the binary of homosexual/transsexual, or more specifically in this case, that of (butch) lesbian/FTM, where the butch is assumed to have no desires to become a man while FTM cannot wait to migrate to the ‘right’ body. I would argue that Last Friends opens up room for challenging such beliefs through the character of Ruka. As discussed, Ruka is a woman-loving woman who has gender dysphoria but does not identify herself as a man, nor does she ‘really’ has intentions for surgical or hormonal treatment. Instead of using ‘masculine’ personal pronouns and speech patterns like Nao in Kinpachi Sensei 6 (Nao usually uses boku and ore which are personal pronouns commonly used by men), Ruka often refers to herself using the ‘feminine’ personal pronoun atashi. Despite her hatred for her female body and her refusal to be treated as a woman, her demeanor is somewhat ‘feminine’, where she often sits cross-legged and wears tight-fitting jeans that accentuate her body shape. This is in contrast to the FTM as constructed in popular imagination who shows signs of strong cross-identification and hides her (female) body rather than highlights it. It could be due to such reasons—of Ruka not exhibiting the typical characteristics of a FTM (no explicit identification as man, no extreme hatred of female body)—that the FTM-viewers see her as a masculine lesbian instead.
Also, contrary to Torai’s assertion that GID is based on disjuncture between gender identity and biological sex while homosexuality is based on romantic desires, Ruka is determined to undergo the operation not solely because she feels a sense of un-belonging to her body, but also because of Michiru. It is only after the reunion with Michiru that she first visits the GID clinic and seeks sex-reassignment surgery. She is aware that Michiru and the society will not accept her as it is, and that propels her determination for a sex-change. While this may be interpreted as a form of homophobia and at the same time promulgating the transsexual as ‘normal’, Ruka in the end did not undergo the surgery. One cannot exactly classify her under FTM, but her butch appearance and behavior does not necessarily make her a lesbian. Yet, as Rubin (Ibid: 473) reminds us, butchness can also encompasses gender dysphoria. Like Halberstam’s transgender-butch, Ruka not only blurs the line between FTM and lesbian by appearing to be both GID and butch lesbian, she also blurs the line between male and female by not explicitly asserting that she is (or wants to be) a man while rejecting femaleness and femininity. More than anything else, ‘the labels “butch” and “transsexual” mark another gender fiction, the fiction of clear distinctions’ (Halberstam 1998: 153). 
The ‘fiction of clear distinctions’ 

Family, friends, husband and wife, lovers. We seem to be one of them, yet we are actually none of them

At the core of the discussion of gender and sexuality is the notion of family that has taken a subtle yet important role in the drama. The finale narration cited at the beginning of this section aptly highlights the drama’s role in challenging socially-established categories (especially that of gender) as well as the scriptwriter’s intention to address the grey areas of human existence. In contemporary Japan, notions of masculinity and femininity often govern and are governed by the family system which is the basic unit of Japanese society. As Barbara Molony and Kathleen Uno (2005: 22) notes, ‘contemporary gender expectations are reflected in the attitudes and representations of the salaryman warrior, […] and of the housewife/mother lovingly yet efficiently managing all aspects of the household from budget and menus to cleaning, yardwork, childrearing, and perhaps her husband’. While the salaryman’s societal validation (e.g. responsibilities at work, promotion) is connected to marriage (Dasgupta 2005: 169-177), the role of Japanese women as mothers and domestic caregivers is perpetuated and maintained as ‘natural’ through all aspects of society (Chalmers 2002: 43-48). Via channels such as employment practices, government welfare policies and media representations, such hegemonic notions of masculinity and femininity regulate (and normalize) gender and sexual identities along the lines of marriage and reproductivity, which are in turn channeled back to producing and maintaining the Japanese family.  
The character of Sōsuke appears to be the epitome of hegemonic Japanese masculinity—he is a reproductive, middle-class white-collar salaryman, the perfect candidate as a provider for his family. Yet, this (re)productive salaryman is a ‘failed’ one. His every attempt at dominating Michiru through physical and sexual abuses ironically reduces his chances in making her his sole possession. In the scene where Sōsuke tries to tell Michiru that Ruka is not a woman, the camera cuts back and forth between Sōsuke’s apartment and the sharehouse, where Ruka and her friends are playing the game of Joker. At the point where Sōsuke says, ‘he looks at you with the eyes of a man’, Ruka picks the Joker card. When Sōsuke slaps Michiru, the camera cuts to the sharehouse where Ruka picks ace of hearts and wins the game. The Joker card that Ruka initially picks might symbolize the impeding danger of her ‘secret’ being revealed (by Sōsuke) while her picking ace of hearts has a double-folded meaning—she not only wins the game, she also wins Michiru from Sōsuke’s hands (in the immediate scene that follows, Michiru, badly injured by Sōsuke, arrives at the sharehouse and seeks refuge from Ruka). When his last attempt to keep Michiru via an enforcement of his male sexuality onto Michiru (i.e. rape) fails, Sōsuke kills himself. This not only highlights the failure of male dominance through the physical, sexual and emotional control of women, it also questions the viability of such form of Japanese manhood, because despite fulfilling the criteria of ideal Japanese masculinity, Sōsuke ultimately lost the ‘game’. 
When Sōsuke’s potential family with Michiru is compared with Takeru’s ‘family’, the regulation of male and female subjectivity, especially via the nuclear family unit, is further challenged. In the special episode, Takeru tells his sister that he now has a family. The implications run deeper than just a mere statement of his current state of life, for his ‘family’ is a deviant one. As suggested by the name Rumi (Michiru’s daughter), which is made up of Takeru and Ruka’s ‘ru’ and Michiru’s ‘mi’, the core members of Takeru’s ‘family’ comprise of himself, Michiru, Ruka and Rumi. This ‘family’ is an unconventional one, as compared to the ideal middle-class Japanese family which has been constructed as one made up of a pair of male and female parent and their children, with clear gendered division of labor. Such nuclear family structure, based on biological ties and centering on reproduction with the father providing for his dependents as the breadwinner and the mother taking the role of the domestic caregiver in managing the household, has been represented and promoted as the ‘norm of familial relations in contemporary Japan’ (Chalmers 2002: 76-79). In contrast, Takeru’s ‘family’ is not totally blood-related, and does not follow the standard model of father+mother+children. As suggested by the finale voiceover, they are a family yet they are not (according to conventional standards of family-hood). They are husband and wife, yet who is the husband and who is the wife? In the final episode, Ruka compares her relationship with Takeru to that of a married couple. Ruka thinks that after long periods of being together, husband and wife end up becoming friends—close friends who can open up to each other while the gender-role division eventually disappears. From Ruka’s conversation with Takeru, the gender-loaded category of husband and wife merges into the somewhat gender-neutral category of friends, thereby further accentuating the permeability of categories. It may be argued that Takeru completes the heterosexual family unit with Michiru and Rumi. However, as I have demonstrated, whether Takeru is heterosexual or not is questionable. He is a ‘defective’ man,
 who does not fit into dominant notions of Japanese masculinity as epitomized by the reproductive salaryman. Besides, although a mother, Michiru does not fit into the dominant notions of Japanese womanhood since she is not married and is a single-parent. Furthermore, which (gendered) role of the salaryman husband or wife/mother does Ruka play in this family? 

Social commentator Uno Tsunehiro (2009: 56) notes that the recent ‘boom’ in dramas such as Last Friends highlights a move towards a new family type (atarashii kazokuzō). Depicting family as made up of gender non-normative characters who are not bound by biological ties, such ‘new family’ dissolves the restrictiveness of a traditional nuclear family, where members of the new family type are able to establish their own identities within the family without being governed by the strict demarcations of gendered roles. Chalmers (2002:95-97) study of Japanese lesbians also highlights the ‘real’ existence of communal households that does not have sex, reproduction and biological ties as its foundation. While these new family types may not have immediate effects on deep-rooted conventional notions of family as epitomized by the conjugal family unit, their (increasing) depictions in popular drama such as Last Friends, especially for individuals who do not fit into heteronormative patterns of subjecthood, can help to suggest the viability of non-conventional family and even serve as a possible model for alternative family formation.

Within the context of ongoing negotiations of gender and sexual identities in contemporary Japanese society, I argue that the portrayal of an alternative family in Last Friends whose members do not fit into hegemonic notions of manhood and womanhood, as well as the depiction of the failure of a man who ironically is the perfect embodiment of Japanese masculinity, question the naturalness of the ideal Japanese family as epitomized by the productive salaryman and the homebound wife/mother. Not only is the dividing line between ‘male’ and ‘female’ blurred, notions of homosexuality, heterosexuality and transsexuality (which in turn are built on top of the gender dichotomy) are questioned, and the concept of family which has the polarized division of gender as its base is also queered. In doing so, notions of masculinity and femininity which are closely connected to the concept of family are in turn being challenged. For if a family need not be solely made up of a husband (man) and a wife (woman), or if husband and wife eventually become friends whose relationship is not governed by gender roles and norms, what is a family then? Can we even speak of ‘family’, ‘friends’, ‘men’, ‘women’ as clear-cut categories? 

Not male, not butch, not GID, then what? 
Once the dichotomous relationship of male versus female is ruptured, other categories such as ‘sex’ and ‘sexuality’, or the social institutions which govern and are governed by gendered and sexualized values, will start to destabilize. As seen in this paper so far, the impossibility to clearly shelf Ruka and Takeru into established categories brings into question the many taken-for-granted notions of gender and sexuality, including the binaries of male/female, heterosexual/homosexual, ‘normal’/GID, homosexual/ transsexual. 
As I have argued, other than the portrayals of sexual and gender variants as sex workers or as curiosities, narratives of them in the earlier half of this decade tend to monolithic, following the medical discourse of GID. Compared to Kinpachi Sensei 6 and Watashi, the medical voice is relatively weak in Last Friends. There is no mention of Ruka as being ‘sick’ or diseased, or require treatment like sex-reassignment surgery. The doctor only diagnosed her as having gender dysphoria, and the only ‘treatment’ he prescribes is to come out to a friend or family member who can accept her for who she currently is—a female who identify with neither male nor female. In adopting a medical and pedagogical tone by having teachers, doctors and experts explain about GID as an innate biological disorder, the earlier narratives tried to normalize gender/sexual variants in the hope of eliminating discrimination. But in effect, such acts also silenced differences in the name of science. As Patrick Califia (2003: 266) argues, GID ‘is not about dysfunction. It’s about punishing gender difference, and enforcing gender norms in the guise of practicing medicine’.
While Nao and Hikaru constantly strive to return to or become their ‘real’ self by means of surgery, Ruka seeks acceptance for who she is. Instead of crossing from a ‘wrong body’ back to the ‘right’ one, the emphasis in Last Friends seems to be that of staying on the border and finding a place for that body that is perpetually out of place. Indeed, Last Friends might be an answer to McLelland’s (2004) call for more attention to the intermediary and thus subversive characteristic of the transgender. Although the media narratives in the early days of the legalization of sex-reassignment surgery played an important role in educating the public about GID, McLelland, like many others, criticizes those portrayals for erasing differences and reinforcing heteronormativity through a focus on fitting-back into demarcations of male or female.
  As Halberstam’s (1994) much-debated assertion ‘We are all transsexuals. There are no transsexuals’ highlights, in this era of gender trouble, some identities or bodies cannot be easily labeled. Even if such differences are not celebrated, we should not ‘morally mandate them out of existence’ (Califia 2003: 257). While these early-days narratives do have their problems, McLelland’s over-enthusiasm in bashing the medical model and finding an alternative representative of the transgender results in his over-privileging of the nyūhāfu, whom, as he argues, due to their intermediary status as between male and female, are better channels for questioning the dominant notions of gender and sexuality.
 I do not disagree with McLelland, but such over-privileging of the nyūhāfu can be problematic too. Since McLelland argued that media representations of the transgender prior to the new medical discourse have largely been based on and perpetuated stereotypes of transgenders as sex-workers, wouldn’t a reversion back to the indigenous model of the nyūhāfu further promulgate the stereotype that he criticized the media for perpetuating? 
By coincidence or otherwise, during the period when Last Friends was on air, Fuji TV’s non-regular documentary series Non Fix broadcasted an episode titled, ‘Kimi no seibetsu wa? Toransujendaa no koi to ikigata’ (What is your gender/sex? The love and lives of transgender people), on May 29, 2008. The documentary follows a transgender, Goto-san, over a span of eight months, focusing on the difficulties that he is facing in his life as a she, especially pertaining to employment and marriage. Juxtaposing first-person narratives of transgender tōjisha with voices from the ‘experts’, the documentary not only criticizes the medical model that seeks to normalize gender variants, it also questions the binary concept of gender that one has to be either male or female and anyone in between is problematic.
 While the doctor who is interviewed asserts that transgenders switch their genders depending on the situation to suit their needs, Goto-san’s case shows that transgenders waver due to circumstances. Although Goto-san dislikes his/her male body and takes female hormones, because s/he wants to have children, s/he did not undergo sex-reassignment surgery. Moreover, in order to get a job s/he has to pass as a ‘normal’ man. Nevertheless, Goto-san continues to live as a woman after working hours, and at the end of the documentary, when asked what is his/her gender, Goto-san says, a man with a tendency towards the feminine. 
As evident from the representations of Ruka and Goto-san, Last Friends and Non Fix, coming at more than a decade after the re-legalization of sex-reassignment surgery, could be opening up new avenues for articulating transgender subjectivities. Rather than constructing a uniform notion of transsexuality, where it is always an illness which should and will be treated (or else risk marginalization), Last Friends and Non Fix allow for the existence of transgender subjects who do not fall under the conventional discourse of GID and who are also not gender weirdo or sex-workers. I am by no means suggesting that because recent narratives such as Last Friends and Goto-san’s episode in Non Fix are more successful (than their predecessors) in portraying gender and sexual diversity, gender discourse in Japan will or should take the direction of genderless-ness where we should do without categories of gender and sexuality and advocate for absolute gender freedom and diversity.
 Moreover, as Halberstam (1998: 173) argues, ‘gender variance, like sexual variance, cannot be relied on to produce a radical and oppositional politics simply by virtue of representing difference’. Although identity categories are limiting and contestable, it does not mean that we can do without them or that anything and everything goes. Rubin ([1992] 2006: 479) eloquently expresses this in the conclusion to her article Of Catamites and Kings,  

Our categories are important. We cannot organize a social life, a political movement, or our individual identities and desires without them. The fact that categories invariably leak and can never contain all relevant “existing things” does not render them useless, only limited. Categories like “woman,” “butch,” “lesbian,” or “transsexual” are all imperfect, historical, temporary, and arbitrary. We use them, and they use us. We use them to construct meaningful lives, and they mold us into historically specific forms of personhood. Instead of fighting for immaculate classifications and impenetrable boundaries, let us strive to maintain a community that understands diversity as a gift, sees anomalies as precious, and treats all basic principles with a hefty dose of skepticism. (emphasis added)　
Some may question the queerness of the drama and documentary, for if they are part of mainstream media, would there not be taboos and ‘generic constraints’ (Mackie 2008: 416) that limit the amount of queering that could take place? Although we cannot be sure about the effects of the drama (and the documentary) on the perception and treatment of gender/sexual variants, or its impact on transgender politics, we can at least see some attempts at representing diversity and even questioning the current gender status-quo. 
 Given the current state of representations of gender variants under the medical model in mainstream media and the general tolerance (or silence) of the indigenous queers (such onabe and nyūhāfu), characters such as Ruka, Takeru and Goto-san who cannot be clearly categorized into fixed labels could at least question earlier portrayals and challenge some unquestioned assumptions, and bring to light the grey areas of human existence. Even if the representations of gender and sexual diversity may not work as a political strategy, at the very least they expressed diversity as ‘simply the only proper response to the enormous range of masculinities [femininities] and genders that we produce’ (Halberstam 1998: 173). 
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Notes





� The surgery was officially banned in 1965 following the Blue Boy Trial. For more, see McLelland (2005).


� For more on the post-war history of gender/sexual variance, see McLelland (2004; 2005); Mitsuhashi (2003).


� The drama was aired on Fuji TV every Thursday from 10-11pm between April 10 and June 17 2008. It came in 6th in the 2008 drama ratings with an average of 17.7% (Nikkei Entateinmento January 2009: 40). 


� http://www.yesasia.com/global/last-friends-dvd-box-dvd-japan-version/1011131848-0 -0-0-en/info.html, 15 June 2009.


� Examples include the lawsuits that prominent post-operative FTM transsexual Torai Masae and his committee filed (in 2001) to allow transsexuals to amend their family register after undergoing sex-reassignment surgery. See Torai (2003: 218-220) for a summary of important events related to GID; McLelland (2004) and Ishida & Murakami (2006) for post-war discourse and media representations of transgender; Taniguchi (2006) for legal developments related to GID transsexuals. 


� NHK’s documentary series Kurosu appu gendai (Close-up Modern) and Hāto wo tsunagō (Heart TV) run several episodes on LGBT issues. 


� For more on reception of Kinpachi Sensei 6, see Torai (2003: 161-163) and Sugiyama (2006: 71-73, 134)


� For examples on non-GID transgenders, see McLelland (2005: 216).  


� In one episode, Ruka jumps in front of Michiru (despite being injured herself) and shouts, ‘Don’t touch my Michiru!’ in an attempt to protect Michiru from Sōsuke’s attack. 


In another episode when Michiru seeks help from Ruka and her housemates after being beaten up by Sōsuke, Takeru says (in the form of voiceover), ‘Ruka, at that moment, I know you have decided in your heart that you will do anything, even sacrifice your life to protect Michiru’. 


� Sōsuke writes letters to Ruka’s parents, posts notes at her workplace and sends articles to a magazine publisher to expose her ‘secret’. For example, in the note that he posts at Ruka’s workplace, he writes, ‘Kishimoto Ruka is a monster with the heart of a man in the body of a woman. She looks at her female friends with the perverted eyes of a man. She is someone with a distorted soul. If you think this is a lie, check with her in person’. 


� http://www.youtube.com/watch?v=SSXJMw3gOc0, 15 June 2009.


� Similarly, when Michiru overhears Ruka’s conversation with Takeru that Ruka’s feelings for her has never been simply friendship, Michiru runs away in confusion and fear. Scenes of Ruka hugging and patting her flash across her mind and these are juxtaposed with her looking frightened, confused, with even some hints of disgust. This may be read as Michiru’s homophobia which suggests that for Michiru (and perhaps the audience), Ruka might be a lesbian. However, this suggestion is again made complex with flashbacks of Sousuke’s words—‘This fella is not a woman! S/he looks at you with eyes like a man…eyes of a man […] [She] is a dangerous woman. She’s been eyeing on you since then [i.e. high school]’.  


� Tōjisha literally means persons directly involved. Here, ‘tōjisha discourse’ refers to narratives written by LGBT persons. 


� The term onabe is generally used to refer to lesbians and female transgender. However, it is more commonly used as an occupational term to refer to women who cross-dress as men (with or without hormonal injections) and work in the entertainment industry (such as onabe clubs) as hosts. For more, see McLelland (2005: 116-122). 


� The onabe interviewed here uses the ‘masculine’ personal pronoun ore as a self-reference term. 


� For detailed discussion of the MTF cross-dressing community, see Mitsuhashi (2006: 204-209).


� Because they were unable to change their sex in the official documents, they were not able to vote as entry into voting centers is subjected to a check of their identity documents, which would reveal the disparity between their sex and gender presentation. The change of sex recorded in the family register was approved in 2004.


� Takeru tells Michiru that he is defective, although he does not explicitly explain what he means. It may refer to his inability to sexually desire women, and therefore his un-reproductivity. 


� See Califia’s critique of Bornstein in Califia (2003: 245-277).


� Nyūhāfu (Newhalf) generally refers to MTF transsexuals (some of whom did not remove their male sex organs while having breast implants) who work as entertainers (McLelland 2005: 198).


� The documentary criticizes the common stereotype of transgenders as people who cannot decide whether they are male or female and waver between the two gender as and when they feel like it. The program interviews GID transsexual Yamamoto Ran and a doctor at a mental clinic who both conform to the heteronormative, gender-binary model that see the transgender as floating in between (‘normal’ and GID), and is therefore a problem for society. 


� For more, see Bornstein (1994). 


� In the bulletin board on the Fuji TV official website of Last Friends, out of the 58 messages posted between September 2008 and September 2009, one female viewer came out as gender dysphoric, one as homosexual, and many others expressed their empathy with Ruka and her anxieties. While this is by no means conclusive, the voices of the viewers, many of whom claimed that they have been empowered by Ruka and the drama, do somewhat indicate the success of the drama in connecting the audiences with the concerns of a gender/sexual non-normative character. http://www.fujitv.co.jp/last friends/index.html, 19 September 2009.  
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