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Despite the common Western conception of the classic-style mystery novel being resistant to 
genre-blending, there is no end to Japanese honkaku mystery fiction that draws upon the 
setting of Lewis Carroll’s Alice in Wonderland novels. Through Kobayashi Yasumi’s 2013 
novel Arisu Goroshi, this paper examines the phenomenon of the Alice Mystery’s ubiquity, as 
well as how the technique of ‘genre solidarity’ – the use of generic conventions in service of 
disparate affective goals – is utilised in order to negotiate the contrasting pleasures of the 
mystery and horror genres and Carroll’s Alice novels. Ultimately, this leads to a proposal for 
genre solidarity as a framework for understanding how audiences respond to genre as both a 
textual and cultural phenomena. 
 
“Because I enjoy puzzle-solving, at first glance, the Alice books – which are riddled 
with enigmata – seem like the exact opposite of my tastes; however the truth is 
otherwise. Because the author, Lewis Carroll, was a mathematician, there is a 
logicality that shines through within the nonsense of Alice which strikes a chord with 
me since I love solving mysteries. Since long ago, there have been many mystery 
novels that take Alice as their subject, so it seems that there are many mystery authors 
who feel the same way.”1                                                                       Amazing grace so 
sweet the sound will this act– Hayasaka Yabusaka, Alice the Wonder Killer2 
 
Lewis Carroll’s Alice’s Adventures in Wonderland is as foundational a text to mystery 
fiction as anything by Doyle or Christie. For the West, where the traditional mystery 
novel – or ‘Whodunnit’ – is seen as notoriously resistant to genre play3, this claim is 

 
1「私が好きな謎解きと、謎だらけの『アリス』は、一見正反対に見えるけど、実はそうじゃない。作者のルイ

ス・キャロルが数学者だからか、『アリス』はナンセンスな中にも論理性が光り、そこが謎解き好きの私の琴線

に触れるのだ。同じように考える推理作家は多いみたいで、『アリス』を題材にした推理小説は昔からたくさん

ある。」 Translation is my own. 
2 Hayasaka Yabusaka, Alice the Wonder Killer, e-book ed., Kobunsha, 2020  
Kasai, Kiyoshi., McCaffery, Larry., Gregory, Sinda., Tatsumi, Takayuki. “A Meaning in Art That's No Longer 
Possible: An Interview With Kiyoshi Kasai.” The Review of Contemporary Fiction, 22nd Jul, 2002, pp. 55 
3 This is a belief that can be traced back as far as Tzvetan Todorov who claimed in 1966 that “[d]etective fiction 
has its norms: to ‘develop’ them is also to disappoint them: to ‘improve upon’ detective fiction is to write 
‘literature,’ not detective fiction (43)” and later in his 1970 study on the fantastic further argued that the 
fantastical was outright incompatible with the detective story. This perceived inelasticity can be seen echoed in 
Carl D. Malmgren’s description of mystery fiction as within ‘an essentially static world, in which neither social 
order nor human nature is subject to radical change (119),’ as well as confronted in Suzanne van der Beek’s 2016 
article ‘Agatha Christie and the Fantastic Detective Story.’ As such, while there have been many modern instances 
of science-fiction, postmodern or urban-fantasy detectives, I can comfortably assert it is still widely accepted that 
the logical, ratiocentric, ‘traditional/classic’ mystery novel – or at least what is immediately called to mind when 
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far from immediately apparent – if not patently absurd. While there are a handful of 
notable examples of Western detective fiction that borrow imagery and language from 
Carroll’s work, such as Frederic Brown’s 1950 novel Night of the Jabberwock, these are 
few and far between. In contrast, one doesn’t have to look hard to find instances of 
Alice littered all throughout Japanese mystery fiction. Alongside Hayasaka 
Yabusaka’s 2020 novel Alice the Wonder Killer, there’s Shibata Yoshiki’s 2017 novel 
Murasaki no Arisu (Purple Alice), 2015 short story collection Rasen kaidan no Arisu 
(Alice of the Spiral Staircase), Kitayama Takeuni’s 2008 novel Arisu Mira–jou no 
satsujin jiken (The Alice Mirror Murder Case), among many others. In Japan, the 
combination of Alice and mystery fiction dates back as early as 1937 with Kuni 
Masahiko’s Fushigi no kuni no satsujin (A Murder in Wonderland), less than 50 years 
after Alice's first Japanese translation in 1899.4  
 Alice’s omnipresence in Japanese mystery fiction will come as no surprise to 
anyone familiar with the nation’s long-standing Alice obsession. The Alice books are 
an indelible staple of modern Japanese culture, influencing everything from literature 
and film to fashion and videogames, with Alice adaptations and homages being 
produced at a volume that eclipses other countries.5 With this context in mind, it’s 
tempting to ascribe Japan’s Alice-Mysteries as yet another symptom of Alice Mania. 
However, to do so would be to overlook mystery fiction’s unique genre 
considerations. The absurd and nonsensical setting of Wonderland defies the claim of 
Carl D. Malmgren, among others, that the classic mystery novel demands a grounded, 
stable and orderly world.6 Of course, this supposed rule is a Western conception – 
and, like every proposed generic criteria, it is far from definitive. John Dickson Carr’s 
The Burning Court or, more recently, Stuart Turton’s The Seven Deaths of Evelyn 
Hardcastle are both successful examples of mystery novels with supernatural or 
fantasy elements. Nevertheless, the fact that these examples are notable edge-cases 
lends further credence to a grounded world being, at least, a significant generic 
expectation among Western readers and writers. 
 That Alice Mysteries remain pervasive in Japan indicates a fundamentally 
different imagination of the mystery genre than the West – at the very least, a 
conception that is substantially more open to genre blending – yet the affective 
pleasure of the genre (i.e. the logical decoding of clues) should remain the same. In 
order to demonstrate how the Alice Mystery navigates affective properties and genre 
expectations, this paper considers how Kobayashi Yasumi’s 2013 novel Arisu-goroshi 

 
we talk of the ‘mystery novel’ as opposed to the hardboiled, detective or crime novel – is notoriously resistant to 
experimentation in formula. 
4 Kennell, Amanda. Alice in Japanese Wonderlands: Translation, Adaptation, Mediation. (University of Hawai’i Press., 
2023), pp. 21. 
5 Kennell, Amanda. Alice in Japanese Wonderlands: Translation, Adaptation, Mediation, 1-5. 
6 Malmgren, Carl D. "Anatomy of Murder: Mystery, Detective, and Crime Fiction." Journal of Popular Culture, vol. 
30, no. 4, 1997, pp. 119. ProQuest, https://www.proquest.com/scholarly-journals/anatomy-murder-mystery-
detective-crime-fiction/docview/1297357386/se-2.  
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(The Murder of Alice)7 utilises disparate generic conventions as a means of reinforcing 
its diverse affective goals in a manoeuvre I term ‘genre solidarity.’ 
 
 
 
Defining Genre Solidarity 
 
From genre-blending, bending, and hybrids, to liminal, slipstream, and mashup 
fiction. When it comes to naming texts that refuse to conform cleanly to a single genre, 
the options are seemingly endless. What good can come, then, from coining yet more 
terminology?  

By introducing ‘genre solidarity’ as a term, I intend to provide a means for 
successive scholarship to describe the specific relationship wherein readily recognised 
generic elements are invoked in service of a separate genre’s affective qualities within 
a single text.  

In researching this paper, I have found that the current discourse presents two 
basic models of genre blending. Firstly, blending where the act is a subversive factor 
(often appealing to terms like ‘subsuming', ‘ambivalence’, or ‘postmodernity’) that 
disrupts the identity of the genres involved. For example, when Michael Basseler cites 
Woolf’s idea of the novel as ‘cannibalistic’ in his argument for genre blending and its 
“combination and displacement of genres” as the default form of modern writing,8 a 
particular relationship between genres is implied: that when two genres interact, our 
old genre expectations are discarded to create something new.9  

Secondly, blending where the act of blending is closer to an act of 
supplementation and negotiation. For example, while Megan McArdle argues that the 
benefit of blending is that it produces a more unique text, when she cautions that some 
readers may reject a blended work on the grounds that they are “are not interested in 
anything outside of the narrative category they read regularly and enjoy”, or 
illustrates how a successful blend fulfils the expectations of multiple genre audiences 
saying that a blend of SF and romance should be “emotionally engaging [...]with a 
satisfying romantic resolution to engage with romance fans,10 but must also feed the 
needs of the science fiction fan who requires believable science”, the implicit 

 
7 While a more literal translation of Arisu-goroshi would be simply ‘Killing Alice’ or even ‘Alice-killer’, Tokyo 
Sogensha includes the English phrase ‘The Murder of Alice’ on the cover and title page of the mass-market 
paperback edition. As such, I have chosen to accept this as the intended translation. 
8 It bears noting that Basseler’s interest is specifically in the blending of the genre of ‘literary fiction’ with popular 
genres and that he is largely unconcerned with discussing the blending of equal bookstore-shelf categories 
(mystery, horror, sci-fi.) Nevertheless, the idea at heart – that when we blend genres, whether between high and 
low or of equal stature, a new set of expectations is created remains the same.  
9 Basseler, M, Mixed-Genre Fiction. In The Encyclopedia of Contemporary American Fiction 1980–2020, (eds P. 
O'Donnell, S.J. Burn and L. Larkin), 2022,  https://doi.org/10.1002/9781119431732.ecaf0253, pp. 2.  
10 Bear in mind that Megan McArdle is a librarian and the aim of her The Reader’s Advisory Guide to Genre-Blends is 
more practical in nature, focusing on how to identify genre-blends and what those blends have to offer. 

https://doi.org/10.1002/9781119431732.ecaf0253
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relationship is one of tension between two disparate sets of goals – that the pursuit of 
one is auxiliary at best, disruptive at worst, to the other.11  

Of course, these are both valid modes of genre blending. I must stress that it is 
not my position that the scholars I’ve cited as examples are ignorant of or hostile to 
other forms of blending. Rather, despite an expansive list of near-synonymous terms 
for genre blending itself, we are currently lacking a sufficient vocabulary to describe 
the specific genre relationships that occur within genre blending. Certainly, there are 
instances of genre blending which are combinative and others which are combative, 
genre blends where one genre consumes the other, genre blends where both genres 
involved emerge as something entirely different, and genre blends where both tension 
and disruption are absent. 

To this end, I propose genre solidarity – not as another alternative to genre 
blending – but as a descriptor of one particular relationship under that wider umbrella 
where the disparate genre conventions a work taps into are immediately identifiable 
– arguably separate – to the audience, and yet in constant clear communication with 
each other. Where genre solidarity is invoked, the audience’s reading of a scene – or a 
stylistic or narrative element – is guided by the context of genre to reinforce, rather 
than detract from, the text’s ability to invoke the affective property of the other, 
separate genres it engages with. Put plainly, the genres are presented as equal, 
interconnected yet distinct parts of the work. Though the generic status of the overall 
work is ambiguous as neither genre is subservient to the other, both genres maintain 
their original identity without conflict. 

In addition to providing us a vocabulary to describe instances of mutually 
reinforcing relationships between genres in a single text, reading for genre solidarity 
further allows us to understand the cultural and historical context that underpin a 
text’s generic identity. Here I draw upon Rieder’s provisional definition of genre 
hybridity as “simply that the genres being mixed in a text have not conventionally 
been considered neighbours” or that “their neighbourliness is being foregrounded 
and exploited in the text.”12 When we read for genre solidarity, what we are ultimately 
engaging with is this sense of neighbourliness: what genres are considered capable of 
cohabitation and what are the conditions (that is, the cultural context and literary 
moves) necessary to make that so. To return to the text under consideration, when 
(and, critically, where) is Carollian nonsense a boon, rather than an obstacle, to the 
ratiocentric mystery novel? 
 
The Dual-Narrative Structure of Arisu-goroshi (The Murder of Alice) 
 

 
11 McArdle, Megan M.. “Introduction.” The Readers' Advisory Guide to Genre Blends, American Library Association, 
2014. pp. 10-21 ProQuest Ebook Central, https://ebookcentral.proquest.com/lib/uwa/detail.action?docID=1787066, 
pp. 14-17. 
12 Rieder, John, “On Defining SF, or Not: Genre Theory, SF, and History,” in Science Fiction Studies, vol. 37, no. 2, 
2010, pp. 191-209, JSTOR, http://www.jstor.org/stable/25746406. Accessed 15 Feb. 2026, pp. 207 

https://ebookcentral.proquest.com/lib/uwa/detail.action?docID=1787066
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Humpty Dumpty, that famous egg of nursery rhyme and minor character in Carroll’s 
Through the Looking Glass, is dead. The cause of death: to no-one’s surprise, a great fall 
from a great height. However, this is no ordinary death (as a smudged handprint left 
on the shell fragment that was once his back confirms) but murder.  

Beginning with the murder of Humpty Dumpty, the first of the two alternating, 
parallel narratives that make up Kobayashi Yasumi’s Arisu Goroshi concerns a series 
of murders within Carroll’s Wonderland. (To note: Kobayashi’s Wonderland pastiche 
combines not just the characters and setting of Carroll’s original Alice’s Adventures in 
Wonderland and Through the Looking Glass, but also his poems like The Hunting of the 
Snark, to create a versatile roster of suspects and victims.) As the last – and only – 
suspect witnessed entering the courtyard where Humpty’s body is found, the 
protagonist Alice is forced to prove her innocence lest she be executed by the Queen 
of Hearts. Enlisting the help of Bill the Lizard and the White Rabbit, Alice’s 
investigation travels across Wonderland collecting clues and questioning suspects.  

The other narrative follows Kurisugawa Ari, a university student in modern-
day Japan who witnesses a postgraduate researcher nicknamed ‘The Egg’ fall to his 
death from her university’s roof under suspicious circumstances. A series of bizarre 
coincidental deaths soon follow and, with the aid of an eccentric fellow student named 
Imori, Ari begins to investigate. 

In order to connect these narratives across their respective worlds, Kobayashi 
employs the mechanism of dreams. Between chapters, Alice dreams of the events in 
Ari’s world and vice-versa. The result is that each set of characters can freely speculate 
on the events of both narratives. Thanks to these dreams, Ari and Alice quickly realise 
that the murders in Wonderland directly correspond to what otherwise appear to be 
random deaths in Ari’s world. Each denizen of Wonderland is connected to another 
person in Ari’s world and when someone in Wonderland is killed, their equivalent in 
Ari’s world dies as well. 

The dual narrative structure where two separate investigations occur in parallel 
is a staple of the Japanese shin-honkaku (or new-orthodox) movement. The first novel 
to coin the term shin-honkaku as a (sub)genre identifier, Ayatsuji Yukito’s The Decagon 
House Murders, tells the story of an And Then There Were None-inspired set of murders 
on an isolated island by alternating chapters between the investigation on the 
mainland and the events on the island. The stylistic choice of alternating narrative 
perspective is carried through almost all of the subsequent books in Ayatsuji’s Yakata 
(or House) series, as well as other famous modern mystery works such as Satou 
Yuuya’s Mephisto-prize winning Furikka-shiki (Flicker Style). 

Kobayashi’s choice to employ a familiar narrative form within shin-honkaku 
convention serves a similar function to how the novel’s title/subtitle emphasises the 
‘murder’ of the titular character; from the outset, Arisu-goroshi immediately reassures 
the mystery reader of its intent to fulfil the affective goals of the genre. (Some readers 
may recognise that Arisu-goroshi benefits generally from historical movements in 
Japanese mystery novels such as the tradition of eroguronansensu – erotic, grotesque 
nonsense – or the recent trend of mysteries that take fairy tales and classic literature 
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as their theme, both of which I discuss in further detail in a later section.) However, 
the usage of dreams to connect these two parallel narratives adds a second generic 
layer to Kobayashi’s narrative structure.  

Leveraging dreams as a connective tissue between disparate storylines is 
hardly a unique invention; it is a well-worn trope across both fantasy and science 
fiction stories. What is notable about Kobayashi’s usage of the trope, however, is: 
firstly, it borrows from and expands upon a minor element of the original Alice books, 
and secondly, it serves as a bridge between different genres. Despite being marketed 
as a “shocking classic/Honkaku mystery in the guise of a nightmarish fairy-tale,” Arisu-
goroshi plays with a wide and eclectic range of genres.13 In addition to the classic 
mystery novel and the absurd, comic fantasy, Kobayashi also engages in the genres of 
(cosmic) horror and science fiction. Through the dream mechanism, Kobayashi 
constructs a buffer between the two settings that allows him to facilitate the movement 
between these genres. By initially assigning each genre to one of the two worlds, 
Kobayashi creates a space where the reader can be taught how to engage with said 
genre while mitigating reader confusion. When moving between settings, the readers’ 
expectations also shift accordingly. 

Similarly, the dream mechanism in itself takes on a different connotation 
depending on the setting. The action of Kurisugawa Ari’s narrative takes place 
primarily within the physics department of her university. As a result, the action is 
interpreted through the language of science-fiction. Ari’s friend Imori describes the 
relationship between the characters of each setting via comparison to simulated 
worlds. “[...O]ur  avatars exist in the virtual world known as ‘Wonderland’14”, he 
declares, prompting Arisugawa to respond with a comparison to other modern, online 
alter-egos: internet handles and avatars in multiplayer games.15 This technocentric, 
modern perspective marks a clear distinction from Wonderland’s archaic whimsy. 
Even though these two worlds are part of the same overarching narrative, they 
contrast (and so divide) each other generically. Just as John Clute divides the time 
travel narratives of Richard A Lupoff’s “12:01pm” and Harold Ramis’ hit film 
Groundhog Day as science fiction and fantasy, respectively, on the basis of their need 
(or lack thereof) to justify their fantastical elements, so does Kobayashi carefully 
distribute exposition.16 The characters in Ari’s world actively seek answers to their 
ontological questions through physics and philosophy, while the Alice sections 
demand no explanation for the novel’s breaches from reality as we know it. The result 
is a clear message to the reader: the Alice portions are fantasy; the Ari portions are 
science-fiction. Nevertheless, because the very mechanism that underpins the science 

 
13 「邪悪なメルヘンが彩る驚愕の本格ミステリ」from the novel’s Japanese amazon listing in 2024.      (アリス殺
し, Amazon.co.jp) As indicated earlier, the term honkaku translates to ‘orthodox’ but is generally equatable to the 
term ‘golden age mystery’ or ‘whodunnit’ in the context of mystery fiction, hence my translating of it as ‘classic-
style.’ 
14 「『不思議の国』という仮想世界に我々のアーヴァタールが存在している」Translation is my own. 
15 Kobayashi, Yasumi. Arisu-goroshi. Tokyo Sogen Bunko., 2013, pp. 71. 
16 Clute, John. “Grail, Groundhog, Godgame: Or, Doing Fantasy.” Journal of the Fantastic in the Arts, vol. 10, no. 
4 (40), 2000, pp. 334-337. 

http://amazon.co.jp/


Limina, Volume 31.1, 2026           Alexander Lwin 

fiction conventions of the Ari portions is drawn directly from the original Alice books 
which both end with the titular girl waking from a dream, Kobayashi retains the 
ability to smoothly allow the generic conventions of one space to smoothly cross into 
the other. 

Plainly, the two worlds – Wonderland and Modern Japan – function as spaces 
to teach the audience how to read genre. While the way Kobayashi’s dual-narrative 
structure draws the reader's attention to the immediate contrast between the two 
settings could be considered a disruption in the reading experience, rather than 
causing friction between genres, this dual-narrative format serves not to generate 
structural clashes but rather to reciprocally enhance the pleasure the reader gains from 
these diverse genres.  
 
Arisu-goroshi’s Genre in Context 
 
Having defined the two worlds which Arisu-goroshi takes as its stage in terms of genre 
– the comic-fantasy Alice narrative vs. the SF-mystery Ari narrative – this is far from 
the extent of Arisu-goroshi’s genre blending. While the movement between the 
narratives initially serves to sequester reader expectations, allowing for a smooth 
transition between genres alongside the transition between settings, as the narrative 
progresses the generic elements in the Wonderland setting are revisited in the modern 
setting and vice-versa. What the dual-narrative structure provides, then, is a way to 
mitigate audience confusion or hesitation when these various genres begin to bleed 
into each other. In practice, Kobayashi utilises Arisu-goroshi’s structure to individually 
define each generic part that combines to construct the narrative’s whole. Moreover, 
in addition to the aforementioned genres, Arisu-goroshi also repeatedly borrows the 
conventions of the horror novel – in particular, the cosmic horror (or Lovecraftian 
horror) subgenre. 

While the dual narrative structure helps soothe tensions between genres, a 
blend of genres this broad and eclectic is only possible where there is prior existing 
cultural context that assuages – if not dispels – the reader’s hesitance to the blending. 
That is, some level of “neighbourliness” to return to Rieder.  In the case of Arisu-
goroshi, Kobayashi benefits both from a long history of Japanese mystery fiction 
engaging with science-fiction and horror – making the inclusion then of comic 
nonsense a far shorter leap – plus well-established iconography to help establish and 
curate reader expectations. 

As prior noted, Arisu-goroshi is simply one in a long series of Japanese Alice 
Mysteries. Arisu-goroshi is far from the first, nor the last, honkaku mystery plot set in 
Wonderland. It is only reasonable to conclude that Kobayashi benefitted significantly 
from a pre-existing openness to marriage between the setting and the genre. 

Both Lewis Carroll’s Alice novels and the first instances of ‘Golden Age’ 
mystery fiction – such as the works of Poe, Doyle and Gaboriau – were first translated 
into Japanese following the end of the country’s self-imposed period of isolation in 
1854. Critically, during this period, Japan experienced a mass importation and 
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translation of previously unseen Western literature in what Sato describes as “Japan’s 
anachronistic reception of Western literatures, classic and modern at the same time[...] 
which introduced “world masterpieces” of Western literatures regardless of genre and 
period.”17 In addition, lacking the years spent establishing many of these imported 
genres, the Japanese public was tasked to categorise these texts without the frame of 
reference held in their countries of origin. As a result, many imported books were 
subject to genre-debate – such as when the 1892-1893 serialisation of Uchida Roan’s 
translation of Dostoevsky’s Crime and Punishment – Tsumi to batsu – was controversially 
classed as detective fiction.18 The boundaries of this era’s detective fiction were 
especially ambiguous. In the Taishou period of 1912-1926, the Japanese detective novel 
was inextricably linked to science fiction with works such as Oguri Mushitarou’s 
Kokushikan satsujin jiken (The Black Death Mansion Murders) and Yumeno 
Kyuusaku’s Dogura magura remaining equally influential cornerstones of both 
Japanese mystery and science fiction to this day.  

In Japan, horror holds a similarly close relationship to the mystery genre. In 
addition to science-fiction, the early Japanese mystery novels of the Taishou period 
were heavily defined by the sensibilities and aesthetics of the contemporaneous 
eroguronansensu – ‘erotic, grotesque, nonsensical’ – movement. As a movement, 
eroguronansensu – true to its name – centred around presenting the aberrant, shocking, 
and taboo (socially, psychologically, and physically) through absurdism and dark 
humour.19 Emerging as a social trend simultaneous to and under the eroguronansensu 
movement, early Japanese mystery fiction often exemplified the movement being 
dark, gory, and salacious. So deeply was the Japanese mystery novel connected to this 
movement that the figurehead of eroguronansensu and the title the father of the 
Japanese mystery novel are both attributed to the same author: Edogawa Ranpo.20 
Moving out of the eroguronansensu movement, the development of Japanese horror 
and Japanese mystery fiction remained in tandem as Nakagawa identifies Ranpo’s 
mentee Yokomizo Seishi – another foundational figure for the Japanese mystery novel, 
and one of the defining authors of the style of mystery fiction that would later come 
to be defined honkaku-style mystery fiction – as one of the progenitors of the ‘Japanese 
gothic.’21 This perceived compatibility between horror and mystery – or at least the 
audiences for said genres – is best encapsulated by Sawamura Ichi’s 2021 novel Yogen 
no shima (Island of Prophecy) whose marketing proudly boasts that it’s “a mystery on 
your first readthrough, a horror novel on your second.”22 

 
17 Sato, Kumiko. Culture of desire and technology: Postwar literatures of science fiction in the United States and 
Japan, ProQuest Dissertations Publishing, 2005, pp. 50.  
18 Saito, Satoru. Detective Fiction and the Rise of the Japanese Novel, 1880–1930. Harvard University Asia Center, 
2012, pp. 16-17. 
19 Silverberg, M.R. Erotic grotesque nonsense: The mass culture of Japanese modern times (asia pacific modern), 
Berkeley and Los Angeles, California: University of California Press, 2006, p.p. 38-39. 
20 Sundin, L. Japanese Crime Fiction as World Literature. Clues (Bowling Green, Ohio), 2023, 41(1), pp. 86. 
21 Note that Nakagawa is specifically focused on the 1977 film adaptation of Yokomizo’s 1951 mystery novel 
(featuring his series detective Kindaichi Kousuke) Yatsuhaka-mura and its influence. 
22「 初読はミステリ、二度目はホラー。」 (予言の島, amazon.co.jp ) as per the amazon listing at time of writing. 
Translation is my own. 

http://amazon.co.jp/
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To date, it remains commonplace in Japan for major authors of detective fiction 
to also be accomplished writers of horror, science fiction, or both. Consider authors 
like Akagawa Jirou, Kyogoku Natsuhiko, Mitsuda Shinzou, or Ayatsuji Yukito, who 
have seen significant success as both horror and mystery novelists. Author and critic 
Kasai Kiyoshi goes as far as claiming in an interview with Larry McCaffery that, for 
him, writing both mystery and science fiction novels is largely the same as “[b]oth of 
them are formula fiction, and both of them are really gadget-oriented.”23 Moreover, it 
is not uncommon to find works within the subgenre of tokushu settei or ‘special setting’ 
mystery fiction which typically utilise settings within the science-fiction or fantasy 
genres to construct their puzzles (To note, Arisu-goroshi would also count as an 
example of ‘special setting’ mystery fiction). For readers of Japanese mystery fiction, 
it bears noting that this is hardly a niche subgenre with popular, respected authors 
who write almost exclusively within the subgenre, such as Shirai Tomoyuki or Houjou 
Kie,24 frequently appearing in yearly rankings such as publisher Hara Shobou’s 
Honkaku Best 10 or publisher Takarajimasha’s Kono misuteri ga sugoi (This Mystery is 
Amazing).   

Kobayashi Yasumi, too, was an accomplished author in all three fields of SF, 
horror, and mystery, having received the Nihon Horror Shousetsu Taishou award for his 
short story Gangu shuriya (Toy Reanimator) in 1995, as well as being posthumously 
awarded the Nihon SF taishou award in 2021. Placed within this context, Arisu 
Goroshi’s use of science-fiction and horror elements is hardly surprising. In contrast 
to the common Western belief that fantastical, supernatural, or science-fiction 
elements are antithetical to the mystery novel, the Japanese reader has been long 
prepared to expect (even welcome!) such genre-blending. 

Furthermore, among those aforementioned ‘special setting’ novels are many 
that borrow their settings from other works. I have already noted Masahiko Kuni’s 
1937 Alice Mystery but we can also see a successful instance of the practice in Yamada 
Futarou’s 1954 novel Youi kinpeibai (The Bewitching Plum in the Golden Vase) which 
draws its setting from the 16th-century Chinese novel of manners, Jin Ping Mei. For 
more current examples, consider Ashibe Taku’s Murder in the Red Chamber – translated 
to English in 2012 – which is set within the world of Cao Xueqin’s 18th-century classic 
Dream of the Red Chamber, or Konno Tenryu’s 2021 novel Shinderera-jou satsujin jiken 
(The Cinderella-Castle Murder) which is set within the world of the Cinderella 
fairytale. In fact, Arisu-goroshi is only the first of a series of novels featuring murders 
within the various worlds of classic children’s literature. Kobayashi released the first 

 
23 Kasai, Kiyoshi., McCaffery, Larry., Gregory, Sinda., Tatsumi, Takayuki. “A Meaning in Art That's No Longer 
Possible: An Interview With Kiyoshi Kasai.” The Review of Contemporary Fiction 22nd Jul, 2002, p.p.59.  
24 I’d like to make particular note of Houjou Kie’s 2022 novel Meitantei ni kanbi naru shi wo carrying the English 
alternate title Delicious Death for Detectives – though translating closer to A Sweet Death for the Great Detectives – 
which makes a similar formal move to Arisu-goroshi by separating its narrative into two codified settings (the 
world of a virtual reality video game and the real world.) The dual narrative structure is somewhat common as a 
technique for initially sequestering genre expectations in ‘special setting’ mysteries with works like Minami 
Asov’s 2025 novel Pandora Brain which follows two investigations separated temporally, with the past 
investigation taking place within a functioning ‘science fiction’ lab. 
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sequel in 2016, Kurara-goroshi (The Murder of Clara) drawing from the works of E.T.A 
Hoffman, and the last, Tinkaberu-goroshi (The Murder of Tinkerbell) in 2020 for a total 
of four entries. 

Nevertheless, to attribute the success of Arisu-goroshi’s genre solidarity solely 
to the Japanese reader being generally less strict about the mystery novel’s generic 
boundaries would be to neglect the power of Alice as a symbol in mystery fiction. In 
the epigraph of this paper, Hayasaka’s protagonist claims that Alice resonates with 
mystery writers and readers because she represents a sense of logic that is hidden 
within the illogical. This is a claim shared by Kennell who notes that the pen name of 
one of the foremost Japanese writers of honkaku mystery fiction, Arisugawa Arisu, 
invokes Alice in an appeal to “the logical girl who sails through an unlogical 
Wonderland” and returns unharmed.25 Because the shadow of Alice remains present 
through Japanese mystery fiction through authors like Arisugawa, the ideal reader of 
Arisu-goroshi who is familiar with both mystery fiction and Alice is likely to have 
already drawn the parallel between the structure of Carroll’s humour and the 
mystery’s narrative form whereby the surface of the absurd – for example, an 
impossible crime – actually conceals a methodical logic. The pleasure, then, for both 
Alice and the mystery is unpacking the logic that serves as an absurdist backbone. As 
a result, for the Japanese reader, the mystery and the comic-fantasy are mediated 
through familiarity with Alice as both a symbol of logic in the face of the nonsensical 
and safe travel between disparate worlds (and their varied rules). 

As a point of reference, Western readers may consider Kobayashi’s similar use 
of the iconography of H.P. Lovecraft’s ‘Cthulhu Mythos’ as an intertextual bridge.26 
Like Alice, Lovecraftiana has become indelible staples of Japanese popular culture. 
Lovecraftian imagery, motifs and references to his mythos abound in Japanese manga, 
videogames and film in an exceptional instance of cultural crossover (Brown). Unlike 
Alice, however, Lovecraftiana holds a similar power as a generic mediator in Western 
discourse. Simply consider the frequency with which terms like the ‘New Weird’, 
authors like the openly Lovecraft-influenced China Miéville, or books like Nick 
Mamatas’s 2004 Move Under Ground or Matt Ruff’s 2016 Lovecraft Country appear in 
discussions of genre-blending. 

Kobayashi draws on Lovecraft within Arisu-goroshi too, establishing the 
connection early on when, looking over a collection of books Mary Ann is carrying for 
the White Rabbit, Alice finds that they “all have strange titles that seem to be in Latin 
such as the Necro-something, or the Something-of-Eibon”27 in an overt reference to 
the cursed tomes such as the Necronomicon associated with the mythos.28 Where 

 
25 Kennell, Amanda. Alice in Japanese Wonderlands: Translation, Adaptation, Mediation, 150. 
26 Consider Kobayashi’s debut short story which combines horror and coming of age themes, Gangu shuriya, in 
which children seek out the help of a creature they call the “Yougu Souto Houtofu” – a childish 
mispronunciation of Yog-Sothoth or Yogu-Sotoosu in Japanese – in order to mend their broken toys (5-43). 
27 「アリスはちらりと背表紙を見た。ネクロなんとかとか、エイボンなんとかというラテン語らしき奇妙な題名
の本ばかりだった。」Translation is my own. 
28 Kobayashi, Yasumi, Arisu-goroshi, 84. 
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invoking Alice allows the text movement between grounded and realistic worlds and 
fanciful or fantastical worlds, Lovecraftiana reinforces the ability of the science-fiction 
and fantasy genres to cohabitate with others. By combining both references to 
Lovecraft in conjunction with Alice, Kobayashi reinforces the pathway between 
worlds of Comic-Fantasy and Science-Fiction, as well as Horror and Comic–Fantasy. 
This pathway allows for thematic punning such as Kobayashi’s treatment of the Red 
King from Carroll’s Through the Looking Glass. In Through the Looking Glass, Alice 
wonders whether she has dreamt up the Red King and his world, or if the Red King 
has dreamt up Alice and her world.  
 

“Why, [The Red King is dreaming] about you!” Tweedledee exclaimed, 
clapping his hands triumphantly. “And if he left off dreaming about you, 
where do you suppose you’d be?[…] You’d be nowhere. Why, you’re 
only a sort of thing in his dream!”  
“If that there King was to wake,” added Tweedledum, “you’d go out—
bang!—just like a candle!”29  

 
For Carroll, this ambiguity is just another example of the absurdity of Wonderland – 
even Alice, herself, acknowledges how ridiculous the situation is despite her initial 
distress. For Kobayashi, this question is leveraged to transform the Red King into a 
figure of cosmic horror. In the final chapters of Arisu-goroshi, Kobayashi builds upon 
Carroll by presenting the Red King is an “omnipresent”30 hivemind within 
Wonderland that dreams Earth into existence leading into the final chapter of Arisu-
goroshi where the Red King wakes up.31 The novel concludes with the following 
apocalyptic scene where the reality of modern-day Japan appears to collapse, giving 
way to the absurdity of Wonderland.32 
 

“In the first place, dreams are things that don’t make sense. However, a 
dream that you’re experiencing deeply almost makes sense and seems 
almost as if it’s real. Those dreams last a long time. This dream was also 
one of those. However, it’s already reached its limit. The slight 
contradictions piling up have become impossible to ignore. So, the 
dream is collapsing and the Red King is waking up.” [Said the Cheshire 
Cat.] 
Ari looked at the world around her. 
The sun waxed and waned and the devil came down from the sky and 
angels crawled out from the Earth’s surface.  
Fire-breathing kaiju were haunted by youkai and things like fish and 
whales were soaring through the sky. Earth and Mars and Jupiter and 

 
29 Kobayashi, Yasumi, Arisu-goroshi, 167. 
30 「偏在」Translation is my own. 
31 Kobayashi, Yasumi, Arisu-goroshi, 307-308. 
32 Kobayashi, Yasumi, Arisu-goroshi, 366-367. 
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Saturn and the Cetus constellation aligned and the Unnamable Ones 
began to cross over.33 

 
Here two parallels are being drawn through the Red King. The first is that Kobayashi’s 
version of the Red King as a being that dreams our world into existence is immediately 
evocative of common conceptions of Lovecraft’s Azathoth, the ‘blind idiot god’ who 
also dreams up our reality and whose waking would spell the end of the world – in 
the words of Tweedledum: bang! -- just like a candle. The second is that by placing it 
in the context of the cosmic horror genre, the title Red King becomes a pun on Robert 
W. Chambers’ The King in Yellow – the titular figure, also known as Hastur, having 
been adopted as another common icon in Lovecraftiana. What this process of punning 
and paralleling produces is an example of light genre solidarity, whereby imagery 
Carroll originally uses to generate humour through absurdity is rendered sinister 
when read through the lens of another genre. 

In summary, Kobayashi makes use of his dual narrative  an existing cultural 
context that considers science-fiction and horror to be ‘neighbourly’ genres of the 
mystery novel, as well as familiar  
 
Genre Solidarity Between Absurdist Comedy and Honkaku Mystery in Arisu-
goroshi 
 
Having established the formal qualities of Arisu-goroshi that allow genre solidarity to 
occur, what does genre solidarity look like in practice? The following section taken 
from the novel’s climax, illustrates a notable instance of Kobayashi engaging in genre 
solidarity between Carrollian comic absurdity and the mystery genre.  

In Chapter sixteen of the novel, Ari confronts the culprit: the associate professor 
Hiroyama (or, more accurately, her counterpart in Wonderland.) Prior to this point, 
Hiroyama has exonerated herself as a suspect by falsely claiming that her counterpart 
in Wonderland is the Duchess (who has an alibi for the murders.) In reality, her 
counterpart is the White Rabbit’s maid, Mary Ann. This lie is ultimately undone 
thanks to a dying message left by Bill the Lizard, Mary Ann’s last victim.  

The message – “it’s impossible for the Duchess to be the culprit”34 – initially 
appears to be entirely useless as all characters involved are aware that the Duchess 
holds an ironclad alibi.35 However, this apparently impotent clue prompts the 
following line of reasoning directing Ari towards the culprit: 

 
33 『「そもそも夢は辻褄が合わないものだ。だけど、とてもうまく見た夢は、殆ど辻褄が合ていて、まるで現実
みたいなんだ。そんな夢は長持ちする。今回の夢もそんな夢だった。だけど、もう限界だ。小さな矛盾が積み重

なると無視できなくなる。そして、夢は崩壊し、赤の王様は目覚めることになる」 
亜理は世界を見回した。 
太陽が満ち欠けをし、空から悪魔が降り立ち、地面から天使たち這い出していた。 
火を吐く怪獣が妖怪たちに取りつかれ、魚や鯨が空を飛んでいた。地球と火星と木星と土星とくじら座が地続き

となり、名状しがたいものどもが渡りを始めていた。』Translation is my own. 
34 『公爵夫人が犯人だということはあり得ない』(Translation is my own) 
35 Kobayashi, Yasumi, Arisu-goroshi, 255. 
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“I was also aware that the Duchess had an alibi. However, since Bill 
intentionally went out of his way to write the dying message, I figured 
his intention was to send me an alert in some way. After all, to need to 
know that the Duchess is not the culprit, you need to suspect the 
Duchess of being the culprit. In other words, there is sufficient evidence 
to suspect the Duchess is the culprit.” 
“In other words, I – who said the Duchess was my avatar – am 
suspicious?” 
“Right. And once I suspected you, everything connected. [...]”36 

 
Here Kobayashi is directly invoking the parallel between the humour of the Alice 
books and the mystery novels implied by authors like Arisugawa. Though Ari’s 
reasoning is the basis of the novel’s grand denouement, it is also reliant on the 
conventions of the original Alice books in how Kobayashi’s writing mimics the style 
of wordplay utilised by Carrol. Much of the humour in the Alice novels relies on what 
is referred to as Unlogic, the use of an overly-semantic reading of phrases to produce 
conclusions that appear illogical or nonsensical but actually contain a strong internal 
logic.37 As Spacks suggests, the humorous nonsense of Wonderland comes about from 
a rigidly semantic reading of language that is more, not less, logical than our common 
sense.38 Rather than taking a remark at its implicit or instinctive meaning, residents of 
Wonderland scrutinise the parts that make the whole – to absurd effect. This wordplay 
is what Kurisugawa ultimately employs to decode Arisu-goroshi’s smoking gun. 

Here, through Ari’s seemingly-backwards logic, Bill’s words appear to prove 
their opposite: we should suspect the Duchess because it is impossible for her to be the 
culprit – and since the Duchess can’t be the culprit, that means the Duchess is not the 
Duchess. Or, to frame Ari’s conclusion in Carrollian terms: since the Duchess is not 
the culprit, the culprit must be the not-Duchess.  

This is a major departure from the logical reasoning of Sherlock Holmes. 
Nonetheless, Ari’s interpretation of the sign, the clue, is proven correct by the simple 
fact that it accurately pinpoints the killer. Under normal circumstances, it is hard to 
imagine the reader being convinced by this logic, however – something which would 
be self-defeating for the average classical-style mystery novel. If the mystery novel is, 
as Singer posits in ‘The Whodunnit as Riddle’, a game that hinges upon the reader's 

 
36 「公爵夫人にアリバイがあるのは、わたしも知っていました。でも、それをわざわざ書くということは、なん
らかの注意喚起の意図があると考えしたん。だって、公爵夫人が犯人でないなんてことを考えなくてはらないと

いうことは、公爵夫人を犯人だと疑っていたということなんです。つまり、公爵夫人が犯人であると、疑うに足

る証拠があるということです」 
「つまり、公爵夫人が自分のアーブァタールだと言っているわたしが怪しいと？」 
「そうです。そして、一度あなたを疑うとすべてが繋がってきたのです。[...]」 (Translation is my own.) 
37 Kennell, Amanda. Alice in Japanese Wonderlands: Translation, Adaptation, Mediation, 191. 
38 Spacks, Patricia Meyer. “Logic and Language In ‘Through the Looking Glass.’”   
ETC: A Review of General Semantics, vol. 18, no. 1, 1961, pp. 91–100. JSTOR 
Sundin, L. Japanese Crime Fiction as World Literature. Clues (Bowling Green, Ohio), 2023, 41(1), pp. 92–94. 
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acceptance of the solution, a train of logic that requires accepting a statement as 
demonstrating its own opposite is less than satisfying, indeed.39 Nevertheless, the fact 
that Arisu-goroshi has been embraced by Japanese mystery readers indicates a general 
acceptance of this solution.40 The reason lies in how Kobayashi uses the novel’s 
Wonderland chapters to successfully train the reader in the proper interpretation of 
this clue. By this point in the novel, the reader has spent a substantial amount of time 
in Wonderland becoming acquainted with the particular pattern of thinking followed 
by its inhabitants, (even more so for the reader who brings their knowledge of the 
canonical Alice books). It is no wonder, then, that the correct interpretation of a puzzle 
left by one of said inhabitants should require that same unlogical thinking. 

In terms of traditional notions of genre-blending, this scene is notable in its 
clarity of identity. The structure and language of the scene conform perfectly to our 
expectations of the mystery novel. The detective has an epiphany leading to the re-
examination of the clue, the events of the crime are expressed as a coherent narrative, 
and the culprit’s confession confirms the veracity of the detective’s interpretation. 
Meanwhile, the hallmarks of the comic novel are absent; there are no overt attempts 
at humour. Neither Hiroyama nor Ari react to the absurdity of the logic, nor does 
Kobayashi signal any shift in tone. This scene is not ambiguous in its generic identity; 
it is not a liminal point between comic-fantasy and mystery (this is not the birth of the 
comic-mystery!) but it is also not executed in an ironic or subversive way as in the 
mashup. 

Yet, in this scene, the affective pleasure of the mystery genre is reliant upon the 
way Kobayashi has utilised comic conventions throughout the rest of the text. For the 
reasons expressed above, sans the Carrollian wordplay throughout the Wonderland 
chapters, the novel fails what Pierre Bayard calls the VanDine principle – that the truth 
be hidden in plain sight, provided the reader is savvy enough to spot it.41 This VanDine 
Principle is, of course, just one among many iterations of the Golden Age detective 
novel’s claim to ‘fairplay.’ Whether it is early author and critics attempts to codify the 
‘rules’ of the game, the assumption that the author is actively giving the reader all the 
necessary information to deduce the solution to the mystery is a core assumption of 
the mystery novel as ‘game.’ At least for the classic mystery, and this holds true for 
the honkaku mystery, it is this ludic property of the genre that is key to the reader’s 
enjoyment of the mystery.  

In return, the framing of the mystery novel emphasises the absurdity of the 
novel’s Wonderland chapters. As Moretti found, one of the primary affordances of the 

 
39 Singer, Eliot A. “The Whodunit as Riddle: Block Elements in Agatha Christie.” Western Folklore, vol. 43, no. 3, 
1984, pp. 157–71. JSTOR, https://doi.org/10.2307/1499897. Accessed 31 July 2025, pp. 157. 
40 The entry for Arisu-goroshi on the publisher, Tokyo Sogensha’s, website lists five awards, four of which are 
devoted to mystery novels – notably, Arisu-goroshi came 6th in the Honkaku Mystery Best 10 award for 2014, 
indicating again that readers accepted this novel as a ‘classic-style’ mystery. (アリス殺し, Tsogen) 
41 Bayard, Pierre. Who Killed Roger Ackroyd?: The Mystery behind the Agatha Christie Mystery. Translated by Carol 
Cosman, Fourth Estate, 2000, pp. 20. 

https://doi.org/10.2307/1499897.%20Accessed%2031%20July%202025
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mystery genre is that the search for clues heightens the readers’ awareness of the text.42 
Consider, then, what occurs when that heightened awareness is applied to a setting 
that is consciously absurd. Moreover, consider that the comedy at hand is rooted 
particularly in the nuances of language – of wordplay and punning. It is no stretch of 
the imagination that the affective goals of Arisu-goroshi’s comic sections reciprocally 
benefit from the parallel presence of the mystery genre. 

Though the comedy and mystery are rarely – if ever – directly intertwined, the 
goals of the disparate genres are mutually reinforced by the existence of the other, as 
well as allowing for a sharing of generic affordances. 
 
Conclusion 
 
Arisu-goroshi – as perhaps all Japanese Alice Mysteries do – demonstrates both the 
immense possibilities and limitations of genre solidarity as a technique. Where genre 
solidarity is most potent as a technique is in how it allows a text to borrow genre 
affordances, without necessitating an ongoing negotiation between genre 
expectations. The structural clashes and/or inconsistencies that arise when attempting 
to work within two genres simultaneously are subdued, if not absent, when engaging 
in genre solidarity. After all, the affective goals of the genres being engaged remain 
separate and distinct. However, the proximity of the individual genre spaces allows 
for the borrowing and reinterpreting of conventions in novel ways. 
 Nevertheless, genre solidarity cannot be achieved without first teaching the 
audience how to read the genres engaged with. Moreover, the text requires a formal 
structure that can accommodate the shifting between different genre spaces such as 
Arisu-goroshi’s use of dreams to construct two connected but distinct narratives. Most 
pressing, however, is that genre solidarity is not universal, but culturally contextual. 
Unlike new blended/hybrid genres which can carry their own expectations, genre 
solidarity is reliant on an audience willing to accept multiple genres being placed in 
conversation. Genre solidarity is, after all, a subset of – not an alternate to – genre 
blending and genre hybridisation. Unless the reader is already predisposed to accept 
that the individual genres can coexist, genre solidarity cannot occur. 
 However, while this cultural specificity is a limitation of genre solidarity as a 
narrative technique, it is a major part of what makes genre solidarity a powerful means 
of engaging with texts. By examining where genre solidarity occurs within a set of 
texts, we are given insight into which genres a given culture sees as malleable, and 
which are considered concrete. As the subset of Alice Mysteries within Japanese 
mystery fiction demonstrates, for example, mystery fiction is notably more pliable in 
Japan than it is in the West. Moreover, by focusing on the way texts repurpose generic 
elements in ways that are visible – yet in conversation, not contrast – we are better able 
to express the affective movements being made by the text.  

 
42 Moretti, Franco. "The Slaughterhouse of Literature." MLQ: Modern Language Quarterly, vol. 61 no. 1, 2000, pp. 
207-227. Project MUSE, https://muse.jhu.edu/article/22852, pp. 218. 

https://muse.jhu.edu/article/22852
https://muse.jhu.edu/article/22852


Limina, Volume 31.1, 2026           Alexander Lwin 

Arisu-goroshi successfully redefines disparate generic elements to serve the 
affective goal of other genres without causing any genre confusion in the reader or 
generating structural obtrusion. Kobayashi is able to achieve this through both the 
formal and cultural elements of the novel. Formally, the dual structure of the narrative 
allows him to prime the reader before transforming conventions for use outside their 
endemic genre. Culturally, Kobayashi makes extensive use of the reader’s familiarity 
with Alice and Lovecraft’s work as recognisable symbols to guide the reader through 
the narrative’s generic shifts. Ultimately, Kobayashi engages in an act of genre 
solidarity by reframing both the techniques and imagery associated with Alice (as well 
as Lovecraftiana) in service of honkaku mystery’s affective goals. 

In conclusion, allow me to answer the question I posed at the outset: where and 
when is Carollian nonsense a mystery novel? Whenever you’re aware Carrolian 
nonsense is a novel mystery, of course.


