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Preface

Throughout East Asia, people use the same word to talk about comics, that is, 72
[#]. Its pronunciation differs slightly from language to language though. Western
script conveys it as manhwa for Korean, manhua for Chinese, and manga for
Japanese. Different notations lend themselves to articulating cultural positions,
not only in Latin letters. The Japanese script, for example, which employs
Sinojapanese characters (like the two-character composite for manga given
above) as well as syllabaries, allows for using the latter to distinguish at least
between domestic comics and those from the neighboring countries, although
the subtle difference between the Korean and the Chinese cannot be reproduced.
Employing the katakana syllabary to segregate manga from manhwa in the same
Japanese text—as is the case in the first two chapters of this volume—comes
across as a strong cultural claim. After all, in Japanese, the word manga stands
for both comics in general and Japanese comics in particular. If the latter is
accentuated, then as the opposite to comics (komikku which, on the other hand,
stands also for tankobon, that is, book editions as distinct from manga proper,
that is, magazine series). In relation to foreign cultures, the word comics may
evoke, first of all, Disney and the American superhero genre, but recently also
bande dessinée (abbr. BD), which are often equated with European comics as
such, for example, in chapters 2 and 3.

But Korean' comics are easily co-opted into manga due to apparent
similarities which arose from a decade-long history of exchange.

In Japanese, discussions of this exchange in the name of “influence” and
the resulting similarities would tend to use the word manga, while attention to
the agency of Korean artists and readers and, in consequence, Korean-Japanese
differences leads to favoring the word manhwa. Chapter 1 extends this attention
to gekiga/geukhwa. Like manga, the Japanese word gekiga has entered western
languages in recent years, at least, insofar as comics discourse is concerned.
Literally meaning “dramatic images”, it implied the opposition to light-hearted,
funny comics for children in the 1960s, but outside Japan, it has been conceived

1 In this volume, the words Korean and Korea refer to the Republic of Korea, or South
Korea. 7



mainly as a sort of manga engaged in social criticism, and Tatsumi Yoshihiro?
is regarded as its foremost representative. While Leem Hye- Jeong focuses in
chapter 1 on a historical comparison of gekiga and geukhwa, chapter 2 by Yoo
Soo-Kyung analyzes two recent examples of comics for girls, that is, Japanese
shajo manga and Korean sunjeong manhwa.® Being a cartoonist (or a caricaturist)
and a “story manga” artist respectively, Leem and Yoo pursue differences and
thereby a path slightly different from previous Korean comics historiography
which has concentrated on similarities. Yet, both exhibit also an awareness of
the bias which an overemphasis on either similarities or differences involves,
when they consider the possibility that the privileging of differences may play
into the hands of exoticism and a commercially as well as politically motivated
nationalism, distracting from comics-specific properties and commonalities of
modern societies a like. Precisely this overemphasis on differences is typical for
the global marketing of manhwa, especially comics for a female readership and
educational comics, the two genres which are at the heart of manhwa as a printed
medium now. But even here, differences stay intertwined with similarities. After
all, contents agencies and publishing houses promote the particularity of manhwa
on the precondition of manga’s success.

With respect to the two chapters on Korea, a brief remark is indicated.
Relying on the common sense of Korean comics discourse, both assume that the
liberation of manga imports from Japan began in 1998, and prior to that, only
pirated editions circulated. But this was apparently not the case.* The law did not
explicitly prohibit Japanese media products. Being a cultural policy measure, the
ban was rather implemented by tacit agreement, but already in 1991, political
discussions about the official acceptance of such products set in. Further, the
import of Japanese manga did not generally count as illegal. A licensed edition
of “Dragon Ball”, preceded by actual negotiations with its Japanese publisher
Shueisha, was released already before 1998.

Interestingly, the third chapter by Luo Rong Rong hovers also between
a concern for cultural as national differences and the acknowledgement of cross-
cultural alliances in the name of comics.® Her introduction to “independent
manhua” in the People’s Republic of China shifts the focus away from the culture

2 Anote on transliteration: Throughout this volume, Japanese, Chinese and Korean names
are given in the domestic order, family names preceding given names (except in citations
to authors’ works published in Western languages, where they appear in the English
order). Japanese words, place names etc. are rendered in italics when mentioned the first
time, and with macrons indicating long vowels, except in citations where they appear in
standard English. The romanization of Japanese words follows the Hepburn system (http://
en.wikipedia.org/wiki/Hepburn_romanization). (last access: January 10, 2012)

3 Japanese terms which have already entered western languages, such as manga, shojo
manga, gekiga and tankdobon, are not necessarily explained in the English texts of this
volume.

4 I would like to thank Yamanaka Chie (who is quoted in Steffi Richter’s essay) for
bringing this to my attention.

5 In the English texts of this volumes, the words comics (including the -s) is used for both
the plural and the singular, following recent custom within anglophone Comics Studies.
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industry, whose products attract the most attention. Instead of highlighting xin
manhua, the new, manga-oriented kind of comics in China, she illuminates less
commercial activities, which she compares to American Undergound Comix and
more recent alternative comics. Underlying her search for social criticism by
means of comics are her own endeavors as an up-coming artist.

Leem, Yoo and Luo presented their thoughts at the international
symposium “Why ‘Manga Studies’ Matter: East Asian Perspectives onto a Global
Phenomenon”, held by the Institute of East Asia Studies in cooperation with the
Center for Area Studies of Leipzig University and Kyoto Seika University’s
International Manga Research Center on October 4, 2010. Steffi Richter, the
main organizer on the German side, suggested to publish the revised papers in
the form of the present volume, and she kindly contributed one chapter herself,
which complements the first three methodologically by demonstrating, among
other things, what consequences the language of “influences” has. Precisely this
language is wide-spread among graduate students who have been mainly trained
as artists, but are required to submit both an art work and a thesis at the end of
the doctoral course. The idea to deploy this volume in seminars held at Kyoto
Seika University was one motivation for providing the four main chapters in
both English and Japanese. Leem, Yoo and Luo wrote their essays in a foreign
language, that is, Japanese, and due to an ongoing editing process, the English
translation, which was done from the Japanese without further knowledge of
Korean and Chinese, is not always meticulous. Pressed by time, I was not able to
translate this introduction and the final chapter into Japanese either. The Kyoto
Seika University Publishing Subsidy Program had to be spent within the fiscal
year of 2011, and it makes it a condition that the applicant herself includes an
essay as well. I hope that the last chapter on manga in its relation to museums in
contemporary Japan helps to answer some of the questions which foreign visitors
to the Kyoto International Manga Museum tend to ask.

Last but not least, I would like to thank everybody who supported the
initial symposium as well as the edition of this volume, first of all, Steffi Richter,
Kudo Yoko and Jessica Bauwens-Sugimoto, but also Kiriyama Yoshio and
Rebecca Jennison. May this volume stimulate a broader view of the interrelations
between manga, manhwa and manhua, not only in the sense of nationally
conceived cultures, but also industrial and “alternative” approaches towards
comics.

Kyoto, January 2012

Jaqueline Berndt
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Koo Woo-Young’s
“Lim Kok-Jeong” (1972-73),
a Dramatic Graphic Narrative
(geukhwa) Serialized in a Newspaper

LEEM Hye-Jeong

When it comes to East Asian comics, many people think of Japanese manga.
In fact, Japanese comics' have been attracting worldwide attention in recent
years. Undeniably, their influence has also spread to other East Asian countries,
for example, to Korea which is geographically closest to Japan. Many comics-
related terms reveal the influence of the Japanese language. This has resulted in a
strong tendency to stress the similarities between Korean manhwa and Japanese
manga. In an attempt to relativize the prevailing emphasis on “influences”, this
paper focuses on how much Japanese manga and Korean manhwa, although
apparently similar at first glance, actually differ due to their respective social
environments. More precisely, it concentrates on the 1970s as the preliminary
stage to the present wave of globalization, and takes the first serialized Korean
newspaper geukhwa “Lim Kok-Jeong” (also transcribed as Lim Geok-Jeong;
fig. 1) as its example, highlighting its particularities through comparison with
Japanese gekiga.

1. Traces of Japanese influence in Korean comics

Against the backdrop of Japan’s colonial rule over the Korean peninsula from
1910 to 1945, the Republic of Korea rejected diplomatic relations with Japan
after regaining national sovereignty. The relations between the two nations were
normalized in 1965, but for political and administrative reasons, the import and
distribution of Japanese culture was still not allowed (Cho Hyung-Seong 2003:
5). Until 1998, when the first phase of liberalization of Japanese cultural products?

1 Here, the word “comics” serves as a general term signifying manga, manhwa, gekiga,
geukhwa (the latter two literally meaning dramatic picture/s) and so forth.
2 The government of the Republic of Korea implemented policies to liberalize the import
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began, the import of Japanese manga was not completely permitted either. Yet
despite these government measures, manga entered the country illegally, and by
1998, pirated editions of manga had already become rampant.

According to Korean comics historiography, the first pirated manga
was a copy of Yamakawa Soji’s Shonen Kenya (Kenya Boy),? thought to have
been published in 1952 under the title Millim Ui Wanza (King of the Jungle;
fig. 2). But this assumption appears to be erroneous in two regards. Firstly, the
year of publication, now commonly accepted in Korea,* must be re-examined.
Considering that Shonen Kenya, which was serialized in the Japanese newspaper
Sangyo Keizai Shinbun between 1951 and 1955 and saw the publication of its
first book volume in 1953, it is more likely that the Korean Millim Ui Wanza
was released not in 1952, but in 1953 at the earliest. Secondly, it should be noted
that Shonen Kenya and its successor Millim Ui Wanza have been regarded as
manga/manhwa in the sense of long-format comics. But these are not comics in
the strict sense; rather, they are picture stories. Shonen Kenya first appeared in
proper manga form in 1961, when, in line with the broadcast of the TV series, its
serialization was launched in the weekly manga magazine Shonen Sunday (issues
No. 14, 1961, through No. 15, 1962).° In Korea, on the other hand, the edition of
Millim Ui Wanza, published by Segyemunhwa, gained such popularity that other
publishing houses released their own pirated versions of Shonen Kenya as well
(Park Ki-zun 2009: 39).

Between the 1950s and 1998, when it became completely legal to import
Japanese manga, Korea’s comics culture received Japanese influences via such
pirated editions, and Japanese terms left their mark too. Terms generally used for
comics today, such as manhwa and geukhwa, originated in the Japanese manga
and gekiga. However, the fact that similar terms are being used does not mean
that Korean manhwa are completely the same as Japanese manga. Against the
recent trend in Korea to pursue differences by focusing mainly on the female
genres of sunjeong (or sunjung) manhwa and shojo manga, this paper introduces
the less-considered geukhwa and its representative artist Koo Woo-Young (1938-
2005; fig. 3).

of Japanese cultural products gradually in four phases: (1) October 20, 1998, (2) September
10, 1999, (3) June 27, 2000; (4) September 16, 2003 The import of Japanese manga was
completely liberalized in the first phase (Ministry of Culture and Tourism et. al. 2004: 475-
476). For the complicated legal situation see also Nakamura 2004.

3 Set in Kenya, this picture story relates the adventures of the Japanese orphan boy
Wataru, his friend, the Maasai chieftain, and the animals of the jungle. Its popularity was so
great that its publisher, the Sangyé Keizai Shinbun, was temporarily called “Kenya shinbun
[newspaper]”. Between 1953 and 1955, thirteen tankobon volumes were published, which
became the source material for adaptations to film, TV series, manga and animated feature
film (Mitani Kaoru & Nakamura Keiko, eds, 2008: 4, 72-83).

4 For example, Park Ki-zun, a leading authority in the Korean manhwa world, states
this opinion in his monograph (2009: 39-40). See also the website of the Korean Comics
Association (http://www.cartoon.or.kr/intro/cartoon_history01.php).

5  The art work was done by Ishikawa Ryitita. The TV series aired May 4, 1961, through
February 8, 1962, at NET (today part of the TV Asahi group), on Thursdays 6:15-6:45 p.m.
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Koo Woo-Young’s series “Lim Kok-Jeong” was the first dramatic graphic
narrative in Korea’s press history. Published in the sports newspaper lrugann
Sports (Daily Sports) over a period of 14 months beginning in January 1972, this
series was particularly ground-breaking, because back then, caricatures, cartoons
and 4-panel strips about current affairs prevailed in the press. Taking the form of
a long fictional comics for adult readers, “Lim Kok-Jeong” boosted the element
of entertainment in newspapers. From the launch of Korea’s first newspaper
Hanson Sunbo in 1883, this medium had mainly served the roles of reporting and
educating, but Daily Sports, started in 1969 (fig. 4), was the first daily newspaper
with a comprehensive entertainment function. Instead of politics and state affairs,
it featured mainly popular topics. It was precisely this editorial guideline that led
to the serialization of “Lim Kok-Jeong”, which proved to be a good decision,
as the comics boosted the newspaper’s print run: within four years, it increased
from ca. 20.000 to 300.000 (Lim Boum 2008: 17).

“Lim Kok-Jeong” changed the notion of newspaper comics fundamentally
and, via this medium, paved the way for long-format comics addressed to adults in
general. In contrast, Japanese gekiga had its roots not in the newspaper, but in the
rental-library culture, as it appeared mostly in the form of periodicals and book
volumes published exclusively for rental libraries (kashihon ya); nevertheless,
there were occasional newspaper gekiga in Japan as well. Below I shall compare
“Lim Kok-Jeong” to one of the latter in order to illuminate the particularities of
the Korean newspaper geukwha.

2. Korean geukwha

The use of the word gekiga/geukwha provides one clue, among others, in the
pursuit of reasons that explain such comics’ proliferation in Korea and the
Japanese influence on them. In Korean historiography, geukwha are characterized
by pictorial realism, dramatic stories and a large number of captions. Insofar as
they relate mostly legends and historial stories set against the background of
ancient and medieval Korea and China, they are named “traditional geukwha”.
However, in the 1950s, when the term geukwha had not yet emerged, it was
customary to call such comics “picture stories” or “pictorial novels” (Han
Young-Ju 2001: 80; fig. 5). The cover of Park Koan-Heong’s Seongseo Ui
Bimill (The Secret of the Bible), for example, indicates that another term was
in use as well: “action picture/s” (hoalgeuk) (fig. 6). Just before the start of its
serialization, “Lim Kok-Jeong”, the subject of this paper, was announced in an
editorial article as a “manhwa novel” (fig. 7), but the 10-volume edition released
in February 1974 featured the word geukhwa on its title, the geuk being rendered
in an abbreviated form of the respective Chinese character (see fig. 8). To be
exact, the two characters for geukwha which are used in Japanese today appear
for the first time on the frontispiece of vol. 3 (fig. 9). Volumes 1 and 2 employed
an abbreviated form only common in Japan at that time; this abbreviation
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suggests that Japanese manga culture in general and gekiga in particular were
known in Korea (fig. 10). In the 1970s, the import of Japanese comics was still
prohibited, but under the conditions of rapid economic growth, the trade relations
between the two countries became very active which led to an unofficial influx
of information and culture.

The Japanese term gekiga was coined by artist Tatsumi Yoshihiro. In his
book Gekiga University. He defines the term as follows:

“Something in me resisted the equation of comics with comicality.
Why do comics have to be funny? [...] Sometimes, comic expression
is a hindrance for delving deeper into a character’s psyche. But if a
mainly realist story is to be told, an unrealistic style will make it a pipe-
dream, and reduce its impact by fifty percent.” (Tatsumi 1968: 14, 16)

To Tatsumi, gekiga signified comics for adults with serious content,
rendered in a non-exaggerated, realist style, abandoning the element of laughter.
In contrast, Koo Woo-Young, the creator of Korea’s first newspaper geukhwa,
stated the following:

“Whether an adaptation of a preexisting work or pure original creation,
geukhwa manhwa should be like a small novel centered around one
subject. This is the point of drawing geukhwa, this is its life. [...]
What readers of cartoons demand from a manhwa artist is different
from the demands of readers of geukhwa manhwa. The former want
the artist to be a spokesman of suppressed anger unexpressable in
words and stories. But he has to understand that the latter demand
‘enjoyism’, that they want to have fun.” (Koo Woo-Young 2008: 187)

Thus, Koo Woo-Young understood geukwha basically as a novel in
manhwa form, and he emphasized laughter and fun, probably out of concern
for the publication site of his series. Considering the readership of a sports
newspaper, he aimed at depicting content for adults in realist visuals, and in a
dramatic as well as funny manner. Precisely in this regard, geukhwa differs from
Japanese gekiga. In order to give a more detailed account, I will now introduce
briefly the story of “Lim Kok-Jeong”.

3. The newspaper geukhwa “Lim Kok-Jeong”

The newspaper geukhwa “Lim Kok-Jeong” is an adaptation of the eponymous
novel by Hong Myung-Hee.® This novel, one of the grand historical fictions of

6  Hong Myung-hee was born in July 1888 to a noble family in Kwoisan, Choongbook
Province. Not only his descent from one of the noblest families makes him an exception
in Korean modern literature, but also the fact that he established himself as an author by
publishing only one novel, “Lim Kok-Jeong”, a historical narrative of the biggest scale in
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the colonial era was initially serialized in the newspaper Chosun Ilbo between
1928 and 1939. The novel’s protagonist Lim Kok-Jeong is a historical figure, a
chivalrous thief reminiscent of Robin Hood, who gave food to the people in the
1550s and eventually died in 1562. Through the activities of Lim Kok-Jeong and
his fellows, the novel depicts human life and the wish to abolish social disparity.

In the geukhwa, the protagonist is supposed to be of paekchong origin,
a paria of the lowest cast. And he is incredibly strong. After his family has been
killed by corrupt politicians, he meets the monk Mumong, from whom he learns
fencing as well as the great ambition to rescue the people. Then he forms his
group of outlaws. Increasingly, they waylay corrupt government officials and
give their haul to the poor. Lim Kok-Jeong’s rival is Youn Won-Bin, a cruel man
from the ruling class, who kills the monk Mumong when they meet accidentally
(fig. 11). Another main character is the courtesan Chun-Sim who loves Youn
Won-Bin. In the course of events she meets Lim Kok-Jeong and falls in love
with him. Thus, a love triangle begins. Finally, there is Seo Lim, a lecher and sly
man. Although a retainer of Youn Won-Bin, he rapes his lord’s wife and escapes
to become a member of Lim Kok-Jeong’s gang. At the story’s climax, Youn
Won-Bin kills Chun-Sim and is himself killed by Lim Kok-Jeong, who again is
betrayed by his fellow Seo Lim and caught by the government forces.

4. Comparing “Lim Kok-Jeong” to the Japanese newspaper gekiga “Bohachi
bushids”

On the assumption that the specific style of “Lim Kok-Jeong” could be analyzed
by comparing it to a Japanese newspaper gekiga, | examined whether Japanese
newspapers serialized such comics around 1972, looking at Asahi Shinbun,
Mainichi Shinbun and Yomiuri Shinbun, as well as the sports newspapers Nikkan
Sports, Sports Nippon, Hochi Shinbun and Yitkan Fuji. As a result, | was able
to confirm the existence of “Bohachi bushidd” [8-vice Bushidd] in Hochi
Shinbun (fig. 12). Moreover | found out, that this newspaper had tied up with the
Korean Daily Sports in 1970, aiming at cooperation in regard to event coverage
and correspondence work.” This connection probably prompted the geukhwa
serialization as well. However, the publication of a geukhwa in this newspaper

pre-war Korea. In 1930, while his novel was still being serialized, Hong Myung-hee was
arrested by the Japanese police as one of the leading figures of the anti-Japanese nationalist
movement, on the occasion of the First National Congress held by the Association for a New
Korea (Skannhoe). After Korea’s liberation from Japanese rule on August 15, 1945, he went
to the North as appointed head of the Central Executive Committee of the League of Korean
Literary Authors. In North Korea, he served, among other things, as Vice-Prime Minister
and Head of the Committee for the Peaceful Unification of the Fatherland, before he died
of old age in 1968. (see Korean article on Hong Myung-hee in Encyclopedia Britannica,
http://100.daum.net/encyclopedia/view.do).

7  See official website of /rugann Sports [Korean]: http://isplus.joinsmsn.com/edit/ilgan/
history.html
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cannot be simply traced back to Japanese influence, considering how much “Lim
Kok-Jeong” and “Bohachi bushidd” differ in regard to their story-telling and
style. Some of these differences shall be highlighted below.

“Bohachi bushido” was serialized in Hochi Shinbun between October
19, 1971, and January 31, 1972 (fig. 12). A book edition by publisher Kdodansha
followed in January 1973. The gekiga’s title points to outlaws who are oblivious
of the eight vices, and to a gang of so-called “8-vicers” (hatsubosha) which are
close to monsters in human form, because they lack human reason and heart.?
“Bohachi bushidd” was written by Koike Kazuo (1928-2000)° and drawn by
Kojima Goseki (b. 1936),' the creators of the famous gekiga “Lone Wolf and
Cub” (Kozure 6kami). Set in the Edo era (1603-1867), “Bohachi bushidd” is
a historical action story. It features the above-mentioned gang and their illegal
business in the licensed red-light district of Yoshiwara. Its protagonist Ashita
Shind is a criminal ronin wanted by the authorities, but the shogunate (bakufu)
as well as several daimyo lords and their fights against each other are depicted as
well.

In contradistinction, “Lim Kok-Jeong” is based on a long historical
novel. In favor of geukhwa drama, the series adapts two of the novel’s volumes
which feature Lim Kok-Jeong and his group’s most vigorous period, “The sworn
brothers” and “Robbers”. Further, it adjoins the historical hero with newly
invented characters, intertwining reality-effects with suspense. And while Lim
Kok-Jeong, his robbers and their rescue of the poor are at the center of the
story, various side-episodes provide for comics-specific amusement by means
of humour and satire. “Bohachi bushid6”, on the other hand, is a fictitious story.
As a period drama set in the red-light district of Edo, it contains many sexual
representations. Throught the series, the narrative stays close to the actions of
the protagonists, heading straightforward towards the end without distraction,

8  According to http://www.japanknowledge.com/top/freedisplay, bohachi has a twofold
meaning. Firstly the Japanese meaning of indulging in prodigality, enjoying oneself at the
red-light district, or such persons (namely those who lost the eight virtues of benevolence,
righteousness, courtesy, wisdom, loyalty, faith, filial piety, and obedience); also used as a
word to abuse such persons, and to signify brothels and their owners. Secondly, as a word of
Chinese origin to abuse persons who forgot the eight virtues of benevolence, righteousness,
piety, obedience, loyality, faith, modesty and shame, that is, brutes, sly men. “Bdhachi
bushidd” refers to the second meaning of the term, as the 12th panel of installment No. 4
(October 22, 1971) explicates with the following caption: “Outlaws who forgot the eight
virtues of benevolence, righteousness, piety, obedience, loyality, faith, modesty and shame,
inhumane humans... a gang of brutes in human disguise...”.

9  See his official website: http://koikekazuo.cocolog-nifty.com/about.html. Other
representative works by him are “Samurai Executioner”, “Lady Snowblood”, and “Crying
Freeman”. Since 1977 he has been running his Gekiga Sonjuku school to educate manga
artists. Teaching character creation in a unique way, he helped Takahashi Rumiko, Hori
Y1ji, the designer of the Dragon Quest game, and others to make their debut.

10  His career as a gekiga artist supposedly began in 1957, but prior to that he had
already pioneered the new genre of period pieces for girls (for example with the “Koi no
Shinsengumi” series). His art work for “Lone Wolf and Cub”, written by Koike Kazuo and
serialized in the magazine Manga Action, made him famous worldwide. Many of his works
were adapted to film.
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for example, by interwoven side-episodes. With its emphasis on serious content
addressed to adults and its suppression of laughter, “Bohachi bushido™ exhibits
the characteristics of Japanese gekiga.

Both comics appeared daily in their respective newspapers, but the space
which they occupied on the page differed significantly (fig. 13, 1). With respect
to their way of expression, mainly four differences stand out.

Firstly, as already mentioned, “Lim Kok-Jeong” contains many episodes
which invite laughter. Especially funny are the depictions of womanizer Seo Lim
in his dealings with women. In marked contrast, “Bohachi bushidd” presents a
consistently serious narrative, completely lacking humorous elements.

Secondly, many dramatic comics use explanatory text in order to help
the reader with content which cannot easily be conveyed pictorially. In “Bohachi
bushidd”, most of these parts serve the progression of the narrative (fig. 14). But
in “Lim Kok-Jeong”, verbal expression often exceeds the explanatory function,
leading the reader into a much richer world of imagination, especially when the
combination of the serious gekiga/geukhwa form with elements of slapstick
comedy and satire triggers pleasant laughter. For example, installment No. 305
(December 29, 1972) tells how Seo Lim meets a woman on the road, leaning on
text which likens their encounter to a modern boxing match. By intertwining past
and present, this text achieves a satirical impact (fig. 15). It reads as follows: (4"
panel) “There are not many of them anymore, but about twenty years ago, there
were boxing fights with unlimited rounds in America... one cannot help but think
of such a title match.”, and (5" panel) “Even a veteran like Seo Lim went T.K.O.!!
the next morning.”

“Lim Kok-Jeong” is targeted at adults, but its sexual content does not
become pictorially explicit. The 5" panel rather alludes to such content in a
satirical manner, by suggesting that the weak person, the woman, knocked out
the powerful one, Seo Lim. The latter’s powerful position is symbolized by his
hat, the typical headgear of a highly ranked Korean in the 1550s. This must have
caused thrilled laughter in the 1970s, the era of the military regime, considering
that people’s discontent with the authorities increased back then.

Installment No. 339 (February 10, 1973) may serve as another telling
example. Although the story is set in Korea’s Joseon era, the 1550s to be precise,
the text sometimes deploys foreign words and modern colloquial speech (fig.
16). The fourth panel from the left reads: “A ‘miracle’ — is this common?”, and
the 21% panel contains the lines: “And now... what? Do strong women really
throw themselves down without parachutes?”” The first refers to Seo Lim pushing
his wife off a precipice, but the accompanying text alludes to the New Testament,
that is, the tale about Christ feeding several thousand people with just two fishes
and five loafs of bread. Furthermore, the latter likens the wife’s attempt at suicide
to a jump from an airplane without parachute. Thus, the text sometimes deviates
from the diachronic flow of the historical story, enriching it in a comical way

11 Abbreviation of technical knockout.
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with synchronic expressions which go back and forth between East and West. In
Installment No. 27 (February 3, 1972; fig. 17), for example, the 14" panel refers
to the fight between two sworn enemies, the houses of Youn and Lee, by means
of a comical comparison with Shakespeare’s Romeo and Juliet: “In Romeo and
Juliet by the Western guy Shakespeare, you can find a story of a similar quarrel.”

As evident from the above examples, the text in “Lim Kok-Jeong”
functions as a tool to engage the reader. It closes the gap between the contemporary
reader and the historical story, inducing a feeling of affinity. In addition, the
manifold verbal parts in “Lim Kok-Jeong” add a special flavour of laughter and
amusement to the action-centered story.

Thirdly, with respect to the action scenes, it is striking that “Bohachi
bushidd” depicts brutal scenes of battles, violence and torture in an almost
cinematic, lifelike manner (fig. 18). The protagonist’s trade is precisely what his
nickname “Assassination Shind” conveys. Consequently, this gekiga does not
aim at representing fights for a cause among samurai and others, or at showcasing
the art of swordmanship through battle scenes. It focuses rather on those moments
when human bodies are sliced off and scattered around. In “Lim Kok-Jeong”,
the depiction of similar battle scenes concentrates on the movements of the
sword. For example, installment No. 352 (February 25, 1973) showing a fight
between Lim Kok-Jeong and Youn Won-Bin, leaves a strong impression due to
its emphasis on magnificent swordmanship and its use of powerful speed-lines.
The nobel-minded thief possesses superhuman strength, but he uses it to help
the people. Accordingly, the geukhwa refrains from spectacular renderings of
atrocities (fig. 19).

Fourthly, and finally, there is a difference in the representation of
sexuality. Set in the red-light district, “Bohachi bushido” provides a lot of
female exposure and many sexual scenes. Their realism and explicitness come
as a surprise considering that the publication site was not an erotic magazine,
but a newspaper (fig. 20). How crucial sexual depictions were for this gekiga
can be deduced from its adaptation into a live-action film titled Porno jidaigeki:
Bohachi bushido [Pornographic Period Drama: 8-vice Bushidd]"? after the end
of the newspaper serialization. “Lim Kok-Jeong”, on the other hand, refrains
from any explicit sexual depictions. In the 1970s, sexual expression was strictly
censored in Korea, and therefore, allusions prevailed, for example, in the form of
a dark room like in installment No. 12 (January 16, 1972; fig. 21). Exposing that
sexual intercourse could only be depicted indirectly was in part directed to the
censorship as such, subjecting it to satire.

6. Concluding Remarks

Around 1970, sports newspapers became very popular in Korea, due to their

12 Directed by Ishii Teruo for Toei in 1973. As a DVD for adults, it is still on sale today.
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providing comprehensive entertainment on a daily basis. But “Lim Kok-Jeong”,
although published in such a newspaper, did not make entertainment its sole
objective. Offering humour and fun to the (mostly male) readers of Daily Sports,
it carved itself a unique position as a geukhwa for adults which included satire. In
contrast, “Bohachi bushidd” maintained the particularities of gekiga. Although
published in a very different medium, that is, a newspaper, it abandoned laughter
while emphasizing psychological and realist representation. Thus, “Lim Kok-
Jeong” and “Bohachi bushidd” exhibit significantly different ways of expression,
which, among other things, had to do with the role they played in the societies
of Korea and Japan. As demonstrated above, “Lim Kok-Jeong” paved the way
for the field of geukhwa via the newspaper medium and pioneered a kind of
dramatic comic which involved laughter. It goes without saying that its “satire
and laughter” was closely related to a daily life full of constraints caused by
the military regime at that time. Yet, “Bohachi bushidd”, although created under
fundamentally different conditions, was no less ground-breaking in its own
environment, as it ushered gekiga-specific depictions of violence and sexuality
in the newspaper medium.

In the early 1970s, sexual depictions were permissible in Japan, as
distinct from Korea. This, however, was in one way or another also related to
political issues, especially the conflicts about the U.S.-Japan Security Treaty. After
two anti-treaty movements (1960, 1970) and their respective counter-cultures
had eventually “failed”, youngsters who were frustrated by political activism
turned to reading gekiga—as an act of continued resistance, and concurrently,
an escapist entertainment.'* It was no accident that the amount of eroticism in
gekiga increased.

I am convinced that it is possible to raise awareness of what is going on
in the comics cultures of contemporary East Asia, by investigating works which
were published approximately forty years ago, giving careful consideration to
their historical contexts. One aspect of globalization is cultural standardization.
This requires Comics Studies to be concerned with local particularities and such
particularities’ roots in different countries and regions, in order to facilitate a
truly manifold cultural exchange within our field.
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fig. 1 first installment of “Lim Kok-Jeong”, in newspaper lrugann Sports (Daily Sports), January 1,
1972,p.7
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fig. 2 pirated edition Millim Ui Wanza [King of the Jungle] (Park Ki-zun fig. 3 Koo Woo-

2009: 40) and Shonen Kenya [Kenya Boy] (Mitani Kaoru & Nakamura Young, self-portrait

Keiko, eds, 2008: 73) (in National Assembly
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fig. 6 hoalgeuk (action comics):
Park Koan-Heong The Secret of
the Bible (Seongseo Ui Bimill),
source: Han Young-Ju 2001: 83.
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fig.4 first issue of Daily Sports, September 26, 1969
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fig. 5 traditional 1950s geukhwa: Park Koan-Heong Chiehuui Millsa (The Last Secret Messenger),
source: Han Young-Ju 2001: 83.
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fig. 11 The main characters
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fig. 12 Script: Koike Kazuo, art: Kojima Goseki, first installment of “8-vice Bushido” (Bohachi
bushidd), in: Hochi Shinbun, October 19, 1971.
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fig. 13 Script: Koike Kazuo, art: Kojima
Goseki,“8-vice Bushidd” (Bohachi
bushidd), in: Hochi Shinbun, October 19,
1971.
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fig. 14 Script: Koike Kazuo, art: Kojima Goseki, “8-vice
Bushidd” (Bohachi bushidd), October 26, 1971.
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4th and 5th panel (beginning from the left)
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4th and 21st panel (from the left)
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14th panel (from the left)
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On Differences between
Japanese and Korean Comics for
Female Readers:
Comparing
“Boys Over Flowers” to “Goong”

YOO Soo-Kyung

Introduction

Japanese manga and Korean manhwa are supposed to have many things in
common, from character design to panel layout, story development and style.
Especially comics for a female readership, as represented by Korean sunjeong
manhwa and Japanese shojo manga, resemble each other with respect to their
genre-specific narratives and visuals, but also insofar that the works are created
mostly by female artists and consumed by female readers, staying with them
much longer than films or TV series due to their publication, or serialization, over
months and years, if not decades. Similar genres exist/ed in Asian countries be-
sides Korea and Japan, for example Taiwan, and also in Europe and America, but
they cannot really count as a prevalent culture due to the small number of artists
and works as well as their import dependency. Thus, shdjo manga and sunjeong
manhwa may easily appear as international exceptions, and as such, they are
often interrelated also by Manga/Manhwa Studies.

In terms of visual appearance, distinction proves difficult between the
female genres in particular, and Japanese manga and Korean manhwa in general,
as can be confirmed by the fact that Korean readers did not know they were
reading Japanese material when pirated editions of Japanese manga circulated in
Korea (Kim Ja-Hye 2010). It is even fair to say that shojo manga and sunjeong
manhwa differ only linguistically while sharing the same visual properties (Kim
Sowon 2011), although it becomes less easy to equate the two genres, once we
consider panel layouts and other elements likewise crucial for comics.

In October 1998, the Korean government adopted measures for the lib-
eration of Japanese popular culture and permitted its import, but according to an
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investigation conducted in 1995, 94.1% of the surveyed junior and senior high
school students read manga in pirated editions. Furthermore, 58.3% answered
that they can tell Korean manhwa and Japanese manga apart (YMCA Seoul
1995). Since the late 1950s manga had purportedly entered Korea by means of
piracy,' which continued into the 21st century, although marginally. The decade-
long proliferation of pirated editions and Korean readers’ awareness of them can
certainly not be deduced from one mid-1990s survey, but such a source may at
least help to confirm that from a certain time on Korean readers consumed pi-
rated editions knowingly as Japanese manga. On the other hand, many Korean
students aiming at becoming comics artists for a female readership in Japan, are
asked to draw in a more “Japanese” style when presenting their work to Japanese
publishers. Not rarely do they receive comments such as “this doesn’t pass as a
100% manga—something is strange, you definitely have to adjust to Japanese
shdjo manga style!”.

Obviously, there is a gap between readers and creators on the one hand,
and researchers on the other hand. Comparative research on shdjo manga and
sunjeong manhwa began around 2000, and even now, it is still far from being ex-
hausted. Hardly surprising, most of the research has focused on the social back-
ground and history of shdjo manga and sunjeong manhwa as well as artists and
works of the initial stage. But comparison of works published since the 1990s is
rare, and stylistic analyses which consider visuals, panel layout and line work,
are even rarer. Against this background, my essay focuses on two major series
in order to illuminate differences between shojo manga and sunjeong manhwa.
Taking as my examples the Japanese “Boys Over Flowers” (Kamio Yoko, 1992-
2004, 36 volumes; fig. 1)? and the Korean “Goong” (Park So-hee, 2002-2011, 27
volumes; fig. 2)%, that is, two representatives of the present, I shall pursue why
readers and creators notice differences in an attempt to close the gap between
their experience of differences, and the existent research which has been fixated
on similarities. After a short historical introduction to shdjo manga and sunjeong
manhwa, the focus will be shifted to the two series. Their characteristics will be
demonstrated with respect to publication format, visuals and narrative setting,
before touching upon the background of their differences.

1. Historical overview of shojo manga and sunjeong manhwa

Opinion is divided on which work was Japan’s first shojo manga, but in regard to
narration and scale, Tezuka Osamu’s “Ribon no kishi”” (Princess Knight, 1953-),
serialized in Shojo Club, is usually cited. Indeed, while prior to this manga, one
installment consisted of about four pages with six to eight panels each, after

1 Institute for Manhwa and Animation Industry 2005: 27.

2 Korean translation vol. 1-36, Seoul Media Group 1999-2004.

3 Jap. translation “Love Kyon LOVE in Keifukugii [Gyeongbokgung]”, vol. 1-27, Tokyo:
Shinshokan 2006-2012.
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“Princess Knight”, that is, from the late 1950s onwards, series with eight pages
per installment increased. These works were almost entirely created by male art-
ists, such as Tezuka or Chiba Tetsuya, until Mizuno Hideko, Maki Miyako and
other female artists entered the stage and developed a peculiar visual expression,
which became formative for shdjo manga’s initial stage. In the 1970s, narration
was accentuated, and the scope widened to include fantasy, historical fiction, SF,
action, mystery and homosexual love. At the core of this trend was a group of
popular female artists called the Magnificent 49ers, including Takemiya Keiko,
Oshima Yumiko, Aoike Yasuko and Hagio Moto. Their works resonated with
female and also male readers who until then had not noticed shdjo manga. In the
1980s, a new genre addressed to mature women arrived. Called, among other
things, ladies’comic or josei manga,* this genre succeeded the grammar of shojo
manga while featuring adult female protagonists. Compared to the shojo manga
of the 1970s, it favored a simple panel layout and emotionally restrained facial
expression, which fit the topics of family, professional life, parenting and love.
With the collapse of the bubble economy, this genre saw a recession, yet gave
rise to new magazines situated between comics for girls and comics for women,
such as Cookie and Kiss. The diversification of shdjo manga in the strict sense
advanced too. Beginning with “Boys Over Flowers”, numerous works of this
period featured heroines who were introverted and at the same time actively en-
gaged in matters at hand, especially love and other human relationships. Con-
tinuing into the 2000s, stories about “salvation from one’s complexes thanks to
being chosen” started to decrease—suffice to mention the heroine of Suenobu
Keiko’s “Life” who fights against bullying. Due to the stagnation of the manga
market during the last decade, many magazines, not limited to shdjo manga,
suspended or discontinued publication. But on the other hand, shdjo manga has
won over consumers who did not belong to its initial readership, including male
readers. This rested, among other things, on an increase in TV-series and film
adaptations of works such as “NANA” or “Nodama cantabile”.

In Korea, it is customary to regard Han Sung-hak’s Eternal eyes (Young
won han jong), published in book format in 1957, as the first sunjeong manhua.’
At that time, male artists like Han Sung-hak dominated the field, creating family
stories without a special emphasis on decorative renderings. In the mid-1960s,
works by female artists, such as Eom Heeja and Min Aeni began to increase,
and their drawings were apparently influenced by Mizuno Hideko, Maki Miyako
and other Japanese artists.® Most of the stories led to a happy ending, relating,
for example, how a nice girl who grew up in a poor family gets favored by for-
tune. But in the 1970s, censorship against manhwa tightened to such an extent
that its development was obstructed. In addition, there was a growing number

4 Below, I use josei manga (women’s manga) in a general sense, since the term /adies’
comics connotes material for female readers which contains mainly sexual depictions.

5 See, for example, Son Sang-ik 1999, Park In-ha 2002, Kim Sowon 2011.

6 This is a frequent issue in interviews with artists who were active already in the 1960s.
See for example Noh Sueen 2000.
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of publishers which had Japanese shojo manga works replicated by domestic
artists in order to obtain easy profit. Thus, sunjeong manhwa entered a period
of stagnation. But when in the mid-1970s the shojo manga-based anime Candy
Candy aired on Korean TV, it triggered a boom of pirated shojo manga. Due to
the tremendous popularity of these editions, sunjeong manhwa began to regain
attention seeing its so-called renaissance with artists such as Cha Sung-jin, Kim
Dong-hwa and Hwang Mina, who were joined by Shin Il-suk, Kang Kyung-oku
and others in the mid-1980s.

The sunjeong manhwa of that time was mainly published in magazines,
and it distinguished itself by leaning on literature, with respect to both topics
such as history or SF, and verbal expression. Widening its range beyond love sto-
ries, sunjeong manhwa attracted older teens and people in their twenties, which
raised the average age of its readers slightly. This trend continued into the 1990s
when Park Hee-jung, Yoo Shi-jin, Na Yery and other artists flourished. But in
the late 1990s censorship tightened again in line with the newly enacted Law for
the Protection of Children and Youth. The popularity of rental libraries as well
as the financial crisis and the subsequent IMF bailout brought the domestic man-
hwa market to a halt. Under these conditions, many of the still young sunjeong
manhwa magazines suspended or ceased publication after only a few years. Yet,
the 21st century saw a novelty, that is, the launch of several manhwa magazines
for mature women. These publications have introduced also manhwa which were
created under European and American influence and innovative works which
employed experimental techniques of expression. But there were attempts at
change from within the industry as well, for example, efforts to make traditional
Korean culture the subject of sunjeong manhwa and link these comics to TV
and film adaptations. “Goong” has become the most successful example in that
regard.

2. Positioning the two works

“Boys Over Flowers” (Hana yori dango) is a manga by Kamio Ydko which ran
in the shdjo manga magazine Margaret (Shiieisha) between 1992 and 2004. It
tells the story of Makino Tsukushi, an ordinary girl who enters the Eitoku School,
an institution mostly attended by rich students, because her parents want her to
marry well, and it relates her adventures with a group of beautiful young men
from wealthy families called the F4. With 60 million copies sold up to 2011,
this manga holds the record in the female realm. In 1995 the series was success-
fully adapted to a film in Japan, but that did not lead to a real boom yet. Much
more popularity enjoyed adaptations to TV series produced separately in Taiwan,
Japan, Korea and China. The Taiwanese production titled Meteor Garden was
the first in 2001, while the Japanese production aired in 2005. Korea and China
produced their series in 2009, and because of the huge response, Japan and China
broadcasted sequels, in 2007 and 2010 respectively. A second Japanese film ad-

46



YOO Soo-Kyung

aptation was produced in 2008 and also enjoyed some popularity. Besides film
and TV, there are anime, games and novels. The manga series appeared on the
Korean market in the early 1990s, at first in the form of piracy, until in 1998
Seoul Media Group concluded a contract and published it properly. Thus, “Boys
Over Flowers” had gained the support of Korean readers since the era of piracy,
and it is still regarded as an important work which cannot be dismissed when
discussing Japanese shdjo manga in Korea.

“Goong”, on the other hand, was serialized by Park So-hee in Korea’s
most prominent sunjeong manhwa magazine WINK between 2002 and 2011.
Supposing that a royal family still exists in Korea, the story begins with the
political wedding of the heroine—an ordinary high school student named Shin
Chae-kyeong—to the Crown Prince. This made the series popular immediately.
All 21 volumes taken together, a total of 20 million copies have been sold in
Korea, making this work the second-best manhwa ever and a rare hit for the
publishing industry. Undoubtedly, the Korean TV series which aired later also in
Japan and Taiwan, contributed to this success. Further, “Goong” was exported to
Japan where it reached the highest print run of all translated sunjeong manhwa.
In recent years, it was even turned into a musical there. Besides Japan, copyright
contracts have been concluded with Taiwan, China, Indonesia, France, Italy and
other countries.

I have chosen “Boys Over Flowers” and “Goong” for this essay not only
because both works enjoy a popularity which led to print-run records among
female comics in their home industries, but also because their translations are
available in both countries. As manga/manhwa for female readers are especially
sensitive towards fashion in visual style, these works have influenced many read-
ers, artists and works, creating a new current within the industry. Both are cin-
derella stories. And they share a similar social background: while “Boys Over
Flowers” appeared in 1992 after the collapse of the bubble economy, “Goong”
started in 2002 after the IMF bailout.

Even in regard to their position in manga/manhwa history, they have
some things in common. Japanese shojo manga established its early style in the
1950s and 1960s, before the Magnificent 49ers privileged narration in the 1970s,
but in the 1980s, the genre saw its diversification and decrease. “Boys Over
Flowers” was serialized after that. Korean sunjeong manhwa, on the other hand,
consolidated itself between the late 1950s and the early 1970s, and revived in the
1980s to see its Golden Age until the early 1990s, but regulations, among other
things, caused its decline. “Goong” is a post-Golden Age manhwa. Although
these two works started serialization not at the same time, the backdrop against
which they appeared is similar, as the historical perspective suggests. Further,
the common elements in character setting and story development —the ordi-
nary heroine and the male protagonist of a higher social rank, the appearance of
people who get in their way, and the couple’s opposition at the beginning of the
narrative etc.—recommend them to comparative analysis.
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3. The two artists

Park So-hee, the creator of “Goong”, made her debut in 2000 with “Spirit Wed-
ding” (Young hon gyul hon sik), for which she received the Seoul Media Group
Newcomer Manhwa Grand Prix. At first, her works targeted adult women with
stories about single mothers or the love between a man and a woman who be-
come siblings by remarrying. She published these in NINE, but when this man-
hwa magazine for women ceased publication, she transferred to WINK, a maga-
zine which addresses a younger readership and, thus, made her change her style
for “Goong”. This is exceptional, compared to the Japanese manga industry.’
In addition, Park So-hee is an exception insofar as she majored in manhwa at
university. Kongju University (previously Kongju Culture University), her alma
mater, was the first to establish a “Department for Comics Art” in 1990.

Kamio Yoko, the creator of “Boys Over Flowers”, made her debut in
1986 with “Waiting until 20" (Hatachi made matteiru) in Za Margaret (Shiieisha).
Apart from “Matsuri Special” (4 volumes, 2008-2009) which she serialized in
Jump Square, she has been publishing in Margaret and its companion titles: after
the completion of “Boys Over Flowers” in Margaret she switched to Bessatsu
Margaret. Since her debut almost entirely creating manga for teenage girls, she
is now highly respected as one of Japan’s leading shojo mangaka.

4. Site and form of publication

In Korea as well as Japan, comics usually take the form of magazine serializa-
tion. The relationship between work and magazine is so close that the image and
orientation of the latter effects the first. Consequently, basic knowledge about
the magazines in which our two examples appeared is vital for comparing them.

Margaret, which serialized “Boys Over Flowers”, was launched in 1963.
Now the representative shojo manga magazine of Japan’s major publishing house
Shteisha, it actually started out as a girls” weekly before turning into a magazine
specialized in manga. Since 1988, it has been released biweekly. Its most famous
series are, in addition to “Boys Over Flowers”, “The roses of Versailles” (Beru-
saiyu no bara, by Ikeda Riyoko, 1972-1973), “Aim for the ace!” (Ace o nerae, by
Yamamoto Sumika, 1973-1980), “SWAN” (by Ariyoshi Kyoko, 1976-1981), and
“Zetsuai 1989 (by Ozaki Minami, 1989-1991). At present, Margaret is accom-
panied by the monthly Bessatsu Margaret, the irregularly published Bessatsu
Margaret sister (a renewal of the former Deluxe Margaret) and the bimonthly

7  In Japan, it is extremely rare that artists who have only created manga for adult readers
transfer to manga for a younger age group, including shojo manga. Even Anno Moyoko,
who has been creating manga for various age groups, can hardly serve as an example, since
she made her debut in the shojo manga magazine Bessatsu Friend. The same applies to male
manga. In some cases, boys’ (shonen) manga artists moved to youth (seinen) manga maga-
zines, but almost never the other way round.
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Za Margaret. The general decline of the manga industry has not failed to leave
its mark on Margaret and its associated magazines either: in 2001, during the
serialization of “Boys Over Flowers”, the print-run amounted to 340.000, while
in 2011, only about 90.000 copies were sold per month.®

In comparison, WINK is the only sunjeong manhwa magazine published
by Seoul Media Group, one of Korea’s major publishing houses. Launched in
1993, this biweekly is the longest-lasting manhwa magazine for women in Ko-
rea. Some of its most famous series are “Red Moon” (by Hwang Mina, 1994-
1999), “Lineage” (by Shin Il-suk, 1993-1996), “Unplugged boy” (by Chon Kye-
young, 1998-2001), and “Hotel Africa” (by Park Hee-jung, 1995-1997). The
Korean version of “Boys Over Flowers” was also published here, but all twelve
works serialized at present are by Korean artists. For a while, WINK was accom-
panied by the women’s manhwa magazine NINE (1998-2001) as well as the girls’
manhwa magazines MINK (1995-2010) and SUGAR (2002-2005), but they were
discontinued due to low print-runs.

While “Goong” and “Boys Over Flowers” share the same publication
format, that is, magazine serialization, they also differ according to culture and
language. This becomes evident in the books (tankobon), especially the trans-
lated editions. Let’s focus first on the differences related to the orientation of the
page and the reading direction guided by the line-up of letters in dialogues and
monologues.

Publications in Korea and Japan employ a different reading direction in
most cases. It goes without saying that this applies to manga/manhwa too. While
it is customary in Korea to proceed from left to right like in western comics, Jap-
anese manga are to be read from right to left (fig. 3, 4). A deciding reason in this
regard is the different orientation of script. In Japan, both horizontal and vertical
script is used, but in most cases, the latter prevails, especially in manga which
do not strain after spectacular effect. This concerns also speech balloons. While
sunjeong manhwa employ horizontal balloons, shdjo manga show an inclination
towards the small vertical shape (fig. 5). For Korean translations of Japanese
manga, the general reading direction is in principle left unchanged and only the
script within speech balloons transformed into horizontal lines, but when these
horizontal lines do not fit into a vertical balloon, vertical lines are inserted oc-
casionally to adjust the script to its container. Readers who are used to horizontal
lines may find this strange. In Japan, on the other hand, translated editions of
Korean and western comics are not mirrored, but published with the initial hori-
zontal script.

However, this issue is not limited to the relation between script and bal-
loon, or the reading direction. If an artist who has been drawing comics on left-
to-right pages in Korea or the west, has to draw a comic which proceeds from
right to left, she has to become aware of the fact that the direction into which the
characters move changes with the direction of the narrative. Manga/manhwa for

8  See website of Japanese Magazine Publishers Association.
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female readers are reputedly the most sensitive of all comics genres with respect
to visual expression. Speech balloons, for example, are not simply treated as
containers of dialogue, but as a crucial part of the picture plane. Long horizontal
balloons—Tlike panels of the same shape—evoke feelings of stability and peace,
whereas vertical dialogue lines may suggest pressure and instability. In addition,
blank parts within speech balloons function, among other things, as indications
of the protagonist’s emotional state. The insertion of horizontal script into verti-
cal balloons may lead to unnecessary blanks above and below the dialogue lines,
and thus, to something different from the artist’s intention.

A comparison of the background renderings reveals further differ-
ences between “Goong” and “Boys Over Flowers”. The refined use of black in
“Goong”, and the deployment of blank space which characterizes the reserved
style of “Boys Over Flowers” generate a different impression the moment read-
ers open the book (fig. 6, 7). One of the reasons is the different tankobon size.
Since the early 2000s, some sunjeong manhwa artists have come to use A4-size
drawing paper, while the majority in the two countries favor an almost equal B4
size (364mm x 257mm). But when it comes to the publication of a tankobon,
Japanese shojo manga appear in B6 size (ca. 182mm x 128mm), whereas most
Korean sunjeong manhwa have a A5 size (ca. 210mm x 14mm) (fig. 8).

When a manga is published in a small size, it becomes difficult to read
if there is too much information on each page. There is also the possibility that
certain screentones cannot be rendered appropriately in printing, because of tech-
nical reasons. While the larger size allows for the inclusion of more information,
and for a print version which is closer to the artist’s initial drawing, it may lack
the merit of the smaller size in which the line work appears cleaner and less
blurred as a result of scaling down. For these reasons, adjustments in size are not
made when importing manga/manhwa. The differences in size are also a problem
for the artist, because she cannot easily estimate the amount of information per
page, and the viewer may feel more “crampedness” or “blanks” than necessary.

5. “Constraints” in regard to visual style

Let’s shift the focus to drawing style and line work. In manga/manhwa for fe-
male readers visual style plays an important part, but Japanese shojo manga is
governed by certain constraints in that regard, claimed by publishing houses
and changing significantly over time. “Boys Over Flowers” is exemplary of this
“fashion”, especially the heroine’s face. In the latter half of the serialization of
“Boys Over Flowers”, Tsukushi has a round face and big round eyes, which are
slightly distanced from each other. Her eyelashes are not accentuated and serve
as the only marker of the lower eyelid. The nose, too, is rendered unobtrusively.
The distance between eyes and mouth is rather small, and the lips are quite thick
(fig. 9). Compared to the beginning of the serialization, the difference is striking.
Although one and the same character, the heroine’s hair changed from curly to
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straight; her eyes were descendant at first, while ascendant and rounder at a later
point in time, and then surrounded by a rounder face and thicker lips (fig. 10).
These changes allow to pursue what kind of drawing style has been demanded
within the trends of the last decade. Actually, magazine editors advise newcom-
ers to consider this kind of standard.” In other words, the demand for cogniz-
ability and the inclination to exclude everything which deviates from the current
“fashion” are characteristic of the Japanese shojo manga industry.

In contradistinction, sunjeong manhwa provides more freedom in re-
gard to drawings styles. Whereas in Japan, most manga works are republished
as tankobon after their initial magazine serialization, in Korea, it is not unusual
for artists to own their own publishing business,'® and to publish their books as
tankobon without any previous magazine serialization. Another reason for the
lesser degree of restriction in sunjeong manhwa is the smaller number of mag-
azines and, consequently, female subgenres, which leads to periodicals with a
relatively wide stylistic range, addressed to a large readership. In “Goong”, the
drawing style looks generally stronger, due to the greater distance between eyes
and mouth, the emphasis on lower eyelids and eyelashes, and the bones around
the eyes which are a little darker and suggest more plasticity. All this evokes the
impression of a more intense grown-up character than in “Boys Over Flowers”
(fig. 11, 12).

One recent fashion in shdjo manga is “steady line work”, that is, render-
ing all lines with the same steady hand pressure, refraining from a distinction be-
tween thicker and thinner lines. This applies also to “Boys Over Flowers”. While
at the beginning of its serialization, lively modulated lines prevailed (fig. 13),
steady lines dominate in the latter half (fig. 14). A comparison between the later
installments of “Boys Over Flowers” with the earlier installments of “Goong”,
which were published concurrently, reveals the fashion-related “constraints” in
regard to line work even more clearly (fig. 15). In sunjeong manhwa, pictorial
fashion is not as important as in Japan. In most cases, artists use their own styles
which slightly differ from each other, and there are even some with highly idio-
syncratic visuals. Admittedly, these styles do not always match the target group
of sunjeong manhwa.

9 For about twelve years, I have been studying comics creation at educational institutions
in Korea and Japan. Aiming at becoming a comics artist for a female readership, I have, of
course, been mostly involved with sunjeong manhwa and shdjo manga. But I moved to Ja-
pan as a university student, and whenever I showed my comics to Japanese editors, I was—
unrelated to their quality as such—recommended to “Japanize” my drawing style.

10 There are no data about the number of artist-run publishing houses or the situation of
such publishing, but Kim Sook may serve as a telling example. She started out as an assis-
tant to sunjeong manhwa artist Min Aeni and established herself professionally in the 1980s.
Around 2000 she set up her own individually run publishing house Tamjaeng-i. In addition
to her own manhwa or those which are based on her scenario, she releases mainly works by
her former assistants. The underlying intention is obviously to use her reputation as a popu-
lar manhwa artist in order to deliver works directly to the readers.
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6. The narrative setting of the heroine

Above I have discussed visually recognizable differences, such as page orienta-
tion and direction of script, background renderings, book sizes, and constraints of
drawing style, and I have pointed out some reasons for these differences. Below,
[ will focus briefly on the story of the two works, especially the heroines. In both
works, a lively girl from an average bourgeois family falls in love with a male
protagonist who is separated from her by social rank, and the couple confirms
their love for one another through facing resistance from people around them.
While this basic setting is similar, both works differ when it comes to specific ep-
isodes, first and foremost those about the forces which try to separate the couple.

In “Boys Over Flowers”, the young man’s mother tries to separate them
because of the girl’s social class, resulting in economic damage and humiliation
to her family and friends. But the heroine does not give up her love. Although
aware of her situation, the male protagonist sometimes gives in to his mother and
treats the girl in a cold-hearted manner. Thus, the heroine’s suffering is depicted
here as a more or less “private” matter. In “Goong”, on the other hand, two young
men who are rivals of the male protagonist and like him in love with the heroine,
are getting in the couple’s way. They threaten to reveal a court secret that would
prevent the Crown Prince from becoming King if she does not leave him. The
heroine decides to sacrifice herself for the stability of the court and the country as
well as the future of the man she loves, and even her family demands her sacrifice
for these higher reasons, without telling him. Noteworthy here is the presence of
the “state”, something which does not become visible in “Boys Over Flowers”.
This can, of course, be explained with the particularity of the manhwa’s setting,
that is, the royal court. But it is also a fact that in Japanese shojo manga address-
ing teenagers with contemporary stories, the notions of “state” and “sacrifice” are
almost absent.

7. Reasons for the “difference”

As demonstrated above, shojo manga and sunjeong manhwa can be distinguished
visually. This raises the question why such differences arise in spite of the fact
that the two genres are supposed to have many similarities. In search of rea-
sons, it may be helpful to depart from the terms themselves. The Japanese “shdjo
manga” refers to a specific age group, that is, girls (shdjo), and as such to a rather
young readership within the field of female comics. It is difficult though to draw
a clear line between girls’ manga and women’s manga, because within the same
genre of shojo manga, magazines subdivide their addressees. Considering that
“shgjo” points to a specific age,! the genre term as such may be acknowledged

11 InJapan, the notion of “shojo” spread along with the establishment of the modern edu-
cational system in the late 19th century and the emergence of girls’ magazines which medi-
ated it. At that time, “shojo” referred to all girls from entry to elementary school to gradu-
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to influence the identity of shojo manga. The “sunjeong” of sunjeong manhwa,
on the other hand, means “pure heart, faithful love”, according to the Korean
dictionary. Basically used in the same sense as the Japanese “shojo manga”, it is
noteworthy that “sunjeong” places a certain sentiment at the center instead of an
age group. And its meaning is multilayered.!> Apparently, this ambiguity contrib-
uted to the generational extension of the addressees and prevented the “fashion”
of an age-specific pictorial style from dominating.

Historically, the influx of Japanese shdjo manga which entered Korea
in the 1970s, such as “Candy Candy”, is reputed to have shaped the present
sunjeong manhwa fundamentally. But since the 1980s, the majority of works
published in female manhwa magazines has been by Korean artists. And a glance
at the book sector which is not linked to magazines reveals a high degree of self-
sufficiency as well. Sunjeong manhwa are less dependent on imports than other
genres."> Recently, a few sunjeong manhwa are attracting attention even in Japan.
Nevertheless, the relationship between sunjeong manhwa and shdjo manga is
still understood in terms of subordination, that is, unilateral “import” or “influ-
ence” instead of exchange. This has given rise to a kind of complex about “suc-
ceeding Japanese shojo manga”, which results in occasional efforts by Korean
artists to distance themselves from it, by means of drawing style or otherwise.

The Korean internet community knows a word called “Japanese style”.
Whereas it means “typical manga visuals” in general, among manhwa readers
and artists it denotes a drawing style which lacks individuality,'* and not rarely
are professional and amateur artists who employ “Japanese-style” visual idioms
subjected to criticism. The fact that no equivalent exists for American or Eu-

ation of the so-called “girls’ school” (Imada Erika 2007: 5). In Korea, the notion of the girl
took hold under Japanese influence. But the actual Korean equivalent to the Japanese “shdjo”
is the notion of the “schoolgirl” (Kim Sowon 2011: 15-19).

12 According to Kim Sowon (2011), the formation of the genre term “sunjeong” rested on
the following four elements. Firstly, Korean manhwa distinguishes genres not according to
readership (gender and age), but rather particularities of story contents and respective visual
style. It is, for example, symptomatic that the opposite to sunjeong manhwa is “myeong-rang
manhwa”, a funny and light-hearted genre for children. In other words, not the opposition
of “girls vs. boys”, but “sentimental vs. cheerful” took roots in Korea. Secondly, until the
launch of magazines specialized in manhwa, magazines which addressed children as man-
hwa readers and separately according to gender did not exist; instead, educational magazines
prevailed. Thirdly, the term “sunjeong” stands in for a specifically Korean mental structure,
reflecting the love of Korean women which are faithful to the Confucian tradition. Fourthly,
early sunjeong manhwa provided many “faithful” stories about young girls who overcome
adversities and, thus, find happiness.

13 According to KOMACON (2010), a total of 1,452 tankobon titles of boys’ comics
were released in 2009, 1,294 of which were foreign productions and 158 Korean. In the
genre of adult manhwa, 221 out of 237 titles were imports. In contrast, sunjeong manhwa
exhibited a slightly higher self-sufficiency rate, with 155 domestic titles and 586 foreign
titles out of a total of 741.

14  Debates about the “Japanese style” occur frequently on the Korean internet, especially
in manhwa clubs and fan-art communities. With ca.120,000 members one of the most fa-
mous fan-art communities, Ban-sa provides the site to many debates, in which the “Japanese
style” is, among other things, related to pigtails, huge eyes, small noses and mouths, and
round faces.
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ropean style is indicative: repudiating “Japanese style” serves the purpose of
corroborating “Koreanness”. Not only artists and readers, but also the Korean
Creative Contents Agency (KOCCA) which is under the auspices of the Ko-
rean Ministry for Culture, Sports and Tourism, has been promoting “manhwa” in
distinction from “manga” since the 2000s. They have held, for example, shows
in Paris, Lyon and Nice, actively promoting “Korean manhwa”. Actually, many
bookstores in France separate manga and manhwa on their shelves.

Apart from visuals and naming, there are further attempts at emphasizing
“manhwa”, namely in the field of sunjeong manhwa. Beginning with “Goong”,
numerous recent works employ “Korean subjects”. In WINK, where “Goong”
was serialized, five out of twelve current series feature traditional Korean dress
or classic literature. This is a new phenomenon which remained marginal prior
to 2000. “Goong” has not necessarily triggered it, but since its success, the edito-
rial board of WINK has put more effort into manhwa productions which bear the
potential of TV series. Thus, “Love the island” (2007-) appeared, and its book
edition was exported to Japan after the TV series.

The emphasis on Koreanness in Korea is also related to the phenom-
enon of the “Korean wave” in Japan.!* Consequently, the popularity of sunjeong
manhwa which feature domestic traditions is advantageous in a twofold way: it
generates commercial profit, and it allows for distinction from Japan (or manga).
In other words, the very “Koreanness” which attracts attention in Japan takes
center stage in sunjeong manhwa, in order to have them read as “manhwa”. This
raises the question of how much the stylistic differences between shdjo manga
and sunjeong manhwa are in fact discursively constructed.

There is also the issue of censorship. Between the 1970s and the 1990s,
the Korean government exerted strict control over comics. In some extreme cas-
es, it was not even permitted to draw tears or to let a man and a woman appear in
the same panel. But further inquiry is needed in order to clarify how the habits of
that time have succeeded and become the foundation for today’s conception of
sunjeong manhwa.

Conclusion

In this essay I have pursued the “differences” between shojo manga and sun-
jeong manhwa, as they actually appear in front of readers and artists. Finally, I
would like to point out that behind any support for comics of a certain country or
genre, there is always a reaction. For example, in Korea, there are many fans of
Japanese shojo manga, but at the same time, there are also fans of sunjeong man-
hwa who reject the genre of shdjo manga as such, unrelated to specific works,

15  The “Korean Wave” (hallyu) is a neologism which refers to popularity gained by Ko-
rean TV series, films and music in Taiwan, China and other regions of Asia since the late
1990s. In Japan, the “Korean Wave” took its departure, reportedly, from the airing of the TV
series Winter Sonata in 2003.
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just because they cannot stand its otherness.'® In Japan, “Goong” enjoyed an
exceptionally huge popularity, but many of its readers are fans of the “Korean
Wave”, who actually do not appreciate it as a sunjeong manhwa but look merely
for “Koreanness”. Thus, it does not come as a surprise that they are criticized by
the Korean side. In order to handle the complicated Japanese-Korean relations in
regard to manga/manhwa, it is necessary to consider both, similarities and differ-
ences. If comics research takes diverse aspects into consideration, that is, works
and readers as well as creators, it might be able to provide a new perspective on
globalization.
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fig. 3 “Goong”, Korean edition, vol. 12, pp. 56-57
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fig. 5 Comparing the form of speech balloons

left: “Goong”, Korean edition, vol. 5, p. 13

right: “Boys Over Flowers”, Japanese edition, vol. 13, p. 151
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fig. 10 Change of drawing style in “Boys Over Flowers”
left: vol. 11, p. 29; right: vol. 36, p. 23
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fig. 11 Particularities of character design fig. 12 Particularities of character design
“Goong”, vol. 1, p. 44 “Goong”, vol. 21, p. 97
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“Independent Manhua” (duli
manhua) in China: Some Thoughts
on Alternative Comics in Times of

Globalization

LUO Rong Rong

In the early 21st century, artists and readers in China face a comics mainstream
which is threefold, consisting of Japanese manga (xin manhua), American comics
and bande dessinée (BD). Yet, they actually have one more option: duli manhua.
Making its first appearance in the age of globalization, this “independent manhua”
bears some resemblance with Alternative Comics which have been attracting
the attention of especially western critics and researchers in recent years, but as
distinct, for example, from American comics, they lack a target for resistance
and independence efforts within their own culture. This essay pursues how—in
the absence of a comics mainstream “made in the People’s Republic of China”—
Independent Manhua relates to Alternative Comics, and Underground Comix' as
their precursor, and where its social criticism may reside.

1. Comics culture in China: lianhuanhua, and the current imported
mainstream

In order to assert the position of duli manhua, it seems fit to survey the present
situation of comics culture in China first. As already mentioned, artists have
the choice between three different industries by now, that is, Japanese manga,
American comics and BD. To give some examples, one of the representative
artists employing manga style is Xia Da (b. 1981). While keeping her residence
in China, she published the series “No one knows: Confucius didn’t say’? in the

1 The use of “comix” instead of “comics” originated from the intention to target “x-rated”
material; see for example Rosenkranz 2002.

2 The subtitle refers to the collection of supernatural stories Zi Bu Yu (What Confucius
did not speak of, 18th cent.) by Yuan Mei.
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Japanese magazine ULTRA JUMP (Shiieisha) between March 2009 and August
2010. This manga features the 9-year old Xiao Yu, who starts to experience
strange things after she and her parents moved to a small town. Another woman
working in the style of the Japanese industry is China’s shojo mangaka No. 1,
Ding Bing. Her “Gakuen GOD!” (School GOD!, 2009-2010) became the first
manga to be serialized simultaneously in the Japanese magazine Monthly ASUKA
(Kadokawa) and the Chinese magazine LOVELY. Set in a school for aristocrats,
it depicts the pupils’ romantic relationships.

Recently, there are also Chinese artists who work within the field of
francophone BD. Representative of this trend are Jian Yi (b. 1979), Huang Jia
Wei (b. 1983), and Wang Peng (b. 1980), who publish works for the European
market with French publishers such as Dargaud and Delcourt. Yet, as distinct
from those artists who employ manga style, they usually do only the art work
and coloring, while leaving the script to French writers. Jean David Morvan,
for example, was involved in writing the scenarios for Jian Yi’s Le Dieu Singe
(Journey to the West; 3 volumes since 2008), Wang Peng’s Au bord de [’eau
(Heroes of the Marshes/Shuihu Zhuan, 2 volumes, 2008-2010) and Huang Jia
Wei’s Zaya (which received one of the 3rd International Manga Awards by the
Japanese Ministry of Foreign Affairs in 2009).

In addition to Japanese manga and BD, the American comics industry
has come to appreciate Chinese artists as well. One of them is Guo Jing Xiong (b.
1975), better known under his penname Daxiong. Since 2009 a U.S. resident, he
started out in the People’s Republic with comics adaptations of classic Chinese
literature, such as Chinese Ghost Stories (2000) and Heroes of the Marshes
(2002), but in recent years he has acquired renown with art work for DC, namely
the short story “Superman and Doctor Light in Samurai”, set in Japan’s 16th
century,’ and two episodes for the Star Wars series.* It is noteworthy that he
creates different works for publication in French at the same time.

In 1998, artist Liu Wei who is affiliated with the major Chinese publisher
Jin Hong Gong Si, noted the following about the role of foreign comics cultures
for Chinese artists and readers:

“Chinese comics are not at all as developed and complete as those in
Japan, America or Europe. And that’s because they took their first step
quite late. In the 1980s, Japanese manga finally came to China, and
shortly after, American comics loomed in front of Chinese readers as well.
Young people were absolutely fascinated by these novelties which were
unlike anything else they had seen before. How manifold the turns, what
unpredictable the suspense! And precisely because they were fascinated,
many people thought to give it a try by themselves. And it wasn’t that

3 DC's 80 Page Giant, Justice League of America: Superman Story, vol. 2, # 2, 2009
(script: Amanda McMurry)

4 “Star Wars Adventures: Luke Skywalker and the Treasure of the Dragon Snakes”
(2010), “Star Wars Adventures: Boba Fett and the Ship of Fear” (2011).

5 For further information see his website.
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bad, was it? Technically, Chinese people are second to none, after all. But
actually, we haven’t accumulated sufficient experience yet.”®

As evident from the above examples, for artists and readers in
contemporary China, the comics mainstream consists of imports from foreign
cultures, and Japanese manga play the biggest role. But this does not mean that
China lacks a local comics culture. That can be affirmed historically.

In the early 20th century, palm-size booklets called lianhuanhua (lit.
linked or sequential pictures) flourished in China. Their narrative sequences were
composed of one large image per page accompanied by captions. Before Japanese
manga entered the country, lianhuanhua enjoyed a tremendous popularity as
“comics” for children.” But due to the Cultural Revolution which repudiated all
pre-1966 values, the artists of traditional /ianhuanhua and their industry broke
down almost completely, bringing the genre’s development temporarily to a
halt. In the 1980s, lianhuanhua not only revived but peaked. Yet, the reform and
liberation policy triggered a sudden influx of Japanese manga which leveraged
the newly blossoming lianhuanhua, resulting in the decline of its just recovered
market. Instead, artists who had familiarized themselves with the style of Japanese
manga via pirated editions, began to arrive on the scene.® At first, they published
their works in Chinese magazines such as Comic King and Beijing Cartoon, but
lately they do not confine themselves to the domestic market anymore and work
also abroad.

2. Duli manhua in China

If we add lianhuanhua as the fourth category to the three mainstream comics
mentioned above, Independent Manhua may count as the fifth kind of comics in
the People’s Republic. It is a new breed which has emerged since the 1990s under
the influence of western alternative comics as well as duli manhua from Hong
Kong. Most of its readers and artists were born in the 1980s, just like the other
artists who employ foreign comics styles.

Placing short stories at the center, duli manhua resembles western
alternative comics also insofar as it signifies a kind of creation which relies on
one and the same artist for both script and art work, and which stays by and large
unrelated to the production system of editors and publishing houses (including
deadlines and schedules) and the respective commercialism (Chihoi & Craig Au
Yeung 2006: 4). Self-publishing and sale via art bookshops as well as the internet
are the main channels of distribution. Thus, the differences to foreign, especially
western alternative comics are minimal.

6  Liu Wei, op. cit. Kusaka Midori 2002: 43-44.

7  Kusaka Midori 2003b: 12. As an example for efforts to position lianhuanhua within
comics discourse see Seifert 2008.

8  Matthew M. Chew and Lu Chen 2010: 172.

81



The publications most representative of duli manhua in the People’s
Republic are Special Comix (aka SC)° and Cult Youth. It is no exaggeration to
say that both the term and the phenomenon of duli manhua have been shaped by
SC, China’s first independent anthology. At present, mainly three duli manhua
collectives are active in metropolitan areas. Firstly, there is the probably earliest
collective Green Bus (as they call themselves in English although in Chinese,
they use the characters for “green school”). These young artists have been
publishing their works on the internet and holding exhibitions and other public
events in Beijing, but refrained from printed editions so far. By comparison, the
second collective formed around SC is attracting much more attention. Three of
the anthology’s editors, namely Tang Yan (aka DN), Hu Xiao Jiang (aka StoryOf)
and Zhang Xun, are based in Nanjing, while their colleague Yan Cong runs the
Beijing office. All are art-school graduates. Searching mostly online for works by
Chinese artists who live both inland and abroad, they have published four printed
compilation volumes so far. While SC1/, released in March 2004, introduced 15
short stories on a total of 112 pages, SC3, released in August 2009, featured 45
artists in a massive 640 page book. Most of the works touch upon contemporary
social issues, such as the Sichuan earthquake (2008) or the impoverishment of
former Olympic athletes.!® And whereas the first two volumes (SC2 released in
July 2007) had a print-run of 500 each, SC3 and SC4 (2010) had a circulation of
1.500 copies.

The third collective is related to the anthology Cult Youth, although it
may also be regarded as a part of Green Bus to which Chairman Ca (Ca Zhu Xi)
and Bini, who launched the anthology, belong. The title word “cult” points to their
sources of inspiration, that is, “cult culture” as manifested in Maruo Suehiro’s
comics'? or cult movies such as The Rocky Horror Picture Show (1975). Volume
1 of Cult Youth was published in 2007, volume 2 in 2008, and volume 3 in 2011.

In the People’s Republic, duli manhua has one thing in common with
mainstream comics: all are imported culture. Because of that, questions arise
which would not apply to comics in America, Europe or Japan. We have to ask
ourselves, for example, whether duli manhua should be solely discussed in the
name of globalization, or whether in contemporary China this manhua is able
to play an eminently local role not available to American comics or Japanese
manga. Further noteworthy is this manhua’s potential to raise critical awareness
of social issues by stimulating communication within China. As a first step
towards pursuing these questions, I shall discuss below against what Independent
Manhua strives to gain “independence”.

9  The “x” in Special Comix refers to Underground Comix.

10 Matthew M. Chew and Lu Chen 2010: 187.

11 See website “Special Comix”.

12 Several of his works are available in English, French, Spanish, German translation.
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2.1. The internationality of duli manhua

Christian Gasser, one of the co-editors of the Swiss magazine strapazin,
contributed an introduction to SC4, where he described alternative comics in the
era of globalization as follows:

“In the past 20 years, the world of independent or alternative comics has
continuously expanded. Whereas before 1990 you had interesting and
innovative comic-scenes mainly in the USA, France and Japan, you can
now find alternative comics in probably most countries of the world—
all over Europe, but also in South Africa, Israel, South Korea, Argentina,
Russia or China. These scenes are rather small, but thanks to a tight
network they grew together into an international community, and thanks
to the quality and relevance of their work and the boom of the graphic
novel they have become a respected part of contemporary culture. There
is something very communicative about comics, which makes it easy to
understand each other in spite of all the cultural differences.” (Gasser
2010: 2)

In today’s globalizing world, Chinese duli manhua share a lot with
alternative comics from other countries. For example, their visual appearance is
remarkably trans-cultural. This fact suggests to understand alternative comics as
a domain of true international exchange within the field of comics, or a universal
mode of expression. In other words, whereas American comics give a “typical
American® impression, and Japanese manga evoke a certain “Japaneseness”,
alternative comics cannot easily be traced back to a particular national culture
at first glance, duli manhua neither. Unsurprisingly, SC3 was awarded at
the International Comics Festival of Angouléme in 2011, after a previous
nomination of SC2.

During my stay in Germany in 2009, I came across a compilation of
works by young artists titled Es war einmal... A comparison of this anthology
with SC2, which was published almost concurrently, reveals many similarities,
including the horizontal typesetting, the consequently monochrome rendering and
the panel layout. For example, Milva Strutz’ “Samstagabend Samedi soir” (fig.
1) and “Hair Phobia” by female artist MENZ!" (fig. 2) are difficult to distinguish,
and so are Andreas Bertschi’s “2074” (fig. 3) and “Back to Longguan Town” by
Jiu Hao Ming (fig. 4).

Many SC artists place the same emphasis on experimental and individual
expression as alternative comics in contemporary Europe and America. For
example, SC3 features the short story “O2*” by Twoqee (aka Shuang Kin Guo),
a rather abstract work which pictures the trip of one cubic meter of oxygen from

13 Within the “Sélection Alternative” category: Fauve d’Angouléme—Prix de la bande
dessinée alternative (see website).
14 aka Zhang Wen (b. 1983).
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a tree to the atmosphere in simple pencil drawings (fig. 5), or Duo Xi’s funny
“Story of a Huge Penis” which relates a folk tale from Sichuan about the things
happening to a couple due to their huge genitals (fig. 6).

Hong Kong artist Craig Au Yeung, who works also as a magazine editor,
said the following about the self-determination of duli manhua artists in SC2:

“It doesn’t make much of a difference whether you call these works
‘underground’ or ‘alternative’ or ‘independent’. Vital is the artist’s self-
determination within the work, the possibility to organize picture planes,
breakdowns and words in a way which allows for reflecting on how to
relate to oneself and to others, to society, to the universe. The reason why
Independent Manhua can be independent is the very fact that one artist
plays several roles concurrently, serving as director and ticket-issuer and
cleaning personnel. Precisely because of this multitasking the artist gains
a deep and more comprehensive understanding of things. In this sense, the
creation of Independent Manhua is a training ground for personal growth.”
(Au Yeung, Craig 2007: 2)

To rephrase, duli manhua and alternative comics artists show a strong
inclination towards interpreting their daily life, environment and society from
their own angle because they are able to create freely. Unlike mainstream comics,
they do not care much about mass approval or commercial success. What they
do care about is interpreting and expressing the world from their personal
perspective. And this is not specific about Chinese artists but rather shared within
alternative comics worldwide in the era of globalization.

2.2. The “independence” of Independent Manhua

But is the “independence” of duli manhua the same as the independence of
alternative comics in Europe and America? “Underground”, “alternative”, and
“independent” are all relative terms which would not exist without “above
ground”, “mainstream”, or “dependent”. However, in China, a domestic
mainstream does not exist. Long-format and almost cinematic comics which
form the mainstream in America, Japan or Hong Kong, are only rarely produced
here. Once we focus on questions like “alternative to what?”, or “independent
from what?”, historical and cultural differences make themselves felt. And these
differences apply, first of all, to the relationship with mainstream comics.

In the 1960s, Underground Comix developed in America along with the
then-counterculture. Closely related to hippie culture, they picked up on sexuality
and drugs, war and other social issues (Hong Pei Qi 2007: 787). Robert Crumb,
Robert Williams and S. Clay Wilson were some of the most representative
artists. Following the American Underground Comix movement, a new category,
referring to works with strong autobiographical traits, has established itself in
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the west since the 1980s, that is, alternative comics (Saika Tadahiro 2010: 84).
The term “alternative” means “another option” besides mainstream comics. In
America, for example, an alternative to Disney or superhero comics was sought
for, while in France, the tradition of Tintin as well as the publication format of
the so-called album were targeted. In Japan, Garo served as “another option” in
relation to the commercial manga magazines, while in Hong Kong duli manhua
developed as a term opposed to traditional martial-arts manhua.!> But in the
comics culture of the People’s Republic, no such opposition can be found. For
example, Yao Fei La (b. 1974) who is well known for his manga-style story about
a girl “The dreamer”,'® published a short work in SC3 not leaning on manga
style at all, but leaning on Chinese ink-brush painting—“The Mobile Chickens
of the Ming Dynasty” (fig. 7). Consequently, his independent manhua is not an
alternative which broke away from mainstream comics, and as such dissimilar to
alternative comics in America, Japan or Hong Kong. As an “enclave” of foreign
culture it is rather similar to comics in manga style, as it also resulted from an
encounter with overseas comics in the era of globalization. To put it another way,
in contemporary China, both comics following the model of Japanese manga
which plays the role of mainstream comics now, and Independent Manhua which
is supposed to be an “alternative”, are actually foreign culture. Under these
conditions, duli manhua appears rather aligned with other comics from abroad
(mainstream included) than independent, providing Chinese artists with one
more choice.

By the way, a similar situation existed in Japan’s comics culture. In the
late 1960s, Tezuka Osamu, Ishimori Shotard,'” Matsumoto Leiji and other well
established artists published in both major commercial manga magazines and
COM which may be called “alternative” in retrospect. In other words, although
back then the opposition between “major” and “minor” (as it is called in Japanese)
still existed, resistance, independence and avant-garde were apparently less
pursued than in Europe and America. It is debatable whether this can be compared
to the emergence of Japanese manga and duli manhua in the People’s Republic
since around the year 2000, but it is beyond debate that the “independence” of
duli manhua means a distance towards all forms of mainstream comics in regard
to creative intention, expressive disposition and distribution.

2.3. Chinese society as the environment for duli manhua

Above, the internationality of duli manhua as well as its similarities with comics
from other cultures have been pointed out. Below, the focus will be shifted to

15  These wuxia manhua had formed the mainstream in Hong Kong since the late 1970s.
See Wendy Siuyi Wong 2002.

16  Serialized in Beijing Cartoon, 1995-2000; 5 volumes available in French translation
under the title “La réveuse”.

17 In 1984, he changed his penname to Ishinomori.
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its potential within China. Is there anything particularly Chinese about duli
manhua? Glancing through the issues of SC, the printed works reveal not only an
astonishing stylistic and thematic variety, but also one commonality, that is, their
awareness of social issues. Precisely here resides the “Chinese” particularity of
duli manhua.

Artcritic Zhu Qi writes in his introduction to SC3 about the distinctiveness
of the introduced works:

“Astonishingly, experimental comics which address social criticism take
up more than half of this issue; they touch, for example, upon the system
of entrance exams, life at the bottom of society, travelling, the one-child
family, and totalitarian sports.” (Zhu Qi 2009: 8).

In the introduction to SC4 he characterizes duli manhua as follows:

“In comparison to foreign ‘alternative comics’, Chinese duli manhua
have seemed to me, from the very moment of their formation, to taste
somehow bitter. Whether escaping reality, or focusing on purely aesthetic
experiments, they lack the ease, simplicity and warmth inherent to
the style of so many foreign comics. [...] Under the conditions of this
typically Chinese capitalism, the young generation can escape neither
the complicated, almost inexpressible zeitgeist nor its Chinese flavor,
whether they try to represent reality, or to find an exit, if not stronghold, in
imagination, illusion and fantasy.” (Zhu Qi 2010: 6)

The “somehow bitter taste” and the “Chinese flavor” hint at the situation
of his own society. A good example in that regard is the 6-page work “Unlimited
Future” by Old Congee (aka Lao Mi Zhou) published in SC3 (fig. 8). It tells the
story of a boy who gets scolded by his teacher when doubting the government
propaganda during an epidemic, but becomes infected himself and dies. Set
against the backdrop of the SARS epidemic in 2002-2003, this short story
satirizes the state and other authorities. “The Ostrichman Utopia” by Ann Xiao
is also a good example (fig. 9). Its protagonist, an ostrich, sees a heavenly light
upon his birth and sets out to find it. Forced to collectivism, that is, to eat, work
and love exactly the same way as all the other ostriches around him, he finds
out eventually that the light is emitted by the earthen image of a giant ostrich.
This work raises doubts about a society which values uniformity and questions
the worthiness of individual life. To give another example, Duo Xi’s “Goodbye,
my child!” relates how a mother and a father look for their dead child in an
elementary school destroyed by the Sichuan earthquake (fig. 10). Based on actual
events in 2008, this work expresses from a naive point of view the reactions of
ordinary people to the disaster.

The social consciousness which appears in the above-mentioned works
deserves attention. It resembles the social criticism characteristic of the 1960s
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Underground Comix. In line with the then-counterculture, they seized on aspects
of American society which had been tabooed, and thereby contributed to the
emergence of a pluralism in values from the late 1970s onward (Tsujiuchi Makoto
2002: 272). Related to that change, Underground Comix lost their countercultural
function of social criticism, and last but not least due to economic reasons,
they turned into alternative comics, favoring purely aesthetic possibilities and
reflections upon personal life. In contrast, duli manhua of the early 21st century
do not put as much emphasis on depictions of violence and sexuality as the former
Underground Comix, but they exhibit a much stronger will to resist the social
mainstream’s values than recent alternative comics in Europe and America. Duli
manhua emerged at the same time when China began to make the transition from
a uniform society based on a centrally planned economy to a more plural society
rooted in market economy, and precisely this transition has been accompanied by
duli manhua with a countercultural awareness.

“The consolidation of the reform and liberation policy could not be
changed back even after the Tiananmen Incident, and with the beginning
of a socialist market economy, based on Deng Xiaoping’s decisions,
the emphasis shifted from a ‘plan’-centered system of administering
the economy to a ‘market’-centered one. [...] What is happening today
in China today under the conditions of globalization signals a systemic
change in the essential sense.” (Kokubun Ryosei 2002: 16).

To rephrase, duli manhua with its social criticism may be defined as a kind of
Underground Comix in the form of alternative comics. Its independence effort is
directed to both the market and industry, which sustain the comics mainstream,
and the political regulations by the state. Considering the condition of the public
sphere in China, it becomes visible that duli manhua is not just a product of
globalization, but a kind of comics which joins up a form of expression imported
from abroad under the conditions of globalization, and issues taken from the
social reality of the People’s Republic. Precisely because duli manhua claims
independence from both commercialism and political censorship, it provides an
indispensible alternative to all those artists who seek to be actively engaged in
social matters.
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fig. 1. Milva Strutz “Samstagabend Samedi soir”, in: Es war einmal...: Plusplus Comics #4
[German], Ziirich: Edition Moderne 2009. 2 )V » & kI E [ LBEHD4 )5

fig 3: Andreas Bertschi “2074”, in: SC2. 7> KL 7 A+ N)LF [2074]
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fig. 4: Jiu Hao Ming: “Back to Longguan Town”, in: SC2 AkEdn [EIEAA (EIEEEF)

fig. 5: Twoqee (aka Shuang Kin Guo): “02*, in: SC3. XUz [ (02) 3 |
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fig 8. Lao Mi Zhou: “Unlimited Future” [Our Future is Bright and the
Sky’s the Limit!]

Engl. transl. in SC3 by Cheng Xiao Bei (revised for this edition by Rebecca
Jennison)

8.1
[Slogan on blackboard:] Study hard and make progress everyday!

Li Xiao Ming (young boy) : My mother says there’s an epidemic, so why are
we still having lessons?

Teacher: What nonsense! Children shouldn’t say things Ilike that!

Li Xiao Ming: But, our neighbors, Uncle Niu and Auntie Ma both died because
of the disease.

K8 i@k /Fxv VT eI—-TxA

X8.1
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fig. 8.2
Teacher: Those are just rumors! How could there be an epidemic nowadays
when we have peace and prosperity!

Teacher: Come on everyone, let’s listen to the radio broadcast.

Radio: Recently, someone has spread rumors of an epidemic, but they are
completely false, so don't believe them! Dear people, how could there possibly
be a plague in a country that has such a bright and promising future like ours?
In a country protected by....how could such a disease exist? Dear people, you
are all very clear in mind! Those who spread such rumors are treacherous!
Never believe their claims! It’s absolutely safe in public! We care about our
people’s health all the time... we have a brilliant future.

Li Xiao Ming: Eh?

X 8.2
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fig. 8.3

Teacher: Did you hear that?
Kids who tell lies have no future.

Hey you! You must copy the text 20 times today. You others musn’t follow his
example.

More than ten days later...

8.3
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fig. 8.4

Li Xiao Min: Mom, what are those people doing here?

Mother: They’ve come to put an end to the epidemic.

Li Xiao Ming: Why didn’t they come sooner? I want to go out an play....
Mother: Just get well soon. Now we are under quarantine.

Another ten or more days later.

X 8.4
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fig. 8.5

Teacher: Dear students, Li Xiao Ming, our young hero who battled against the
disease, has left us. But don’t you think we should learn from his bravery?

Li Xiao Ming: Mom, now that I’ve become an angel, will I have a future?
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fig. 8.6

Old Man: Mao, guess what I hunted down today?
An angel!!!

Go and get some good wine! Today, we ordinary folk will be able to taste an
angel!

Radio: Thanks to all of you we have defeated the epidemic! It’s a great victory ...
And it proves that we have a bright future--the sky is the limit!

8.6
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4a

“Trans’’ and “‘Inter’’:
An Attempt at Definition

Steffi RICHTER

How a country like Japan sees itself and the world, and how it is seen in the
world—such mutual perceptions give rise to images of this country and the
world, and, concomitantly, identities. These images and identities have a history,
which is told through various narratives. Scholars, for example Japanologists,
generate narratives when they publish articles or books about images and dis-
courses of “Japan”. Similarly, museum and other forms of exhibitions participate
in the construction of these narratives as well. More precisely, the institutions of
scholarship based on written language, and museums displaying artifacts have
contributed to an aestheticized and high-cultural image of Japan since the mid-
19th century.

This image had been dominant for a long time, but in the 1960s, when
everyday objects “Made in Japan” started to capture an increasing number of
markets, Japan began to be both praised and feared as an economic power. At
the same time, these objects were attributed with a particular, unique “sense of
beauty” linked to simplicity and delicacy, a sense allegedly inherited by “The
Japanese” from their ancestors. Electric appliances, cars and other commodities
produced by a few big companies have been promoted in this way ever since.
Concurrently, “commodity aestheticism” (Haug 1971) has become an integral
component of a new (but actually old) image of “Japan”. In addition to the previ-
ously mentioned elites, designers, advertising experts and other protagonists of
the culture industries who make use of mass media such as newspapers, maga-
zines, TV, posters in local-traffic trains and so on, are involved in the construc-
tion of this image. Scholars, on the other hand, including social scientists, are no
longer interested solely in valiant aspects of Japan’s past, but also in the “modern
samurai”, that is, those salarymen who pass as as quasi-representatives of “The
Japanese”.

Since the late 1990s, the construction of national images has seen an-
other change. This time, popular culture has been incorporated in promoting
“beautiful Japan” which, thanks to J-Pop, now assumes the additional meaning
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of “cool” (in the fashion of “Cool Britannia”). In the age of digital media and in-
formation technologies, manga, anime and game fans outside Japan—in Asia as
well as in the U.S. and Europe—were the first to become enthusiastic about these
pop-cultural products. Shortly afterwards, politicians too realized the potential,
and, in the name of “soft power”, coopted the previously ignored or disparaged
popular culture into national culture, in an attempt at preserving Japan’s endan-
gered “hard power” position as an economic “global player”. The inter-linkage
of commerce, fan/pop culture, and nation—also called “national branding”—oc-
curs in all places where production-oriented industrial societies transform into
knowledge-based information and service societies. Nations and states turn into
“taste communities”, so to speak, their symbols, for example flags, serving as
a logo which is supposed to convey a positive image, a pleasant feeling. Cor-
respondingly, these symbols, and the narratives closely related to them, are not
only directed inwardly in order to unite one’s own people, to sew up social fis-
sures or to mobilize the nation for wars and liberating missions. These symbols
and their messages are also addressed to foreign populations as an invitation to
consume everything exploitable within the respective national space, and to in-
crease its value as a market, in other words, to keep it competitive. Pop-cultural
products such as manga, anime and games have attracted politicians and business
alike probably because they circulate better in transnational markets: due to their
media-specific and aesthetic properties, they rely less on national languages, af-
ter all.

In order to exemplify the rather abstract explanations above, I shall in-
troduce Nichimandoku, an online manga project organized on the occasion of
the 150th anniversary of German-Japanese relations in 2011. This small-scale
project was carried out between January 24 and October 7, 2011, by comics artist
Dirk Schwieger, who took turns in June with Christina Plaka, the first profes-
sional German-speaking manga artist, and shojo mangaka Matsuoka Waka. To-
gether they created altogether 36 double-spread installments at weekly intervals.
While the Japanese version could be followed only online, the German transla-
tion could be viewed at the homepage of the Goethe Institute Tokyo, and also
appeared in the monthly publication Comix (launched in 2010), between April
and October. As small in scale as the series of Nichimandoku may be, I regard it
as an appropriate example for clarifying the meaning of the prefixes “trans” and
“inter” (which have been used quite excessively lately) in relation to the terms
“cultural” and “national”, and for illuminating the connotations associated with
these prefixes under specific historical and other conditions.

According to Jaqueline Berndt, who supervised the project, Nichiman-
doku was conceived as an “intercultural dialogue between Japan (nichi) and Ger-
many (doku) by means of manga (man)” (Berndt 2011: 80). It was commissioned
by the German ambassador to Japan, Dr. Volker Stanzel, a representative of the
state. While the ambassador himself may have been a reader and connoisseur of
comics/manga for some time, his idea—to bring to light the past and present of
German-Japanese relations on an official international level with the help of the
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manga medium—would have proved highly unusual only a few years ago. Yet,
it seems natural to turn to this medium in order to reach a younger audience in a
country such as Japan, where one out of four publications is a manga, and where
digital production and online distribution of manga and anime have become in-
creasingly significant as well. Although the number of Nichimandoku readers
remained within certain limits, the underlying educational intention was to use
manga in order to provide knowledge about events and processes in both coun-
tries’ past and present and thereby narrate who “we” are, how “we” have become
what we are in “exchange” with “others” and via mutual “influence”, and what
distinguishes “us” from each other as national cultures even today. It is precisely
this orientation that makes Nichimandoku an “intercultural” dialogue.

The Goethe Institute which aims to “promote the study of German
abroad and encourage international cultural exchange™' provided the platform
for this project with its website. One may well assume that along with the ambas-
sador, the Goethe Institute hoped to reach not only “Japanese” and “Germans”
in general, but also dynamic and productive members of the “creative class”
(Florida 2002) for whom national origin matters little. Already sixty years old,
the Goethe Institute has recently established a marketing department within its
Munich headquarters. In line with the “Branding Germany” campaign, it is the
department’s task to develop and efficiently customize new products and ser-
vices. In cooperation with the German Academic Exchange Service (DAAD),
the embassy, companies, organizations and foundations in the respective host
country, the Institute organizes trade-fair appearances, information events and
media campaigns in order to promote Germany as a “location for education, re-
search and universities”, with logos such as “Culture Nation Germany” or “Land
of Ideas”.? In language courses at the Goethe Institute, students are now presum-
ably asked to read comics, including Nichimandoku, or even texts on marketing
strategies and other useful topics instead of Goethe’s poems.

It goes without saying that similar linkages between protagonists who
were previously located on different levels (national culture/inter-culture or in-
ternational, vs. sub/trans-culture or sub/transnational) occur not only in Germa-
ny. We need only point to Japan and Korea’s embassies in various host countries,
or The Japan Foundation and The Korea Foundation who offer links to pop-
cultural products and producers on their websites.? The new combinations result
in changes for both sides. On the one hand, popular cultural products are made
a vehicle for “national branding” and put into the service of the all-embracing
economization of state and culture, thus reducing them to sites for business and
subjecting them to competitive modes of socialization. The producers of popular
culture, on the other hand, also boost the culturalization of the economy, as so-

1 http://www.goethe.de/uun/enindex.htm

2 http://www.land-der-ideen.de/en

3 See for example the following websites K-Pop; The Japan Foundation: Enter the
world of manga & anime and power up your Japanese; or The Korean Foundation’s
quarterly,which includes an article on Korean anime in its Winter 2011 issue.
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called cultural capitalism (Rifkin 2001). They give things a certain image, which
enhances their commodity value and also helps to integrate the immaterial work
of their producers, with all their technical, mental and emotional aspects, into the
circulation of capital. Whether such a totalitarian project is feasible in the first
place, and whether (pop-cultural) producers can escape it, is a highly controver-
sial subject.

A second reason for discussing Nichimandoku from the perspective of
“trans/inter” is its occasion, the above-mentioned anniversary of “150 years of
German-Japanese relations”. This period is directly addressed in the last install-
ments (installments 32-35). There, Matsuoka alias Sakura/Yuri and Plaka com-
municate through complex verbal-visual blendings about what kind of food peo-
ple ate in Germany and Japan 150 years ago (fig. 1), how their relations began,
which changes they have seen since, and how they influenced each other (fig. 2).
The wording itself is indicative of a pattern for describing oneself and the other
in which we are still trapped, and whose beginning can be traced back to the
time under consideration. That time saw the worldwide formation of capitalist
nation states, complementing France, Britain and the U.S., as well as their self-
representation in images of themselves and their others. The “nation” becomes a
crucial image of “we”, which is supposed to bring about social and cultural unity
inside, and to demonstrate exclusiveness, or form identity in relation to the out-
side. Consequently, the world can be pictured and narrated as an “inter” of fixed
unities: they touch, contact, influence, imitate, threaten, antagonize each other, or
to rephrase, inter-act.

But ways in which the world has always been shaped by “trans” as well
often remain concealed. Already in 1848, Marx and Engels write in their Com-
munist Manifesto: “The bourgeoisie has, through its exploitation of the world
market, given a cosmopolitan character to production and consumption in every
country [...] The bourgeoisie, by the rapid improvement of all instruments of pro-
duction, by the immensely facilitated means of communication, draws all, even
the most barbarian, nations into civilization”.* Accordingly, the boundary draw-
ing “we” of the nation state is inextricably intertwined with the boundary blur-
ring global flows of commodities and money, and with colonialization, which
induces the need for ethnic and national identities in the afflicted countries and
regions. These identities can be mobilized in liberation movements and politi-
cally organized on an inter-national scale. Thus, the multi-variant historical in-
terdependency of “trans” and “inter” since the mid-19th century has been asym-
metrical and shaped by power relations.

In the second half of the 20th century, post-colonial, post-modern and
other “post” constellations made the perspective of the “trans” explicit for the
first time and gave it discursive dominance, attaching new meanings to the “in-
ter” as well. Japan’s modernization, for example, cannot be narrated anymore
as, by and large, a success story of bilaterally catching-up with the west, where

4 http://www.anu.edu.au/polsci/marx/classics/manifesto.html
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thanks to the linkage of technological and institutional imports with indigenous
traditions “westernization” came off while it failed elsewhere, for example in
Korea. A transnational perspective on these developments reveals the ambigu-
ous position of imperial Japan as an “anti-colonial colonizer” and discloses that
Japan’s colonialism “affected” not only those dependent countries (Korea, semi-
colonial China) which served mainly as suppliers of natural resources and labor,
but also the constitution of modern conditions, in Japan itself as in other East
Asian countries, with lasting effects during the postwar era and even today. The
transnational perspective reveals further that the notion of a “postwar era” begin-
ning in 1945 was itself a result of binary images centered on “Japan” and “the
west/the U.S.” which considered the wars in Korea and Vietnam solely as ele-
ments of the economic miracle and the subsequent establishment of a prosperous
“homogenous middle-class society”.

As a previously dependent, post-colonial country, the Republic of Ko-
rea first formed its national identity via dissociation from things Japanese. Until
1998, the official Korea held onto, for example, the prohibition of cultural im-
ports from Japan, thereby facilitating the illegal circulation of manga and other
pop-cultural products, which the younger generation sought a little earlier than
their contemporaries in western countries.

“Hiding the Japanese origin of these comics, pirated translations were
labelled ‘made in Korea’. That is to say, works by Japanese man-
ga artists were copied by Korean writers and after being given ap-
proval by the national censor, were published as Korean manhwa.
[...] A look at today’s manhwa [...] reveals that they belong to the
sphere of manga culture. Hybrid as they are, manhwa embody both
the rejection and reception of ‘Japan’ so characteristic for interpreta-
tions of history and nationalism in Korea.“ (Yamanaka 2008: 324-325)

The interactions between “Japaneseness” and “Koreanness” have al-
ways been asymmetrical due to colonialism and post-colonialism, and they have
been accompanied by claims of cultural superiority or, in reverse, allocations of
inferiority. Now, these notions are undergoing modification through the econom-
ic competition for pop-cultural markets, among other things, manga/manhwa.
Catchwords such as “J-Pop” and “K-Pop”, “Cool Japan” and “Korean Wave”,
“Ambitious Japan” and “Dynamic Korea” serve politicians and companies alike,
both in canvassing readers, users, tourists and other consumers abroad and en-
couraging an entrepreneurial patriotism inland. Yet, it is questionable whether “J”
and ”K” do actually hold the potential to evoke national identity, and accordingly,
can be grasped by means of a language, which favors national “inter”-relations.
With respect to pop-cultural products and their promises, the interdependence
between local and global (or “trans”-relations) seems to be more appropriate a
focus. Production and marketing strategies, which aim at border crossing, clearly
do not demolish national identity; rather, they induce additional forms of local
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identification as variants of the (itself localizing) global. As basically commercial
processes, “J” and ”K” detach themselves necessarily from those social spaces
and relations, which gave rise to them in the first place.

“Rather than inscribing a sociocultural boundary between the inside and
the outside [...], the local in the global postmodern operates on a more
fluid, affective distinction of familiar and exotic or a visceral sense of
proximity and distance that need not presuppose a fixed historical or social
point of reference.” (Yoda 2000: 661)

The shift of “J” from its initial, nationally specific environment to trans-
national and transcultural contexts calls for a consideration of more than just
the intertwining of business and politics. Users/consumers must be given con-
sideration as well, as they and their locally specific handling of, for example,
manga, are what generate “J-culture”. Returning to the Nichimandoku project,
we may now ask what this “J” actually signifies if it is not tied anymore to Ja-
pan as a country, or a fixed national entity. In other words, what is “Japanese”
about global yet local manga? Is it a specific grammar, or aesthetics, which rec-
ommends manga worldwide to local fan communities with particular skills and
needs? Furthermore, how do these fans negotiate inter/cultural identifications,
however momentary, by means of “Japanese” (and other) stories?

Nichimandoku’s final installment (October 7, 2011) presents all artists
and characters, but this time drawn alternately by each other in order to suggest a
change of cultural perspective through style itself. Against a background, which
features extracts of the Treaty between Prussia and Japan finalized in 1861, they
sing John Lennon’s “Imagine” (fig. 3). This is indeed a good summary of what
had been discussed during the previous months—food, soccer (as linked to gen-
der issues), music, and climate—and the use of the English language points be-
yond German-Japanese “inter”-relations. Already at the outset, Dirk Schwieger
positioned this national duo within global contexts, noting that culturally, we all
have become “peculiar hybrids” by now (fig. 4). Conveying such complexity
both verbally and visually, his contributions to Nichimandoku are much more dif-
ficult to “consume” than the installments in proper manga style which compare
phenomena in both countries through small narratives, occasionally stumbling
into stereotypes. Yet, the events of March 11, that is, the triple disaster in Tohoku/
Fukushima, led the manga artists, who would otherwise avoid any direct refer-
ence to political issues, to take up a clear position. Matsuoka’s characters Sakura
and Yuri express their fears as well as their anger in view of the fatal malfunc-
tioning of the ruling elites, and they admit their previous ignorance or lack of
concern about nuclear energy and radioactivity. These de facto border-crossing
threats prompt the Hiroshima-born Matsuoka to make an appearance in person
on her own manga pages, which she otherwise leaves to her characters. On April
20, 2011, she relates discrimination against the Hiroshima victims to the Fuku-
shima disaster: “Let’s hope that old mistakes will not be repeated...” In the final

122



Steffi RICHTER

installment, she joins the others in voicing Lennon’s lines “imagine there’s no
countries, it isn’t hard to do”. And the knowing reader may continue: “Nothing
to kill or die for...”

Interestingly, the medium of manga/comics itself enters center stage in
the beginning (installments 3-7, February 7 through March 7). Here, the discus-
sion of what may count as “typically Japanese” oscillates between two levels:
a representational level, where things are ascribed a certain cultural meaning
that can be scrutinized as “knowledge about something” with respect to verac-
ity and historical exactness; and a stylistic, or aesthetic level. And both call for
a transcultural angle. Since the late 1990s, mangaka have also appeared outside
Japan. Christina Plaka for example is referred to as a Germangaka by Schwieger
in installment no. 6 because her books for German readers are indistinguishable
from Japanese manga. Plaka introduces herself as a Nichimandoku protagonist
in installments 19 (June 6) and 21 (June 20). Focusing on her contributions, I
shall dwell on three aspects of transculturality, the first of which relates to formal
characteristics of globalized manga.

Plaka, who grew up in Germany, introduces herself as follows: “For
15 years, I have been drawing manga as a Greek in Germany” (fig. 5). Korean
manhwa, Germanga, “OEL (Original English Language) Manga”—can non-
Japanese creators be manga artists? Manga critic Itd Go6 offers one possible an-
swer. He points out that manga are closely tied to the act of reading, and, thus,
congeneric with literature. Last but not least, the importance of Japanese script
bestowed on manga a greater affinity to “Japan” than anime or games. This “Ja-
pan”, however, cannot be conflated with the nation state; it rather springs from
style, i.e. “manga style” (Itd 2008: 124). What is this supposed to mean?

When Plaka appears first in Nichimandoku on June 6—as a full-body
image spreading over three tiers—she speaks about the Japan of her dreams, a
country, which she only knew from “anime broadcast over here”. She found it
idyllic, summer festivals in yukata romantic, and school uniforms stylish. Like
other readers worldwide, she paid attention not only to manga, but also to fash-
ion and other cultural products of supposedly “Japanese” origin. Yet, she did not
merely consume things made in one place (that is, Japan). Related to reading and
creating manga, a new “we” across places has come into being, as Ito notes (Itd
2008: 129).

“They have chosen not one of the pop-cultural main streams® which preex-
isted in their own country but specifically ‘MANGA’. May we not assume
that they chose manga for telling their own ‘stories’ precisely because it
cannot be ‘easily bogarted by Hollywood’?”” (Itd 2008: 138)

Hence, manga provide expressive means by which “taste communities”

5 1to speaks literally of “mainstream subcultures” [shuryii-teki sabukarucha) in line with
recent Japanese discourse where “popular culture” has been displaced by “subculture” while
obliterating the latter’s subaltern and deviant connotations.
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can tell their stories. According to Itd, simply drawn cute characters (or more
precisely, kyara), which support emotional bonds and empathy, play an impor-
tant role in this regard. In tandem with page layouts and verbal parts (dialogues,
monologues, sound words) they facilitate the expression of complex emotions
and the emergence of a manga-specific interiority (Itd6 2008: 141). But manga
fans also tend to reduce the world to the intimate realm of family and friends,
diminishing the relevance of “society” at large (I1td 2008: 144).

Ito traces manga’s formation and maturation back to specific processes
in both Japan itself and the Pacific region, but he also underlines the necessity
to distinguish between “Japan” as a nation, and “Japaneseness” as an aesthetic
attribute. Thus he is able to offer an explanation for the proliferation of manga,
for example, in America, where comics had always been divided according to
whether they appealed to the hearts of children, or those of adults, leaving the
supply for teenagers scarce. Anime and manga, however, opened up new pos-
sibilities to those young Americans who had become tired of Puritan values,
matching the needs of especially girls and “weak boys” who felt pressured by
macho behavior. Ito’s ideas are in line with what otherwise has been character-
ized as our “mangaesque” culture, or the “manga-ization of the world”, signify-
ing not the “geo-political distribution of contents ‘made in Japan’ but aesthetic
and cultural dispositions which foster the global proliferation of certain manga”
(Berndt 2007), first and foremost within the “community” of so-called pop cos-
mopolitans who seek both the different and the familiar in manga.

The second aspect of transculturality I wish to emphasize is closely re-
lated to the history of manga. Relentless historical efforts are made to trace man-
ga’s “Japaneseness”, sometimes in a purely stylistic manner back to the middle
ages, sometimes etymologically to Hokusai Manga (1814-1878). Yet, certain
production modes and business models may appear “Japanese” as well, even if
they emerged only in the post-war era and cannot be equated with the ethnic or
national entity named Japan. Critic and scenarist Otsuka Eiji regards such efforts
of inventing a century-old manga tradition as an ideology, and argues that the
flourishing of comics, like photography or cinema, was rooted in the first phase
of cultural globalization in the immediate pre-war era, when, inspired by both
Disney and the Soviet avant-garde, an aesthetic modernism evolved in Japan.
Coopted by state policy under the repressive conditions of Japanese fascism, this
modernism gave rise to some crucial components of the later ofaku culture. Dur-
ing the occupation period, the stylistic elements adopted from Disney became
open to all kinds of narratives (Otsuka & Osawa 2005: 67-68).° Against this
background, the recent dissemination of manga and anime in America appears
as the retrieval of an offshoot of American culture to American culture. To praise
this dissemination as an original achievement of Japanese culture rests upon the
obliteration of post-war history which is typical for contemporary Japan (Otsuka
& Osawa 2005: 191).

6  See also Otsuka 2008.
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My third aspect of transculturality pertains to the post-modern phenom-
enon of “media mix”, that is to say, the multi-variant transfer of serial charac-
ters from one medium, for example manga, to others, such as anime and games,
proving especially advantageous for the producing side. Since the 2000s, this
transmediality has also led to certain political and legislative measures directed
at increasing sales in foreign media markets. In view of these developments, Me-
dia Studies scholar Alexander Zahlten raises the question whether anime works
can actually be conceived in terms of single products, or, altogether, as traditional
products characterized by the distinguishability between producer and consumer.
According to Zahlten, anime—and, as we may add, manga—is not just a genre
anymore “strictly defined in terms of content or form, it is a complex organiza-
tional principle of various goods and activities.” (Zahlten 2008: 82) The produc-
tion and marketing strategies of the anime/manga industry are geared at border
crossing by literally animating popular characters and, furthermore, animating
their fans to invest money and time.

One way of channelling such investment are conventions. On a global
scale they provide contemporary sites for the arrangement of consumable fictions
and consumers’ commitment. Modeled after the famous komikketto (Comics
Market) which has been held in Tokyo since 1975, similar conventions outside
Japan (although not nearly reaching the scale of ca. 35.000 participating fanzine
“circles” and more than 500.000 visitors in 2007) bring cosplayers and fan-
zine creators together with professional manga artists and other persons from the
manga/anime industry, but occasionally also with award-presenting diplomats.
Perhaps this bundling of aesthetics, business, and themes (for example in stories
about cyborgs and teenagers which revolve around encounters with the limits
of identity) forms the core of “Japaneseness” with respect to the manga/anime
pop-culture. Often, its stories are playful and fantastic, but the encounter with the
other is real, including pain, chances and risks (Zahlten 2008: 85). Apparently,
this applies not only to Japan, but also to those “mangaesque” patterns of percep-
tion which characterize, among others, the so-called pop cosmopolitans. When
and how such patterns are activated, varies—more locally and subculturally than
nationally, though. Even pop-cosmopolitans live within concrete environments,
after all, and not in Utopia. Probably, the “Japaneseness” of Japanese pop-culture
as a notion in the singular does not exist as such, but, as demonstrated above, only
in continuously negotiated and re-defined constellations of “inter” and “trans”.
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WEOFER L HEICBIF A HRER T O I OWTOHEEEZ . T HICEFNE
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BLT Mohvbny RO b ZES®->T — MlE] & 13
Wl BT, Tz THAERE ZEl T ——5HICES O, bhvbh] %
FERZEE LTHWICKRT 23D Ah, Lokl bREA S LT 5B
BEBIUHmREN S TNE., EMICCOREZE T[4 X—h)IVFaF)V] 7 (D
F O XL D) FFEEPERT LICITERND S,

LA LA, Kffis, £z THY VM OV 1 2Rt Lz TRAVEEE RA
VAL BN B VW TERE N TS L) I8 5 Rkt r2—¢&, THA
ANl (BXU TRAVAD I TREL, BA4F3y 7 TEENE (HEDOUHIE
BARINCIE —DORTH D) (V)T AT 1%« 75 A (Florida 2002) DfVE=H
ZIRILSIESLES & LIzDTHA D, BN 60 FEZWAZ Tz R4y bty 2—ik
BT a UNYARISR =T v T 4 VT EERI TS, TOHEE Vv —
Y TISUR] DEEIC, FILWY—E A EEEBR L, NS T
BIIWEBETZCeREYETEEVS, D KA YR HE (DAAD), KA
YRR, RAYRE/HEE, MHAELHILT, ZODEDRA NEORA
HAOHH L, HEHREHAS, AT 47 « FyoRXR=U R EEBTE>TWVEN, C
NS TEEEWIR ESFEREDOY 125 R4 V% [UEERELTORAY ] H3
W T7 AT T7OE] LV TZRETEDIAL S £ T 50D DTHS, BZH
RAYbt >y Z—DBE Tl RE, 7—7 055000, THYVI) &5
BIz) VA, BAEIVER—T v T 4 VTGN DMDE LR T — RIS DNTD
TIOANDHRENTVEDTHA D,

CZTHLHEDTHHLTEBIRNEE, B8 EHLDLNNICH>TZNPE S
LRz L D IEAHEVD (FaFi/ AV Z—« HIVFrv—Ia LAV E—F
VaFIRGT ST VR e ANF =Tz W LY T SR TUR F g L) o
ETATERDOONZ VST ETHD, TOMAILRZDIE, TEIEEEA
FENC BT % HA L E O KGR D 5 WG HADEBSSHRES L EOZN, BX
UCZNBERY T« IVF v —RFDEFEHELD) V7 ThHB, T LIEHTD
EHEHEOMICZ N ELTTL %, UEDE. REaT— -« HIVFv—n [+
PN TITUR] OFEREERST, FRUCK > THEZDOXED b —Z )VITHREGS
fbxn., BEOHGATE L THAE LD S BRI K5Ik b 0528 TH
%o BV EDIE. FORARIDEHEL LT, Ry T« HIVFv—0% LB
ZRUCHEDETRBEOHWNVF v —b, b3 [SUbEARTZ | (Rifkin 2001) %
BT ZENVS T ETH D, TRNTOEMCA A= DMb 3720 T, T04%
PEG T2 DL K 7= 2 OFfiH. MErr), EIENEEE & & EEFIHE N,
BAROY A 7 )CEINENTLESD ., COREMNERANZEFE ECEThlhER
DO, BBV CRy T IV Fr—8FT) LEEBRIZINIEXENENS
DM, TH LRI DOV T LWVE@aENEINTETWVS,

ETAT, THS VM 72 TS VR AV E—] OBESENSERT 582 O
&, 9 Tlaab7z HEHZR 150 JHE] &0 Z2onTTHD, TD 150 FE L
SHIRNE TH= M) OR% GF 32 B~ 35E) CTHET—ICE>TWV5, ¥
SHEABTERME T T AH 150 RO HEE DN L Dz & Z 132 BXTWzD

2 http://www.goethe.de/uun/enindex.htm

3 http://www.land-der-ideen.de/en

4 ROV VIBI: KRy 7] {E R A YEEKMEEOY > 7 ; http://anime-mangajp/ ; [J K> 7] HA
[EFRASHi AL « Enter the world of manga & anime and power up your Japanese; http://www.koreana.or.kr/
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A (XD, WEOBEBRIPEDXSIHEE > T, [BHEWHABAEVDEONIEIC K>
THERICEELEDS ... SHOHMEGENRH S O, WEIZED K S K
BHZESTOD, HEL W2 LICDVTHEZZDLTWVWS (K2), T5
L7zEE0 I, S HICWZ% E ThbNZHis 2 T 5 HEE & & his o
SHENEETILVBE ST EHDNTWAEMN, ZOHREDIZVWE ST RO ED,
THOIDONTVWBEICH Tz, TNE—TF VA AFVR, 7AUHD
IEMC — S SICHRPTEATRENZERERMEK SN, BETEIBRZX
ST, HABEMEBORESEPHBEINZATE D o1z, ZDHE [H—
av| & TEHR & EATIRESUenmiFE—2810 B U, wyhcmlr CldhkmE &
UTeRSRIN T A T2 7« 7« R 2 X 5 Pl Thhbh ) £ A=V &k %,
ZOLEMFUITOETE LIH—AES LD (42— LT EN., YIRES
NBEICH2DTHZH, HNCHML, ZBL, WEL, BURL, BREZKC,
WAL, TALEYDTH B,

UL ZODESEIEEIBIICLTIRKIELE S, EREEREINTLES DR,
T LMD EIRHC S K ORI [h 52 X OAHIZZIT Tzl ns T
THb, TTITIMSERILVI AL LU IVAR MHEERES] T2 50T 3,

BAR, 70y a7 Y=g MERHGORZEL T, »55EAL DAL
e MATENGZEDIIED HIF, (1) EEHEOSUEZNBICK > T, K
FRICFHHICIn 5 7238@Ic K o T TRTORER, & o L RMARHRERE .
YDA EANS] (RIVT A&V IV A 1971: 44-45)

FERAE T < mMERERN b EEEZBEBRIC LT UE S i eEED s
0= VIVl & Uit & AR BfkicH 2. L b%EIESHEYH
Hikic BT, (BRI BUEE IS NS) fCESI 2B L CHIE I NS B X
SIEENTEBORENRWUEEWNT A 72T ¢ 7 4 2ED EIFE S LS Ack%E
MO 9, 19 HAIELIKRD TSV A & T4 V& —] OMHBEREDZR
JESIE. Lz o TORICIERFRT, ULHAEMIBRICK > TEAEINTEZDOT
Hoiz,

20 ALY DRA S - aa =7 )b, KAk« EXY, Fz. 2Ot KX k]
BT L B> TEIRLK TS VAL DS AL DN ERD, T4 XAa—2R
ELTHLHDE IR TERD, Zhedic AV 2—) L ELHTTER
B LUT2DTH > Tz, BOHAZHNC ENE, ZORIBIFZEIER TP I &
BREMNIE TFvyF - T 7| OFRELTRESZ LI TERY, TOBIE
FIERBUEERIENEE 2K E LTI RIHRICER, Ex & o E Tl
LiznE s, AATEYWERMN X OREHIEOA & HEOERMRETDOW ks
BT E) ISR LIz EMEES N DIEN,. v TV A« F g FIVERBED
5O LIEREEZRZESE, LA IKan=7)Vizaa=7)XL] £LTD
A EHARDOMZMNENENTRICHTL %, ZTHhHHLMNMCESDIE, T ORER
WEFIZOTOEFRRFE IO Sy 7 & ULTHRYDOWEEE G, Rk
EINFHE) KBRS Z 12720 Tla, ZNHEFFNCAABIURT V7 I
2T RIS FERR K T 2 7o DDA ROMKERN TH -7z L. £leZD XD
BEDELTHIZEDOSHICWESE T ZzRE LTS WS L Ths, LTH
TTHOULIENI VA« FaFIViaHAlEE 5, 1945 EIChhE -7z Tk O
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FREDEC K DICHAREWCKDME ZHLE T B4 A—IDIEY T H 5T & xM
5T B, RS & N N F LR 2 @ s [RIE O pERER L] 2T %
7D DME—D TEHERFRE] BRNZEHES LIz0b O TH- T,

e ZITEED XS IO THENTH>T2RA s » 207 )IVDOEL Tk, %
FMEDEIKHIEHTEEND X2 F T aFI-TAT VT 1+ T4 DERS NIz,
1998 4FF THEII NUTIE ARSI LD AZIEIE L TV, 20RO HERE,
WCKEEE K O D LERDICEH N IROEE AN DR TROSN TV RE 25— -
FIVF v — I EHBPNIIEREICHG TN TV D TH 5,

(NSO HHPAARTH S T L Z2BRT DI BRI OBIRRICIE T A A K-
A2 aVT | OIS Nz, WbIE, HARDR U HEOIEMITEE O
Rizblick->Tar—xn, I@@%L@;Tﬁﬁ%hfﬁ%?/7;abfm
RENTZDTH B, () SHORY T 7EARNE. ThSE~ 2 Axfbosy
Lﬁbfwég&ﬁb#% FNBNAT Uy KT, THAR] DR EZ E@ﬁ
HZREBELTWSC EZFAREOIER L 3 g9 ) XL ORI U T AR 72
7=b THB5NS, | (Yamanaka 2008: 324-325)

— BB THREWEzaa=7I)VERA s « AU T IVOREORN T, DRl
JERFRT., HOEEbNEEA L HAOELRE DS THANRE D] & T
EWEd D] EOMHETAL, RATRZIII VA /YT 7R EREaT— -
TNVF X =D LWz < B HA NG L Z(ELTE TS, TRy 7]
KRS (D= & TR 708y APy & TR
AFIvT a7 BFERFNUSHIELE S Fv v FIL—XEN, chsnT
L— ARG SEIARY [Fa—N) « TL—¥—| THHEF (0Dl
BINCET ) 7, I—Y'—, RITEREOMBETEEL XS &L, (HEHIC
M TR T2V R¥EEZEFIREALL, HOMITLEZHBELTNDIDTH
%, L Lahb, [T/ K BAYICFHFaFT-TAT7VyT7« 7« %AIKT 3
TIDH2ZDh, Lieh>TElzFra iz 42— ] LS SETEHEL, #
FRLTEXVDOD, LW EEHNHTL %, H2W0E, T LIziiEzffirshizal
ERZFNDHRTSED2a—h)L e Z7a— N )VOHERE (RS2 X)) &LT
ST BIEIDNSEDLLLOTRE RN EVWS G TH S, BilEEHEE 354
ER =TT 4 VY TOMRIE T a T e TAT YT 4T 4RI H> L THRLT S
Zkidxv, LAL, FRHCZNE (ZhESo—ukEntns) Ja—\)b
DT 7VI—yaryelLTHLOA—=H) - TAT VT 4T 1 DIERITDIENS
WEKICBNTHEENTHS [T/KJ 1, %@%ﬁ@%f%%ﬁAW%a%%M#
SIREMIN TV DTH 5,

TN ESNEDIICH B2 AL 2L 5 XD 6, Jo—/VVERA b -
EXVCBITZO—H)VIEEDDIES D, HENZEDOLEZEDDELD LD,
H B NITUHIBIFRDOIEIK & [HE U 7 AL 2 a S IR 2 BifE 97 5 R E DR
PREER e DD, & O R TR X ANCSRIRCIZ T 5 <D TH %, ) (Yoda
2000: 661)

1) 220686 DF Y a FNVTRREAY T IAMDNE TV R F¥aF

7 A I LT
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BVEWVSHEE R EROHENMEENS, ZTTHDbNEZRZE, Ths i
mOEHE THEEE VWO TFHETH S, HEN (AU A8 EHR) Thb
OB e T —7)Vigh Tz B TR - BT S5DICK o T, FIHT TRy 7| H
VTR ETHD, TTHLHEU THY V) RS C &iciks, BARICC O
BRCENL T, 1) 280N, —RF g FIVTHUeciEE Uiz =kic B2 % [
THAHHAARLZLIERBET DN TV E LS, TlRZFNIZIRET ST LI
BHDEAIH, LWVIWEBRLTHZIEDTHB, SN, FhidY
O— )L ca—h)ViE U HICENT THARW) ahzEl> e Ths, [T
DHAERNLE L > I Fhoa—h)Via T 7 Y HEKREG DT 5DI1E, DX
VIO EREREZDIEA S TOXSAERT THAD] (F7-MtED)
MIFEIZ EDE S ICHIDFlEEN, Fhelcbz—BMICTRdN. TNHEC (£~
Z—) FIVF 2 T)VizE—LZ RIS T B DIEA 5 b,

10 H7 HORMEENCIE THY Y] OFTXNTOIEREF YT 7 Z—DEEZHL
TWaH, L LSEE, b SR OZE % W JEO XTI B TRET S H D
K21, 3ADPEY (ZFLTHEBEVOFYy T I R2—) ZfEG-oTWVS, TxidiE
1861 fEIC T A > E HADMICFNIZN 2D — 0B R.Z 0, B AT
BHHERB XS EXA VI >TCVay L/ VD AV ZHSTHS E
TATHS (X3, THIENMCZFNURIOZEY - Rl B FoNnkT—<
——BY), Yy h—, EBIIEV A, EE KR B —oF L
HELTHIIL TV S, [FRHCHEEIIHID T4 22— Z#HBL TWh L EmzE
LTW3, T TIIRADETATHHROT 2Ty MEDhic 7 a— Vs E Dk
MCEINTVB EL, 45 Bk, UEDETHRIVT ¢ K ADK S ki
FELDEALRITVD] LEE5TWeDWETAIVT « v ad s —H—TH->7z (K
4), TOMFEMEIEOEYLE ) TLTFT 7 A b EEBEOEMREAEONEERT
LBHTENTED, TORHY 2T 4 —H—1EOTEY—RIZ., TNhXDHAT Y
HELWIZEY — RIZHNRT M) LI350WEDEASTWS, BEIINEEY
BB CHEOX FIERHESEIET 20720, LRUVIEAT LA XA bk
ENSNEw, LML 20114E3 A 11 HOHKSE, b bidtEED (RAYT
=9) [ZHEOKHE] I L TR, ZREBGANT—SZEEH DN S T L 2HlY
BIYVHRELE THY VM) IZB V0 TIE>ED L LEEEEEI > TV, D
F¥ I R—THHM/ HEELENTY — FEOBMNEEDICH L THD B
DARLERED ZR AL TVB 72T TldRL, FRPBSEHEIC OV TOESTZED T
NFE TCOMYREELEREDTVDE, T, TREEKEEEEZ 2B TH 5 JFH
BRI B OMMEEREELE L UTHEEE, 4 H20 HOZEY — KT
& 5. BETEZX I AN RFFHENEICE > T ERUHS 2/ 0
BRLUTIELLEWER] &WH K5I, JAEOEHFICHT 2 252 BHEDBEED
R EHETDITTETE VD, L TE TN HFmRE THIEZFDMDIESR &
LRl THBLTIHA HEEATHEWATZE FAKICHLLENTLED ?]
EWVS L/ VOGRS o KON [T B EEAREE ML | il T &
X, BNV ELHENVES S,

BRZENDIE, T2 2, TH VM) oF3mE QATH) S5 7H G A7
H) I TN TVE XS, ULV AT ¢ 7 BRNEZRICT—<bX
NTW3TLTHB.F0ZE MBI HAR & IZMEDON VS BIWVICE LT,
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TZTE2DDOLNIVDBDIT> 720K DHENL>TWVWS, T72b5. U EDIE,
FUNHFEDSALNERDNEZ SNEZERL NIV TH S, T T TREEDOHERKE
B AT DONTOR & UTEDIEYS RN IEHEE Db S 5 K51k
STWV5, £V EDEFERIHD D VEAZAINDLNIVTHB, TTHhH T A
JIVF v —DOWHEN S Rz THANZE O ZREIC L THIZV, TOHED S,
& I 1990 KL, HALNCE VU AT 4 —F - TS HhDXS>BTanx
VHENRYET B Y a U —H—EE6MTHZD &2 [TV VAR &4
DI, MELDOFEN2< i R A Y DFFIITEIEPHARDZN & XA TER
EEZAEOTWVS, TIHEBIEE 9B (6 H6 H) &521H (6 H20H) TIH
UM OGRS THTETWS, LIFTR, fi&h TH~ V3 g

CER TN, R T VA HIVFr—D 3 DDMIEICI B AS, Fa—NL
kXNl o HOE DB S HFE L THE S,

[CAICHBIEESA ! BUBHELT, 7Y RXTY, REFV v ANTIH, 154
WS RAY TR UHEOTOVET ] LWwH kY I2E->TTIHIZHCHNE
719 (XS, TRWCEHEDI YT 7ICENULEN . SERITTIVI VAR TH %,
fhoa—7)L « 7Y T—3 3> & LTi& TOEL (Original English Language) <>/
Hl ZHF3T B TEXI, ETAHAD, HEAANLNTER VAR S 5D
IMe TORWVICEZ TVEDN V HIERRODEMTH 5, I, <
VAHRFBITALEUCDONTED, ZOEKRTCAGEL, LM s s EITAAR
O FERETDNTWVBE T NS, TZART—LEDE THA] NOFHIED
REVOED, TO THA] BEEERE L TOHAREERKLTWS DU TR,
LWV, FRETB LA, THA) EHETDWER VY HDAR A, DFD THAR
ZANDIVA| 2o DIFEA (G 2008: 124), LirL, TNTE - TH
BEENTZVDEAS,

6 H6HD THx V] CIERERBIRNTHIELRT 37 AZHESTOERTY
TEHRICDOWTHES> TV, P RIICHAZ DX, T2THE5TERLMN
57 A ol s, HARKKINT, BKZEERD IO T 12w
I TV EROFIRIEAZ A vy alzE o TW0iz, DEORLEIY U HRBA T,
MRBOFRELE LS I, HARZ BEDOH ) L3277 vy aroUMzesE
ZLTWebTThHs, LhL, HHUHSRAT (HA) TESNIZEDIEH D HH
BINDI TR a7z, IEh 6HEITENTIEENE T HICBENTE [V
AEmss /< F =B 55 (BRI 2008: 129),

M5, HEICUETD 552 THNEY T HIVF vy —TlaEL, bITHE
“manga” 3RS, EODEBD [WEE| ZiE512DIC< 2 HB U & - TR L
ELTHEEZEDZED DN Dy RICBEHEICEINTERW] EDTIEEVD
ol (HEERT 2008: 138)

X UAF O TR DA EDORA N —Y —ZYEES e OXRBIFEZ
RHELTVEDTHD, PHRIcINE, ZoHE L <IC, BHGRI->IE ISP X
ICIEIEIHRECRNE I AZ ATREIC S 2 K 5 & T v T ) HEEREREIZRIZT L0 5,
Nz AOMOHPLINEER — IR EFE (R T NE A/ BN
—— LHAEDEL T LICK - T, HMEEEZRIIT 2 LNTE, Tlic Iw
VAN ML 2 EVS, 22T ... KR KN &0 - TR E OB fR
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EHRLUT, 2B EEMEICHEST 2T N TES] OTHS (R 2008:
141),

CODEIEERB AT LD EEHAICETN., AT S ik Tzcohz, {7
BRI Z OEORHEICHUDY, ZNEZEREEDOIY T 7 A MOkMcELl, Ly
LIKIEE =g LTO TAAR] &, EHEEELTO THRGLE ] &2
XAIT 208 MNH % L 2EDIRUERHAT 5, 2ThH, VAR AITIAN >
22 LT B HEOMBEEHENIC RS, BIZIET AV ATERaAIy Zid7ito
DEADEDERANDLEADED IR ENTVBEDICHL, 74— TAY
Y= ZDFIEMARDIZDDEDIXITEAEFHEL TV ENSTzE LT, 5T
IEDNTVS,

[FEE & ICHCK TRAS Y HDPRAR I NEBHIC, HotiTid, <a3xvy
A> DR FNT & —E OB AR N AT /b U, BEIHODED LD,
EDDIF VLT BEDNEIHIINCEHE DRI KO BREDICZ L2 ehHITF 5
N5, TEKTIE. HADT7 Z AR VL TE 22— Z VNREBRICE N
FRICHRENZ R L, W EE-S>TVE] LI REHE, LI UTEIHEED
i3, HEEOI Y F a A ALIHIEEEC T0E HROZRICIEZ TV
WIS RAEFFENE S, FNEADLIEBTHD, £z T85VWEDO T 25ETH
HB1EA5 ] (BHIER 2008: 144)

PHEDZELI TN B, B30 THRO< > k] ERMOT 5
NEZEDLRENAEFAZT NS, THUITZAIC [TAAL R AV« Ty IRV &
WS OVT Y OMIBCENILEL & UTHRT 32 & Tldal. BEDOS VDY
=7 VIRIED D % LT % X 5 RN LR EDFEE 2> TW0WEDTH
D, LICHD b DM & BLEE ZRIRHICHE L RD D, Wb SRy 7 -
IZXERD) RV O THEE] IZBNTZEH VS DIFTE (Berndt 2007 ZHR)

FSVR IV F a5V D3 2 DOHOMIEIE., < AROMEE DR THH
SR B, TARNTHZ T & BFEBIICHBEDIILS & Lzb, Zhahit
EFTH-ZD. HEIVRELSEOERENS MtaEm) LEEOT XS &35
FHEORICH D, THANTH ST & IFFFEOEFEHRARE IR A - EFILDT
EME LNAEWVD, TNSIFHRICES>THIOTHTEZEDTHD., ThEUF
MICRIERNTFH Y a PVl E LTO THAL ER—HLDITZV, BHSHMEERT
SR UHFFEETEHEREIEEZOL S BMEHFEIC L DRV HDERE T
Bl L&D T2 AOEMIT, & ITEND —— GESPHUH[FEREIC ——1920 4E
K5 30 ERDOFE -2t 7 a— VRO EY Th ol L E RT3 1
TAAF—FEHAEL STV B, YT ¢ =PV U ¢ T A= i X
NT, HATEENTEX ZALMERE NIz, TNIHAT 7 ¥ X LOMER2&
TR CHERBEAD MG SN, BICHZ 7 ULOR L a5 720 DD AV
IR—=IVELERUTEEWVS, T A— O A Z AV ETERICH 50 %
AR PIRBIC T TR N TV CRIFIE « RS 5E 2005: 67-69), ZHV<
HET ZAWMWILLTT AV ATIENDEZRETNS T EiE, hDTOT AU AKX
b THifE) HWREFET AU AICHET ALY ENTHL ZEIZENMEERV, %
NZFHELEmEAL) IR THARDE] 728 UTHMET 2 D& HARDE- 7z [HE
BHOEH] OEDNIE L KIFKEZE > TWV3D OBILE « KIB(E5E 2005: 191),

FIYVR e HNFaTNEDLBIDHOMEE (AT 47 « v 7 X £V
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RAL « BEXVERRICED S, AT47 « I 7ALW0HDIE, LHEEOMITX
DREERFTNRZK B 2D, HEAT 17 ez 0H) OvI)—Xkik
BE2BFYIIR=FMDAT 27 (TR, F—L) IZEahlzb TizHT
B5CETHD, TORTUA AT ¢ 713 2000 fELIEHA T, BN B R
T4 TG TOTEY EiF @b B izdic, —HOBGAMN, FEIHEEIC X 2 HmE
ZIFTCV %o KMBAT A T7HDT LYY R— Uy —)LT V3, 18l 7 =X
DGFHIZCEDODH[E WZ 200 ZMEIC LT, 23 Z B AEE & IHEEE 2 I
I3 5NBIHRDEKRTORS, - EEVIDFTELIZD 5 50D E S EFRXTN
%o Wr—IbTickNUE, T2 ZIET7 = AR, BIERARMICEIEAMIC & B
KO EDDY Y VLTI ELRICE D E TR0 & IS OB A 2 AR R
72 &S (Zahlten 2008: 82), XV H /T ZAERDEFEL R —T v T 4 2V 7O
IR EHZ, v T 7 X—LEABHIC, ZThICEeilEER LTINS T 7Y
TFE IO IEEE (7= A=) LTW2DTH%,
ZOBTIEZDRI DB AT 2y a YRR TH S, T TIESHIER
CHEARER T ¢ 73 3 U RMEE B E DRIV =S T LYY AV b
MEAILBTIEZDONT VWS, 1975 FELCREETE I AbN TV A RIERAT I
T R EERZ E FOHE (2007 412l 3 F 5000 DRI AGE [Y—2)V1, 50 H
ALLEDOZIE) CIKiZE BN RATOEY, LAhL. FDXS5Kary I rvg
VIFEND S E AR T Ty R AT OB Z T RIAGEORIRE. <
VKRS T ZAEROEUNT B EFE S TERD, Fle EICEBEDODITH
REOEELHONSG, BZLL TN UH /T ZADKRY T« I)VF v —Ic BT
%5 THARNZED | mDOTHA D, RO ETRES, B2 % AHlg, &5y
AR=TRT 4=V IA TV —RFORTUELFELHNEVSTZEDEDHZY)
IR EORBEDT— < EENIK 2O EDICE D LT D, FIETATY
T4 T« DRFE DHZVORFEM & AIENI BN TL %2, TOMFIZ LK
UG TT 7 VR IV—ICEN TV B D, [ZOZEEDMME L OHEWIE,
DER/ELEL, FYUVATHO I AT TEHEH S| (Zahlten 2008: 85), TDT ki
—— HAZRZZMIGEA T ——H LSRRy T A RXERY X efECTDOVWE TR
VAW ST TIVISHINT B, LA L. TN SRZENEZEBL TIHADELNT
BOZAADT. (74T 3M—DFETFILIEE NS T ETIERY, TOXSKTu—
WIVIERBFRET IO, EDOXIITTHFHILEI NS DR TETETH S, LH L,
FNEFTaFEEDEVSI LD, BLAT—HILTY T « HILF v —HEED
K375 9, a8k b, T LizRy 7« AXERY X 3G ER 2RO Nz
B TEE L S TERNGEEDO M EZETWAANEBEENS TH B, Fh b,
WHIETHEOND &9 7% THADRY 7« HIVF Y —IcBIZHANZED] &
EWVWIHEDRFEEET. FODOERE ST NI VA AV EZ—] OAEBZRDKE
MCROELROG[EENEDNS, HilHESNDDF B LILEBEAS,

CIVAIBHTRRD

6 /wR2010 B8 CRRC 115 H~ 116 H),
138



VaFTq - Vs

SEXHR

DR > D Ta—N)E—a Y — HAY V) NRE] %OMSR ), gk - Jt
MR MEAHK) (vol.1>, NHK 7w 7 X, 2008 4, 121 H~ 150 &

KIFHGE « REEEs [TV v 82 A= a3 v 13758 MN 50 HE - M)l one 77— 21,
2005 4

Otsuka Eiji: “Disarming Atom: Tezuka Osamu’s Manga at War and Peace” (transl. by Thomas

LaMarre), in: Mechademia 3: The Limits of the Human, Minneapolis: University of Minnesota
Press 2008, pp. 111-125.

Zahlten [ Y 7 — JU 7 > ] , Alexander: “Something for everyone — Anime und Politik”, in:
Deutsches Filminstitut — DIF/Deutsches Filmmuseum Frankfurt am Main & Museum fiir Ange-
wandte Kunst Frankfurt (eds): Ga-netchii! The Manga Anime Syndrome (English edition) Berlin:
Henschel Verlag 2008, pp. 76-85.

RIVT AL A—=)V& E Z7)IVA () THEFRES) AECCHR, 1971 4
Haug, Wolfgang Fritz: Kritik der Warendisthetik, Frankfurt/M.: Suhrkamp 1971.
Florida, Richard: The Rise of the Creative Class, New York: Basic Books 2002.

Berndt, Jaqueline: “Globalisierende Manga, mangaesque Kultur: Oberflichen, Zeichen,
Bezichungsgeflechte” [ ¥ 7 U — « X)L b [T a— LT B0, S UHFY
vihkhxib i ZE B, FLTRxRYy =7 1] X)L VHME Y Z—TDHE.
2007 4E 10 A ; X va— R (RA&REEER 2012451 A 10 H) http://wwwdup.uni-leipzig.
de/~japan/cms/fileadmin/downloads/cool_japan/cj berndt.pdf

NIV b, Vv =X TREZ ) TH< 2011 EO HIERHR 150 JHEZ L& %
RUA/AIy Y e Tabg) TV e vad o —H—, Wi 2V AT —F -
TIIE T NV M. B R A Ykt v 2 =517, 2011 4 (JE5E) . 80 EH~
81 K

J S T TEAGEZRIC AR 2 <V AHEDREEM ] ¥ v 7 U — X )L M T
HWoa3lvwy AL a3 v 7 AOHSL /Comics Worlds and the World of Comics] (F13 2 %)
B EEE AW 2 —, 2010 45, 125 H~ 140 H ; XU 00— R (R -
2012 /=1 5 10 H) : http://imrc.jp/lecture/2009/12/comics-in-the-world.html

Rifkin, Jeremy: The Age of Access: The New Culture of Hypercapitalism, Los Angeles: Tarcher
2001.

Yamanaka Chie [ 1| #7 5] : “Manga, Manhwa and Historical Consciousness — Transnational
Popular Media and the Narrative De/Construction of Japanese-Korean History”, in: Steffi Rich-
ter (ed.): Contested Views of a Common Past: Revisions of History in Contemporary East Asia,
Frankfurt/M., New York: Campus-Verlag 2008, pp. 321-338.

Yoda Tomiko: “A Roadmap to Millenial Japan”, in: Yoda Tomiko and Harry Harootunian (eds):
Millennial Japan. Rethinking the Nation in the Age of Recession, The South Atlantic Quartely,
Fall 2000, vol. 99, no. 4, Duke University Press, pp. 629-668.

DI TYA L GRS 201248 1 7 12 H)

Goethe-Institut ( KAV x{bt > & —) http://www.goethe.de/uun/enindex.htm

The Japan Foundation: Enter the world of manga & anime and power up your Japanese http://
anime-manga.jp/

The Korean Foundation http://www.koreana.or.kr/ , Koreana. A Quarterly on Korean Art & Cul-
ture*, Winter 2011, pp. 46-49.

K-Pop (Korean Embassy in Germany) http://www.korea.net/detail.do?guid=61015
http://www.land-der-ideen.de/en

139






Manga x Museum
in Contemporary Japan

Jaqueline Berndt

1. An astonishing indifference

In present Japan, comics no longer need legitimization. And even if so, depending
on the genre in question, the legitimization effort would not rest upon the authority
of modern institutions such as fine art or the museum. But fine art as well as the
museum are crucial points of reference for western tourists, as those who come
to the Kyoto International Manga Museum confirm with their expectations and
occasional discontent. Recent surveys' reveal significant cultural differences,
mainly with respect to the following three issues.

Firstly, most western visitors expect to learn something from watching
exhibits, whereas the regular Japanese visitor enjoys browsing through book
shelves and reading the material, giving the impression of a library user or
manga-café customer. Secondly, especially European visitors tend to assume,
that in a facility called museum, manga are made to represent national heritage
mirroring the cultural policy of the Japanese nation state. However, as a public
institution under the auspices of the City of Kyoto, which shifted the respective
responsibility from its Board of Education to the Bureau of Industry Promotion in
2010, the International Manga Museum is supposed to serve, first and foremost,
local identity? (and increasingly local economy as well). Thirdly, many foreign
visitors expect manga to be acknowledged as a legitimate art form by virtue of
the museum, last but not least, against the backdrop of the two national comics
centers in Brussels (CBBD, since 1988) and Angouléme (CBDI, since 1990)
and also the nationally run Korean Manhwa Museum, opened in 2009 at the
KOMACON compound in Korea’s self-appointed “manhwa city” Bucheon.?

1 Approximately 20% of the ca. 300,000 museum visitors per annum are foreigners.
see Sabre 2011: 320-349 (chapter 10 “Le manga au musée, quelle 1égitimité pour la pop
culture?”).

2 Recent Japanese museology textbooks tie the social function of the museum solely to
“regional society” (chiiki shakai) anyway. For example, Zenkoku daigaku hakubutsukan
koza kyogikai 2008: 54-56.

3 Abbr. of Korea Manhwa Contents Agency. In contemporary Korea, due to public
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Such references to national culture and modern institutions are not
specifically foreign. They prevailed in Japan as well, when until the 1990s manga
critics claimed a legitimate status for their medium in two directions: on the one
hand, by emphasizing manga’s parity with “high art”, among other things, by
leaning on authorized traditional artworks, and on the other hand, by promoting
“story manga” (that is, magazine-based serializations of graphic narratives)
against the other forms of manga, such as caricatures and comic-strips, which
had been acknowledged earlier due to their appearance in newspapers addressed
to adult readers. But in the 1990s, the story manga carved a visible place for
itself in industrial terms, gaining recognition both in Japan and abroad. Suffice
to mention the enormous success of the manga magazine Shonen JUMP which
sold about 6 million copies weekly at its best. Against this background of sheer
proliferation and commercial success, strong advocacies of manga’s cultural
importance became less imperative. Instead of struggling for legitimization as
such, manga museums are more involved in defining themselves vis-a-vis the
practices of producing and consuming manga, which includes the defense of
specific genres and fandoms against aggravated attempts at regulation.* As distinct
from the late 1980s when story manga began to enter the museum realm, manga
critics and researchers today exhibit an astonishing indifference towards fine art
in particular and legitimization in general. For curators, manga’s overwhelming
quantity, and how to handle it within the limited capacities of a public museum,
is a much more pressing issue (Omote 2009).

In addition, curators have to reckon with readers’ reservation against
exhibiting and housing manga in museums. The majority of domestic fans tend
to presume that the institution of the museum benefits from the popular medium
(which helps to increase visitor numbers), while not offering much in return.
This has been explained by allocating the institution of the museum to “the
west” and manga to “indigenous Japanese culture” (Murata 2009: 166). But in
Japan, manga and museum have at least one thing in common: resulting from a
particular modernization which involved the localization of imports from western
civilization, they are both cultural hybrids. As such they are characterized by
cultural particularities as well as a globally shared modernity. Furthermore,
they are equally liable to historic change. Thus, the restraint by contemporary
manga readers against the institution of the museum may be traced back to its
educational mandate rather than its alleged non-Japanese imprint. Imprinted by
the home-made educational system and its orientation on entrance exams which
not rarely sap any joy from education in general, manga readers tend to suspect

subsidies, the word manhwa does not only refer to caricatures or comics in the strict sense of
sequential stills, but encompasses also character design, animated moving images (whether
in the form of films or games) and digital creations which oscillate between traditional
comics and animation, so-called webtoons. For comparison between the museums in
Bucheon and Kyoto see Yamanaka 2011.

4  Exhibitions on the female genre of Boys’ Love manga, for example, are not yet possible
in Japanese museums. For a discussion of another contested because erotic genre see
Galbraith 2011.
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the museum of disabusing them. In this sense, the museum remains “foreign”
to most manga readers. If it plays any role at all in daily life, then as a site of
affirmation and reconfirmation instead of questioning common sense.

Below, I shall first introduce the International Manga Museum Kyoto and
then touch briefly on its relation to fine art, before turning to a manga exhibition
which illuminates the typical indifference, if not ignorance of a famous manga
artist in that regard, suggesting a reversal of the modern unbalance between
manga and fine art instead of its dissolution.’

2. The International Manga Museum Kyoto

At present, ca. 1.200 museums are registered in Japan, about thirty of which
focus on manga.® Like the first tiny one established in 1966 for Kitazawa Rakuten
(Saitama manga kaikan), most of them are dedicated to single artists and run by
local communities.” The fact, that a national manga museum does not exist, is
witness to the longstanding attitude of the central authorities. Only recently does
the national government exhibit an interest in manga. In June 2009, the Agency
of Cultural Affairs® which has been promoting manga as “media art™ by means
of a special award since 1997, astonished the nation with the announcement of a
new National Center for Media Arts. Lampooned as the “national manga café¢”,
the center triggered harsh criticism—not because of its subject, but rather because
of its half-baked concept and the plan to build a completely new facility in Tokyo
instead of supporting already existing ones (Corkill 2009). Now the Agency
facilitates an archive-oriented network of 16 institutions, including the Kawasaki
City Museum, which opened in 1988 with the innovative concept of intertwining
urban ethnology and archeology, photography, graphic design and manga, and the
Yonezawa Yoshihiro Memorial Library, established in 2009 by Meiji University
Tokyo to house the collection of one of the komike founders.'® Likewise initiated

5 This chapter is based on Berndt 2011.

6  Murata (2009: 182-183) lists up 51 institutions many of which do not attend to comics
in the strict sense. In Japanese, there are three terms for “museum”: hakubutsukan (allround
knowledge + building) signifying today all national museums including those which house
premodern art; bijutsukan (fine art + building), a term which came into broad use after
WWII, meaning art museum, or more precisely, art gallery; and myijiamu, the loanword
from English pronounced in a Japanese way. The third term is used by the Kawasaki City
Museum as well as by the International Manga Museum Kyoto. It gives a lighter, more
accessible impression than the older terms, and it allows for avoiding “fine art”.

7  For example, Hasegawa Machiko Art Museum (Tokyo, 1985), Tezuka Osamu Memorial
Museum (Takarazuka 1994), Ishinomori Shotard Museum (Ishinomaki, 2001; heavily
damaged by the 3.11 tsunami), Yokoyama Rytichi Memorial Manga Museum (Kochi,
2002).

8 The Agency belongs to the Ministry of Education, Culture, Sports, Science and
Technology (MEXT).

9 For a discussion of this term see ICOMAG 2011.

10 Yonezawa Yoshihiro (1953-2006), one of the founders of the now biggest convention
for fanzines and fan art called komike (abbr. Comic Market) in 1975 and its long-time
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and mainly run by a private university is the Kyoto International Manga Museum
(MM below).

As a comprehensive cultural facility which aims to focus on manga in all
its facets, the MM is quite exceptional in contemporary Japan. Its initial budget
was granted by the MEXT, but Kyoto Seika University, an art college founded
by pacifists in 1968, took the initiative.!! Seven months after it had launched
its Manga Faculty, it opened the MM based on a public-private partnership.
The museum’s other two main trustees are the City of Kyoto and a local civic
association which still owns the ground and the building of the former Tatsuike
Elementary School (1869-1995).12 90% of the museum’s start-up funding were
provided by a 5-year subsidy called Open Research Center. Under this name, the
museum was to further Manga Studies in a manner accessible to scholars and
non-academics alike, and this applied not only to events and exhibitions, but the
museum itself, as the MM found itself in two positions at the same time: that of
researcher and researched subject.

As distinct from the majority of similar institutions, the MM concentrates
on printed matter instead of original drawings, that is, on manga as it arrives at
the reader’s hands. Since the late 1950s, special weeklies and monthlies have
given rise to manga as a cultural medium, formed the backbone of its industry
and shaped its style. Precisely these magazines come to mind when the Japanese
word manga pops up. The MM has now about 300,000 items in its depots and
public shelves, among them 30,000 magazine issues and 250,000 tankobon
volumes. Admittedly, manga are not limited to these publication formats (Suffice
to mention manuals and general magazines). The MM does not consider them
in order to keep the collection managable, but, as distinct from usual libraries,
it preserves also the tankobon’s cover and banderole (obi) for the purpose of
cultural and historical insight.

At the heart of the museum is the so-called “manga wall”, consisting of
book shelves in the hallways which make a total of 50.000 tankobon available
to the visitor. On the ground floor, the “wall” contains foreign comics, translated
manga and boys’ manga, on the first floor, girls’ and women’s manga, and on the
second floor, manga for youth and adult readers. Visitors do not just read while
standing anymore, but have come to sit on the floor and the stairs as well as on
the wooden deck and the artificial lawn outside. At first glance, this may give the
impression of a library, but the MM lacks the function of lending. The registration
practice of libraries has proven to be unfit for manga anyway, or more precisely,

director. The present library with its emphasis on manga-related fan cultures is the
forerunner of the Tokyo International Manga Library which is scheduled to open in 2014.

11 Kyoto Seika University was the first to introduce a manga class into its design
curriculum in 1973, but the notion of manga was limited to caricature and newspaper strips
until in 2000, a Department of Manga was established within the Faculty of Fine Art which
included story manga. The Manga Faculty was followed by the Graduate School of Manga
Studies (2010 master course, 2012 doctoral course).

12 Because local citizens established this school prior to the Imperial Rescript on
Education (1890).
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to the specific search needs of manga readers and researchers who focus not
solely on authors but often on publishers and labels as well. While some western
tourists voice discontent that the MM is “only a library”, to Japanese, it may
look more like a manga café. Yet, in contrast to such internet cafés where you
pay a small hourly fee in order to be left alone in a niche while reading recent
bestsellers, the MM offers slightly older, almost historical material as well as the
rare opportunity to communicate with other readers.

According to a recent investigation, there are four types of visitors (not
necessarily identical with nationality). The first one—mostly domestic—heads
straight for the book shelves without wasting a single glance on exhibits, and
stays for quite some time in the same place, “privatizing” the public space. The
second type—mainly foreign and elderly Japanese tourists—favours watching
over reading and roams more or less the whole house. Junior high school
classes on their Kyoto trip—the third type—mix the first two forms. A fourth
type of visitor is interested in neither reading nor watching, but hangs around
like in an amusement park (Murata et.al. 2010: 79-84). The constantly running
background music may further evoke Japanese department stores or shopping
malls. Composed by Seika professor Komatsu Masafumi, this soundscape seems
to perform two interrelated functions: it relieves Japanese visitors of the burden
of socializing, for example, the pressure to respond politely to other persons,
while saving them from the feeling of social isolation.

3. “Media” and “culture” instead of “art”

Onthe MM’s website, its raison d ’étre is explained by reference to the appreciation
of Japanese manga abroad and to the national cultural policy, stating that manga
is “now being recognized as a new art field in Japan” (geijutsu bunya). This
comes as a surprise, since the museum has so far not devoted itself to manga as
an art form. The word “art” is deployed, most of all, in line with the ministry.
After all, the MEXT had included manga (and anime) as a new topic in the art-
education curriculum of junior high schools in 2002. But whereas in English it
is common to refer to comics artists and in French to celebrate bande dessinée
as the 9th art, in Japanese, manga has rather been called “culture” (bunka) when
people felt the need to stress its equality to as well as its independence from
other forms of expression. Significantly, the newspaper Asahi Shinbun named the
manga award it established in 1997 “Tezuka Osamu Cultural Prize”. The comics
that have been awarded this prize in the tradition of Tezuka Osamu (1928-1989)
are current story manga series available in tankdbon format, such as Urasawa
Naoki’s MONSTER (in 1999), Inoue Takehiko‘'s VAGABOND (in 2002) and
Tatsumi Yoshihiro’s 4 Drifting Life (2009). These manga narratives represent
neither exceptional explorations of the comics medium nor are they favorites
of the fandom (and as such, for example, subject to fan art and cosplay). They
are true manifestations of manga “culture”, insofar as they can be shared by a
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broader audience than the usual taste or knowledge communities.

As “culture”, manga attracts attention especially from three different
angles: firstly, as a medium; secondly, as national culture in relation to foreign
countries; and thirdly, tied to local culture within Japan. The MM highlights
manga as a medium. This is evident not only from the “manga wall” and the
readering visitors, but also from the bilingual introduction to manga in the Main
Gallery (which was opened in spring 2010 in order to meet the expectations of
those visitors who wish to educate themselves). Instead of departing from the
medieval Chojii giga scrolls of frolicking animals and humans, the historical
survey begins with printed material of the late 19th century, and precisely thereby
invites occasional complaints by western fans who are apparently unwilling to
revise their image of manga’s “origins” and accept the MM’s media-historical
approach. Yet, as crucial as printed material may be for manga as a medium, it
does not really lend itself to museum exhibitions. First of all, magazines, which
form the core of manga proper, are not easily displayed, as monochrome visuals
on acidic paper are much less spectacular than supplements or merchandising
goods. Produced as throw-away reading material, manga magazines are also
materially very fragile. But museum visitors expect to see something different
for their entrance fee anyway, for example, original drawings. They usually
disapprove of manga experts’ preference for the actually circulating printed
matter and stay reserved against exhibitions which focus on the media-specific
differences between preliminary drawing, printed magazine series and book
edition. '

Concerning the second point, that is, the inter/national relation, it is
striking that manga artists and publishers are usually not very supportive when
curators approach them. In the U.S., comics exhibitions in museums increase the
principal value of an artist (Kim 2009), but this is not the case in Japan. Here,
most artists want to see their works appreciated by ordinary consumers not critics
or researchers, probably because they have never experienced a non-commercial
project to be beneficial to themselves. Especially difficult to realize are general
exhibitions which focus on one genre and thus cross the rivalry between different
publishing houses and magazines. The Shojo Manga Power! exhibition, for
example, was only realizable because it was initially put together for U.S. venues
and afterwards “re-imported” to Japan (Yamada & Kanazawa 2008). Beyond
the borders of Japan, or more precisely the domestic field of manga, artists were
not only willing to cooperate, but many of them also realized for the first time,
what they had in common as a “culture” (in this case, the culture of girls’ manga;
Kanazawa 2009: 118). Usually, such background stays invisible when manga
exhibitions are reviewed. But in fact, many of them are less shaped by their

13 For the Mangamania exhibition held at the Museum of Applied Art Frankfurt in spring
2008, the Japanese side had prepared the magazine and book editions of about two dozen
double-spreads for visual comparison. However, the German curator in charge decided to
snap all the books shut for the display in glass cases because he found the colored covers
more attractive than the monochrome manga pages inside.
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curator’s concept than by the un/willingness of copyright owners to cooperate.
Thus, curators are advised to build respective connections first (Takahashi 2011).

A good example for the third aspect of “manga as culture”—local
identity—is provided by the Phoenix, which has adorned the MM since
September 2009. Under the direction of sculptor Sudoé Mitsuaki, traditional
wood carvers specialized in Buddha statues created this costly work out of red-
cedar wood, lacquered gold foil and glass. 4.5m high and 11m long, the three-
dimensional version of Tezuka Osamu’s famous manga character was a gift to
the MM, supposed to strengthen the ties between the City of Kyoto and manga.
Noteworthy in this regard is the actual absence of such ties. As distinct from
Tokyo or Osaka, Kyoto has never been a center of manga publishing or the place
of origin to a whole range of famous manga artists, and even the publication of
the often-cited Hokusai Manga (1814-1878) started in Nagoya. Furthermore, it
deserves attention that “art” is equated with craftsmanship here. But apart from
the attempt at upholding traditional craftsmanship by means of manga (or vice
versa), Kyoto’s local identity can actually also lean on its modern history, which
has been characterized by resistance against the center. Throughout the 20th
century, craftsmen, artists and intellectuals developed a local and not necessarily
backward-looking modernity distinct from Tokyo’s. In consideration of this
modern tradition, the MM could serve as a site where the local and the global
meet without intercession by the “national”.

4. Triumphant manga?

Crucial for manga’s legitimization in the 1990s were pioneering exhibitions
in art museums, such as the Tezuka Osamu retrospective held by the National
Museum of Modern Art Tokyo in 1990, and the extensive show The Age of
Manga, organized by the two municipal museums of contemporary art in Tokyo
and Hiroshima. However, the enthusiasm of public art museums to host manga
exhibitions has decreased drastically since then (Kanazawa 2011: 127), one of
the major obstacles being the museum’s handling of narrativity. Precisely in this
regard, the Inoue Takehiko: The Last Manga Exhibition broke new ground.

In 2008 conceived exclusively for the Ueno Royal Museum, an art
gallery in Tokyo, it was so successful that it was subsequently shown also
in Kumamoto, Osaka and Sendai. For the first time, a manga artist had been
invited to be the organizer of his own exhibition in a museum space, and he
accomplished to “change our notion of a ‘manga show’ completely”, as critic
Fujimoto Yukari (2008: 68) noted. Inoue created an original episode related to
his famous VAGABOND series,'* and he made the visitor literally read it within
the museum space. In addition to doorways and walls attaining the role of manga

14 Serialized in Morning since 1998, 33 volumes so far of which a total of 50 million
copies have been sold.
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frames, single pictures of varying size and hanging height guided the viewer
forward, sometimes across zigzag walls, sometimes through darker rooms.
Sequences of typical manga drawings were exhibited, altered by large ink
paintings on Japanese paper. Thus, the viewer was made to follow the emotional
flow of the narrative but also provided insight into the artist’s mastery of the
brush. More than any exhibition of original drawings, this evoked the impression
of “art”, and the respective aura was enhanced by the fact that the artist presented
an episode which was not available in print, and that photographs were strictly
prohibited. Yet, Inoue did not put all the time and effort into this exhibition project
for commercial reasons. On the contrary, it even affected his regular work on
running magazine series. According to his own words, he aimed at “transcending
the usual limits, becoming free” (op. cit. Murata 2009: 144).

The layout of the exhibition space, the strong sensory appeal and the
presentation of manga as a narrative medium evoked fulsome praise, including
the assertion that Inoue accomplished this only because he was unimpeded by
museum conventions (Murata 2009: 141). However, this distance towards the
museum did not only lead to a stance which was refreshingly unaffected by status
claims; it also made Inoue’s exhibition stay within the limits of both “museum”
and “manga”. To put it differently, his exhibition may have affirmed manga’s
legitimacy, but it did not raise any questions about the possibilities and limitations
of the museum by virtue of manga, or reversely, widen the self-content field of
manga, for example, by pointing to potentials easily overlooked in daily life. The
artist felt rather challenged by a technical, or design-related, issue, that is, how
to organize a narrative thythm within a large three-dimensional space. As such
the exhibition left a quite conservative impression. A closer look on what exactly
the visitor was made to “read” (beyond confirming one’s relation to a familiar
character), and in which visual forms this narrative was presented may confirm
this.

The exhibition presented how the swordsman Miyamoto Musashi, the
manga’s protagonist, spends the last moments of his life, recalling the people
he met, dreaming of past friends and rivals, and above all, remembering the
conflictual relation to his father. His last mental resort is to be an infant in his
mother’s arms, before he vanishes into the horizon, together with his life-long rival
Kojird. The return to the mother takes the form of seven monumental Madonna
paintings. Placed near the end of the tour, in the largest room with the highest
ceiling, they provided the emotional climax to the majority of the visitors, many
of whom shed tears in front of these sentimental images. Neither comics panels,
and as such closely interrelated with other images, nor self-contained paintings
of a certain autonomy and originality, they looked highly unsettled, suggesting
solid craftsmanship rather than fine art. Insofar as they deployed ink, brush and
Japanese paper, they were reminiscent of East Asian painting traditions. But not
only did Inoue create these pictures standing, as if in the tradition of Western
easel painting, the body of the mother-like figure was also rendered in a manner
close to traditions of European academism. Undressed, she would have only
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remotely looked Asian, not to mention her face.

Such art-historical connotations remained invisible to the supporting
curator as well as the visitors of the exhibition (including reviewers). However,
the story itself offered a highly questionable closure. The somehow politically
correct anti-violence theme—the swordsman repent of his deeds—Iled to the
immersion into a comforting mother, not to reflection upon social power and
individual choice or the representation of violence in manga which attracts so
much attention abroad. But Inoue’s exhibition was welcomed by a huge taste
community which tends to confirm what it shares at the expense of any other
perspectives, and thus critical readings did not surface.

With Inoue’s exhibition, manga has become indeed the penetrator which
the title of this chapter suggests by deploying the “x” of Boys’ Love discourse:
there, it designates a couple, with the first partner being the strong one and the
second the weak. The weakness of the museum in its relation to manga is by now
common sense among Japanese readers, critics and curators. However, even in
Japan with its peculiar positioning of fine art, it might be high time to reflect not
only on the limitations of the museum but also its potential—as a social institution
for communicating, broadening one’s horizon and changing perspectives. In
order to ensure manga’s future in the age of digitalization, not only archives are
needed but also sites for divergent positions to meet and commonalities to be
negotiated. One of these sites may be called “museum”.
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