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ABSTRACT
Sharon Kinsella. Faculty cf Sociolegy. D.Phil. Trinity 1996

EDITORS, ARTISTS AND THE CHANGING STATUS OF MANGA
IN JAPANESE SQCIETY, 1986-1995

The contemporary Japanese manga industry began in 1959 when the
first weekly manga magazines were published. Throughout the
1960s publishing companies attracted a large adult readership
by incorporating radical political themes and realistic drawing
styles in manga magazines. The readership continued to expand
throughout the 1970s and 1980s and manga became a mass medium
on a similar scale to television or pop-music.

This thesis identifiles two distinct trends in the cultural
status of manga which were developing from the mid-1980g
onwards. On the one hand, what had previously been seen as
'commercial' manga became respected as an ‘art' form and
highbrow communication medium. On the other, manga was vilified
as pornegraphy and as the extreme expression of an increasingly
fragmented society. In the former trend, prestigious
corporations sponsored a new category of 'information' manga,
whilst in the latter, 'girlis' and 'otaku' manga genres were
censured by a quasi-governmental censorship movement. The
amateur manga subculture in particular became the focus of a
'moral panigc' where those involved were characterised as
isclated and socially dysfunctional.

This thesis, based on ten months' participant observation and
intensive interviews in 'Morning' manga magazine editorial
office in 1994, examines how this editorial was influenced by
the changing status of manga in Japanese society in the
formulation of its editorial policy and production methods.
Editors felt that in the 1990s social changes presented the
manga industry with seriocus production problems - in
particular, a dearth of 'goed' artists who could produce social
themes, and a shrinking readership. Morning editorial attempted
to overcome these problems by pioneering a new foxm of
artigstic, high-quality and respectable adult manga, aimed at
older and more socially-élite readers. By creating a new pro-
active intellectual role for manga editors at the same time as
gponsoring experimental graphic styles, Morning editorial
produced a distinctive new form of conservative, state-
supporting social and political adult manga.

The re-definition of specific genres of manga as 'art' by
Japanese institutions was paralleled by changes in commerclal
manga production which privileged the social and intellectual
interests of editors over those of readers and artists. This
study concludes that editors have become increasingly important
in manga production between 1986 and 1995, and that there is a
tight interrelationship between commercial cultural production
and broader cultural and social discourses generally.
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CONVENTIONS and GLOSSARY

Name Order:

1 All Japanese names are given in Japanese name order. ie. The

family name first, followed by the personal name. [eg. Watanabe
Ky&]

Money:

1 all amcunts of money are given in yen followed by the equivalent
in pounds in brackets, [eg. ¥6000 (£400)]. The exchange rate used
throughout this thesis is ¥150:f£1, which is an approximacion of
the exchange rate which prevailed throughout 1994.

Titles:

1 The titles of organisations, both Japanese and non-Japanese, are
printed in normal, non-italic style. {e.g. Manga Japan, Seishénen
Taisaku Honbu]

2 All book titles, both Japanese and non-Japanese, are underlined.
[e.g. The Nerd Book]

3 The titles of Japanese books, manga series, and organisations
appear in English translation first, followed by the actual
Japanese title in brackets. eg. [The Nerd Book (Otaku no Hon),
Tokyo Mothers' Society (Tokyo Haha no Kai)|

4 In order that they can easily be differentiated from the titles
of manga magazines, the titles cof manga series, both in Japanese
and English translation, appear in italics. [e.g. 108 Temptations

{Hyakuhachi no Koi)l

5 The titles of manga series appear in English translation first,
followed, by the actual Japanese title in brackets. [e.g.
Tomorrow's Joe (Ashita no Joe)] Where the title of the manga

series ls not comprised of dictionary terms and is difficult to
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translate it may be given only irn its original Japanese. [e.g.
Gamurakan)

6 The titles of newspaper and periodical articles, and single

episodes of manga serles appear in normal font enclosed in single

quotation marks. [e.g. newspaper article - 'Ninki no risd no
kacho, demo genjitsu wa..', manga series episode - 'Front cover
day']

Japanese tTerms:

1 All translations from interviews and secondary materials are my

OWll .

2 All Japanese terms and statements which are NOT part of
magazine, book, article, or organisaticn titles, are italicised.

leg. tensai mitai to sunao]

3 Where the criginal Japanese term used by an interviewee is of
sociolinguistic interest and worth recording, it is given in
brackets after the English translation. [e.g. un-sociable (kurai,,

particularistic (Jiheiteki)]

4 Tt has been estimated that up to 20 percent of Japanese
currently in everyday usage is comprised of English lcan words. In
this research in particular the titles of organisations, magazines
and manga series', as well as the speech of interviewees contain a
large number of English lcan words. These words are Japanese terms
and they appear in italics where the conventions dictate
this.le.g. Sisters Panic, parody, ideology]l In order to make the
interesting use of English loan words apparent, they are written
according to their normal English spelling, and not in romanized
katakana, - a phonetic syllabary used in Japanese to write,
amongst other things, English loan words. [e.g. Manga Dainamaito
{romanised katakana) will be spelt as Manga Dynamite (English),
idiorigii will be spelt as ideology, komiketto will be spelt as
Comiketr].
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5 In cases where an entire title is comprised of English loan

words, it is not followed by an English translation. [e.g. Sisters

Panic, Manga Japan]
Magazine titles:

There are a large number of confusingly similar manga magazine
titles. In order to simplify the text, magazines which are
discussed frequently are referred to according to the
abbreviations of their titles. These abbreviated titles are in
common usage in Japan. English loan words in magazine titles are
spelt in English rather than romanised katakana. The first time a
magazine title is mentioned in the text it is followed by the full

Japanese title in brackets. [e.g. Jump (Shikan Shdnen Jump) ]

English translations of Manga magazine titles, in some cases in

their abbreviated forms, are listed below:

English Translation Actual Japanese Title

Boy's Club
Girl's Club
Kid*'s Club
Shadow

The Street
Manga Boy
Magazine
Sunday

King

Jump

Monthly Jump
Monthly Magazine
Young Magazine
Mr Magazine
Reed Comic
Action

Young Jumg
Young Sunday
BJ

Shénen Gorakubu

Shéjo Gorakubu

vénen Gorakubu

Kage

Machi

Manga Shénen

Shiikan Shénen Magazine
Shiikan Shénen Sunday
ghiikan Shénen King
Shiikan Shdnen Jump
Gekkan Shénen Jump
Gekkan Shénen Magazine
voung Magazine

Mr Magazine

Reed Comic

weekly Manga Action
Young Jump

Young Sunday

Business Jump



Big Comic
Original

Spirits

Big Comic Special

Afternoccn
Morning
GARO

coM

Big Comic

Big Comic Original
Big Comic Spirits
Big Comic Special
Gekkan Afterncon
Shikan Comic Morning
GARO

COM

Fregquently used Japanese terms:

artist

comic

ddjinshi
gekiga
henshi
henshiisha
manga

mangaka

otaku
seinenshi
shéjo manga
shbénen manga
shoten
shikan
shitkanshi
shuppan
shuppansha

tankdébon

artist (in the modern sense of a special
individual who makeg 'art')

manga books (comic is NOT usually used
to refer to manga magazines)

amateur (unpublished) manga bocks

genre category of realistic, adult manga
edit

editor

Japanese comics, manga magazines

manga artist (the literal
translation is "manga-maker")

nerd, amateur manga artist
adult manga magazines
girls' manga

boys' manga

publishexr

weekly {publication)
weekly magazines

publish

publishing company

compilation volumes, manga books
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CHAPTER ONE: Introduction - Theory and Methodology

1.1 A background to the thesis

This thesis examines how the cultural status of the manga medium
in Japanese society and the relationships between editeors and
artists involved in its production have changed in the recent
period since 1986. It contributes new knowledge and ideas to our
understanding of contemporary Japanese culture and society and
to the production of popular culture generally, as well as
providing the first comprehensive account of manga in the
English language. It is the first study of its kind on the manga

medium.

The thesis is divided into three sections. Section One provides a
general account of the ethnography of commercial manga production
which is based on the roles and relationships of manga artists and
editors. Section Two 1s comprised of three chapters which examine
social discourses about manga and the changing status of manga in
Japanese goclety between 1986 and 1995. The first chapter ig a
detailed study of the development of the amateur manga medium and
its wide-spread condemnation in the Japanese media after 1988. The
second chapter examines an antil-manga censorship movement which
was orchestrated by citizens' groups and government agenciles
together between 1990 and 1992. The third chapter examines the
promotion of certain genres of commercial boys' and adult manga to
the status of 'art' by cultural critics and culitural and
educational institutions, and the emergence of a new category of

'high-quality' information and business manga bocks and political



and economics manga series in adult manga magazines. Section Three
is a detailed ethnographic account of editorial discussions about
manga and changes in manga production in the offices of Afternoon
and Morning adult menga magazines in 1994. The first chapter of
this section examines editors' criticisms of contemporary manga,
and discusses problems facing manga producers in the 1990s and how
they might be resclved. The second chapter examines actual
production experiments which took place in these editorials in an
attempt to create a new form of manga which was made substantially
by editors. These three sections are preceded by two chapters
which provide a brief theoretical and methodological background to
the study of popular culture in Japan and a historical background

of the manga medium and industry, respectively.

Although this study draws on Japanese Studies and Cultural
Studies, the research was empirically-led rather than based on the
exploration of a detailed theoretical interest. That is, I was
interested in yvouth and culture in contemporary Japan - largely
because I had been 'yvoung in Japan' myself prior to becoming a
graduate student. It later became apparent that from whatever
perspective it is observed, there are in fact few theoretical or
historical studies which have a direct relevance to this study. In
particular there are no comprehensive studies of manga and there
ig little theoretical work on cultural production within the
fields of sociology and culture studies. Hopefully this thesis

will contribute towards filling those spaces.

The majority of research into popular culture has examined 1ts

consumption and the activities and perspectives of its audiences.



This ig a study of cultural production - it is about popular
culture from the perspective of its producers, in this case manga
editors. The socilology of manga readers and the different ways in
which manga is read, do not enter into this study. This angle is
related not only to the fact that I chose to study manga producers
and located the fieldwork in a manga production office, but also
to the fact that one c¢f the interesting aspects of this particular
manga office was its congcilous attempt to ignore the readers of

its products.

For the same reason, this study is not significantly based on the
stylistic history of manga or content analysis. However, the
genres and contents cof manga are inseparable from an examination
of its commercial production - which is to a large extent
organised by genre - and the changing status of manga in soclety,
Basic desgcriptions of key manga genres and themes are outlined
where this is a necessary part of broader explanations of their
production and treatment in society. Actual samples are provided
as an additional means of illustrating the main gualities of these
genres and also, in some cases, as a form of evidence of trends

described in the text.?

Fascinating relationships, which hover in the background of this
study, exist between the aesthetic currents of fantasy and realism
in girls' and boys' manga, and social and political thought in the

post-war period. In general, fantasy genres, including girls'

1p number of the samples of manga provided are quite rare and uniikely
either to appear in published histories of manga or remain indefinitely
intact for future studies. Moreover, samples of current manga series which
are readily avallable in the shops are not regularly stored after
publication and are liable to complete erasure within a few years.



manga, Science Fiction, Lolita complex manga, and homoerotica for
women, which are associated with unrealistic drawing styles such
as large eyesg, cute characters and fragmented compogition, have
been linked to personal romance, 'individualism' and the
exploration of narrow personal issues. At the opposite extreme,
‘realistic' manga or gekiga, which is associated with strong plots
and meore 'vrealistic' drawing styles - such as landscapes,
historical settings, photographic detail, Japanese-locking
characters, and perspective - has been linked to a commitment and
interest in society and politics. During the 1950s and 1960s
social realism in manga was associated with left-wing politics and
passionate attitudes towards society, and also perxrsonal social
success. Realistic manga (gekiga) was produced exclusgively by men
and continues to be associated only with commercial boys' and
adult manga. The guite different type of fantastical girls' manga
was developed from the mid-197Cs by female manga artists. This was
initially considered by many critics to be politically regressive
or conservative in relation to realistic manga, because i1t was
‘individualistic' and generally excluded social and political
themes. During the 1980s the connotations of fantasy manga
associated with women and realistic manga asscociated with men
shifted significantly. Fantasy and girls' manga hasg became
éssociate& with play, individualism and self-expression in a
positive sense and is viewed by some as a form of cultural
resistance tc the constraints of Japanese society. Realistic manga
- which has been revived in adult manga magazines since the late
1980s - has become associlated with new conservative politics and

pro-business, pro-establishment idealism. This yet unexplored



dimension of the stylistic history of manga promises to be an

interesting subject for a future art history thesis.

Another related issue which exists in the background of this study
is the question of gender in contemporary Japanese society. With
the rise cof contemporary culture - such as girls' manga -~ led by
women and threatened shifts in the broader role of women in the
econcmy - reflected to some degree in the 1985 Egual Cpportunities
Employment Law, wcmen have become increasingly central to Japanese
popular and consumer culture and social and political discourse
gsince the 1980s. Ag this ig a study of the production of adult
manga, made predominantly by and for men, the issue of women's
involvement in manga 1s not immediately involved. In one gense,
however, the category of adult manga only exists because it has
been defined in relation to girls' or ladies' manga. Chapter five
examines the condemnation of amateur manga derived from girls'
manga genres' and the critical stance of Morning editors towaxrds
the former, between 1989 and 199%94. Girls' and ladies' manga has
barely been mentiocned in Japanese studies of the medium and it too
undoubtedly represents another extremely interesting thesis

waiting to be written.

1.2 gtudies of Japanese culture in Japanese Studies

The formula of 'cultural relativism' which decreed that the
culture and civilisation of every nation should be respected as
different but equal was central to the allied negotiation of a
new era of international relations at the end of the Second

World War. In 1951, the structural anthropologist, Claude Levi-



Strauss, was comnissioned by UNESCO to write Race and Higtory in

which the conclusion that cultural differences divide the world

is made quite clear:

there iz not, and never can be, a world civilization
in the absolute sense in which that term is often
used, since civilization implies, and indeed consists
in, the coexistence of cultures exhibiting the maximum
possible diversities, A world civilization could, in
fact, represent no more than a world-wide coalition of
cultures, each of which would preserve itsg own
originality.2

The concept of cultural difference has been particularly
influential in theorising about post-war Japanese society. In
1944, Ruth Benedict, an American adherent of the Boas school of

Anthropolcogy, published what many regard as the most influential

text on Japan in the post-war period, The Chrvsanthemum and the

Sword. Benedict ocutlines her approach:

This veolume therefore is not a volume specifically
about Japanese religion or economic life or politics
or the family. It examines Japanese assumptions about
the conduct of life...It iz about what makes Japan a

nation of Japanese.3

Benedict's conclusion that Japanese culture ig a series of fixed
characteristics which eventually determine the entire structure
of 1ts society, politics, education, family formation, and so
on, has had a paradigmatic influence on post-war Japanese
Studies. The theory that Japan has a particularly different
culture has also been internalised within the Japanese social

sciences, and in domestic social debates about Japanese identity

Zlevi-Strauss, C. {1952} Race and History, Paris: UNESCO. 45.

3Benedict, R. (1947) The Crysanthemum and the Sword, London: Secker and
Warburg. 13.




- which are collectively referred to as nihonjinron. Exclusive
interpretations of Japanese culture, both in Japanese Studies
and Japanese social discourse itself, have been challenged
during the mid-1980s by the widely-appreciated work of, amongst
cthers, Sugimoto Yoghio and Ross Mouer, Peter Dale, Carol Giuck
and Yoshino K8saku.? They preoposed that the idea of a unique
Japanese culture was essentially an ideolegical construct.

These analyses of 'Japanese culture' keyed into a general
intellectual interest in the 'artificial' construction of medern
national identities, or 'imagined communities’, through
language, culture, and the mass media, which wasg piloted through
the mid-1980s by the influential writings of Eric Hobsbawm,
Terence Ranger and Benedict Anderson.® Critigques of the concept
of Japanese cultural difference, in particular that of Peter
Dale, have, however, erred in the direction of blaming Japanese
intellectuals and soclal scientists themselves for originating
and propagating theories of Japanese cultural unigueness. A new
approach emerged which implies not that Japanese culture itgelf
is unigque, but that the Japanese national obsession with
defining a sense of itg own cultural uniqueness, is unigque. To a
degree, this latter reinterpretation has legitimised the
continued application of the concept of (self-constructed)

Japanese cultural difference in Japanese Studies. Notions of

4pale, P. (1988) The Mvth of Japanese Uniguenesg, London: Routledge;
Gluck, C. (1985) Japan's Modern Myths, Ideplogy in the Late Meidi
Perigd, Princeton University Press; Sugimoto, Y. & Mouer, R. (1588&)
Tmages of Japanese Society, A Studv in the Structure of Scocial Reality,
London: KPI; Yoshino, K. (1992) Cultural Nationalism in Contemporary
Japan, London: Routledge.

5gee Benedict, A. {1983) Imagined Communities: Reflections on the Qrigin

and Spread of Natiopnalism, London: Verso; and Hobsbawm, E. (1983) The
Tnvention of Tradition, Cambridge Univerity Press.




ali-pervading cultural difference continue to underpin popular

textbooks on contemporary Japanese soclety:

Japanese soclety 1ls here presented, therefore,
according to a social anthropological approach. The
aim is to introduce the world as it is seen by
Japanese people. The reader 1s asked to suspend his or
her own judgements and assumptions about how people
should or should not order their lives, and trvy to

imagine how a Japanese might see things differently.®

The art historian, Yamazakl Magakazu, has peinted out that there
are, however, clear continulties between pre-war theories of

racial difference and post-war theories of Japanese culture:

Thus two dangerous tendencies inevitably accompany
cultural theorising. First, because cultural
comparison lends itself to stressing differences
rather than similarities, 1t tends to lead to over
emphasising a culture's unigque attributes. In Japan's
case theories of culture have frequently gone hand in
hand with racism and nationalism.”

More or lesgss fetishistic emphases on the 'difference' embodied
in Japanese culture have been present in the majority of more
popular texts about post-war Japanese popular culture, including

Ian Buruma's A Japanese Mirror and Nichelas Bornoff's Pink

Samural . The onliy book about manga in the English language,
Frederik Schodt's Manga! Manga!, is also framed by the nction
that manga is a part of a unigue and relatively unchanging

Japanese cultural heritage.

During the 1990s a new category of academic research into

Japanese popular culture and culture industries began to

SHendry, J. (1995) Understanding Japanese Society, Londen: Routledge. 2.

Tvamazaki, M. (1994) Individualism and ghe Japanese: An Alternative
Arproach to Cultural Comparison, Teokyo: Japan Eche. Inc. 7.




distinguish itself. In thie work, the expanding field of culture
studies, and in particular semiology, gociolinguistics, and
textual analysis, converged with the critique of the
congtruction of Japanese national identity inside Japan, in
Japanese Studies. Analyses of Japanese popular culture have
focused particularly on the creation of a unique Japanese
culture, or a senge of 'Japaneseness', in the Japanese mass
media and popular culture. Painter's research intoc Japanese
daytime television, exemplifies aspects of this trend:

For many Japanese.. challenging TV's images of unity

probably seems a foolhardy undertaking: who doesn't

already know that televisual unity , like the tatemae
congsensus found in many Japanese in-groups, is always

partly a product of the imagination?®

In an article examining the negotiation of ideas ébout Japanese

national identity and the local interests of Kuzaki villagers,

Martinez observes that ordinary Japanese people whc have become

the subject of a television film about an aspect of traditional

culture, consent to media myth-making about national culture:
.the villagers toock part in that search for the

sources of a ‘unigue traditional' Japan which occcupies
much of television-filming, domestic tourism and

nationalist literature.?

Martinez and Painter are careful to point out that the
construction of a cultural tradition in the Japanese mass media

is neither peculiar to Japan, nor entirely manipulative, -

8painter, A. (1993} 'Japanese Daytime Television, Popular Culture and
Ideology', in the Journal of Japanese Studies, 19:2. 324.

9Martinez, D. P. (1992) 'NHK comes to Kuzakil: Idecleogy, mythology and
documentary film-making'., in Goodman, R. & Refsing, K. {eds.} Ideology and

Practise in Modern Japan, London: Routledge. 144,




cultural idealism being an ordinary, as well as a special
national, process. In Languade and Popular Culture in Japan,
Moeran suggests in a sociolinguistic survey, that 'keywords®
used in the Japanese mass media and popular culture reflect,
perhaps more than a unigue Japanese obsession with cultural
identity per se, a specific Japanese interpretation of
modernity, which is comparable te that reflected in 'keywords'
in the English language:

There is then a 'hard core' of keywords, numbering
perhaps not more than a hundred, which seems to deal

adequately with all aspects of Japanese culture. +0

In additicn to popular culture research, a number of insightful
literary analyses of Japanese popular texts and even animation,
including John Treat's dissection of the works of best-seller
author, Yoshimoto Banana, and Susan Napler's criticues of
Japanese science fiction, appeared in the 1990s.!! Most recent
studies of Japanese popular culture have begun to diverge away
from the theme of Japanese cultural identity, towards issues
related to the changing status of women and consumption in
Japan. In particular, research into the production and content
of women's magazines, fashion trends, advertising, and
consumerism in Japan, has been generated under the umbrella of
the academic research organisation, ConsumAgian, founded in
1992. Thig strand of contemporary Japanegse popular culture

studies has received itg first purely theoretical exposition in

10mMperan, B. {198%) 'Keywords and the Japanese Spirit', in Language and
Popular Culture in Japan, Manchester University Press. 72.

lpreat, J. W. (1993) 'Yoshimoto Banana Writes Home: Shéjo Culture and the
Nostalgic Subject', in Journal of Japanese Studies, 19:2.; and Napier, 5.
(1996) The Fantastic in Jepanese lLiteraturs: The Subversion of Modernity,

Londen: Reoutledge.
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John Clammer's Difference and Modernity, published in 1995.
Clammer proposes that Japanese popular culture can be viewed as
a multiple phencomenon, in essentially the same way as popular
culture in Europe or the United States:
. as intense creativity taking place within certain
defined technological and cultural parameters - it
profoundly alters the way in which the whole
phenomenon 1s viewed: as basically (especially through
its use of language) reinfercing and confirming
existing social norms, particularly by creating a
sense of community and by brecking down the division
that exists between the self and other..; as the

cultural output of hegemeonic capitalism..; or as a
struggle for identity and alternative meanings in a

basically oppressive cultural environment .12

This thesgig 1s not about 'Japanese culture' in either the
essentialising or broad anthropclogical senses in which it has
generally been conceived in post-war Japanese Studies. On the
other hand, although the issue of national identity does enter
intce the Second and Third Section cf this research, it is not
specifically concerned with the sociolinguistics or production
of a sense of 'Japanesenesg' in the contents of contemporary
Japanese popular culture either. Finally, although this research
has been influenced by contemporaneous studies of Japanese
popular culture, it i1s not directly concerned with the issues of
identity, manipulation and resistance in consumer culture, or
the changing role of women in Japanese society. In fact,
contemporary girls' (shéjo) culture could be perceived as the
complementary opposite, and occasional adversary, of adult manga

magazines, which are read mainly by working men with low

l2clammer. J. (1995) 'High Culture/Mass Culture and the experience of Late
Modernity', in Difference and Medernity: Social Theory and Contemporary

Japanese Society, London: KPI. 36.
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disposable incomes. Through making a detalled study of manga
which traces how it has developed within Japanese society over
the past three decades, this thesis implicitly rejects the
notion of a primordial 'Japanese culture' and affirms the
antithesis, that all aspects of Japanese culture, like those of

any other society, are subject to historical change and

variatior.

1.3 Theoriesg of popular culture

The social significance of popular culture in the modern era is
charted by the way it hags been linked to the idea of mass
culture. The coming of the mass media and the increasing
commercialisation of culture and lelisure gave rise to debates in
the 19208 and 19%30s, which have continued to the present. Leo
Lowenthal traces some of the central arguments back to the
writings of Pascal and Montalgne in the sixteenth and
geventeenth centuries, and links their emergence to the rise of

the market economy.l3

Three related themes can be digcerned in contemporary debates
about popular culture. Firstly, who makes popular culture? Doesg
it emerge from the people az an autonomous expression of their
interests and tastes or is it imposed con them from above by
people in a position of power? Secondly, does the emergence of
commocdified popular culture mean that the criterion for
profitability takes over from the criterion for quality,

integrity, and artistry? Or does the consumer market ensure that

L3gee Lowenthal, L. (1857) ‘'Historical Perspectives of Popular Cultuxe', in
Rosenburg, B. & White, D. {eds.) Mags Culture, Glencoe: Free Press.
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culture is truly popular because it makes available commodities
that people actually want? Lastly, what is the ideological role
of popular culture? Does it indoctrinate people with the
ideclogies of those in power? Or does it express resistance and
the subversion of dominant ideolcgies? The focus on
representation and ideclogy in the post-war period has reflected
the general theoretical balance of the era and also the new

interest in 'mass socleties' or democracy.

The potential for popular culture tc be used as a medium Ffor
ideological propaganda by those in power was demonstrated by the
consclous attempt of the Nazi party in Germany in the 1830s to
establish official Nazi ideology in all areas of culture and
art, and to eradicate alternative political and aesthetic
ideologies. In Japan too, the mass media, and artists, writers
and manga artlsts organisations, were centralised and run under
the direct surveillance of the military government throughout
the Pacific War. The experience of totalitarian culture and mass
soclety 1n wartime Germany influenced the theories of the
Frankfurt School, which remain pivotal te post-war popular
culture theory. Though not widely read until the late 1960s, key
members of the Frankfurt School, Adorno and Horkheimer, produced

a seminal criticue of popular culture, The Culture Industryv:

Enlightenment as Mass Deception, in 1944. According to Adorno
and Horkheimer, who drew from the German Marxist tradition,
commercial popular culture produced by 'culture industries’,
reflects the consolidation of commodity fetishism and state
monopoly capitalism. Popular culture shapes the tastes and

preferences of the masses and moulds their conscicusness by

13



inculcating the desire for false needs. In this way commercial
popular culture turns ite audiences into passive, dependant

consumers, and undermines the potential for political resigtance

and opposition:

Films, radio and magazines make up a system which is
uniform as a whole and in every part. Even the
aesthetic activities of political opposites are ocne in
their enthusiastic chedience to the rhythm of the iron
system.14

Walter Benjamin, however, also a member c¢f the Frankfurt School
widely read in the early 1970s, stressed the democratic and
participatory potential of contemporary popular culture.
Benjamin pointed out that the very process of mass reproducing
popular culture created the potential for political and social
representation:

But the instant the criterion of authenticity ceases

te be azpplicable to artistic production, the total

function of art is reversed. Instead of being based on
ritual, it begins to be based on another practise -

that of politics.l1>

Throughout the post-war period these two theoretical poles have
been returned to in a drawn-out debate about the nature of
ideology and popular culture. Between the 1960s and the 1980s,
theories of youth culture and deviancy, and reception and
audience theories, highlighted the fact that popular culture was
often consumad, particularly by women, blacks and working class

yvouth, in an active and imaginative way. Dick Hebdige

l4pgorno, T. W. & Horkheimer, M. (1972} 'The Culture Industry’', in
Dizlectic of Enlightenment, New York: Herder and Eerder. 120.

15Benjamin, w. (1936) 'The work of Art in the Age of Mechanical
Reproduction', in Illuminations, London: Fontana. 1992. 218.
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exemplifies the view that popular culture is not consumed in the
form in which it is produced:
Heollywood films, advertising images, packaging,
clothes and music - offers a rich iconography, a set
of gymbols, cbijects and artefacts which can be

assembled znd re-assembled by different groups of
people in a literally limitless number of

combinationg.l®

Through the active role of its audiences in influencing and
subverting 1ts meanings, social scientists such as Simon Frith,
felt that popular culture could become a form of resistance:

Kids can use the symbols of pop culture as a source of
collective power in their struggle with schools or

police.17

The emergence of this group of thecories focusing on resistance
in popular culture, is linked to the historical circumstance of
the emergence of massive youth subcultures in post-war Britain.
By the late 1980s a number of critigues of these theories had
emerged. In 1990 Jim McGuigan characterised the main strands of
popular culture theory as a form of self~defeating 'cultural
populism' :

. the excessively audience-orientated and one-

dimensional consumptionist perspectives have led to a

lamentable foreclosure on questions concerning both
'quality', in the broadest sense, and the narrowar

sense of ‘progressiveness‘...l8

1GHebdige, D. {1988) Hidinc in the Light: On Images and Things, London:
Routledge. 74.

17prith, &. (1976) 'The Politics of Youth Culture', in Hall, S.& Jefferson,
T. Resistance Through Rituals: Youth Subculbures in Post-war Britain,
London: Unwin Hyman. 237.

18pMeguigan, J. (1990) Cultural Populism, Londen: Routledge. 82.
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McGuigan's main concerns are that theories which emphasise only
the democratic and participatory aspects of popular culture
display a complicity with 'consumer sovereignty' theories, and
neglect to notice broader economic influencezs on the
construction of peoples lives. Similar criticisms have also been
made in the recently prominent political economy school of
cultural analysis. This school returns, in part, to Adornc and
Horkheimer's view of the culture industries - except this time
the critigue is based on material rather than idealistic
grounds:
In general, then, the determining context for
production is always that of the market. In seeking to
maximise this market, products must draw on the most
widely legitimated central core values while rejecting
the dissenting voice or the incompatible obiection to
a ruling myth. The need for easgily understocd,

pepular, formulated, undisturbing, assimilable
fictional material ig at once a commercial imperative

and an aesthetic recipe.l19

One of the persistent problems of popular culture theory appears
to be ite inability to link together in a theoretically
meaningful way the prerogatives of consumers and the
prerogatives of the culture industries. Martin Barker has
proposed a way of understanding comic texts ag a 'contract'
between readers and the publishers, between whom there exists an
understanding about the type of contents and conventions which
will be used in the texts. Barker also draws from dialogical
theory developed by Bakhtin, to describe the two-way nature of

popular culture texts:

1%wmurdock, G. & Golding, P. (1977) 'Capitalism, communication and class
relations', in Curran, J. Gurevitch, M. and Woollacott, J. (eds.) Mass

Commmnication and Society, London: Edward Arnold. 40.
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if a1l comics, all media, involve a dialogue between
the text and the reader, then to study one gide
without implicitly assuming the other, would be like
listening to one end of a telephone conversation
without thinking about the other person's part.. we

need to understand ideology as dialogical.20

Another related problem hag been the separation of Culture
Studies from mainstream social science. Through i1ts treatment as
a discrete subject, culture has been trivialised. Popular
culture, however, is & central part of contemporary soccial
structures, alongside politicg and economics. By developing a
soclological analysis of culture, in which its consumption is
situated in the broader context of contempeorary classg
structures, Plerre Bourdieu hag contributed to overcoming this

separation. In Distinction Bourdieu demenstrates how the career

strategies of individual workers and the fights over social
status between groups of cultural consumers interact within a
context of general class struggle to structure 'cultural
fields'. Bourdieu has alsoc commented upon the gocial context of
cultural production, in a way which i1s pertinent to aspects of
the production of manga:

The relationship between a creative artist and his

work, and therefore his work itself, is affected by

the system of social relations within which creation

as an act of communication tazkes place, or to be
precise, by the position of the creative artist in the

structure of the intellectual field.2l

2OBarker, M. (1989) Comics: Ideology. Power and The Critics, Manchester
University Press. 261.

2lpsurdieu, P.(1971) ‘'Intellectual Field and Creative Project' in Young,
M.F.D. (ed.) Enowledge and Control: New directions in the Socgiocloagy of

Educaticn, London, Collier-Macmillan. 161.
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Despite occasional references to the theoretical importance of

focusing on cultural production, there have, however, been few

research projects on this subject:<2

Much work on cultural production from a broadly
political economic perspective - certainly much work
on ideology within the Marxist tradition - has taken
the actual work of producing and distributing
institutions and of those who work within them as
unproblematic.23

One of the underlying aims of this thesis is the search for a
more integrated approach to analysing the relationship between
culture and society. That is an approcach in which intellectual
and political currents in society affecting the consciousness of
consuners and producers of popular culture, and the eccnomic
constraints of the culture industries, are understood at their
point of convergence or 'determination' in the negotiation of
cultural production in the culture industries. This perspective
has been remotely inspired by challenges raised in the work of

Raymond Williams:

What is fundamentally lacking.. is any adequate
recognition of the indissoluble connections between
material production, political and cultural
institutions and activity, and consciocusness.. (thesge)
are in practice indissoluble: not in the sense that
they cannot be distinguished for purposes of analysis,
but in the decisive sense that these are not separate
'areas' or 'elements' but the whole, specific

activities and products cof real men. 24

22Richard Jenkine advises: "You will look in vain in Bourdieu for a
sociology of practices of cultural production.. Jenkins, R. (1992) Pierre
Bourdieu, London: Routledge. 130.

23Garnham, N. {1990} Capitalism and Communication: Global Culture and the
Economics of Information, London: Sage. 12.

24William5, R. (1977) Marxism and Literature, Oxiord University Press. 80.
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1.4 Studies of manga

Debate about manga in Japan has been focused on its ideological
role, namely, whether it represents a form of ideological
indoctrination, or an expression of resistance to those in
power. The latter cquestion has been c¢logely tied to discussion
about whether or not manga ig a popular culture which lg created
spontaneously by the people. During the 19508 a group of
academics, including Tsurumi Shunsuke and Satd Takao, formed the
Science of Thought Group (Shisd nco Kagaku Group) which began to
theorise the new popular cultures (taishid bunka), of which manga
was a maln component. Research into popular culture in this
period wasg strongly influenced by a long and specific Japanese
tradition of 'cultural populism', in which popular culture,
rather than realpclitik, has been celebratad as the real locus
of socilal equality in modern Japan. Ethnographic research into
domestic popular culture and "everyday life" - such as public
bathing - was well established by the early twentieth century.25
Satd and Tsurumi felt that as an exceedingly popular new
culture, manga could help to establish democracy in post-war
Japan:
As the number of vouth who enjoy manga increase, manga
is published by small magazines, and printed by
amateurs, political manga will be liberated from its
restrictions. Young people who have been brought up

during the manga age are now beginning to make
political statements, and political manga has the

potential to develop rapidly.26

25gee Katd, H. (1988) 'Japanese Popular Culture Reconsidered', in Kato, H.
& Powers, R. & Stromach, B. (eds) A Handbook of Japanege Popular Culture,
New York: Greenwood Press.

26gats Takao in Tgurumi, S. {(ed.} {1970} Post-war Manga Volumes I (Manga

Sengoshi I), Tokyo: Chikuma Shobkd. 344.
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In The Theory of Border Art published in 1967, Tsurumi developed

the view that the manga medium belonged to a special category of
popular culture which had arisen during the specific
circumstances of the 1960s. By virtue of being made by and for
amateurs, amongst the ordinary masses, Tsurumi proposed that
manga was a truly representative popular culture and a new art

form on the borders of society.47

In Managed Scociety and Democratic Reason published in 1982,

social scilentist, Kurihara Akira, categorises post-war Japanese
popular culture into three groups. These are organised on a
gspectrum spanning from the most managed and manipulated cultures
(Popular Culture III), to the most convivial cultures, which are
eaglly accegsible and involve speontaneity and active
participation (Popular Culture I1I). Kurihara places surveillance
and television in Pepular Culture III; pop-music, consumer
goods, and newspapers in Popular Culture II; and manga, letter
writing and parody songs (kaeuta), in the most convivial
category.28 Kurihara explains:

2lthough, relative to other media, manga is generally

located in Popular Culture I, there is internal

variation within manga. The works of Shirato Samnpeil

and Tsuge Yoshiharu, for instance, are more convivial,
and the works of Tezuka Osamu and Ishinomori Shétard

are more managed.29

27msurumi, §. (1967) The Theorv of Border Art (Genkal Geijitsu Ron), Tokyo:

Keisho Shobo.
28xurihara, A.(1982) Managed Society and Democratic Reason: A Political

Socialogy of Evervdav Consciousness (Kanri Shakai to MinghQ Risei: Nichijé
Ishiki no Seiji Shakaigaku), Tokyo: Shinyésha. 133.
2%urihara, A. (1982). 132-133.
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While Kurihara's categorisation system seems a little arbitrary,
hisg view that the level of democratic representation or
manipulation in popular culture is essentially variable, and
that the manga medium is one of the most representative popular

cultures of post-war Japan, lsg clear.

In the wake of the Japanese publication of Contemporary Manga:

The Complete Picture by Kure Tomefusa in 1886, several Japanese

content analyses have appeared which challenge the theory that
manga repregents the viewpoint of the masses. Xure strongly
criticises early theories of manga as a form of left-wing

populism:

Even today the theocry that manga is the weapon of the
people is extremely strong. Though of course manga
does have a history, there is no basls whatsoever to
this argument. During the intense political formations
around the period of the Pacific war, some manga, it
is true, became critical, but some manga also became

complicit with the political order.30

In The Expressive Space of Post-way Manga, published in 1994,

Otsuka Eiji, a prominent social anthropologist, applies Jungian
psychoanalysis to a textual analysis of manga. Otsuka suggests
that the potential for manga to expresg any form of resistance
is severely limited by the pictoral form of manga itself:

With regard to the expressive space of post-war manga,

it is not possible to say that there is an internal
aspect, or metaphor about reality, on the ingide of

manga character's artificial skins.31

30Kure, T. (1990). Contemporarv Manga: The Complete Picture (Gendail Manga
no Zent=zi %Z&), Tokyo: Shiki Shuppan. 126.

31B/tguka, E. (1994) _The Expressive Space of Pogt-war Manca: The Spell of
the Symbolic Body (Sengo Manga nc Hydgen Kikan: Xigdteki Shitai no Jlibaku),
Tokyo: HBzdkan. 389,
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Moreover, Otsuka suggests that manga readers are hypnotised by
the nature of some forms of manga expression through quasi-
mythical manga characters - such as Tezuka's Atom Boy which
represents scientific progress - into an unguestioning
acceptance of the symbolic meanings of manga stories. In Manga
Thecry also published in 1994, Yomota Inuhiko (pen name) also
emphasises the hidden potential for ideological manipulation
which is present in the styles of manga drawing:
Manga poses as an individual experiencing a story, but
the manga itself has an ideological existence. If
manga temporarily carries a world-view, and if the
contents of that story which are embodied in manga are
put aside, then manga ig physically composed of lines,

colour, and shapes, which must also be taken into
consideration. 32

While the approaches taken in these analyses are diverse and
gpecialised, thelr preoccupation with forms of ideological
manipulation in manga is nevertheless apparent. This represents
a complete reversal of the early post-war discussions about the
progressive nature of the manga medium which accompanied its
commercialisation. Degpite riging interest in manga as a special
form of Japanese popular culture, no Japanese research has yet
been carried ocut on the production of manga or the economics of

the manga publishing industry.

English-language material on the subject of manga is scarce. In

1983 Frederik Schodt pubklished, Manga! Manga! An Introducticn to

the World of Japanese Comics, in which he traces in detail

32vomota, I. (1994) Manga Theory {Manga Genron), Tokyo: Chikuma Shobo. 10.
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aspects of manga history. This account is concerned with the
continuities and variations of its graphic style, themes and
form of manga, which are traced as far back as the eighth
century. Schodt does not pay attention te the fact that the
commercial manga medium, which has provided the great majority
cf manga forms and styles, has expanded cnly from the 1960=, and

is a highly contemporary social phenomencn.

In 1987 a chapter on the sccial history of mangsa by Tsurumi
Shunsuke was published in English. Tsurumi places emphasis on
the resistance of poorer sectiong of post-war society expressed
in key works by Shiratoc Sanpei, Mizugi Shigeru and Yamagami
Tatsuhiko.33 In an article published in 1988, John Lent
contributes new detaill about the anti-establishment political
history of cartooning and manga between the 1860s and the
1960s.34 A problem which affects all of these historical
accounts, and the majority of Japanese-language manga histories
too, i1s that authors do not discuss manga in detail after the

1970s.

Several short articles based on ceontent analyvsis of gpecific

genres of manga have appeared In the Journal of Popular Culture.

In 1979 Kenneth Skinner published an article.on 'Salaryman
Comics in Japan' based on a content analysis of salaryman manga,
a genre which became popular during the 1970s. Skinner makes the

plausible suggestion that:

33pgurumi, $. (1987) 'Comics in Postwar Japan', in A _Cultural History of

Post-War Japan 1845-1980, London: KPI. 29-45.
34Lent, J. (1989) ‘*Japanese Comics', 1in Kateo, H. & Powers, R. & Stronach,

B. {eds) A Handbook of Japanege Popular Culture, New York: Greenwood Press.
221-235.
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Socilal gclentists' research and discussion about large
Japanese work organisationsg have produced the image of
the salaried employee as being passive, subservient
and basically happy with his employment in
"paternalistic" work organisations. Sarariman manga
[sic}, as perceptive soclal commentators, present
indications that this image is far from accurate.35

Amongst Anglo-American commentators the portraval of sex and
sexism in manga has been a theme of continuing interest. In 1991
Adams and Hill made a Freudian analysis of boys' manga
magazines. They found that oral, anal, and Oedipal fantasies,
with misogynous overtones, were common in boyg' manga magazines,
and suggested that:

Japanese comics are probably the dominant force in

Japanese popular culture today and virtually all forms

of vicarious protest and rebellion can be found in

them. The dominant fantasy themes seem to be
associated with the stage of the life cycle during

which unresolved conflicts were encountered. 36

In 1994 American academic, Kinko Ito echoed Japanese feminists'
arguments against manga. Ito found that sexist stereotypes of
women prevailed in adult manga megazines and low-circulation
pornographic manga, and suggested that this was responsible for
inculcating sexist attitudes towards women in Japanese
society.?’!7 Finally in 1994 Giinter Nitschke presented a social
geography of manga in an essgay entitled 'Manga City':

Tn manga and cityscape alike, the "new visual
generation" is exposed to a treat of the left and

358kinner, K. {1979) 'Salaryman Comics in Japan', in the Journal of Popular
Culture, 13: 1. 141-60.

36Adams, K. & Hill Jr., L. {1991} *Protest and Rebellion: Fantasy Themes in
Japanese Comics', in the Jourpal of Popular Culture, 25:1. S$9-111.

37Tto, K. (1994) 'Images of Women in Weekly Male Comic Magazines in Japan',
in the Journal of Popular Culture, 27:4. 81-95.
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right sides of the brain gimultaneously: to a
stimulation of its verbal, discursive, and deductive
as well ag spatial, holistic and intuitive
faculties,38

This comprehensive literary survey reflects the limited range of
previcus research on boys' and adult manga. It might also be
pointed out here that the quality of the regearch digplaved in
some of these articles, published in a leading academic journal,
is sub-standard. The lack of actual knowledge about Japanese
society amongst Anglo-American academic institutions and editors
appears to have exacerbated a tendency towards publishing
articles which would probably be recognised as inadequate, 1if
they were about eguivalent aspects of European or American

culture.

1.5 Research methodology

The research fieldwork for this thesis was based in the
editorial office of a high-circulation adult manga magazine,
Morning, in a major publishing company, Kédansha, in Tokyo. The
methodology used was geared to the study of cultural production,
rather than that of cultural reception, or cultural content. A
combination of suitable ethnographic and sociological research
methods were employed, including participant observation,
extensive interviewing, and short self-completion questionnaire
surveys. Ethnographic methods are more typically associated with

anthropology than socioleogy or popular culture studies. However,

38Nitschke, G. (1$94) 'The Manga City', in Ueda, A. & FEguchi, M, {eds.) The
Electric Geisha: Exmloring Japan’s Popular Cuylture, London: Kodansha
International. 237.
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examination of the soclology - the soclal relations - of
cultural production, can ecnly be dealt with by ethnographic
methods, which are tailored to examining specific social
relaticns between inclusive groups of people. Socioclogical
surveys, content analysis, and economlc analvsis were alseo used
to develcop a broader picture of manga in Japanese society. A
more detalled exposition of this research, and a biographical
list of 63 interviewees, has been attached to the main body of
this text in a Msthodological Appendix. Many of the individuals
interviewed during the research and quoted in this text are
either powerful or famous, and readers can benefit from being
aware, if they wish, of the relative gocial significance of

otherwise anonymous and ilnterchangeable Japanege names.

While the history and general ethnography of the manga industry
are described in Chapters Two to Four of this thesis, it is
based primarily on an analysis of the adult manga industry.
Adult manga is arguably the most interesting category of the
commercial manga industry, in that it is the most rapildly
developing and dynamic section of mainstream manga publishing.
geveral adult manga magazines, which became low to medium
circulation publications, were launched during the late 1896Cs,
but the renaissance of adult manga publishing took place between
1986 and 1994. As the number of adult manga magazines increased,
then so new genres of social and political adult manga developed
within the adult manga medium. In the recently expanding
category of adult manga, trends which affect the whole of the

manga industry are concentrated. To guote Raymond Willdiams:
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It is.in these difficult transitional areas that most
gquestions about the social organisation of culture are
confronted.33

In 1994, Morning magazine was at the vanguard of develeoping the
adult manga medium and ran an international programme through
which it piloneered contracts with foreign comic artists, and
attempted to raise its profile, both in Japan and
internationally. As a researcher basgsed in Morning editorial
offices I was an unexpected vigitor whose presence, it was
formally decided, might contribute in some wéy to ralsing
Morning's public profile and the general phase of
experimentation focused on raising editorial creativity, already
being conducted inside Morning editeorial office. Thus althcugh
an outside presence in Morning editorial, from the perspective
of senior editors I was there for a purpose which ultimately
they knew more about than I did. As Dale outlines, one cf the
well-known problems of ethnographic research is the disturbing
effect of the social researcher on the subject of enquiry:
Eliciting information does more than draw out neutral
data; the foreign presence of the anthropologist as

interrogator prods, spurs and conditicns his
informants to cbjectify and reflect upon their world

in a way perhaps formally alien to them. 40

In the case of this fieldwork, however, I did not occupy the
typical position of a social researcher. I was enthuslastically
encouraged to interview editors, the majority of whom required
no prodding, and who were more inclined to guide me as to what I

may and may not think, than to allow themselves to be guided.

39%gi11iams, R. (1981) Culture, London: Fontana Press. 212.
40Dale, P. (1988) The Myvth of Japanese Unigueness, London: Routledge. 5.
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In short, I was treated as a normal aspect of an extraordinary
office, an unusual situation that was enhanced further by the
presence of a Fremnch contract editor and visits from other
foreign (white) wvisitors and comic artists. In return for
researching Morning, I contributed to the editorial by taking
part in electing the winners of manga competitions, writing
proposals for new manga seriles, translating and advising on the
use of English slang and other English words in Japanese texts,

and showing foreign comlc artigts around the office.

Not only Morning, but other manga editerials and related
organisations which I vigited also tended to be receptive to the
idea of a foreigner researching manga. Figure 1 shows a sample
of manga in which I featured - as a foreign student with strange
Japanese, asking stupid questions at a manga artists’' cherry
blossom viewing party. Although I am portraved in a slightly
sarcastic light, the fact that such a trivial event was recorded
and published at all, clearly indicates that the staff of the
magazine in question, Comic Box, were 'flattered' by my visits

and keen to advertise this associabion to their readers too.

The particular receptiveness of Morning editorial to becoming
the subiject of a foreign research project was both a great
advantage, and a disadvantage. As the object of Morning's
experiment in internationalisation, I was encouraged to research
certain aspects and develop certain opinions about manga. It was
agssumed that I would study the manga medium itself and present a
positive image of manga in my work. As I began to take a greater

interest in the process of producing manga and the social
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Figure 1

A publighed mancga in which I, the researcher, am featured asking
guestlions at_a manga artists' party

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: 'Henshibu Nikki', in Comic Box, 1994-5.



relations between manga editors and manga artists which I saw
around me, Morning editors became less enthusiastic about my
enquiries. By September 1994, when I left the editorial office,
I had the distinct feeling that I had outstayed the welcome of
senior editors. Culture industries in general have developed a
reputation amongst researchers for being highly secretive
organigsations. In an American Ph.D. on the video music industry
Ranksg ncted that:

Several researchers have noted that MIV executlves

have been notoriocusly reluctant te provide interviews.
Denisoff contended that "practically no decision

makers at MTV were directly accessible. 41

With regard to information about the industrial production of
manga, including details about contracts, profit statistics,
artist/editor relationships, and executive decisions, Morning
editorial was also highly secretive. Cn several cccasions when I
attempted tec interview editors, particularly chief editors, T
was forced to terminate and abandon the interview, due to the
persistently evasive or abstract answers I was given to my

quesgtilons.

The disadvantage cf beling based in Morning editorial was the
difficulties this created whenVI attempted to interview manga
artists. In many cases editors enthusiastically invited me to
neet and interview artists who were under their supervision but
remained present throughout the proceedings. Occasionally

editors appeared to be responding to an unspoken criticism that

41Banks, T. (1991) *'The Historical Development c¢f the Video Music
Industry', unpublished Ph.D. thesis, Univeristy of Chicago. 28.
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artists were not free to speak openly and seemed to almost
challenge me aggressively to interview thelr artists, with
encouragement of "Go ahead. Ask the next question!". The
presence of editors at interviews sometimes created farcical
gsituations in which neither the artist nor I felt comfortable
and yet were effectively forced to go on with oux interview. It
wag a difficult situation to rescolve, given the fact that manga
artists who are not famous are not generally traceable as
individuals either, and manga artists who are famous tend to be
gurrounded by editors most of the time. This problem was
eventually overcome ag I made more contacts in the manga
industry and found other ways to meet manga artists

independently from Morning editorial office.
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CHAPTER TWO: The History and Political Economy of Manga

2.1 The History of contemporary manga

Just ag there are film critics, art critice and literary
critics, in Japan, there have come forth manga critics. Many
manga critics argue that the origing of contemporary manga lie
in caricatures and cartoons produced in ancient Japan.42 Zealous
manga fans have even suggested that cave paintings are manga and
that therefore manga are the oldest form of expression,
Responding te the interesgt in linking manga to remnants of pre-
historic Japanese culture, Iwanami Shoten published a paperback

translation of Lancelct Hogben's From Cave Paintings to Comig

Strips, in 1979.43 pther manga disciples have candidated the
vulgar caricatures of people, animals and phalli discovered on
the back of wooden panels of two seventh century Buddhist
temples, Téshodaiji and Héry(ji near Naxra, as the first Japanese
manga.44 Tn truth these caricatures are a form of antique
graffiti and beyvond the unremarkable fact that they are also
drawings, they have no relationship to modern manga at all.
Manga are the specific product of contemporary Japanese society
and mass media. The prevalence of analyses which suggest that
manga should be comprehended, no matter how tenuocusly, in terms

of Japanese ancient history, is the result of a recently popular

42The only Anglo-American manga critic and scholar, Frederik Schodt,
considers manga to be a 1000 year long phencmenon. Schodt, F.{1988) .
Manca!Manga! The World Of Japsnese Comics. New York: Kodansha
International. 28.

43Hogben, L. (1979} From Cave Paintings to Comig strivs (Dé&kutsu Kaiga Kara
Rensai Manga Made), Tokyo: Iwanami Shoten.

44Tsurumi, S. (1987} A Cultural History of Postwar Japan 1.945-1980, Londomn:
KPI. 30.
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trend to make manga appear more categorically Japanese, and as

such a more respectable medium within Japanese society.

Humorous narrative picture scrolls drawn in the early twelfth
century and attributed to the wayward Buddhist bishop, Tcbha, are
widely congidered to be Japan's first cartoons. Toba's scrolls
are stories compcosed of scattered text written over a geries of
overlapping, unframed illustraticns. These include the Animal
Scrolls (Chéjlgiga), Hungry Ghost Scrolls (Gaki Zéshi), Disease
Scrolls (Yamai Z&shi), Farting Contestg (Hbdhigassen), and Hell
Scrolls (Jigoku Zdghi). The Animal Screolls, which feature
anthreopomorphised animals broadly similar to Walt Disney's
animation, are believed to be a satire on the Buddhist clergy
and contemporary society.45 Scrolls and humorousg Zen pictures
such as thesgse were almost certainly drawn for the entertainment
of the clergy alone, if they were exposed to anyone at all.46
Any relationship between Toba's Buddhist cartoons and
contemporary manga clearly resgides in its artistic form, rather
than its sociclogical and historical significance. Of the
latter, there is no relationship whatsocever between the gpecific
circumstances which encouraged one individual priest to draw
cartoons satirising his profession in the twelfth century, énd
the specific circumstances which encouraged the development of
an immense manga industry in pogt-war Japan. Manga magazines and
boocks did not become widespread until after the Pacific war . &7

It is possible that there are continuities, albeit distant,

45an article about Toba S$636's Animal scrolls. Nippon Tslshin 'Rabbkits and
Frogs' (Usagi to Kaeru), January 1935, 3.

46gwann, P. (1958). 107-108.

7%nre, T. (1990). 23.
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between the internal devices and artistic techniques of the
scrolls and of contemporary genres of manga. Unfortunately,
whether this continuity exists is also unproved as introductions
to manga which arrogate that there is a stylistic tradition do

not also demonstrate where it can be observed.

A crude form of wood block printing was introduced to Japan from
China in the ninth century. In the early seventeenth century
wood bleck printing technology wag improved allowing mass-
reproduced literature and entertainment to flourish in the
rapidly growing cities cof Tokugawa Japan. The earliest
illustrations known tce be made for ordinary towns-people were
Otsu-e (Otsu pictures) produced by artisans in the town of dtsu
situated to the north of Kyoto, from the mid-seventeenth
century.48 Otsu-e were produced as Buddhist amulets for pilgrims
but guickly turned into secular prints of warriors and beautiful
women, for travellers and locals:

Unpretentious and generally anonymous, they are full
of rustic good-humour and broad, sometimes bawdy,

wit.49

Later Ukiveo-e ("floating-world picture™) prints became an
extremely popular form of entertainment and a prototype of
twentieth century mass~cultures. Ukiyo-e prints commonly
portrayved samurai as city dandies, beautiful geisha, Kabuki
actors, ladies fashion, lovers in courtship and sex scenes, and

scenic beauty spots. CGeneral similarities might be observed

485wann, P. {1958) An Introduction to the Arts of Japan, Oxford: Brunc
Cassiner. 179%.

49cyann, P. (1958). 179.
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between the typical content of ukiyo-e prints, and that of the
contemporary Japanese medla, especially television and fashion
magazines. Thus Marilyn Ivy writes:
An extraordinarily vibrant popular culture flourished
in Ede and Osaka during the Tokugawa period (1603-

1868), and we can find many thematic and Fformal
precedents of later popular culture in the productions

of the urban bourgeoisie of that period.>0

Ukiyo-e prints were produced by teams of artisans. With
cccasicnal exceptions, gsuch as that of Kitagawa Utamaro (1753"
1806) who produced a series of prints for a notad experimental
publisher, Jsaburd, ukiyo-e print artists were more properly
artigans.?l Artists were responsible for the design aspect of
print making and this was not accorded any particular individual
autonomy or special status. After further refinements to wood
block printing technology in 1740, nearly all prints which had
been produced in black and white only, were produced in full
colour. As the quality of the prints increased then so did their
pPopularity, while in the elghteenth century wood block print
runs were limited to around 300 copies per design, 1in the
nineteenth century up to 3000 copies were made from each wood
block desion.2? As the quality and sophistication of subject
matter in ukiyvo-e increased, the work of some ukiyo-e artists
became distinctive, recognisable and sought after. Hiroshige
Tchirylisai (1797-1858) and Hokusal Katsushika (1760-1849) were
amongst the most popular artists in the first half of the

nineteenth century, and have become, today, the best known of

5OIvy, M. (1593} 'Formaticns of Mass Culture', in Gorden, A. {(ed.) Postwar
Japan as Higtory, Oxford: University of California Press. 242.

Slgwann, P. (1958). 181-194

52gywann, P. (1958). 194.
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the ukiyo-e print artists in Japan and internationally. Hokusai
Katsushika invented the term 'manga' to describe his humorous
books of illustrations, by putting together the two Chinese
characters, man and ga, which mean 'lcoge' or 'irresponsible'

and 'picture' respectively.23

Currently, Japanese manga are regularly compared to ukiyveo-e. In
terms of form, ukiyo-e do not bear any comparison to manga at
all, the former being single page illustrations and the latter
being stories with speech bubbles, which may extend for
thougsands of pages. In termg of content, ukivo-e, a large
proportion of which portrayved flattering drawings of real
people, appear to more closely pre-date fashion photography and
movie gtills, than manga stories and characters. Whether there
are egpecially strong stylistic and technical similarities
between ukiyvo-e and manga remaeins for technically rigorous art
historians to demonstrate, though the extreme variety of styles
found amongst contemporary manga genres would suggest that the
stylistic similarity between ukiyo-e and manga must be rather
general. The principal similarity between the ukiyo-e and manga
is sociological. Art gcholar, Peter Swann asks:
Wwhat gave the Japanese colour print its unigue
character? Above all it was a cheap form of
reproduction within the means of all, created in order
to meet an insatiable demand, among the plebeian

classes of Edo, the people who could not aspire to
Rand products even 1f they had appealed to them. In

short it was art for the masses.. 54

53Schodt, F.{1988) Mangs!Manga! The World Of Japanese Comics. New York:
Kodansha Internmational. 35.
S54gwann, P. (1958). 181.

35



During the period of the Meiji restoration in the 1860g,
Japanese society was in turmecil. The ukivo-e market
disintegrated as urban societies of the Tokugawa period were
dlssolved. Ukiyo-e publishers and artists faced a novel form of
competition in European style newspapers. The same European
style newspapers which undernined the ukiyo-e industry provided
a new vocation for unemployed ukivo-e artists. Ukivo-e artists
converted theilr design gkills to produce single-box political

cartoons for newspapers.

European style cartoons, typically caricatures of political
figures accompanied by captions, attracted an extraordinary and
unexpected interest amongst the Japanese pubilic in the late
nineteenth century. A Japanese version of Punch magazine,
entitled Tokyo Punch, was founded in 1862 and there the Lest
cartoonists of the day were able to develop their talent.2®
European cartooning influenced the drawing styles of a new
generation of internationally-minded Japanese cartoonists, many
of whom apprenticed with Yokchama-based Englisgh, American and
French cartoon magavines such as Box of Curios and Tobae (Toba
pictures).56 British cartoonist, Charles Wirgman, was amongst
othar REuropeans resgsiding in Tokyo who passed on their
professicnal skills. In the following two decades a whole series
of Japanese news and caricature magazines such as Marumaru
Chimbun, the Sunday comic supplement of Fukuzawa Yukichi's
famous newspaper the Jiji Shimpé, and Tokyo Puck, were launched.

Established newspapers also began to hire artists to write

55rent, J. (1989). 225.
56gchodt, F.(1988). 38-41.
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serialised cartoon strips as their power to attract audiences

wags recognised.

In the 1920s in particular, newspaper comic strips flourished. A
number of American comic strips such as George McManus's
Bringing up Father, Bud Fisher's Mutt and Jeff and Pat
Sullivan's Felix the Cat were translated and carried in Japanese
newspapers such ag the Héchi Shimbun and Asahi Graph. These
gentle American cartoonsg became the consciously sought-out
prototypes for the first serialised children’s comic strips.>7
In the early 1920s Suzukli Bunsghiro, chief editor of the Agahi
Graph, conceived an idea for a childrens' comic strip whilst
touring Europe and America. On returning to Japan with samples
of American comics, Suzukl arranged for hilis story about a little
boy and a squirrel to be scripted and drawn by two members of
his staff. The Adventures of Little Shé (5hé Chan no Bdken)

became the first highly successful children's comic strip.°28

K&8dansha also published children’'s magazines. In 1514, Boys'
Club (Shénen Gorakubu) was launched, followed by Girls' Club
(Shéjo Gorakubu), and Kids' Club (Y8nen Gorakubu). These colour
magazines featured stories, photographs and illustrations as
well as serialised comic strips which gradually extended in
length throughout the 1920s.79 Collected editions of these
serialised comic storiesg reached about 150 pages in length.
Tagawa Suiho's Black Stray (Norakuro) and Shimada Keizd's

Dankichi the Adventurer (Bbken Dankichi) serialised in Boys'

57gchodt, F.{(1988). 45.
58pgurumi, S. {(1587). 28-29.
59schodt, F.{1988}. S1.
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Club, are still being reprinted by Kdédansha today.®C Childrens®
magazines produced by Kédansha publishers, and the collected
editions of comic stories published in theilir wake, constitute
the first recognisable beginnings of the contemporary manga

industry.

During the Pacific war manga were considered, if not politically
dangerous, then intolerably indulgent. Through officilal purges
of the publishing industry, the role of the media sector and
manga preduction decreased sharply:
Censorship, already strict in the 1%30s, became more
severe after the outset of the Pacific war. The police
had the power to ban or withdraw any book, which, in
their judgement, was harmful to public security. As a
result, books of Marxist or Pacifist leanings, or
those including favourable opinions of the US of

Britain, were withdrawn from the stacks. Often parts
of bocks or magazines were cut with scissors or

blotted out with ink.61

Manga were subject to particularly strict censorship.82
Eventually only one officially sganctioned cartoon magazine,
entitled, simply, Manga, remained. Manga strips were banished
from newspapers entirely in 1944 .93 Manga series also
disappeared from the pages of childrens' magazines, which had
became increasingly preoccupied with the task of educating

children in national moral and political goalg. b4

60gasdansha employee's manual: Chronik of Koédansha 1909-1989.
6lshillony, Ben-Ami. (1981) Politics and Culture in Wartime Japan, Oxford:
Clarendon Press. 121-122.

62Havens, T. {(1986) Vallev of Darknesg: Japanesg People and World War Two,
London: Universgity Press of America. 23.

E3mgurumi, §. (1987). 32.
64gchodt, F. (1988} . 51.
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In the immediate post-war years what remained of the already
centralised electronic mass-media, including the single NHK
radic station, came under the direct control and reverse
censorship of the American occupation forces.®D Nonethelegs,
there was a demand for cheap entertainment and this encouraged a
revival of previously declining local 'popular' cultural
activities.66 Principal entertainment became storytelling
(rakugo),®”? and street picture card shows (kamishibai) for
children.®8 Picture card show artists drew plcture cards for
companies which then distributed picgture cards Lo picture card
show men (kamighibai ojisan). Frequently, picture card artists
also worked for publishers linked to book loan shops (see
below), and some of the most successful, including Mizugil
Shigeru and Shirato Sanpei,69 graduated to producing published
manga books during the 1960s. Picture card men performed
primitive animation on the street for children, using cards and
oral story-telling.’? The mobile, miniature theatres in which
these picture card shows were framed are reminiscent of English
Punch and Judy shows. Frederick Schodt estimates that until 1953
there were as many as ten thousand artists contracted to
numerous gmall pilcture card companies to write picture card
stories, and that as many as five million people a day watched a

street picture show. 71

65Ito, M. {1978) Broadgasting in Japan, London: Routledge and Xegan Paul.
16.

68mgurumi, §. (1987). 34.

67Morioka, H. & Sasaki, M. (1990) Rakugo and the Popular Narrative Arp of
Japan, London: Harvard University Press. 264.

68pgurumi, 5. (1987). 34.

69gchodt, F.(1988). 62.

T0rgurumi, 8. (1987). 33-34.

7lgchodt, F.(1988). 62.
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Alongside the picture card shows various minor forms of manga
publishing began to flourish. In Osaka manga pamphlets referred
to as red kooks (akabon) on account of the red ink in which they
waere printed were sold to children by street vendors. Japan's
most famous manga artisgt, Tezuka Osamu began his career in an
inauspicious manner, in the late 1940s, by producing these cheap

manga books. In 1947, however, he produced New Treasure Islapd

(8hin Takarajima} in red book form, which became a national
craze amongst chilildren and a great influence on preceding
generations of artists.’? By the mid-1950s a small manga
industry produced manga booklets which were sold in discount
ook shops (zokki) and children's toy shops. During 1255 there
were approximately cne thougand of these discount book stores
and five thousand toy shops, where these cheap manga booklets,
priced between ¥25 and ¥60, sold between 5 and 30 thousand
copias per issue.’3 Expensive manga books, costing between ¥100
and ¥200, with print runs of five to ten thousand wére alsc sold

at ordinary retail book stores.’4

The most important form of early manga publishing however was
that of manga loaned to the public from book loan shops
(kashihonya). During the 1950s there were five thousand of these
shopg, which loaned hard bound books and magazines for a daily

fee.’® A high proportion of these beooks were manga rather than

725¢chodt, F.(1988). 62.

73Hatano, K. (1959) 'Children's Comics in Japan', in Kato, H. (ed.)
Japanese Popular Culture. Tokyo: Tuttle. 104-105.

Tipatano, K. (1959). 104-105. Indeed ¥100 - ¥200, which is only about half
the average price of a mangs magazine in 1996, must have been a great sum
for children's entertainment in the mid-1950s.

T5pgurumi, &. (1987). 34. Confusingly, Frederik Schodt suggests that there
were anything up to 30 000 book loan shops in this period. (1988). 66. I
have chosen Tsurumi's more conservative estimate however, as his source is
a reputed Japanese speclalist of kashihonya, and, moreover, it is a figure
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literature. Many voung and unknown manga artists eked out an
existence writing manga series for Osaka-based publishers which
distributed manga books and magazinesg to book loan shops. These
included two popular monthly manga magazines: Shadow (Kage) and
The Street (Machi).’® During this period in the 1950s the
population of Japanese cities became swollen with freghly
migrated Japanese from rural regions, the majority of whom had
become badly-paid factory hands. The clientele cf the book loan
shops began to age as these impoverished urban youth began to
read manga as one of the only available sources of cheap

entertainment.’/

The increasingly adult readership encouraged the artists, who
began to develop a more realistic and political form of manga,
orientated towards adults. Artigt Shirato Sanpel was at the
forefront of developing a new adult manga medium.’8 In the early
1950g, Tatsumi Yoshihiro, a popular book loan shop artist named
the new genre gekiga.79 The term gekiga was invented by
replacing man - the first Chinese character of the term manga,
meaning 'irresponsible', with the character geki - meaning
'dramatic'. The term gekiga was therefore a deliberate revision
of the term 'manga’ invented by Hokusai Katsushika one hundred
vears earlier. Gekiga artists felt that the term 'manga' had not
described adequately enough the importance and seriousness of

the new genre of realist adult manga. In the early 1950s, cinema

substantiated by discussions with manga artist Nagashima Shinji, who
reported that only 5000 copies of his early manga produced for bock lean
shops were ever printed.

76gchodt, F. (1988). 67.
777gurumi, S. (1987). 32-33.
78pgurumi, §. (1987). 34-36.
79gchodt, F.(1988). 67.
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and black and white televigion began to make picture card shows
obsolete. Many picture card show artists turned first of all to
manga publishers serving book loan shops, and later to
commercial manga magazines. In 1959 the manga magazine industry
was launched by large publishers and thisg in turn undermined the
attraction and popularity of book loan sheps and street picture

shows.

Meanwhile childrens' magazines, the production of which had been
stopped entirely during the war years, was re-established. In
1947 Katd Xenichi, former editor of the pre-war children’s
magazine, Boys' Club, who had been purged from his job by the
occupation authorities, launched a new magazine entitled Manga
‘Boy (Manga Shénen) .80 In this magazine Katd dedicated a large
gpace for serialised manga storiés. Manga Boy alsoc introduced
reader's manga competitions, an institution which hasg become
central to the process of recruiting new manga artists in the
contemporary manga industry. Readers were invited to send their
own attempts at manga writing to the magazine and have their
work judged by the editorial staff. Work of promise was awarded
with little badges and excellent work cccasionally earned the
young artist a commission to create a new manga series for the
magazine. In Manga Boy, the early works of artists such as
Tezuka Ogamu, Fujio-Fujiko, Ishinomori Shétard, and Matsumoto
Reiji, who have since become hougehold names, were first

published.81

80gsdansha employee's manual: Chronik of Xédansha 1908-1983.
8lgchodt, F.(1988). 64-66.
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In contrast to the adult-orientated gekiga style developed by
pcorer, lower-status manga artists working for picture card and
book loan companiles, manga stories ingserted inside quality
children's magazines were generally rendered in a cute, gentle
style. This child-oriented manga writing style, reminiscent of
Disney, was ploneered in Japan by Tezuka Osamu - a man now
widely considered to be the original and most influential artist
of contemporary story manga. Today, though all Japanese comics
are known by the generic term 'manga’, they are also loosely
divided into two main categories -~ gekiga and 'manga’, in which
case 'manga' refers specifically to cute, fantastical, and often
child-oriented manga of the styvle pioneered by Tezuka Ogamu,
which tends to contain a large amount of the simple katakana
script. Cute manga genregs are also considered to be more middle
class8? and less political, as opposed to adult-orientated
gekiga, which is associated with historical and sccial dramas
and anti-establishment politics.83 Ishinomori Shétard, an artist
intimately invelved with COM and the manga movement, recently
pointed out how GARO and CCOM were essentially "old enemies" .84
{See some basic samples of manga and gekiga, by Tezuka Osamu and
Mizugi Shigeru in Figure 2.) During the 1950s important
innovations, in particular the introduction of serious themes
and film-like effects, and the extengion of simple manga strip
stories inte much longer scripts were made in both main currents
of the medium. Leng manga stories, which later became known by

the general term story manga invented by Tezuka Osamu, and long

82vuri Kéichi, an accomplished senior editor in Young Magazine and later in
Afterncon, described manga and gekiga as middle class and working class,
respectively. Interview. April 1994.

83Ishik6, J. {1980) Notes on Postwar Manga Higtory (Sengo Mangashi Notes),
Tokyo: Kinokuniya Sheoten., 11-13

84GAR0 Mandara, (GARO Interviews), Tokyo: TBS Britanica. 1992. 229.
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Figure 2

GERIGA

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Mizugi Shigeru (1965) Ge Ge Ge Ritaxd, Vol. 7. Tokyo:
Chikuma Bunko, 1%94.

MANGA

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Tezuka Osamu (1947) Lost World, Tokyo: Kadokawa
Bunko, 1994,



gekiga dramas, became the staple product of the contemporary

manga industry. In 1947, Tezuka Osamu’s manga story New Treasure

Island (Shin Takarajima) was published in one 200 page volume.
Between 1959 and 1962 Shirato Sanpeil's gekiga story The Fighting
Record of the Invisible Organisers (Ninja Bungeichd), 85 was
published in a sixteen volume series distributed to book loan
shops.8® Az the manga magazine industry expanded during the
1960s, children's manga series produced for high-guality
children's magazines and adult-oriented gekiga series began to

merge in the new weekly mangz magazines.

Within the manga industry 1958 is referred to as the "Eve of the
expansion of commercial manga" (Manga tairyd shéhi jidai no
zenyd) .87 In 1959 Kbdansha, which had hitherto dominated
children's monthly magazine publishing, launched a new
children's magazine, entitled Magazine {Shfikan Shénen Magazine},
which contained a high proportion of serialised manga stories
and became the flagship publication of the new manga publishing
indugtry. Magazine set new standards for manga production
because it was published on a weekly instead of a monthly basis,
and this created an enormous pressure to speed up and re-
organise production methods.88 Rather than continue to publish
within the narrow boundaries of gentle, children’s stories,
Magazine editorial sought to broaden the readership cf its new

manga-pased publication by bringing new subjects and new genres

85The Ficghting Record of the Invisible Organisers is the English
translation of Ninja Bungeich® chosen by Tsurumi Shunsuke, (1987). 34.
80rsurumi, s. (1987). 34,

87Modern Popular History 1945-1985 (Gendai Fuzokushi Nenpyd 1545-85},
Tokyo: Kawashutsu Shobo Shinsha. 1986. 116.

88gecond interview with Uchida Masaru. hugust 1994,
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onto its pages. These were realistic social drama and gekiga.
Uchida Masaru, the chief editor of Magazine from 1965, invited
marginal and low-paid gekiga artists to begin working for his
highly respectable children's manga magazine. This experiment in
fusing manga and gekiga was extracrdinarily successful and
central to attracting manga magazines to a large, perhaps
unexpectedly large, new readership of adclescents, students and
voung workers.89 The readership of Magazine expanded rapldly and
by 1966 its circulation had passed one miliion.?0 This was the
beginning of the contemporary manga industry, based on weekly
manga magazines and characterised by extremely high circulation
figures. Between 1965 and the early 1970s the number of manga
magazines multiplied rapidly. A decade later in 1974 there were
75 different types of specialised manga magazines with a total

circulation of more then twenty million per month. 91

2.2 Radical politics of the 1960s and the rise of the

contemporary manga industry

The inclusion of social dramas intc manga magazines greatly
aided the commercial take-off of the contemporary medium, and at
the same time germinated in menga a distinct political
orientation. Manga has been prone to receliving and provoking
political controversy throughout its history. The tremendous
size to which the contemporary manga industry has grown, and the
important role manga has played as a cultural bank for other
mass media, including film, television, and computer games, has

not, until recently, dampened its contentious and political

8%Jchida Masaru. August 1994.
80gchodt, F.{1988). 67.
Slrshikad, J. (1980). 5.
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reputation. During various periocds since the expansion of the
contemporary manga industry, intellectuals, citizens'
organisations, the PTA, and politicians, have condemmed manga as
a vulgar and tasteless medium, which is damaging to public
morality and children's education. Many dissident intellectuals
and digaffected urban youth have simultaneously regarded manga
as a critical, tabco-breaking and progressive medium. It would
be difficult to embark on a sgerioug study of any aspect of the
manga medium witheout being aware of the political associations

and cultural status of manga.

Western-style satirical cartoon and comic magazines established
in the early Meiji pericd introduced a new forum for social and
political discourse. Fukuzawa Yukichi, a prominent public
figure enthusiastically involved in Japanese modernigation and
the owner of the Ji{i Shimpd newspaper, reportedly advised
Kitazawa Rakuten, the premier cartoonist of the Meiji pericd
that:

In the Wegt they have pictures that parody and

criticise both government and society. These cartoons
are the only type of pictures capable of moving the

world. 32

The civic authorities, unaccustomed to having their actions
lampooned in public, by unappointed individual artists, were
less appreciative of the progressive potential of the new medium
and subjected editcrs and artists of the new magazines to police

action and scrutiny.93 The governing authorities’ rapidly

92gchodt, F. (1988). 42.
93schodt, F. (1988). 40-41.
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established discomfeort with the manga medium persisted
throughout the twentieth century and manifested itself in
recurrent bouts of desgire to censor manga. Persistent and active
disapproval of manga by government ministrieg and agencies has
meant that, netwithstanding briefer moments of reconciliation -
such as during the Pacific War - antagonism has punctuated the
relationship between the manga artists and the political
authorities. This antagonism has, at points, been exacerbated by
broader social conflicts taking place in Japanese soclety, and
at thege times many manga publications have become extremely

polemical.

The 1920s were a dizzying decade in Japan, when unprecedented
social and political freedoms led to experimentation with
ideology and lifestyvle., New literary, working class, cuitural,
Marxist and feminist trends emerged from Japanese socliety. At
the same tCime contemporary economic inequalities became more
chvious and the source of increasingly political c¢riticism. In
the 1920g and 19305 a varliety of manga and cartoon artists'
assocliations were esgtablished, such as the Japan Manga Artist's
Federation (Nihon Mangaka Renmei), to promote and recognise the
work of different groups of artists. The most political of these
associations was the Proletarian Artists Movement (Proletarian
Geijitsu~Kei), which was a pro-working class organidsation, a
leader of which, Kobayashi Tokiji, was tortured to death in a
police station in 1933.94 In the 19208 many artists were

interested in writing menga and cartoons which criticiged the

S4pgurumi, S. (1987). 36.
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political establishment.95 Most artists were avowed Marxists and
of these many were also members of the Japan Communist Party.
Radical manga, such as Masamu Yanase’'s A Capitalist's Education
(Kanemochi Kyoiku), serialised in the Yomiuri Sunday newspaper,
was printed in even main stream publications.?® In addition to
radical artists' associations, a range of dissident manga
publicationg including Proletariat News (Musansha Shimbun), War
Banner {(Senki)}, The Labourers’ Manga {R6d& Manga), and The
Peasants’ Manga (Nomin Manga), were established by radical

artists.97

In 1925, the Japanese government pagsed the Peace Preservation
Law (Chian I4i H8) which marked the beginning of a long reversal
of the liberalising political and cultural developments of the
first guarter of the twentieth century. The 1930s, particularly
following the Manchuria Incident of 1931, was a decade of
increasingly powerful social regulatiocn and control of the media
and opposition political movements in Japan. Intellectuals,
writers, artists, publishers and also manga artists were placed
under pressure to conform to government preferred moral and
political messages. In this period several Marxist manga artistsg
were imprisoned and even tortured and killed by the police.98
Long lists of romance, manga, antiwar and pro-democracy writers
and artigsts whose work was not tce be published were presented to

publisherg by the government .99 From 1941, censorship and

9385chodt, F. (1988). 51.

96g5chodt, F. (1988). 50.

9Lent, J. (1989). 227.

98Lent, J. (1989). 227.

99Havens, T. (1986) Vallev of Darknesg: The Japanese People and World War
Two, London: University Press of America. 22-23.
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control of the media escalated under the political New Order.
Increasingly publishing companies and editors met military and
political officials to discuss the content of each issue of
their publications and the number of magazines and books
published declined rapidly throughout the war period. In 1937
there were 16,788 officially sanctioned magazines in Japan, but

by 19244 there were only 942 registered magazines left, 100

In 1932 the government dismantled all manga artists’
agsociations and reformed them into a single umbrella
organigation known as the New Japan Cartoonigts' Association
(Shin Nippon Mangaka Kybdkai) which cooperated clesely with the
military and political authorities. Between 1941 and 1945,
almost all manga production was forbidden, with the exception of
one manga magazine bearing as its title, the generic term,
Manga. Manga magazine was a publication instigated by the
Japanese government and produced by the New Japan Cartoonists'
Associlation under the editorship of Kondo Hidezd. It featured
propaganda material in which British and American leaders were

portrayed as vampires, devils, and other monsters. 101

During this periocd of repression comic artists adapted their
product to keep their livelihoods either by turning to non-
political genres such asg childrens' stories, to the newly
developed nonsense manga genre, or else by making a complete

political conversgsion to nationalism, in the style referred to in

100gaaza, @. (1988) The State and the Mass Media in Japan 1918-1945,
London: University cf California Press. 223-224.

10lgee the front cover of Manga in 1946, after Japan’'s defeat, inside the
front cover of, Tsurumi, S. {ed.) (1970} Post-war Manga. Vol.,l (Manga Sengd
Shi I), Tokyo: Iwanami Hen.
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Japanese as tenkd. Key artist of the pre-war period, Yokovama
Ryliichi, asgisted the Japanese military by writing propaganda
cartoons for Agian colonial subjects, which attempted to
convince local populations of the vositive nature of Japanese
military occupation.l102 Censorsghip continued for several years
after the war under the new ideological guildelines stipulated by
the US-led allied occupation authorities. Many manga artists
reverted to their pre-war socialist political alleglances and
took work advertiging the new American 'democratic' Japan. After
the war the New Japan Cartoonists' Asgssociation dismantled itself
and became the Japan Cartooniste' Association (Nippon Mangaka
Kybkai) .103 Interestingly, this organisation, although
increasingly marginal to the corporate organisation of the manga
medium, has continued to be the principal manga artists'
crganisation throughout the post-war period. It ilg clear from an
examination of thig historical period that menga and manga
artists have not always been bound to anti-establishment
politice. Where the Japanese government has been prepared to
accept or even use the manga medium for its own ends, manga

artists have been glad and cocoperative,

In the 1960=s the contents of manga swung to the left. New weekly
manga magazines began to carry a whole range of socialist
political themes and individualistic expressions. Anti-
establishment peolitics were first fed into the manga books
produced by bock loan shop gekiga artists in the 1850s. In 1964

the left-wing trend was made more concrete with the launch of a

102p; scussion with manga artist, Yokoyama Ryiliichi, at a garden party held
in his home in Zusshi. March, 1994.

103phe current official FEnglish-language title of the Nihon Mangaka Kydkai
is the 'Japan Cartoconists'Association'.
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monthly magazine, devoted to opposing war and fighting
cppression. In 1964, Nagal Katsuichi, a young veteran of Japan's
war with China, launched GARO manga magazine for children,
gpecifically in ordgr to expose them to the class politics and
Marxist perspective of Shirato Sanpei.l04 Cchildren, however,
were apparently not amused by Shirato's story about peasant
revolts and class war in the eighteenth century, The Legend of
Kamui (Kamuiden). The Legend of Kamui tells the story of a
burakumin (Japanese under-caste) boy, who fights against the
poverty and oppression of his people. However, it hasg frequently
been suggested that Shirato's story which was serialised in GARO
throughout the latter half of the 19605, and which became
popular amongst young people and students, was partly
regpongible for the huge increase in the adult manga audience at
this time.l03 B¢ the height of its popularity and circulation in
1970, GARO was intimately involved with the culture of
revolutionary students. The histeorical themes of Shirato's
saries converged with the themes of the contemporary zengakuren

student's movement. (See the cover of GARO in 1970 in Figure 3.)

During the late 19608 commercial publishers sought to draw
political and sccial themeg in their mangé. By introducing
gekiga into commercial weekly magazines and concocting radical
manga stories, the editors of magazines such as Magazine
politicised their product to suit the interests of the readers.
Between 1969 and 1971 Sunday published by Jitsugy&sha,

gerialigsed a historical drama about the Chinese cultural

104Tnterview with the founder of GARO magazine, Nagal Katsuichi. June 1994,
105rent, J. (1989). 229.
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Figure 3

The front cover of GARD magazine in December 1970
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Source: Seirindd Shuppan.



revelution by Fujiko Fuji8, entitled Mao Tse Tung. {(See Figure
4.) In 1971, Jump, published by Shileisha, carried a story by Abe
Kenji entitled The Human Condition (Ningen nc Jb8ken), which
protested against the presence of American army bases in Japan.
(See a scene from The Human Condition in Figure 5.) The presumed
political orientation of Magazine was described in a phrase,
first coined by Waseda University student newspaper, which has
since become myth amongst manga fans: "In the right hand the
2sahi Journal, in the left hand Magazine." Between 1968 and 1973
Magazine serialised a story by Chiba Tetsuya and script writer,
Kajiwara Tkki entitled Tomorrow's Joe (Ashita no Joe), about a.
voor boy who fights to the top through boxing. Tomorrow's Joe is
reputed to have bheen extremely popular with radical students wﬁo.
read the series to put themselves in a ﬁighting mood bafore
joining street demonstrations.l®® (See Tomorrow's Joe in Figure
6.) Jump magazine went further in supportiﬁg the students' cause
and even published encouraging rhotographs of student
demonstrations on its inside bages. In 1971, igsue 8 of Jump
featured a section of photographs of student demonstrators
campalening for B52 bomber planes to go back to the USA and
leave QOkinawa Islands, entitled 'Nation-wide Sit-in'. Manga was
paid the ultimate political tribute by the Japanese Red Army.
The Japanese Red Army, which represented the radical extreme of
the largely middle-class student movement, hi-jacked a plane to

North Korea in 1968. To the press and media they proclaimed "We

106pramata suggests that Tomorrow's Joe captured the "never give in spirit®
of the baby-boom generation in this period. (1994} Aramata's Grand

‘Macgazine' Retrospective (Aramata no Shénen Magazine Daihakurankal}, Tokyo:
Kédansha. 1i0-111.
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Figure 4

1969 Gekigas series, Mao Tse Tung, by Fuiiko Fuiio

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Scurce: Manga Sunday (Shikan Manga Sunday), published by
Jitsugy® no Nihon Sha, 14 July 1969.



Figure 5

Gekiga series The Human Condition (Ningen no J8ken)_ by
Abe Kenii

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Jump (Shitkan Shénen Jump) published by Shiieigha,
1971,



Figure 6

Tomorrow's Joe by Chiba Tetsuva and Kajiwara Ikki

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Ashita No Joe Vol.l, Tokyo: Kédansha, 1268. 177.




are Tomorrow's Joe!", thereby attempting to identify themselves

with students and young workers via a manga character.l07

Many top manga artists of this period who were contracted to
produce series for the leading weekly manga magazines also lent
their talents to producing political materials produced in manga
form for organisations such as the Japan Labour Union (Nihon
R6d8 Kumiai). There is no literary documentation about the
inveolvement of leading artists, such as Fuiiko Fujio, and Mizugi
Shigeru, in non-commercial political organisations during this
period and itg extent ig therefore unknowable. However, copiles
of several left-wing political pamphlets produced in manga form
exist in the archives of the Japan Diet Library (Nihon Kokkai
Toshdkan) in Tokyo, providing evidence of a trend towards such
activities. Figure 7 gshows the cover of a pamphlet entitled
Manga AMPO and subentitled an Introduction to the Japan Labour
Union, published in 1969 by the R&8d® Junpbdsha (Labour Report
Company) . In this pamphlet, manga artists Ishinomori Shitard,
Fujike Fujio, Mizugi Shigeru, and Asaoka Kogl, identified their
cause with students and werkers fighting against factory
exploitation and more prominently against the extensicon of AMPO,
the post-war Peace Treaty between Japan and America. An
unannotated front cover of what appears to be a serialised
derivation of this pamphlet, entitled Weekly AMPO ({Shiikan AMPC),

published in 1970, also appears inside the front cover of Post-

war Manga Volume T; Politics.

107pirgt interview with Uchida Masaru. April 1994.
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Figure 7

Manda AMPO, a political manga pamphlet published bv the
Japan Labour Union in 1970
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Left wing politics and experimental student culture absorbed
into weekly manga magazines between 1965 and 1972, is closely
linked to the exceptional growth of the manga industry in post-
war Japan. The effect of the student movement on commercial
manga was further magnified by the fact that the 19%60s
generation was the original post-war baby-boom generation
(dankai no gedai). Commercial boys' manga also absorbed
experimental new artistic forms stimulated during this period.
Between 1870 and 1971 the front cover and colour pageg of
Magazine wag frequently designed by Tadanori Yokoo, who was
later to become an internaticnally famoug artist and
illustrater. The resulis were an exciting mix of manga and
innovatory graphic design. (See some of Yokoo Tadanori's

distinctive manga magazine covers in Plate 1.)

Conservative sections of society reacted strongly against the
student demonstrations and against what they considered to be
the inappropriate reading of childrens' manga by young adults.
The fashion among students for reading weekly boys' manga
magazines did not go unobserved. Manga was blamed for inciting
students to get involved with immature and violent activities.
As comic expert, John Lent, put it - manga provided the
"intellectual vitamings for Japan's ultra leftist movement."108
Between 1668 and 1870 attempts to kan the sale of manga were
orchestrated by local citizens' organisations. 'Do not buy'

(manga) demonstrations (fubai undb) were orchestrated outside

1081ent, J. (1989). 229.
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Plate 1

Front covers of Magazine desicned by Yokoo Tadanori
between 1970-1971

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Aramata's Grand 'Magazine' Retrospective
{Aramata no Shénen Magazine Dailhakurenkai), Kbédansha.
19984, 16.




publishing companies' offices in Tokyo, by citizens'

organisations, stemming from Chiba-ken in particular.l10®

The charge that manga was responsible for inflaming the
political passions of youth was challenged by contemporary

Journalists however:

During the student riots manga magazines were read
devotedly by students on the barricades. This gave
rise to the idea that the zenkydtoll0 has a strong

. relationship to manga reading. It has become a kind of
myth. Shirato's manga has recently been re-published
by a major publishing company and now occupies a large
space on Kinokuniya book (shop) shelves. When this
happens it should be obvious that reading manga has no
connection anymore to students attitudes towards
society.111 :

In 1971, Asahi Journal published a three part series titled

'Marx and Manga', in which contributors put forward the critical
opinion that the commercialisation of manga, its publication by
large companies, meant that it no longer contained any political
or gocial meaning. This view is clearly linked to Adorno and
Horkheimer's negative conceptualisation of the mass media, which
was becoming widely read and influentual amongst new left
intellectual movements at precisgely this time, around 1970. To
say simply that manga were commercial was a one~sided critique
of the connection made between manga and student politics
however. We can assume that students did not buy manga simply

because i1t was on sgale. Rather, manga became popular and

10%Interview with senior editor of Magazine, Iishi Tohru. May 1994. Mention
of the fubai undd is generally a taboo subject amongst manga artists and
editors.

1loZenky6to ig the National Federation of Student Self-governing
Associations, but it has come to mean the student movements of 1965-1970 in
general.

11l vMayx and Manga' (Marx to Manga), Agahi Journal, 9 April 1871, 31.
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increasingly widely read because it provided, for a time, a
cultural forum that flattered and accommodated the anti-
establishment views and interests of a large section of Japanese
youth. Manga magazines became a commercial mass-culture
precigely because they allied themselves with the huge Japanase

student movement.ll2

The genres of commercial boys' manga while continuing to derive
mostly from the realist gekiga graphic style, ﬁoved towards
love-comedy, scilence ficticn, (more)} sports, and campus manga -~
based on high school and university campus adventures. As a
whole, these genres focuged on the struggles of individual
characters and their personal relationsghips. Nevertheless the
notion of manga as a left-wing medium has persisted throughout

the late post-war period until the present.

The content of manga has varied radically in different
historical periode and in different publications. Manga has been
radically progressive, and radically conservative too. It has
also been extremely nihilistic, vulgar, absurd, romantic and
escapist. The striking capacity of manga for extremism and
political radicalism generally, has remained congtant throughout
the twentieth century and has not been altered_by the commercial
expansion of the medium in the post-war period. The true source
of the fascination manga has held for different groups of people
in Japanese society ig its characteristic regponsiveness to

gsubjective movements in society.

112gee Dowsey, 8. (1970) Zenagskuren: Japan's Revolubilonary Students,
Berkeley: The Ishi Press.
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2.3 The contemporaxry manga industry

In March 1952 K&dansha launched the first weekly manga magazine,
entitled Magazine (Shiikan Shénen Magazine). Thisg was rapidly
followed by the launch of Sunday (Shiikan Shénen Sunday) weekly
manga magazine by Shégakukan in November of the same vear.ll3 In
1963 Shénen Gah&sgha launched XKing (Shiikan Shénen King) manga
magazine and throughout mogt of the 1960s Magazine, Sunday, and
King, continued to be the three most popular manga magazines.
The period between 1956 and 1961 was a period a massive growth
in Jepanese publishing. The launch of news magazines and manga
magazines anticipated the spread of televigion by several
vears.t1l4 In the same month that Magazine was launched, March
1559, Asahi journal weekly news magazine was also launched.
Asahil Journal was to become the "modern-layout, progressive,
cultured individual's top magazine throughout the 1960s".115 1n
April 1959 Shikan Gendal and Shiikan Bunshun news magazines were
launched; in May they were joined by Shilkan Heibon; in July
ancther manga magazine, Manga Sunday {Shiikan Manga Sunday}, was
launched; and in November another wéekly news magazine, Shikan

KBron was launched.116

The audlience for manga increased rapidly at the game time ags the
audience for television. Television entered most Japanese homes

from 1957 onwards when NHK and NTV televigion companies began to

113Modern popular History 1945-1985 {Gendai Fuzokushi Nenpyd 1945-85),
Tokyo: Kawashutsu Shobe Shinsha. (1986), 118.

114Japan Update 'Weekly Magazines: Keys to Information Society', Spring
1988. 9-10.
115Modern Popular History 1945-1985. 1986, 118

116Modern Popular History 1945-1985. 1986, 116-118.
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sell colour licenses and broadcast in colour.ll? Between 1959
and 1965 the number of television receivers increased rapidly,
from two.to five million households.l18 1n 1959, Japan acqguired
the four television broadcasting stations - Nippon Education
Television, Fuji Telecasting Corp., Tokye Broadcasting System.
Inc., and Asahi Naﬁional Broadcasting Corp. - which have
continued to dominate broadcasting throughout the post-war
period to the present.ll® Rather than finding a formidable
competlitor in television, however, the manga and television
industries expanded alongside each other. Acceleration of manga
distribution from monthly to weekly allowed manga publishers to
keep up with the electronic pace of television broadcasting.
Seciologist, Soeda Yoshiya, makes the gtraightforward
obhservation that:

Manga is the dominant force in Japanese popular
culture, the way television is in the USA.120

To some degree the manga medium and television became two
symbiotic mass media. A pattern rapidly developed whereby
serialised manga stories were adapted into televisged animation,
which served to advertise further the original manga stories and
inflate manga book sales. In the 1980s manga stories were used
as scripts for serialised television dramas, such as Tokyo Love
Story and Hotel, -~ originally written by veteran manga artist
daimon Fumi and Ighincmori Shétard respectively. Film, though

popular in the early post-war period, lost a significant part of

117180, M. (1978). 20.

1187tp, M. (1978). 21.

119%¢0, M. (1978). 92.

120g0eda, ¥. (1987) quoted in 'Grown Men in Japan Still Read Comics and
Have Fantasies', in The Wall Street Journal, 21 July. 1,
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its audience to manga snd televigion during the 1960s. By the
1920s the domestic manga market procured three times the revenue
of the domestic film industry.l2l ohe raplid decline of the film
making industry in post-war Japan has often been linked to the
rise of manga, which ig commonly perceived ag a poor man's film
industry. The increases and decreases in popularity and
dissemination of film, televisgion and manga in the 1855 to 1981

period are compared in Figure 8.122

Like television .the contemporary manga industry is controlled by
a very few large companies. Unlike television there are also
numerous smaller publishing companies producing manga. Four
publishing companies, Kddansha, Shégakukan, Shieisha and
Hakusensha control 75.3 percent of the total market.l23 Rather
like the different television channels in Britain, the manga of
each of these companies tends to have certain lecosely definable
characteristics determined in part by the age of the company and
their gpecific relationship to other established institutions of
Japanese sgocliety. Kbdansha tends to produce more 'traditional’
(dentdteki), masculine (otokoppoi) , blue collar manga;
Shégakukan tends to produce glightly more white collar,
"‘feminine' (onnarashii), 'soft' (motto yvawaraka) or '"liberal’
{sukoshi shimpoteki) manga; and Shiieisha tends to produce highly
market regearched (data-shiigi), ‘cormmercial' {shdéhiteki) manga,

and produces magazines with the highest circulation figureg in

121Nikkei Business {1993} 'Manga Industry Special Report', September. 115~
117.

122pabular data used to prepare these graphs published in Sceda, Y. (1983)
Manga Culture (Manga Bunka), Tokyo: Kinokuniya Shoten. 32.

123yixkei Business, 9. 1993.
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Figure B8

The relative popularity of Manga, Televisgsison and Film in

Post-war Japan

8a. Popularity of manga between 1965-1281 according to total
annual sales of manga magazines in units of 1 million
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— Bb. Popularity of television according to annual viewing rates as a
percentage of the total population between 1961-1981
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8c. Popularity of film measured by cinema seat sales per
annum between 1955-1981 in units of 1 million
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Japan.+44 Whilst the divisioen of the manga market between the
largest manga publisherg is firmly maintained, preventing the
entry of new companies into their share of the market, continual
competition persists between the leading manga publishing
companies. While large companies have become settled in the
market, numerous small manga publishing companies, once devoted
to catering for specialised public tastes not fed at the mass
culture tabkle, have gradually become bankrupt and disappeared
{in the 1970s especially).125 The cultural specificity of the
manga medium to Japan has also provided publishers with powerful
cultural protection against competition from foreign publishers.
Reed Comic, which was launched in 1971 by Eeed Sha, a branch of
Reed International - currently subsumed under the business
interests of the late Robert Maxwell -~ is the only manga
magazine to have been owned by a foreign corporation. Launching
a new mangs magazine 1s a high risk project typically involving
extensive capital losses spread cover several vears even 1f the
magazine eventually manages to secure a reasonably regular
market and revenue. These losses are even greater if the
magazine is eventually dismantled because 1t fails to attract a
regular audience. The trajectories of even well-established
manga magazines are unstable and annual profit and loss marging
may fluctuate greatly. Only large powerfully-established
companies are capable of absorbing the losses as well as the

gains of manga production.

124pigcussions with staff editor of Comic Box, Mivoshi Kan. April 1994.
125Tnterview with manga artist and biographer Ishikawa Jun. June, 1994.
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The circumstances in which manga production is highly lucrative
are specific. The circumstances are those of maximising the
audience size, preferably by producing hugely popular manga
series referred to as 'big hit' (dai hit). Selling one manga
magazine or book to an entire audience is regarded as preferable
to selling several manga magazines or books to the same audience
because in this situation the game cultural product is
reproduced and sold many times at no additional cost to
production. Large publishers' profits were notched up at an
average of 68 percent of thelr incoming revenue by Nikkei
Business in 199%3. This represents a higher profit margin than
the two leading companies on the Tokyoe stock exchange in 1983,
Ushioc Denki {electrics).and Kensu (shipping).125 In 1992 the
total revenue accrued from the sale of manga books and magazines
totalled 539.2 billion ven, representing a 4.6 percent increase
from 1991. The total revenue from gales of all published matter
increased by 3.4 percent in the same periocd, illustrating the
faster rate of growth in manga publishing than in publishing in
general . Manga represented 39,2 percent of all published
material, and 23 percent of all publishing revenue in 1994127
The profitability of manga publishing has meant that the
temptation to try their hand at producing menga is intense for

even the most culturally refined or inexperienced of companies.

Competition between companies producing manga magazines also
extends ingide certain large publishing companies. In Kddansha

Morning editorial had an extremely competitive relationship

126yikkei Business, 9.1993.
127publisher s Month Report: 3.1994 (Shuppan Ceppd 3.1994), Tokyo: Shuppan
RyBgaku Kenkyh+ié. 5.
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with Magazine editorial. The principal competitor of Morning is
Shégakukan's Big Comic Spirits, but Morning also competes with
Magazine, Monthly Magazine, and Young Magazine, all published by
Kédansha.l28 This inner competition is a function both of the
structure of large Japanese companies, including Kédansha, which
is said to be run more by management factions than by a single
executive, and also of the heterogeneous nature of manga
magazine readerships. Practice has shown that manga magazine
readers cannct be tightly categoriged and therefore large
sectionsg of 2 magazine's actual readership may overlap with the
target readership of another magazine published by the same
company, although categorisation by taste has become more
important since the late 19803, as the manga readership in

Japanese society has both spread and fracmented.

In the manga industry the most vital statistices to know are the
circulation figures. These simultaneougly measure the revenue
and the popularity of any magazine. The table in Figure 9
depicts the circulation figures of the 15 highest selling manga
magazines in Japan in 1994.129 First rate magazines are
generally defined as those with circulation figures which exceed
1 million. Of these there were 12 in 1994, while a further 50
magazines had still considerable circulation figures of between

150 000 and 990 000.

The c¢irculation figures of top weekly manga magazines far exceed

the circulation figures of the most popular non-nanga weekly

128Morning Readers' Survev 1994, Kédansha internal document.

129pyh1isher’s Year Report 1994 (Shuppan Nenpd 1994), Shuppan Rydgaku
Kenkydijs. 191.
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Figure 9

The actual circulation figures of the 15 most popular manga

magazines in 1994 ip units of 1000

Business Jump - 750
Margaret Special  |soumemm 850
Big Comic 980
Morning . 1000
mchmk:smﬁm ‘ . 1200
Sunday 1270
Monthly Jump 2 1350
Young Magazine 1550
Big Comic Original ‘ 1570
Nakayashi . 1750
Monthly Magazine » 1800
Young Jump | 1850
Ribon : . 2250

Magazine |emn ‘ 3500
6200 |

Jump
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Source: raw data in Publisher’'s Year Report 1994 (Shuppan Nenpd
1994), Tokyo:Shuppan Rydgaku Kenky(ijs. 191.




magazines. First rate circulation figures for weekly news
magazines hovered just below 100 000 in 1994. In the early 1990s
the top position was generaily occupied by the gerious general
interest magazine Shilkan Bunsh{i, which had an average weekly
circulation of 900 000 in 1992.130 7he domestic audience for
manga has more in common with that of television, pop-music and
national newspapers. Jump is the best selling manga magazine,
which had a circulation of 6.2 million copies per issue in 19594
{a figure which ig gtrongly rumoured to have fallen to around

4.5 million in 1996,

Actual readership figures of manga magazines are 2 to 3 timeg
higher than the circulation figures based on shop and kiosk
sales. In common with many other self-contained cultural goods
such ag records, videos, computer soft-wear and books, socially
acceptable 'piracy' of manga magazines is a common activity.
Manga ig consumed at no cost by individuals browsing through
pages or entire magazines in convenlence and book store alsgles,
after school, or in work breaks. Train commuters customarily
leave manga magazines they have finished reading on train seats
and luggage racks for other commuters to pick up and read. Some
commuters also use openalle bhins, which are situated on many
train platforms for the purpose of recycling manga paper, as
free manga banks. The most commen form of passing on magazines,
however, i1s between friends, in the office, or at school, or
between family members. Jump, sold 6.2 million copies a week
through 1994, but had an actual estimated readership of

approximately 20 million - approximately one fifth of the total

130Nikgei Business, 92.1993.
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population of 124 millicn, of Japan. In 1994 the readership rate
of Morning was 3.1 per copy, meaning that the actual audience

was approximately 3.1 million people.l31

Manga magazines are generally sold at the lowest sustainable
orice and generate wvery little revenue for the publishers. In
1994 they cost ¥230 to ¥250, for a standard 25 size, 300 page
magazine. The large profits invelved in manga publishing are
generated from the sale of manga books referred to as tankdbon,
manga books, or comics. Manga bocks are made from compilations
of stories serialised in manga magazines. Standard manga books
are gmaller - gize Af - and higher quality than magazines. Manga
books are broadly comparable to the compilation videos made of
popular British television series. Manga bocks cost about ¥500,
between 20 and 30 percent of thisg price covers production costs,
the rest is revenue for manga publishers and rovalties for manga
artists. In 1993 manga books accounted for 11.2 percent of all
published material, and 2.7 percent of all publishing industry
revenue. Bulkier, disposable magazineg acccunted for 28.1
percent of published matter but only 13.3 percent of revenue. 132
The contemporary manga industry relies on this system of
producing magazines and books in tandem - a commercial structure
which has not been adopted in comic industries of USA or EBEurope.
With rare exceptions the compilation of manga series into manga
beooks by publishers is an automatic process, which both manga

artists and manga audiences expect.

13IMorning Readers' Surve 994, KX&dansha internal document.
132pypiigher’s Month Report: 3.1994, 5.
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Both these forms of publiching exert an influence on the
internal structure of contemporary manga. Manga ig produced in
long continuous series that can be split into episodes and
compiled. This hag the immediate effect of extending, sometimes
it would seem almost infinitely, the length of manga stories. As
long as a manga serieg continues to attract what is considered
by a manga editorial to be a reasonable level of popularity, and
the manga artist continues to be tractable, a story is
prolonged. Manga stories frequently run to ten or more volumes
before being brought to an end, and series which retain
popularity over a long period may accurulate over 20 or even 30
volumes. Prolonging popular serieg facilitates not only the
highly desirable production of manga books but alsec helps to
stabilise the notoriously unstable manga market. Through story
gserialisation publishers hope to attract the same audience to
return to their magazine each week in order to continue reading
stories with which they have already become involved. However,
the popularity of even first rate magazines mey rely on the
continuation of a small number of series. Qualities of addictive
readability which may excite readers to continue reading the
same series, and therefore magazine, every week, are consciously
defined and sought after in manga editorials. While story
elongation helps to stabilise product distribution over time,
manga is a cultural good dependent on interaction with the
changing trends in society. In order to survive external social
change, which may undermine an established audience whilst
producing another guite different potential one, the manga

industry perpetually diversifies and adjusts its products.
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2.4 Manga distribution

Manga publishing companies produce manga. Once produced it igs
reproduced, distributed and sold. Finished drafts of manga
magazines and books go first tec one of several large printers
{insstsu). Printed manga is picked up from the printers by a
book binding company (seihonsha}, who cut and bind the manga
books. Lastly, bound manga magazines and books are picked up
from book binders by distribution companies (toritsugiyasan). In
the pre-war period book binding and printing had been combined
in single enterprises. During the allied occupation of Japan
between 1945 and 1951 Japanese industries were re-organised and
large family holding companies split up. Under the Anti-
monopoly Law of 1947, the two processes of printing and binding
bocks were divided inte two separate enterprises, and separate
book binders were established.l33 publishers pay outright for
the services of the printers and book binders, while the
distributors claim a fixed percentage of the total =sales revenue
of the manga. In this sense distributors are actually sales
{hambai) companies, although they are not formally referred to
as such. The total revenue of manga is also itsg total cost price
as publishers control the prices at which their manga is sold,
and prevent competing retall outlets from lowering their prices,

by printing them clearly on the covers of books and magazines,

In 1994, Kddansha sold its manga to its distributors for 67
percent of the total revenue and the distributors sold the manga

to retail outlets for 77 percent of the total salegs revenue. The

1337¢0. 7. (1992) The Japanege Economy, London: The MIT Press. 54.

66



digtributors thus took ten percent of total manga sales revenueg
a8 its own revenue and retall outlets took a further 23 percent
of the revenue of all stock sold. Retail outlets did not have to
cover the costs of unsold stock within this percentage as manga
publishing companies are obliged to buy back unsold stock from
retalil outlets, via distributors. Fregquently, unsold manga books
are given new covers or dust jackets and returned to retail

outlets at a later date.

In 1994, seven distributors delivered 80 percent of manga
magazines and 98 percent of manga books. The two largest manga
distributors are Tdhansha and Nippansha, which each delivered 40
percent of Kbdansha manga bocks and magazines. Chiidsha,
Taihansha, Osakaya, Kurita, Kyéwa Shuppan, and Taiyésha,
delivered a further 8 percent of manga. Train station kiosks
where large quantities of manga are sold are supplied by a
separate rande of delivery companies. Although it does not allow
economy of scale, all the main delivery companies deliver manga
to all the main areas of Japan. However, the large delivery
companies do nolt deliver manga directly to retail outlets. The
number of outlets for manga are supernumerary and it must be
delivered on a weekly cycle. Beneath large distribution
companies there i1g an extensive hierarchical network of
progressively smaller and more locally based digtribution
companies, which each take a small slice of the distributors'
percentage to transport manga to other lecal distribution sites.
Thegse companhies are referred to as the trading child-companies
(eigyd kogaisha). Bach large distributor has fixed srrangements

with patron retail outlets, to which it regularly has manga
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delivered. Smaller companies cannot use distributors because
they cannot afford the percentages that the distributors demand.
In return the distributors will not deliver small numbers of
magazines. Thege companies, such ag Seirindd and Fusion
Production, have to deliver their magazihes and books to retail

outlets themselves, by hand.l34

In 1994 large publisherg were concerned that distributors had
become more powerful during the 1990g and might be able to
demand increasingly higher percentages tc deliver books and
magazines. These concerns were borne out by a recent increage of
1.5 percent in the payment charged by distributors. In September
1993, distributors began buving manga at 67 percent of its

revenue, instead of 68.5% percent.

Manga producers were particularly concerned about the power of
distribution companies as the relatively bulky proportions,
large volumeg and weekly production cycle of manga magazines
means that distribution is a relatively large part of its total
production cosgt. Moreover the extremely low profit marginsg of
manga magazine production means that any change in the
percentage charged by distributors has to be offset immediately
by manga editors, either by raising the cost of their manga
magazines or by attempting, more problematically, to increase

the appeal and popularity of their magazines.

However, manga readers are very sengitive to the price of manga

magazines, a sensitivity that increases the younger the target

1341nterview with Seirindd staff editor, Yatabe Shiji. January 1994.
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age group of the publication. Magazine prices are extremely
competitive. In 1994, there was a general pattern whereby the
Jump range of magazines_published by Shfieisha were cheapest,
followed by the Sunday and Spirits range of magazines published
by Shégakukan which occupied the middle price range, while the
Magazine range, and Morning and Afternoon magazines published by
Kbdansha were the most expensive. However the variation in
prices of magazines was limited as publishing companies
generally could not compete over prices without making losses.
In 1994 the range was limited to the extremes of ¥230

(£1.53) for a copy of Jump, and ¥250 (£1.67) for a copy of
Morning. Distributors not only threatened to take a higher
percentage from publishers than they claimed te be able to
afford, but in the same process exerted pressure on publishers
to keep the prices of manga magazines low. Large publishers
claimed that they could not ralse the prices of their magazines
because if they did so the larger part of this increased revenue
would immediately be demanded by distributors, thus making the
price rise pointlessz and perhaps even damaging if it discouraged

readers from buying the magazine.

Major publishers algso tend to send all categories of their
publications, including manga, tc several different competing
printing companies, such as Nihon Insatsu and Toppan Insatsu.
TAhan printers ig in fact part-owned by all of the large
publishing companiesg, though this does not seem to have made

them any less concerned about monopcly in the printing industry.
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Publishers buy and arrange for the transport of paper to

printing companies themselves.l35

The cogt of paper for printing manga is relatively high,
approximately one third of the total costs of printing. During
paper sghortages, including the period during and immediately
after the Pacific war and a briefer period in 1973, the high
cost of paper forced manga publichers to produce slimmer
magazines with fewer pages. The relatively high cost of paper in
manga production has meant that ordinary high or low circulaticn
manga magazines are produced on extremely coarse, low quality
paper. It ig produced chiefly from cheap wood pulp directly
imported by publishers from Scandinavia, Russia, Malaysia, and
Australasia.l36 This paper is often dyed in pastel shades to
improve the quality of itg appearance and the attractiveness of
manga magazines. In gsome urban areas househclds give bundles of
used manga to recyceled paper collectors, to be turned into cheap
recycled paper products such as toilet rolls, of which a small
number are returned in exchange. Recycling bins for used manga
are also situated on the train station platforms and near news

kiosks where large quantities of manga are s0ld.137

1355 large proportion of the details in this section were received in
discussions with the vice chief of K&dansha Comic Sales and Coordinating
Division, Yasuda Michlo. February 1994.

1361h gune 1994 the president of Hakusensha, Konagai Nobumasa, had just
raturned from an apparently highly enjoyable wisit to Norway, where he and
his wife had been szhown around the country as the VIP gueste of a Norwegian
wood company. Interview with Xonagai Nobumasa. June, 18994.

1370he production cycie of paper in the manga industry was outlined in a
popular adult manga parody of the manga industry: Even a Morkey Can Draw
Manca Clagsroom (Saru demo Kakeru Manga Ky8shitsu) by Akihara K8ji &
Takekuma Kentard. Tokyo: Shdgakukan. 1991.
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2.5 The new adult manga magazines

In Artisft and Patron in Post-war Japan, Thomas Havens, describes

manga ag a medium with a standardized form that epitomises
cultural uniformity.138 Thig opinion is representative of the
widespread myth amongst Western observers that all manga
conforms to a narrow genre, which rarely varies from its themes
of sex and wviolence. In fact, genres and forms within the manga
medium have diversified to such a degree that it is hard to
obgerve any graphic sgimilarities at all between certain master-
genreg, guch as girls' manga and gekiga. Manga has demonstrated
a capacity to capture both universal interests and highly
specialised tastes. With regard to this diversity contemporary
manga is similar to contemporary television and radio

broadcasting.

In the pericd of calm and disillusionment following the student
riots, which is sometimes referred to as the shirake, overtly
political stories rapidly disappeared from popular manga
magazines. In the early 19708 the gekiga movement entered its
final phase, producing a highly distinctive genre of manga
referred to as new wave gekiga. The themes of new wave gekiga
tended to be non-conformist in personal, rather than political,
terme. Instead of social issues, new wave gekiga storlies brooded
about the psychology of the individual. A large amount of new
wave gekiga, which was produced throughout the 197Cs, relayed
gstrange and obscure narratives about people living on the edge

of civilised society. Themes and scenes tended to be dark,

138pavens, T. {1982) Artist and Patron in Postwar Japan, US: Princeton

Univergity Press. 17.
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obscure and desgpairing and display strong influences from
surrealist, and avant garde art generally. One of the most
famous new wave gekiga series 1g The Screw Ceremony (Nejishiki)
by Tsuge Yoshiharu, which is an atmospheric account of a dream
Yoshiharu experienced, and which includes surreal references to

war and the US occupation of Japan. (See The Screw Ceremony in

Figure 10.) New wave gekiga was not incorporated intc commercial
manga magazines during the 1970s, but was produced instead in
small guantities of exceptional quality for non-commercial
purposes. The great majority of new wave gekiga was published in
GARC, a low circulation specialist manga magazine, congidered to
represent the Japanese gekiga underground. While new wave gekiga
was not incorporated into commercial manga magaZines, 1t was an
important development becauge 1t represents the stylistic
continuation of the gekiga tradition, which reflects, in an
intense form, the decline of interest in political and social
igsues amongst manga artists and the concentration on the
psychological world of the individual instead. Moreover, the
limited distribution of new wave gekiga does not measure the
dengity of the stylistic and thematic innovation it
encapsulated. (See sampleg of new wave gekiga work by artists,
Tsuge Tadad and Shinoharu Katsuyuki, in Figure 11.)1392 New wave
gekiga has secured a classic status in preceding Japanese
student youth cultures and has provided a source of new ideas
and graphic styles which continued to be released in GARO
magazine, and which were later absorbed into commercial adult
manga. We will return to touch on the latter development in

Chapter Nine. New wave gekiga attained a lasting status in post-

139hinoharu Katsuyvukil later bhecame a successful gculptor.
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Figure 10

New wave gekiga: The Sgrew Ceremony by Tsudge Yoghiharu

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Ne-fishiki to Akaihana (1968), Tokyo: Shégakukan
1988. '




Figure 11

New wave gekiga: Tsuge Tadad and Katsuvuki Shinoharu

Theimagecannoﬂaedisplayedn ORA dueto copyrightreasons

Source: Seigan Rydkichi no Shi by Tsuge Tadad, published
in GARQO, Issue 112. December 1972.

|
Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Nioi Yokochl by Ratsuyuki Shinohara, published
in GARO, Issue 155. August 1976.



war student culture, akin, perhaps to the popularity of Franz
Kafka's Metamorphosis or Herman Hesse's Steppenwolfe, among

English =students.

During the 1980s female artiszts rose to prominence and the sales
of commercial girls' manga (shdjo manga) magazines and books
increased. In the same period, girls‘ manga which is originally
based on the cute childlike styles pioneered by Tezuka Osamu,
have gradually influenced the styles of boys' and adults' manga.
(See a sample of girls' manga in Figure 19.) The commercial
manga industry, which was founded on manga magazines produced
specifically for young boys, is divided into publishing
categories which have been delineated almost entirely by gender
and age. This is a system of categoriszation which has been
particularly powerful in marketing systems developed within the
Japanege mass media, advertisging and consumer culture.X40
Commercial manga ig divided into girls' manga (shdfo manga):
boys' manga (shénen manga); ladies' comics (ladies comics), youth
manga (young-shi); and adult (literally "grown-ups")

manga (seinen-ghi). The only ambiguity in this sturdy
categorigation system 1g that of the difference between young
manga magazines and adult manga magazines. Young manga, which
include all weekly magazines with the word 'Young' in the title
(e.g. Young Sunday, Young Jump) and which are aimed at teenage
boys, do not have a strong stylistic identity and are not often
referred to as a specific category in discussions within the

manga industry. In effect young manga is a marketing category,

140gee skov. L. & Moeran, B. (1995) 'Hiding in the Light' in Women, MNedia
and Consumptlon in Japan, London: Curzon Pregs.
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which is listed separately in publishing market statistics but
is not a genre category in the manga medium. In stylistic terms
young manga is a mixture of boys' and adult manga. Far more
confusing, young and adult manga magazines are referred Lo
together as youth manga (seinen-shi) - which hae the same
pronunciation as adult manga (seinen-shi} in Japanese. This
thesls is focused specifically on adult manga, with some
references to young, and occasgionally, boys' magazines. Unlike
womens' magazine publishing, contemporary boys', youth, and
adult manga magazines, whose original adolescent readership was
involved precisely in constructing a new culture for themgelves
by political reinterpretations of the meanings of childrens'
manga series, tend to have loosely defined and heterogensous
readerships. The mozt heterogeneoug manga readership is that of
Jump (Shikan Shénen Jump) published by Shiieisha, whose regular

readers vary in age from the under-tens to the over—sixties.14l

However, as the original generation of student manga readers
‘began to grow older, then commercial manga publishers began to
serialise stories of interest to successively older readers, in
a bid to keep their original baby-boom generation readers. In
this way commercial manga has aged at the same rate as the
Japanese population. The adult manga category has grown as its
original readership has matured. This process of a culture
industry pursuing its agelnyg audience with progressive new
repertoires, ls comparable to the production of 'adult oriented

rock' {AOR) music, in Britain for the 1960s generation who are

141Morning Reader' Survey 1994, Kédansha internal document.
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now approaching middle age.l42 Each of the large publishing
companies has created one or more series of linked magazines,
targeted at progressively clder sections of the public. These
series bear related recognisable titles, in order to encourage
audience loyalty to the magazine series of ohe particular
company . Kbddansha for example, produces Magazine, Monthly
Magazine, Young Magazine, and Mr Magaziné. The Mzgazine range of
magazines are all produced by Division 3 of K&dansha. Shiieisha
produces Jump, Monthly Jump, Young Jump, and Business Jump.
Shégakukan produces Big Comic, Big Comic Original, Big Comic
Spirite, and Blg Comic Special. Each magazine is aimed at a
progressively older audience and in Kb&dansha, all the magazines
of one series are produced in one editorial department. Morning
and Afternoon, the two manga magazines with which this thesis
will be most concerned, form a small atypical series, made in
separate manga editorial officgs in K&dansha, otherwise
recognised as Division 7.1%4% The distinction between these two
magazines is based more on editorial tastes and imaginetion,
than reader categorisation. During the 1990g the creation of
silver manga for pengioconers has been the buzz word in the manga
industry. Figure 12 shows a diagram of the evolution of posgt-war
manga publishing categories, originally composed by the

prominent manga critic, Kure Tomofusa. 144

142pbout rock music Frith states: "The massive future potential of rock's
global audience is not only in new markets in near virginal rock territory
{(China, The Soviet Union, The Eastern Block, Africa) but in the obvious
held over its original generation which ig getting older and, like pre-rock
generations, sinking intc political cemplacency born of material affluence
the further it drifts from iteg youthful past." Frith, §. (1978) A Sociolouy
of Rock Musig, London: Constable. 21.

183Morning and Afterncon are therefore linked magazines which operate from
two conjoined offices. Morning is the principal magazine cf this pair, and
both magazines are ultimately managed by the chief editor of Morning.
l4dgure, T. (1990). 117,
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Figure 12

The Evolution of Manga Publishing Categories in the Post-war Period
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Source: Adaptation of a diagram published by Kure Tomofusa in Contemporary Manga: The Complete
Critique {(Gendal Manga no Zentai %8), Tokvo: Shiki Shuppan. 1990.




Adult manga magazines are targeted at mature adults, typically
men in their thirties and forties - though publishers aim to
capture older readers in their fifties too. A few adult manga
magazines, including Big Comic, launched by Shégakukan in 1968,
and Manga Action, launched by Futabasha in 1967, represent early
publishing experiments carried out during the initial period of
rapld manga industry growth between 1965 and 1972. However the
majority of the 32 adult manga magazines on the market in 1994,
were launched during the late 1980s and early 1990s. See a table
depicting the number of new adult manga magazines launched each

vear between 1950 and 1993 in Figure 13,145

By 19293 the adult manga category accounted for 38.5 percent of
all manga published, while boys' manga accounted for 39 percent;
girls' manga accounted for 8.8 percent; and ladies’' manga
accounted for 7.9 percent.146 The graph in PFigure 14 illustrates
the total annual circulation figures of boys' and adults' manga
magazines between 1879 and 1993, adult manga publisghing grew
steadily through the 1980s, before contracting slightly in the

most recent period between 1992 and 1994,147

While adult manga magazines repregsented over a third of the

manga market by 1994, the circulation figures of adult magazines
have been lower than those of the first rate bovs' magazines. In
1994 Big Comic Original was the most popular adult magazine with

a circulation of 1.57 million, followed by Young Magazine with a

145pata derived from tables published in Publisher’s Year Report 1994. 190.
146Manga Mania, July 1993. 6.
147pybligher’s Year Repor S94. 188,

76



Figure 13

The number of adult manga magazines launched each vear
between 1956-1993 ‘

56 58 60 62 64 66 68 70 72 74 76 78 80 82 84 86 88 90 92

Source: tables published in the Publisher's Year Report 1994
(Shuppan Nenpd 1994), Tokyo:Shuppan Rydgaku Kenky(js. 190.




Figure 14

The tetal annual circulation figures of adult mangs magazines,
between 1979-1993 in units of 1 million ‘
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Source: raw data in Publisher’s Year Report 1994 (Shuppan Nenpd
1994), Tokyo: Shuppan Rydgaku Kenky(jé. 188.




circulation of 1.55 million, then Big Comic Spirits with a
circulation of 1.2 million, and lastly, Morning with a
circulation of 1 million.l48 The circulation figureg of these
magazines are also compared in the table in Figure 9. Since
1992, however, the popularity of adult manga magazines has
declined slightly and this has been reflected in decreasing
total circulation figures. In 1990 the circulation of Morning
was 1.2 million, in 1993 this had diminished to 1 million and
according to rumours within Morning editorials, circulation
figures ghrank again to around 800 000 between 1994 and 1995.149
Figure 15 illustrates the annual profits of Morning and Magazine
between 18283 and 1993, which demconstrates the continued
profitability of bovs' manga, but also the recent decline in

profitability of adult manga.Ll>C

The actual age of adult magazine readerships is 'sticky' -
persistently yvounger than the audiences targeted by magazine
editors. The average age of adult manga readers in 1594 was 30
vears and 2 months. The average age of Morning readers was 30
vears and 1 month, and the average age of Afternoon readers was
28 years and 4 months.l151 Despite the inclusion of many middle-
aged characters in its series, the actual readership age of
Morning was not gignificantly higher than that of Afternoon -~ in
which the age group of the target audience was not defined at
all. Half of Morning magazine's audience was in fact composed

of yvoung company employees. Young company employees comprised

148pupiisher’s Year Reporxt 1994, 190.
149pjigcussion with Morning editor, Pierre-Alan Szigeti, June 1996, Email.

150Figues derived from a Kédansha internal document given to me by members
of Magazine editorial.

151Mo;gjgg Readers Survey 1994
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Figure 15

Annugl Profits of Morning and Magazine between 1983-1993 1in
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47.4 percent of Morning readers in 1994, followed by housewives
who constituted 18 percent, and low-grade civil servants who
constituted 9.8 percent. Degpite the mature, managerial and
professional image projected by Morning, only 4.1 percent of
readers are professional workers.l°2 Thus, like the popularity
of girls' manga among young men, new adult manga magazines are

only partly defined by the age-range of their readership.

2.6 Conclusion: Characteristics of the manga medium

Manga are made by publighing companies. Other mass media such as
newspapars, radio and televizion programmes are mostly produced
by masgs media conglomerates which began life as newspaper
companies and diversified into television broadcasting during
the post~war period. Publishing companies differ from these
multi media conglomerates in a significant sense in that they
are not obliged to receive broadcasting licenses from the
government in order to operate. Multl media corporationg such és
Asahi, or the Fuji-Sankei Group, have to consider the
possibility of having their breoadcasting licence confiscated by
the government. For this reason material which might be frowned
upon by the civil service and the government has generally heen
conveyed by small independent media and £ilm companies, or
publishers. Publishing companies are freer than the other
industries which constitute the mass media. On the other hand
manga contains very littie advertising. The large readerships of
high-circulation manga magazines have been heterogeneous in

composition, making them unsuitable for advertigers wishing to

15200rnid Reader
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target products at specific groups of consumers. The absence of
advertising in manga has meant that manga editing is free from
the influence of advertisers which can influence congiderably

the editorial selection of content in non-manga magazines.:?3

Liberated from immediate accountability to either government
policy or advertising interests, the manga publishing industry
has thug had a far greater freedom to determine the contents of
its magazines. In the 1965 tc 1972 period of student and labour
unrest, publishing companies were able to capitalise on their
new readerships among students and young workers by publishing
manga stories which supported the students and ignored the
concerns of the anxious authorities. In weekly news magazines,
publishers have discovered a similar freedom, resulting in the
rise of scandalous and sometimes critical weekly magazines, such
as Friday published by K&dansha, and Weekly SPA! published by
Fusdgha, which have become most unpopular with civil serwvants
and politicians. It is the freedom of the manga industry which

is the gource of itg popularity and of its radicalism.

The sensitivity of manga to new social trends has made it a
medium well suited to the transmission of propaganda. During the
1930s the manga industry wasg a "loose cannon" among the multi
media and communications industries, and one which the Japanese
government made strenuous efforts to harness to i1ts own
political ends. When the Japanese wartime government

successfully appropriated the manga publishing industry for the

133prian Moeran (1591) notes the distinctive lack of advertising in the
most popular manga magazine, Jump, in Media and Advertising in Japan, NIAS
Report 4. 7.
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purpose of transmitting propaganda, it had taken for its own
Uses a medium particularly familiar teo the public. Undex
government control during the Pacific War, manga became highly
militaristic and chauvinistic. The unestablished and free
position of the manga medium in peace time had contributed to
itg vulnerability to censorship and government control in
periods of political repression. Unlike the newspaper printing
industry, for example, the manga industry lacked a respectable
and egtablished patronage inside the political establishment and
cultural institutions, which could act as a protection against
overt political control. In this sense the dissident radicalism
of manga in the 1960s ig structurally linked to the chauvinistic
radicalism of manga during war-time. In the recent period since
1986 howaver the position of the manga medium in Japanese
society has begun to shift towards a closer and more established
relationship with cultural and political authorities. This
change in the position of the adult manga medium in Japanese

society i1s one of the key focuses of this thesis.
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SECTION ONE: THE PRODUCTION QOF COMMERCIAL ADULT MANGA

Introduction: The Ethnography of Manga Production

The take-over of small scale manga production by large
publishing companies during the late 1960s also involved the
organisation of & fast, extensive and systematic method of manga
production, and reproduction. Publishers wanted to produce manga
at such a rate that manga magazines would be able to compete for
audiences with television programmemes broadcast in weekly
episodes. Inll959 Tokyo Tower, and the television transmitting
station it holds aloft, was completed. Several new commercial
television channels, guch as Fuji television, began broadcasting
a whole new range of entertainment. For publishing companies it
was imperative that artists were made to produce far more manga,
far more qgquickly, and along improved themes which would attract
the largest possible audiences. Towards the end of the 19508 the
imperative of publishers with =ome experience in manga
publishing was to put out weekly manga magazineg. Manga artists
of this period, who were accustomed to relatively lelsurely
production cyvecles for monthly magazines or book loan shop
publishing companies, were persuaded tc work far more rapidly in
order to produce new episodes every week. Manga artists who made
the switch from producing book loan shep manga to weekly
episodes for weekly manga magazines describe the change ag a

traumatic one.l54

154veteran artist Yokoyvama Rylichi compared the transiticn manga artists
faced to the difficulties faced by Hollywood actors forced to adapt to
sound-tracked movies after careers starring in silent movies. Discusgion
with Yokovama Ryfichi at a garden party held in his home in Zushi. March,
1994,
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In order to achieve this new scale of production a new 'manga
division of labour' (manga bungyd) was apportioned within manga
publishing companies. Not only did editorial offices develop
huge networks of artists and complex systems for the ongoing
recruitment and training of new artists (shinjin) but within
large publishing companies the specific job of a manga editor ag
opposed to any other company editor began to emerge. Manga
editors began to work far more closely with artists to produce
the original product. By carrying out functions such as checking
the first drafts before they are drawn in ink, or preparing
speech parts for printing, editors removed some of the more
mechanical and time-consuming functions from artists and helped
to speed up manga artists' rate of production. This new form of
production was named by the long~time chief editor of Magazine -
who describes himself as one of the early pioneers of
commercial manga - as 'editorial production' (henshii saisan).155

In each manga editorial the form of editorial production varies.

In chapters three and four, we will look at the two main arenas
of 'editorial production' - the organisation and recruiltment of
manga artists in soclety at large outside of the manga editorial
office; and the organisation of weekly manga production based
inside the editorial office. We shall examine the activities and
social relationships of manga artists and manga editors in these
two areas in what can be seen as an ethnocgraphy of the

production of a commercial culture.

1551nterview with Uchida Masaru nearby the offices of his own new company
Manga Gallery in Shinbashi, Tokyo. August, 1994,
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While a few examples used in this section are taken from
research on the artists and editors of ladies' manga magazines,
most of the research on which these chapters are based was
carried out on the editers and artists of high-circulation bhoys'
and adult manga magazines, esgpecially the latter. Together,
boys' and adult manga categories consgtitute the largest section

and maingtream of commercial manga production.
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CHAPTER THREE: The Recruitment of Manga Artists

3.1 Outline of the social organisation of manga

production

It is not possible to look in detail at the inter-relationships
between manga artists and manga editors in making commercial
manga without first knowing the basic method of production used
in the commercial manga industry in Japan. In this brief section
the various categories of worker and stages of production of

commercial manga will be briefly outlined.

The essential organisation of the manga industry is similar to
that of the book publishing industry in Britain.l56 Manga is
drawn by freelance manga artists.l37 Each professional manga
artist enters intc one or more formal or informal contract of
varying lengths of time and conditions of copyright, with one or
more manga publishing company. Contracted artists work under the
supervigion of manga editors who are the regular employees of
manga publishing companies. With regard to the independence of
manga artists from the manga publishing companies, the
crganisaticn of manga production is guite different from that of

comic production in the United States, for example, which hasg

156por a critical analysis of the British book publishing industry see
Lane, M. (1980) Boocks and Editcrs: Commerce Againest Culture in Pogh-war
Britain, USA, Mass.: Lexington Books.

157 ere are exceptions which prove the rule. Sonoda Kenichi is a top-class
artist now working for Afterncon who produced his first three best-seller
serles, Gall Force, Bubble Gum Crigis and Riding Bean as a regular
employee of Art-Mic design company between 1985 and 1990. Art-Mic did not
award Sonoda the rovalties to his highly profitable work and after an
extended struggle Sonoda left the company and became a free-lance artist.
Interview with artist, Sonoda Kenichi, in restaurant close to Kddansha
buildings. March, 18%4.
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generally been based on teams of anonymous and interchangeable
manga artists emploved to draw company-owned series such as
Superman and Spiderman.158 Manga production is also guite
different from the normal methods of comic production in Europe.-
In Europe comic artists frequently work entirely independently
from publishing companies and only contact publishing companies
to submit completed drafts of entire comic books for

publication.

Manga series are planned through 'work meetings' (uchiawase)
between artists and editors. Work meetings take place in almost
any location -~ in manga editorial offices, the artist's studio
or home, cafés and bars, or even in hotel suites.l3? 'Newcomers'
(shinjin) and other less important artists usually have to
travel to the editorial offices for work meetings with their
editors. Manga editors travel to the studiocs or homes of more

popular artistg, which are liable both to be more highly valuead

158american comic artists enployed by comic companies to draw comic series
have also been separated from the copyrichts and royalties attached to
company comic¢ series they have jointly created. Jane Gaines, author of
Contested Culture: the Image. the Vopice, the Law, explains, "Thus it is
that any legal entity can gtand in as author, just as DC Comics has stood
in for Superman's creators, Jerry Seigel and Joe Shuster, who tried for
forty years to reclaim their work after having sold the rights to it in
their youth." Gaines, J. (1992) Contested Culture: the Image @ Voice

the Law, London: BFI publishers. 211.

Yamane Shéji, Research producer of Pia Research Centre, belleves that it is
the unusual free-lance status of Japanese manga artists which has
encouraged the manga industry te expand: "Looking at the rest of the world
it 18 evident that countries where the artists' rights have been recognised
as in Japan are rare. The ownership right of the popular American character
Superman, For instance, belongs to the company. For decades the same
character has been used in stories, and character goceds produced by a
division of labour and from which the artist receives no rovalties." In a
'Manga Industry Special Report', Nikkedi Business. 13 September 1993. 118.

1591 sttended two work~meetings between Morning artists and editors held in
luxury hotel suites. The first being an all-night work-meeting between Aoki
Y{ji, artist of the series Osaka Streetg of Gold (Naniwa Kinvids) and his
editor, and the second being a 'research’' meeting between Narita Akira,
artist of the series Super Lover (Chbéali No Hito) and an editor, Iin a
private orgy organised by the artist in a hotel suite.
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by editors, and more tied to their studics by extensive work
commitments. All manga publishing companies are situated in
central Tokyo, mostly in Ctowa district- where the X&8dansha
group of publishers is based, or Hitotsubasgshi ~ where both
Shégakukan and Shleisha publishers are based. Well-established
manga artists usually live in the suburbs of Tokyo or further
afield. Small towns in North~west Tokyo, including Kichijéiqi,
Hachi6ji, Ogikubo, Asagaya and Chéfu, and which previously bore
Large populations of craftsmen and artisans, have become
particularly common areas for manga artists to live and set up
studiog. Rather than live in the city centre highly successful
manga artists, such as Yahagi Takako, tended to live in remote
rural regiong such as Aichili or Nagano prefecture. In one extreme
cage, the editor of the popular series Naniwa Kinyidd (Osaka
Streets of Gold), serialiged in Morning magazine, flew between
Tckyo and Osaka every week to hold work meetings with the Csaka-

based artlst, 2okl Y{ji, in his studio.

Plate 2 shows a work meeting between a voung newcomer artist
(shinjin) and the chief editor of Afterncon magazine in
Lfternoon editorial office. Plate 3 shows a scene in the
editorial office of a boys' magazine in which a meeting between .
an artist and an editor is taking place in the foreground. The
number of editors working with each artist and present in work
meatings varies between each editorial. With adult manga, script
writers are sometimes emploved by manga editors to develop story
lines and write the speech-parts of manga serieg. Editors meet
gsaript writers for work meetings on a similar though less

frequent basis to manga artigts. In general artists of currently
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Plate 2

A meeting in an editorial office between a vOung newcomer
artigt and the chief editor of a manga magazine

Plate 3

An adult manga magazine editorial office

Source: photographs by $. Kinsella, 1894.



running series meet editors between two and three times a week
for around thirty minutes to two hours. Work meetings in some
manga editorial offices were more variable. Yamanaka Yisuke,
editor of the series Tetsujin Ganma (Iron Man), communicated
with the artist of the series, Yamamoto Yasuhite, almost
entirely by facsimile and telephone. Shin Kasuyvuki, the editor
of Silent Service (Chinmoku no Kantai), spent long stretches.of

time each week in the artist's studio-home.

After the first work meeting(s) artists produce a first draft iﬁ
rencil and then generally meet editors again to discuss this
work. The length of each draft (genkd) depends on the type of
gseries the artist produces. A typical draft would be one episgode
of a serialised story, about 16 to 40 pages in length. In other
cages a draft might be 1 to 6 pages of short cartocn strips
referred to ag gag manga. After completion of the firsgt draft,
editors might reguest that anyvthing between a few pages to more
than half of the draft is re~drawn. This stage of drawing and
checking and re-drawing is referred to as name suru or 'naming',
a term specific to the manga industry.lGO The number of times
alterations are made to draftsg varies greatiy between each manga

editorial.

Final drafts of each episode are drawn in ink, whilst background
areas and the skin parts of lead characters are Ifrequently
shaded~-in using cut-out pieces of 'screen tone' - professional

nanga transfer sheets. Busy manga artists who employ artists’

160The term 'maming’ socunds very much as though it might have a revealing
epistemological origin. However, no manga editors to whom I spoke in 1994
knew the origins of the term.
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assistants will often draw only the outline of the characters'
faces of their series and leave the bulk of shading, background
detail, and characters' clothing for their agsistants to draw.
The majority of manga artists employ between 1 and 10 assistants
to help them complete episodes of their contracted series in

time for weekly publication deadlines.

Editors prepare the speech parts of drafts for printing; The
final details, correct spelling, and font-type of the speech
parts lg decided by the editor. Finished scripte are typed-up
and sent to a photosetting company ({shashokuya) by editors, to
be photoset on photographic paper. Either the editor or part-
time office workers (arubaito) will then cut out the photoset-
lettering when it returns to the editorial from the photosetting
company and stick it into the appropriate speech bubbles and
spaces on the pages of the finished draft.l6l plate 4 shows an
editor in an editorial office sticking photoset lettering into
the speech bubbles of a finished draft and Plate 5 shows part-
time office workers in an editorial coffice checking photoset
lettering on drafts. This stage of production is referred to by
the general term kérye sagyd, or 'work under consideration'.
Ordinary editorsg in an editorial office will typically have
meetings with their chief editors to review and check their
edited work, and may be asked to execute final alterations

either to the speech-bubbles or drawn parts. Spelling mistakes -

16iry Morning editorial office between one and ten young women worked on a
part-time basis in rotation. The tasks of part-time workers include sorting
and categorising postcards sent into the editorial from readers, checking
drafts for spelling mistakes, and cutting and pasting sheets of photoset
lettering into speech bubbles. In other editorial offices, such as that of
Young Sunday in Shégakukan, this type of more routine, office work was
given to a manga editorial sub-contracting company to carry out off the
premiges.
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Plate 4

An editor sticks speech-parts onto a finished managa draft

Plate 5

Part-time office workers in the corner of an editorial office
check the spelling of speech-parts

Source: photographs by S. Kinsella, 1994.



the use of incorrect Chinese characters - and low quality
drawing appear to be the chief problems at this stage. Whilst in
some manga editorials drafts are produced up to a vear in
advance of publication, in others a typical episocde took one
week to produce and was completed in as little ag three weeks in

advance of the publication date.

Completed episodes making up one issue of the manga magazine are
sent together to one of several large printing companies such as
Tdhan Insatsu and Dai Nihonm Insatsu. Printed pages are then cut
and bound by a book binding company (seihonsha) and from there
collected by large book distribution companies (toritsugiya) such
as ToHhansha and Nippansha for distribution to sales outlets

across the country.
3.2 Manga competitions

Manga publishing companies attract artists to work for them by
holding manga competitions with large monetary prizes. The manga
competition system both attracts the maximum possible number of.
~amateur artists to contact manga editorials, and encourages
youth to practise drawing manga in order to become manga
artigts. Winning a manga competition or having work published in
a magazine is described as the 'début' (début suru) of a
professional artist. The date and location of an artist's début
is an important event in his career. Through the manga
competition system free-lance manga artists are attracted to
publishing companies, which, as executors of the manga

competitions, are placed in a position of authority to judge
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what is 'good manga'. Entrance to manga competitions 1s entirely
open: members of the oppressed burakumin casgste, women,
children, middle-aged salary men, non-Japanese, and handicapped
people may compete as equals.162 In a way the manga competition
echoes the nation-wide system of educational competition and it
has sometimes been perceived as a back-up competition system for
people who fail in the education system. Like the now clearly
mythical system of social eguality based on nation-wide
educational meritocracy, which has become central to the belief
in post-war Japanese democracy, the manga competition is
perceived as democratic, because it is based on fair competition
between equal individuals. Nighimura Shigec, the long-time chief
editor of Jump magazine describes the manga competition system
as an alternative route to the top of society for those who had

been failed by the official channels of educational meritocracy:

It is said that boxing ig a 'hungry' sport. No matter
what kind of low social posgition they come from boxers
get to the top uging their arms alene. The keener
their hunger the more tenacicus their struggle to win
a championship belt. Amongst the hallowed champions,
the number who were raised on full stomachs is said to
be few. It is possible that the same thing could be
sald about the boys' manga. In the manga world lack of
education is an additional anxiety. The only necessary
thing is to draw manga. If that manga ig popular with
the readers then the manga artist's name could be
entered on the list of the highest income earners in
the country. It was never possible to know which of
the youths with their facesg buried in a bowl of food
in the Shiieisha company dining hall would become
popular manga artists. If manga is a genre of art then

it is without doubt a 'hungry’' art.163

l62yeteran manga artist Murano Morimi has been phyvsically handicapped and
confined to a wheelchailr since his childhood. Murano explained to me that
as a young boy he had decided to become a manga artist because it seemed to
him to be a job that a cripple could do as well as an able-bodied person.
Needlesg to gay, Murano's social and financial success as a manga artist
was a pleasant surprise for his shop-keeper parents. Interview with Murano
Morimi, after a Manga Japan meeting on 22 July 1594.

163Nishimura, S. My Youth and Jump {(Saraba waga seishun no Shénen Jump),
Tokyo: Asukasha. 19%4. 81.
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The true picture of change in the social origins of manga
artists is extremely difficult to ascertain. Whilst many editors
referred to the well-known and romantic figure of the uneducated
manga artist from a poor family, no actual research has been
carried out on the social origins of manga artists.l64
Descriptions of the impoverished, itinerant and isolated
lifestyles of early kamishibai (picture show) and kashihonya
(book loan shop) artists on the other hand, seam to suggest that
many of the earliest manga artists and their forbears, may have
originated not simply from the lower classes, but more
controversially, from the oppressed burakumin caste.l®5 The
powerful taboo against public discussion of social-class and
caste in Japan, however, has created a difficult situation in
which ne concrete evidence has been collected which could either

support or refute this proposition.l6€ Menis Mitsuru, a well-

1640n one occasion in 1994 when T inguired whether I could circulate a
brief self-completion questionnaire survey, asking basic questions akout
soclo-gconomic origins, amongst manga artists contracted to or working
under the supervision of Morning and Afternoon magazines, I was quickly
prevented from doing so by anxious editors. Morning editors were reluctant
to discuss the social background of manga artists. This may have been
because editors felt that discussion about the soclo-economic backgrounds
of artists might have led towards unwelcome discussions about artists'
current wages and contracts. More probably, the actual social origing of
moet manga artists was either much lower or much higher than those with
which their readership could identify and enjoy.

165mayrumi Shunsuke describes the broader socio-economic background of
gearly post-war manga and kamishibai artists in a way which implies that
they were connected with the contemporary buraku =social caste which emerged
in the Melji period from the previous hinin social caste, which had also
frequently been involved with popular dramatic and oral culture. Tsurumi
gayvs for example, "Of course, together with this there has been an increase
in the standard of living and also a rise in educational standards, which
have been the basis for social discrimination in Japan since the Meiji
period. .. No soclety moves forward in a uniform manner. There were segments
of society which were left behind and hard hit by this changs. To this
groupr belonged the generation of young cartoonists who made their debut in
the 1960s, and they greatly appealed to readers who were frustrated by thig
smug social milieu of the 1960=." (1987) A Cultural History of Pogh-war
Japan 1945-1980, London: KPI publishers. 32-33.

166yhile specific straing of Marxist thought had a great influence upon
Japanese intellectuals during the 1920s and 1930s, and again in the 1960=,
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known editor of the late Tezuka Ogamu between 1967 to 1971, for
example, dismissed questions about the social origing of artists
ags absurd in the context of Japan:
Any talk of artiste coming from poor backgrounds, or
from burakumin ghettos, or something else, is

meaningless because there are no social classes in
Japan.167

What ig mofe ascertainable is that adult manga artists employed
in high-circulation, commercial manga magazines since the late
1960s, are not freguently from the glamorised working class
origins with which they are associated. Most manga artiste had
recelved some form of higher education and had come from the
families of small shop-keepers; independent professionals such
as doctors or teachers and civil servants, which can be broadly
characterised as middle class.l68 1n spring 1994, I digtributed
38 gelf-completion gquestlionnaires asking questions about the
basic socio-economic background of well-known veteran artists

who had became professional artists during the 1%50s and who had

the dominant discourse about the structure of Japanese society in the late
pest-war period has strongly rejected the view that sgocilety in Japan is
composed of classes -~ cultural or economic. Contemporary Soclal researchers
attempting to explore aspects of social class in Japan are liable to be
perceived in an negatively because: "The term class has been out of usage
in Japan since the 1960s except among leftists and professional
sociologists." Kosaka, K. {1994) Socizsl Stratification in Contemporary
Japan, London: Kegan Paul Internatiocnal. 95.

167rnterview with the now elderly manga editor, Menjid Mitsuro. August,
1994.

168ymile these occupational categories together can be described as middle
clags, small shop keepers occupy the bottom end of thisg category: school
teachers and civil servante occupy the lower-middle range; and both company
salary men and occupaticns which might be categorised as upper middle class
are not represented. In Classes in Contemporary Japan (1983), Rob Steven
states that between 1974 and 1972, 30 percent of that which he defines as
the middle class in Japan Were teachers and a further 13 percent were
doctors (127). In Japan's New Middle Class (1963), Ezra Vogel describes
doctors and other independent professionals as attaining a less secure but
ultimately higher living standard than those of either ordinary salarvymen
or shop-keepers, while during the 1960s many small shop keepers suffered
relatively low living standards compared with the present.{26-31}
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subsequently become members of Manga Shiidan (The Manga Society).
Of the surveys, distributed with stamped addressed reply
envelopes, 31 were returned completed.l69 a11 respondents were
aged 55 vears old or over in 1994 and the majority said that
their fathers had been local shop keepers. They answered that
their fathers had owned fish, sake, rice and haberdaghery
stores, but not meat or leather shops - which would have implied
that their fathers were probably members of the burakumin
caste. The remaining minority of respondents claimed that their
fathers had been; a doctor, a local civil servant, a school

teacher, a local trader, and a farmer.

Well~known artists currently working for adult manga megazines
had received university educatien in high-status state
universgities. Leading adult manga artist, Kawaguchi Kaiji,
graduated from Meiji University, whilst Kobayvashi Yoshinori
another popular adult manga artist graduated from Tsukuba
Univergity. Other artists such as Watase Seizd and Aoki YGJji had
previously run their own businegses. Other top adult manga
artists such as Hirockane Kenghi and Ishikawa Jun had previocusly
been emploved as management level salary men in large

prestigious companies, Mitsubishi and Toyota re5pectively.l70

169 heze single-page, self completion questionnaire surveys were
distributed with stamped envelopes at a large garden party of well-known
veteran manga artists held in the spacious Zushl home of the now elderly
manga artist of the 1930s comic strip (Little Fuku) Fuku-Chan, Yokoyama
Ryllichi. A seasonal members' meeting of the Manga Shildan was convened at
this party. March, 1994.

1705z ra Vogel describes the social and cultural background of salarymen and
also managerial level salarymen, entering large manufacturing companies
during the early 1960s in Vogel, B (1963) Japan's New Middle Class,

Londen: Cambridge University Press.
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Manga competitions were first introduced in the mid-1960s by
publiching companies keen to attract artists in order to produce
new manga magazines. For Shlieisha publishing company in
particular manga competitions were crucial to the establishment
of Jump magazine in 1968. In this period most of the egtablished
manga artists willing to work for large publishers had already
entered contracts with Kédansha and Shdgakukan and in order to
produce new manga Shieisha had to find new artists. As the manga
industry expanded during the 1970s, the administration of manga
competitions became integral to the operation of the majority of
high ¢irculation adult and boys' manga magazines. Low
circulation magazineg are unable to held competitions, however,
because they cannot afford to gilve large monetary prizes to
winners, and neither are large numbers of amateur artists eager
to establish links with low circulation magazines which generate

low royalties on work.

Manga competitions and money prizes are regularly advertised on
the pages of manga magazines. {(See Figure 16.) In 1984,
Shégakukan which holds company wide manga competitions divided
by genre rather than magazine, held its 37th joint annual
competition in which prizes ranged from ¥2 000 000 to ¥3C0 C0O
(£13,334 to £2,000). Morning held two competitions a year with a
single top prize of ¥900 000 (£6000), and lower prizes of
between ¥600 000 (£4000) and ¥15C 000 (£1000). Afternoon
magazine held a seasonal manga competition four times a year
with prizes of between ¥1 000 000 {£6667) and ¥100 000 (£666).

The highest prize money has traditionally been awarded in Jump
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Figure 16

Manga competition advertisement

Theimagecannotbedisplayedn ORA dueto copyrightreasons

’
‘\\

Source: Morning magazine, 1995.



and Magazine boys' manga magazine competitions for which the top

prizes in 1994 were ¥2 000 GO0 (£13 333).

Manga competitions are an important event in Morning and
Afternocon editorials. Fach entrant represents a potentially
successful and potentlially wealthy, new manga artist. In one
Afternoon magazine competition held in February 1994 the
editorial received drafts from 150 entrantg, a number reduced to
54 after an initial screening process. All members of the
editorial read, graded and commented upon these 534 drafts before
attending a three hour long discusgsion about the merits and
demerits of each draft. During this discussion editors formally
requested to supervise artists in which they were particularly
interested. Of the 54 screened works 32 were gselected by editors
and the remaining 22 drafts were disregarded. From amongst
artists selected for supervision a number of prize winners were
selected by editors. The selection of artists for supervision is
a significant stage in competitions becauge these artists will
enter supervisory relationg with editors and may be commissioned.

to produce work at a later date.

Though editors elect the winners of manga competitions, Kédansha
and Shégakukan manga competitions are officially judged by
experienced manga artists rather than editors. The various
submission categories within the shdgakukan manga competition -
infants, boys', girls', young, and general (ippan) - are
formally judged by well-known artists such as Fujié. F. Fujiko,

Adachi Cen, Saitd Chiho, Saimon Fumi, and Shirato Sanpei,
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respectively. Chiba Tetsuya is a famous veteran artist who ie

the official judge of all Morning manga competitions.

In April 1994 I visited Chiba Tetsuya’'s home with senior members
of the Morning editorial staff to observe the final selection of
winners (saiké senkd) for the Morning 1994 Chiba Tetsuya manga
competition. A list of prize winners had already been selected
by the election of new artists held in Morning editorial held
during the course of every manga competition. Chiba had been
asked to place the list of eight pre-elected prize winners in a
hierarchical order based on his own preference and judgement. In
1994 the order of prize-winners chosen by Chiba was politely
rearranged by Morning editors so that the final selection of
prize winners were not those chosen by Chiba at all.l7l A junior
editor explained that Chiba was paild for providing his services
ag the official judge of competitions because he fulfilled the
two reguirements -~ he had “name value” and he was still active
making manga despite his advancing age.l72 Editors remain in
control of artists and manga competitions inspite of the cross-
company rule which stated that all literary and manga

competitions run by the company must be judged externally.173

171lThe editorial thought that a draft entitled Kamikaze Japonalise was the
best and a draft entitled 3D wife (3D Tsuma) was the worst out of the
eight prize winning works. Chiba Tetsuya's ranking of prize winners placed
3D Tsuma lst, and Kamikaze Japonaise near tc the bottom. However following
a light discussion between Chiba and the editors the draft entitled 3D
Tsuma was awarded 4th place and Kamikaze Japonaise was determined to be the
winner.

172piscussion with junior Merning editor, Ichihara Shinji, in Morning
editorial. April, 1994.

173pamous artists are prominently advertised as the judges of K&dansha
manga competitions. A statement written in small print at the bottom of
Morning and Afternoon manga competition advertisements in 1994 read,
however, that '"prize winners are selected by (manga artist] + the manga
editorial™.
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Manga competitions operate primarily as recruitment mechani ems
to draw artists into the organisational crbit of the magagzine
editorial and in this regard they are less competitive than they
appear. Many entrants to manga competitions are already known to
members of the editorial staff and some artists are encouraged
by editors to submit previewed work to competitions after
previously winning lower prizes in the same competition. In
these cases manga competition prizes are indirectly understood
tc be down-payments on future work. By asking artists to submit
their work to competitions to win monetary prizes the manga
editorial minimises the amount of money it is obliged to give to
its periphery of yet unpublished artists in order to persuade
them to continue practising their techniques under the
supervision of editors.l74 In this way the manga competition
regsembles a simple model of a competitive labour market in which
many people may work hard in education, training or employment,
but only a few will be fortunate enough to secure jobs with good
wages. The competition system justifies the financial
independence of manga artists from manga editorials. Many
editore subscribe to the belief that free competition is the
begt means of stimulating artistic creativity. & senior editor

of Morning explained that:

174 Newcomer artist, Takahashi Shinji, won the top prize of the Spring 1994
Morning Open competition for his work Kamikaze Japonaise. Takahashi
immediately acquired a Morning editor to supervise his work and was asked
to re-draw his winning draft for publication. Takahashi complained that he
could not afferd to stay at home and work on the script because he had no
money. To this Takahashi's editor replied that he would win at least a low
prize in the competition and would be able to live on this prize-money for
the time being. Moreover Takahashi was told that if he managed to survive
on very little money now in order to keep drawing manga he might becoms a
millionaire artist in the future. This example is culled from observation
of the first encounter between artist Takahashi Shinji and company editor
Doi Takashi, in Morning editorial office. May 1994.
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Manga artists are not invited to join the company like
editors. There is no system where the manga artist is
a salary man employed by the company. Manga artists
with low ability might want to join the company but we
wouldn't want them would we? 175

In addition to manga competitions held by individual magazines,
manga publishing companies hold annual awards, broadly similar
to the Oscar nominations of the film industry, in which large
monetary prizes are awarded to manga artists and published
seriegs voted the best in their category, at ostentatious media
gatherings. Bungei Shunj@ and Shégakukan publishing companies
each established manga awards as early as 1955 for cartoonists
and early children’s magazine manga artists, whilile Kédansha did
not establish K&dansha manga awards untll 1978. The categories
of these highly prestigious manga awards are girls' manga
(shéjc), bovs' manga {(shénen), and ’'general' (ippan) - which
includes both adult and specialist manga. In 19292 Aoki Y{ji won
the highest award of the ‘general’ category for his sgeriles
Naniwa Kiny{idé {(Osaka Streets of Gold) serialised in Morning. In
1994 the same award was given to artist Iwaakl Hiroshi for the

series Parasite (Kiseijd) serialisged in Afternoon magazine.

The 1994 K&dansha annual awards, attended by two thousand
guests, were held in the Imperial Hotel, one of Tokyo's most
expensive and opulent venues. At the Kddansha manga awards great
emphasis was placed on the conservative opulence of the event.
Guests were greeted with fresh roses for their lapels; large

gquantities of exclusive foods, such as fresh turtle soup in

175rnterview with senior Morning editor, Kihara Yasuo, in a restaurant
nearby Kédansha buildings. January, 1924.
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silver tureens, were available on trestles for guests to see and
eat; and state-of-the-art video-monitors were used to project
the image of manga artigts speaking on a stage, around the room.
Morning and Afternoon editors were exhorted during the editorial
meeting pfoceeding the 1994 awards to make sure they wore their
smartest suits to the event and to attempt to persuade their
manga artists to de likewise. Many younger manga artists
appeared to annoy their editors by arriving in scruffy, punky
and individualistic attire. These artists however described the
Kbédansha Manga Awards as an excessively "showy" and "tasteless"
event! 178Guests included senior editors and publishers of most
other manga publishing companies; famous manga artists working
for a range of companies; newly popular yvounger manga artists;
forelgn guests; journalists; cultural critics; and a few

repregentatives of govermment institutions.

Editors generally elect prize winners from amongst company-
bproduced manga but occasionally prives are awarded to artists
whose work is published by rival publishing companies. Such
awards can become lures to galn infiuence over valuable artists,
or new artists with great potential who are contracted to other
companies. In spring 1993 shbgakukan awarded a genersl category
prize to artist Arai Hideki for the story serialiged in Morning,
From Miyvamoto teo Her (Miyamoto Kara Kimi B} LTT By the end of

1994 Arai Hideki had cut his series in Morning and started a new

176Manga artist, Morizono Milk, contract editecr Torigae Takushi, and
several K8dansha emplovees from non-manga departments described the 1994
manga awards as embarrassingly ostentatious. A number of younger manga
artists could be found skulking outside the main hall of the manga awards
grimacing and mocaning about how awful the manga awards were.

177 Interview with Shégakukan editor Tachikawa Yoshitake, August 1994, and a
geparate interview with Arai Hideki's editor in Morning, Takashima Tsuneo,
March 1994.
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series, Eileen, in the adult manga magazine, Blg Comic Spirits,

published by Shégakukarn.,

Artists recruited through manga competitions are predominantly
young and inexperienced. Entrants to Magazine's manga
competitions range between approximately 15 and 25 yvears of age
whilst the youngest winner of recent competitions was a mere 12
vears 0ld.178 Throughout the 1970s new artists, especially
women, often submitted first drafts to manga competitions on
leaving middle or high school. Thus they often began careers as
manga artists during theilr mid to late teenage years. Throughout
the 19808 however the median age of new artists has risen as an
increasing proportion of manga artists are university-educated
and therefore submit their first works to manga competitions
after graduating from, or abandoning, higher education courses.
The number of universgity-educated manga artists has risen within
the adult manga category and amongst artlists working for Morning
magazine in particular. The rige in the age of début and rate of
attendance of higher education institutiong hag been linked to
the need for more mature and intelligent manga artists to
produce adult as oppose to childrens’ manga. Despite this
explanation, in an industry which was once proud of the lack of
education amongst its stars this is a big change - at least at

the level of image.

The case of Aoki YOji, a bankrupt business-man, who débuted at
Morning in 1992 at the age of 48, is extremely rare. Many top

adult manga artists working for Morning in 1994, including

1781nterview with deputy chief editor of Magazine, Iishi Tchru. May 1994.
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Kawaguchi Kaiji, Hirokane Kenghi, Watase Seizd, and Fukuyama
¥8ji, were aged between forty and fifty. However, these well-
established artists did not win manga competitions run by
Morning magazine but moved to Morning many years after their
initial début. The majority of older manga artists have trained
for many vears before getting contracts with the limited group
of top-rate magazines. The most common form of training and
making initial contact with company editors is through working
as a manga artist's assistant. Other routes are through
university manga clubs and professional manga courses at Further

Bducation colleges.

3.3 Manga artists'™ assistants

Being an artist's assistant ig the most widely accepted form of
training and the first step towards becoming a professional
manga artist. If manga artists become successful they also
becone extremely busy. In order to meet deadlines for work
succeggful artiste fregquently work long hours every day and are
seldom able to take holidays. Producing enough pages (around 20)
for one weekly episode of a seriallised manga story - and many
popular artistes produce 2 gerles simultaneously - generally
requires manga artists to employ anything up to 10 artists'
assistants to help them in their studio. Assistants' jobs are
highly sought after, the competition for vacancies rising
according to the popularity and status of the manga artist.
Azegistants' wages, which are the responsgibility of the artist

alone, wvary according to the artists.l79 agsistants however, see

179Artist, Kawaguchi Raiji, employs 10 assistants to help him produce
weekly episodes for his twe leading manga series. The assistants work with
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their jobs as valuable routes into the manga industry or as the
pursuit of private interests, rather than as a way of earning a

living.lBO

As assilstants, young artists receive a rigorous and lengthy
training in the practicalities of professional manga drawing,
and are able to establish a valuable circle of professional
contacts. Asgistants may show their ownrwork to company editors
on the occasions when they visit the studio to meet the manga
artist, or may be contacted by editors on the basis of their
position working with high-ranking artists. The incidence of
assistants débuting in the same magazine or with the same

company as their employers is high.181

Young people wishing to become artists may work for one or more
artists for between 2 to 4 years before débuting as independent
manga artists themselves, or possibly failing to develop this

far.182 In this time assistants must learn to draw exactly in

Kawaguchi in his studio and may also gleep in hilg studio since a working
day fraquently extends beyond 15 hours. Kawaguchl claimed that his
assistant's wages were approximately ¥10 000 to ¥15 0600 (£67 to £100) per
day, though this estimate seems a little generous. Morizono Milk claimed to
pay her assistants "better than average". Her asslstant's wages varied from
¥160, Q000 (£1067) a month toc ¥300, 000 (£2000) a month, for her most
experienced asgistant.

1801y any case artist's assistants of well-known artigtes generally worked
such long hours that they did mot have much remaining opportunity or desire
to spend larger amounts of money.

181Examples: Takahaghi Tsutomu, & previcus assistant of Kawaguchi Kaiji,
produced the serles Jiralshi Ffor Afternoon in 19%4. Winner of the top prize
in the Morning Chiba Tetsuya 1954 competition, Takahashi Shinji, was the
aggigtant of Tanaka Makoto who produced the series Plucky Racer (Ganbarre
Racer) in Morning in 19%4.

1820ne top adult manga artist explained his policy on this subject: “I take
anycne who likes drawing, they have the potential to be able to draft my
manga. It really depends on the individual agsistant what they get out of
working for me. The really good ones will stop and ge off and do their own
thing as soon as possible. Others with no real talent will just carry on
working for me for years.” Interview with adult manga artist Kawaguchi
Kaiji, in his studio/home. March, 1994.
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the style of the manga artist employing them in order to assist
in writing hisg manga series,.183 Assistants felt that there wasg
an optimum length of time to remain an assistant because after 3
vears working for one manga artist, they ran the risk of being
unable to recall or distinguish their 'own style' of drawing
anymore and this would make success zg a manga artist
unlikely.184 The conditions of employment of assistants however
varied according to the policy of each manga artist. Kawaguchi
Kaiji forbade his assistants to continue working for him after
they had their own first works published, whilst artist Morizono‘
Milk was less concerned about this issue. Three of her elght

assistants also produced their own minor manga series.

Whilst some artists preferred to recruit assistants using their
own: social connections and initiatives, the majority of popular
artists requested company editors to find new assistants for
them. N6j8 Junichi and Kawaguchi Kaiji, for instance, both hired
assistants selected by their editors from a pcol of newcomer
artists. Editors in Morning occagionally placed small
advertisements for artist's assistant vacancies on the readers'
pages of the magazine and selected assistants for thelir artists
from amongst the applicants. Clearly the reliance of some
artists on editors to provide aggistants was an advantage to
editors in managing the training of new artists. Other artists,
such as Morizono Milk, did mot entertain such close relations

with publishing companies and preferred instead to recruit new

183‘I‘op artists Kawaguchi and N&j& Junichi both felt that tralning

assistants fully took approximately one year.
184pisoussion with two anonymous assistants working for the female artist
Morizono Milk in her absence, in Morizono's studio - Milky World. June,

1594.
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assistants from their own social circles or from amongst
students of manga training courses convened at Higher Education

colleges. (See an artist's assistant in a studio in Plate 6.)

3.4 Manga courses and manga circles

Before becoming artists' assistants or entering manga
competitions the majority of newcomer artists have already spent
vears of their youth devoted to drawing manga or developing
related skills in areas such as sketching, oil painting or
design.185 In high schools and universities or technical
colleges young people with an interest in manga jcin manga
circles, otherwise known as manga kenkyfikai or manken for short,
which are devcted to learning how to draw manga.186 The majority
of professional manga artists participated in manga circles
during theilr youth. The oldest well-known manga circle is the
informal group of young manga artists which moved to Tokyo
between 1954 and 1956 to live and work with Tezuka Osamu.
Tezuka, who was living in a run down apartment building,
Tokiwasd, was joined by Ishinomori Shdtard, Fuijimoto Hiroshi,
Akatsuka Fujio, Abiko Motoo, and Tsunoda Jiro, and others, who
together formed a destitute but dedicated manga artists'

colony.187

185 Axamples of manga artists who were originally trained in other types of
vigual art are: Yahagi Takako who was trained in fine art at the
prestigious Fine Arts university, Tokyo Bijutsu Gakkd; and two artists
Sonoda Kenichi and Morizono Milk who studied Design at technical colleges.
Amongst artists of the 1960s generation, including Shiratd Sanpei and
Nagashima Shinji, a number were self-taught oll-painters before becoming
manga artiasts.

186Manga clubs are discussed in greater detail in section 5:1.

187gchodt, F.(1988) Manga! Mangal. 66,
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Plate 6

Manga artisgt's aggistant in a manga studio

Plate 7

Girl performing costume play(cosplay)

Source: photographs by S.Kinsella, 1994.



For young artists who want to become manga artistes manga circles
can operate as a preliminary step in their training and a
valuable first introduction to the industry. This is
particularly the case in older manga circles based in
univergities such as Meiji, Hései and Waseda.l88 wWhile the
oldest manga circleg were formally established in the 18508, no
more than a handful of these exclusive manga clubs existed until
the early 1970s, when the popularity of drawing manga amongst
Japanese youth increased rapidly. In 1994 there were estimated
to be approximately 30-50,000 manga clubs across the couﬁtry.
While the great majority of these were small informal circles
set up in high schools and colleges throughout the country, a
small number of more unusual manga circles were established by
young manga artistg, independently of any other instituticns. In
1581, at the age of 17, & now highly successful manga artist,
Sonoda Kenichi placed an advertisement in a manga fans' magazine
Animeju, calling on other voung manga artisgts to join a new
manga circle. Sonoda's circle in Osaka gathered around one
hundred members during its three yvear span of existence, 3 of
these members - Sonoda Kenichil, Yumenc Rei, and Tekezaki Tonif

later became successful manga artists.183

Through manga circles, students may be able to make contact with_
previous members who have since become artists, as well as
develop strong relationships with their peers who might succeed
in débuting as artists or become manga editors in the future,

and thus become valuable professional contacts. The 1994 to 1895

lBBInterview with manga artist and media figure, Ighikawa Jun. July, 1994.
189Interview with manga artist, Sonoda Kenichi. March, 1934.

105



president of Melji University Manga Club, aimed to submit his

work to Jump manga competition after graduating from university.

He explained toc me that:

Some ex-members, minor artists, still come back to
Melji University manga circle to see us and recruit
ass%stants. Four of ocur current members heard about
their assistants' jobs through this club. We generally
Try to organise links with publishers and ex-members
to help students get jobs in the manga industry.190

Many editors also make cccasional visits to university manga
clubs and other likely locations, to search for new artists. One
deputy chief editor of Magazine recalled his experiences

recruiting artigts in this way:

T pick up artistsg from all over the place. Once I was
walking along in Shinjuku disgtrict when I spotted a
guy sqguatting on the floor selling amateur manga. I
picked them up and had a lock and thought 'Hey this is
good'. I took him off the street said 'I want you to
write a manga series for me'. I have been to all the
manga circleg at the universities and colleges to look
for new manga artiste. Most circles have their own
room or meeting place within the university. Once I
went to Hégei University and I opened the wrong door
and found a room full of revolutionary students with
helmets on. Scary ! The manga circle was next door. I
found Moteojima Yukihisa, who did the horse racing
story Kaze no Shirufudd, in a room at Seijd
Univergity. Meiji University manga c¢ircle is a good
source of artists but they seem to go to
Shégakukan.191

Young people who do not have access to manga circles in
universities are more likely to attend professicnal manga
drawing courses after middle or high school instead. The largest

professional manga courses are run over two years at Yoyogi

190Interview with the 94-95 president of Meiji University Manga Club, in
the club meeting room on Meiji University campus. July 1994.

19l rnterview with deputy chief editor of Magazine, Iighi Tohru, in Magazine
editorial cffice. April, 1994.
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Animation College (Yoyogil Animation Gakuin) and Tokyo Design
College (Tokyo Design Gakuin). Chivoda Electrics College
{Chiyoda Denshi Gakuin} and Tokyo Animator College (Tokyo
Animator Gakuin) also ran manga courses. In 1994, 310 students
attended Yoyogi Animation College'’s manga course (Comic, Gekiga,
Pro Yoseiryd) a figure that has risen progressively each year
since its launch in the academic year 1988-89. On this course
approximately 40 percent of the students have been women and 60
percent men. In 1994 the cost of attending the first vear of
this manga course was ¥660 000 (£4400). The course included
stlll life drawing classes, information about contracts and
relationships with publishers, and training in professional
‘screentone’ and 'naming' techniques. What is possgibly most
interesting to the students of manga courses, however, is a
serieg of lectures on drawing techniques generally delivered by
extremely famous manga artists. In the case of the course run by
Yoyogi Animation College, lectures were delivered by artists as
famous as Uchida Shungiku, Satd Sato, Monkey Punch, Nagai Go,

Nagashima Shinji, and Satonaka Machiko.

Sumi Chiaki, one of twe convenors of the Yoyogi Animation
College course, estimated that approximately 30 percent of his
students got work as artists' assistants after graduation and
approximately 10 percent went on to win manga competitions.192
Graduates of manga courses rarely appeared amongst newcomer
artists submitting their work to Morning editorial, however, and

there iz evidence to suggest that manga course graduates tended

to début in low-status, low-circulaticn magazines (hakobusu

1921nterview with Sumi Chiaki, the joint convenor of the manga course
taught on gite at Yovogi Animation College. May, 1294.
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zasshi) if they débuted at all.l93 while the great majority of
studente on manga courses had not received any other form of
higher education and were not therefore able to join the more
ingtitutionalised manga circles based on college campuses, Sumi
Chiaki estimated that approximately 90 percent of his students
were, nevertheless, active in independently organised manga

circles which produced amateur unpublished manga.

Manga editors of major publighing companies tend to view manga
courses with condescension and claim that manga course graduates
hold no advantage in débuting in their magazines. Another
opinion of manga courses held by editors was that thev were at
best a cheap form of training for voung people without
sufficient talent or professional contacts to get work as
artists' assistants directly, and at worgt a form of gratultous
entertainment for manga fans, established in the interests of

brofit.

3.5 The movement of artists around the hierarchy of

adult manga magazines

The corporate organisation of the manga publishing industry is
hierarchical. Typically, manga artists make their first début as
professionals in low-circulation, low-status magazines and

continue to submit their work directly to editors or into manga

1937he 1994 course prospectug bocklet of the Yoyogi-based course includes
case studies of previousg students who have since gucceeded eit?er in
debuting as manga artists, or getting work as the artist’s asgistant of a
well-known artist. The scarcity of examples provided and the low status of
the publications in which exemplary ex-students appear to have debuted,
suggested that in general graduates of manga Courses do not become besF~ A
seller manga artists. Yovogi Animation Gekuin, Manga. CGekiga. Pro Ydgeirvd:

course prospectus 1924,
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competitions run by different magazines in an attempt to 'move
upwards' and get contracts with high-circulation magazines with
higher status, a larger readership and greater financial
rewards. Succegsful manga artists may win prizes in more than
one manga competition, although frequently manga artists get
promoted to better magazines by contacting editors directly or
by being spotted by editors on a search for talent in lowerxr
circulation magazines. The upward movement of popular artists
through the hierarchy of magazines has created a situation in
which low-circulation magazines cannot keep or initiate
relationships with popular artists and their position as low-

circulation magazines is perpetuated.

Many famous adult manga artists producing work for top-rate
magazines in 19%4 had spent their youth working in relative
anonymity for leoew-circulation adult magazines before achieving
greater fame and status later in their career. Thig pattern is
partly influenced by the recent expansion of the current new
adult manga category from the mid-eighties. Artists who
specialised in writing for adult audiences before this period
were largely confined to writing for second-rate adult manga
magazines such as Sunday, Action, or Manga Times; low-
circulation erotic magazines such as Erotcpia and Erogenica; oxr
specialist adult games (Golf, Mah-jong) manga. By following the
career of several of the most popular adult manga artists in
1994, it is possible to illustrate the pattern of thelr

recruitment.
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Kobayashi Yoshinori is a high-profile artist producing the
politically controversial manga series The Manifesto of
Arrogance (GOmanism Sengen) for the news magazine Weekly SPA! In
his youth Kobayashi deliberately attended a technical school
instead of a university-stream high school in order to gain time
to practise drawing manga. Although holding the ambition to
become a manga artist from this early age, Xobayashi entered
Tgukuba University nevertheless. During his last vear of studies
in 1976 he won the Akatsuka manga competition run in Jump
magazine publighed by Shieigha. The prize winning work, Tokyo
University Single Lane! (Tbdai Ichichokusen), was a parcdy of
the Japanese university entrance examination system, and became
a regular series in Jump magazine. In 1986 Kobayashi switched
company and began producing a series, ObbSchama Kun, for a low-
circulation magazine, Goro Coro Comic, published by Shégakukan.
In 1992 Kobayashi took the unusual route of producing an adult
manga series for a leading news magazine, since which he has

achieved the fame and status of a top adult manga artist.

Kawaguchi Kaifi is another equally famous adult manga artist.
Kawaguchi went to Meiiji University and contributed manga to
amateur magazines such as MORE - Meiji Universgity manga club
annual anthology in 1967, and Yakksé (Night Train) an amateux
manga magazine circulated by hand. In 1968 Kawaguchi, aged 21,
débuted in Young Comic published by Shénen Gahbsha company. He
8id not enter or win a manga competition but had a three-episode
series published. In 1970 Kawaguchi moved to another ‘second-
rate' magazine, Weekly Manga Times, published by Takesh&bo. Not

until 1983 when Kawaguchi was recruited by a new magazine
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entitled Morning to write the series, Actor, and simultaneously
recruited by Big Comic published by Shégakukan to write another

new series, The Gama, did Kawaguchi work for high-circulation or

'first-rate' magazines.

N&36 Junichi failed his university entrance exams and so aimed
to be a manga artigt instead. He d&buted in 1972 after getting
work published in an extremely minor pornographic magazine. N8378
continued to produce pornographic manga for the low-circulation
erotic magazine Erxotopia published by XK Bestsellers which is
well-known amongst serious manga fans. After several vyears of
drawing pornography N&78 was spotted by editors and switched to
producing low-circulation Mah-Jjong (beard game strategy) manga
for Kindai Mah-Jjong magazine in 1982. In 1987 N&Jd had the first
proper break of his career when editors of Morning magazine
recruited him and he began producing a school-boy yakuza series
entitled Shémaru for Morning magazine. Despite being recruited
to Morning magazine N63i6 chose in 1990 to produce a short series
about love for Sinbad, a low-circulation magazine pubklished by

Futabasha company.

Tn 1968 Hatanaka Jun attended a just-established professional
manga course at Tokyo Design School, after finishing local high
school in the small mining village in Kylsh( where he was
brought up. Between the ages of 19 and 29 Hatanaka worked as a
builder's labourer after failing to win any manga competitions
or début as a manga artist. At 22 Hatanaka contacted Big Comic
published by Shégakukan, but editors declined to place him under

their supervision until he was 25 years old. After two years in
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this supervision Hatanaka approached Manga Sunday published by
Jitsugyd no Nihonsha and spent a further 2 years under the
supervisiocn of different editors. When Hatanaka was 29 vears old
the chief editor of Manga Sunday changed and under the influence
of a new chief editor sympathetic to Hatanaka's distinctive
style, Hatanaka finally dé&buted. Over the next 10 years Hatanaka
continued to produce 500 episcodes of the gseries Mandara no
Rydtard in Manga Sunday. In 1930 Hatanaka was finally recruited
to a top-rate magazine, Morning, where he produced the series
108 Temptations (Hyakuhachi no Koi) for 2 years, before being

dropped from Morning, and returning to Manga Sunday magazine.

There is a tendency which works against the hierarchical
structures of magazines and artists' careers. Some popular
artists whom editors feel could work for the high-circulation
magazines such as Ribbon, Jump, Big Cemic Spirits and Morning,
choose instead to work for lower-circulation magazines. The
reason for this preference is the greater control artists are
able to exert over what they produce when they work for second—.
rate magazines. These magazineg are unable to exert control over
popular artists as doing so would simply push them towards other
magazines also keen to employ them. The effect of the movement
of popular artists to lower-circulation magazines was an
increasing variety of expression in the content of second~rate
nagazines, as artists produced manga which editors were unable
to control properly, leading to the imminent revival of some of
these magazines.194 During 1994 many Morning and Big Comic

Spirite editors noticed with alarm the growing circulation

194 1ntrerview with a senior editor of Afternoon, Watanabe Ky, in a
regtaurant near Kbédansha buildings. July 1994.
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figures of the ostensibly second-rate adult magazine Manga
sunday published by Jitsugyd no Nihonsha, for which several
talented artists, including Uchida Shingiku and Hatanaka Jun

were then working.193

Examining the careers of famous artists gives the impression
that success is more or less automatic for individuals prepared
to spend years working towards the goal of becoming first-rate
artists. This impression is perpetuated by the invisibility of
anonymous, unsuccegsful artists and i1t is an impression helpful
to the manga industry. The sense that 'I too carn make it'
encourages youth to become manga artiste and manga artists to
work hard to get their work published. In fact, the majority of
manga artists are relatively unsuccessful and unable either to
produce serieg for publication after winning manga competitions,
or to graduate from producing occasional works (yomikiri) or
minor seriesg in low-circulation magazines. Shéji Riaka was one
of the large pool of unsuccessful artists who are rarely seen in
manga editcorial offices. In order to keep practising drawing
manga under the supervision of manga editors, Shéji had no paid
emplovment between 1987 - the year he graduated from higher
education - and 1994. Instead Sh&ji had managed teo live using

small sums of money earned producing short pieces of work which

1950he elder brother of the famous veteran artist Shirato Sanpei, and a
manga expert in his own right, Okamote Makoto, felt that the editors of
geceond-rate magazines work with more conviction than those of top
magazines: “It is now commen in the industry to say that if a magazine doesg
not sell a million copies an issue then it just is not a magazine.
Magazines which sell below a million coples a week, say 500 000 copies a
week, are not in a good position. But these magazine editorials struggle
hard to make their magazines survive and the energy in their manga
magazines like Manga Sunday, is very high.” Interview with the boss of
Ginnansha contract menga editing company, Okamoto Makoto, in a restaurant
near Shégakukan buildings.
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had been published in low circulation magazines, and Morning
magazine on rare occasions when popular artists had failed to
produce episcdes of their usual series. sh83ji had been attached
to Morning editorial for 5 years and produced drafts as long as
200 pages for potential new series, none of which had been
accepted for publication. Winning manga competitions is not a
guarantee of success as a professional manga artist either.
Takahashi Shinji, winner of the top prize in the spring 1994
Chiba Tetsuya manga competition run by Morning, was subsequently
re—evaluated by the editorial staff and not contracted to

produce work for publication.

The deputy chief editor of Morning estimated that there were
approximately twe thousand professional artists working in Japan
in 1994 and a large periphery of perhaps over four thousand less
successful artists with part-time, occasional or no
employment.196 Morning and Afternoon editorial offices together
received the drafts of over 300 newcomer manga artists each year
- a figure similar in other manga editorials. At any one time
approximately 200 newcomer artists are working under the
supervision of Morning and Afternoon magazine and each year
approximately half of this number are dropped entirely and
succeeded by new newcomer artlsts. Despite the great number of
people wishing to become manga artists, the large demand for new
artists amongst manga editorial offices continues. Editors feel
that the majority of new artists are incapable of producing

publishable work. The words of the chief editor of Afternocon

1%6pi gcussion with Fukumoto Hiroyuki, deputy chief editor of Morning.
March, 1594.
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magazine represent the opinion of the great majority of manga

editors:

A lect of people want to become manga artists, but the
number who‘w1ll write what we want them to is very
few. When it comes to the crunch few of the new

artigsts will be able to write a whole story.197

The large pool of unsuccessful manga artists operates to the
advantage of manga editors, however, by providing an implicit
threat, in the form of professional unemployment, with which o
persuade new manga artists to write more exactly what manga

editors demand.

3.6 Conclusion

The opennegs of the manga medium to voung people with no
educational or cultural advantage has no immediate equivalent in
the British pop-music, television, or film industries. Writing
manga requires no more than a pen and paper and i1s engaged in by
hundreds of thousands of manga fans and ordinary Japanese youth.
The variety of individuals likely to become accomplished manga
artists and find employment in the manga industry is broad. This
stands in stark contrast teo the production of music and £ilm,
for example, which require expensive machinery, most of which is
owned by media companies, and the uge of which is determined by
highly selective social filtering processes. The recruitment
pattern of manga appears most gimilar to that of British

football, which is based on extensive networks of school teams,

197 nterview with the chief editor of Morning, Ogawa Haruo, in Afternocon
editorial cffices. March, 1994.
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work teams, and local amateur teams, which feed into
professional and national teams. In a tradition eimilar to that
of young British boys dreaming of becoming footballers, the
common and well-documented zspiration of many Japanese children
has been to become manga artistes. Similar to footballers, too,
the dream of success as & manga artist 1s also a dream about
becoming fabulousgly wesalthy. The handful of manga artists who
create huge national hits are likely to become extremely rich.
In 1989, six of the ten wealthiest individuals listed in
Japanese newspapers were young manga artists.l98 perhaps it is
more than a coincidence that sports, and in particular stories
of youngsters who become great sportsmen and team-members, have
featured =o strongly in boys', girls' and adult manga.199 In
1986, NHK television broadcast a 2-part television drama, The
Manga Road (Manga Michi), based on an autobiographical manga
story of the same title by the 2-man manga artist team, Fujiko
Fujio. Manga Road highlighted the history of social agplration
attached to manga world. In The Manga Road two youngsters walk
all the way from their hometown in the country to the city, in

order to pursue their dream of becoming manga artigts.200

In the post-war period, individuals seeking employment in the
culture industries in order to be able to express themselves in
their work have turned to manga, both because of the broader

range of expression manga has appeared to tolerate, and because

198Sabin, R.(1992) Adult Comice: An Introduction, London: Routledge. 209.
199Manga about sports' acheivements form a broad genre referred to as
sports-konié (suppokon for short) or 'gports-feeling' manga.

2DODuus, P.(1988) Introduction to Tghinomori, S. Japan. Inc. A Mandga
Introduction to the Japanese ECONOMY, Berkeley: University of California
Press.
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of the relative ease of access o the industry. Uchida Masaru,
the long-time chief editor of Magazine pointed cut that:
The route for any artist who wants to produce

gomething good of his own has been into manga and then
into film afterwards if they are succeggful.201

Successful manga artists have gone on to become film animators
{e.g. Otomc Katsuhiro), playwrights (e.g. Ishikawa Jun),
sculptors (e.g. Katsuyuki Shinohara), artists (e.g. Yokoco
Tadanori), television celebrities (e.g. Morizono.Milk) and

autheors (Yamada Amy).

While recruitment into the manga industry is a distinctively
large-scale and open process, the organisation of manga artists
and their assgistants in the manga artists' studio appears to be
similar to a craft guild mode of cultural production and
regulation.292 wWithin the perimeter of the artist's studio, this
impression of artisanal production i1s, to some extent, accurate.
Manga, like other contemporary mass cultures such as pop-music
or popular literature, is made by hand by small specialist
teams, in a manner not far removed from that of a mediaeval
craft guild.203 Moreover, the most widely acceptable means of
learning the techmnigques of manga composition, through working as
an artist's assistant for one year or more, isgs a form of

artisan's apprenticeship. This stage of recruitment and training

20ltnterview with Uchida Masaru, in a restauvrant near the offices of his
new manga magazine, MANGA B@Y, in Shinbashi. April 1994.

202g00 Raymend Williams (1981} 'Formations'; Chapter 3 of (ylture, London:
FontanaPress.

203Raymond Williame refers to this frequently overlooked and peculiar
aspect of the productien of mass culture in (1281) Culture: Chapter 3,

London: Fontana Press, 45-47.
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which takes place in artists' studios seems significantly less

open.

However, Lo compare the organisation of artists' studios with a
particular contemporary form of Japanese craft guild, the
schools of the traditional arts which use the femoto aystem,
would be a category mistake.<04 In each of these schools,
'traditional arts',205 guch as the Tea Ceremony, playing the
Koto and Shakuhachi, or studying Ikebana flower arranging, are
taught in the specific, formalised style of the master of the
school. To learn an art, pupils must imitate the style of the
master perfectly and pay large sums of money to graduate
formally to different levels of artistic proficiency. The iemoto
system expanded greatly in the post-war period, as learning an
'art' became a form of persgonal hobby. The iemofo school system
has been widely criticised for its hierarchical sgtructure of
learning which penalises and apparently excludes the individual
expression of the pupils. While the organisation of manga
artists' studios may superficially resemble the schools of the
arts, there is not in fact any deep structural similarity.
Whereas schools of the arts are independent entities and
enterprises, manga artists and their studios are entirely
contingent upon the organisation of powerful manga publishing
companies. The manga publishing industry as a whole runs open-
door competitions because it requires large amounts of

"individual expression' and lots of new artists,206

204Havens, T, J. (1982) Ariist and Patron jin Postwar Japan. London:
Princeton University Press. 21-27.

205 heze are referred to as the 'traditional arts' simply because this is
en adequate means of identifying them.

20601 0ger examination of the femoto scheolg of the arts themselves might
suggest that if any loose comparison can be made, they are in fact closer
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Manga artist recruiltment and training is not organised along
similar lines to the schools of the arts, but despite the open
character of manga competitions, it ig nevertheless
hierarchical. Young people unable to have a university education
are also unable to join well-known manga circles, which are
established in high-~ranking universities. In these universities
students have a chance to get good assistants' jobg and meet
manga editors. University educated manga artists fare better in
the manga industry and, as social research has consistently
confirmed, Japanese university education is a good indicator of
a privileged social and economic background.207 Youngsters
unable to enter good univergities were forced to attend
professional manga cources in order to obtain the training and
knowledge necessary to début as & professional artist. However,
manga course graduates, who lacked university education, were
not favoured but perceived ag inferior by the major publishing
companies. Most non-universityv-educated aspiring manga artists
tended out of necessity to go on to work for low-circulation
magazines, become perpetual artists' asgistants, or to be
sidelined into a deeper involvement in the unpublished, amateur
manga subculture. Chapter Five focuses on the amateur

unpublished manga subculture.

To summarise, the manga industry has been a relatively open

medium, which hag provided a route into cultural production for

in structure to the academies of the arts of early modern Europe, than to
craft guilds.

2OF’See Rohlen, P.7T (1877)'Is Japanese Education Recoming Less
Egalitarian?'in Journal of Japanese Studies, 3;1, 37-71; Azumi, K. (1969)
Higher education and Buginess recgruitment in Jaman, New York: Teacher's

College Press. 90--91.
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a broad spectrum of young people with talent and aspirations.
(See Plate 13.) At the same time, the relatively democratic
process of recruiting artists has grown within, and, indeed, is
in some senses a reaction to, a contemporary capitalist society
which is criss-crossed with multiple formg of social and
educational inequality. Thus the recruitment of manga artists
into different magazines too, is stratified according to
education and social background. Furthermore, once recruited to
the manga industry, professional manga artists are tightly
constrained and cannot act as eguals of the publishing companies
with which they enter into contracts. The power of the manga
publishing companies will become more apparent in Chapter Four,
the next chapter of thig section, which examines the supervision

of manga artists by manga editors.

Within the ranks of manga artisis there i1s a clear dividé
between so-called veteran manga artists, the majority aged over
50 years old, who were active at the time of the earliest
manifestations of the manga industry in the 1950s and even the
pre-war period, and other manga artists who emerged after the
contemporary manga industry had already been established. These
first sparse generations of manga artists are tightly organised
into self-formed associations, the Manga Soclety (Manga Shidan)
and Comic Artists' Association {Nihon Mangaka Kydkai), and sub-
groups of old colleagues within these organigations. While these
organisations have no external power in gociety, the

continuation of their internal vigour is quite evident.208 The

2081 attended several parties held by elderly manga artists in their homes
and several Manga Society meetings. The majority of these veteran manga

artists were eccentric, individualisgtic old men, who appeared to have deep
friendships with their fellow manga artigts. In addition to attending house
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independent social organisation of veteran manga artists is
itself a separate subject, but serves here to throw into relief
the complete lack of organisation, and even communication,
between manga artists working in the contemporary manga
industry. Manga artists work as individuals and have little
contact with other manga artiste other than their assistants.
The mainstream contemporary manga medium is organised entirely

by manga publishing companies.

parties and gatherings, middle-aged members of the Manga Society even went
on holiday abroad together each year.
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CHAPTER FOUR: The Management of Production By Publishing
Companiesg

4.1 Manga editors

Apart from occasional and deliberate exceptions, all company
editors join Koédansha or Shégakukan after graduating from a
prestigious university. A university such as Tokyo, Waseda,
Keld, or Kyoto has been widely recognised throughout post-war
Japanese society as occupyving a place at the top of the status
hierarchy of universities. Entry into one of these prestigious
institutions has been shown to be pewerfully, and since arocund
1970, increasingly, dependent upon a privileged social
background.209 The offepring of wealthy families which can
afford expensive private education for their children are far
more likely to be able to pase rigorous examinations and enter a
prestigious univergity than those from families of more typical
and limited financial means. Large and prestigious companies,
including Kédansha and Shdgakukan, have historical relationships
with top-ranking universities, from whom they recruit, on the
lgt of April each vear, the great majority of their new
employees.zlo These companies are considered to be highly
desirable and prestigious places of employment for two now
slightly old-fashioned but still important reasons: they are
large companies which provide employee welfare programmemes,

life-time employment and wage rises with seniority (the nenko

2CSRohlen, P.T (1977)'Is Japanese Education Becoming Less REgalitarian?'in

Journal of Japanese Studies. 3:1. 37-71.
210500 Azumi, K. (1969) Higher education and Buginese recruitmepnt in Japan,

Wew York: Teacher's College Press. 90-91.
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seido system); and in the case of Kb6dansha, it is alsgo an old
and deeply-rocted company with a highly prestigious 'name

value.'211

A high proportion of Kédansha employees are recruited from
Waseda university, which is one of the most prestigious
universities in the country. In July 1995 XAdansha had 1171
employees, the great majority of them being editors, of which
894 were men and 277 were women. In April 1996, 322 of these
Kédansha employees were graduates of Waseda University; 95 were
graduates of Keid University; 47 were graduates of Ch(d
Universgity; 46 were graduates of Tokyo University; 37 were
graduates of Sophia Univergity; 36 were graduates of Melji
University; 34 were graduates of Rikkyd University; 30 were
graduates of Tsukuba University (previousgly Tokyo Education}; 23
were graduateg of Tokyo Galge University; 21 were graduates of
Nihon University; 16 were graduates of Acovama Gakuin University;
and 14 each were graduates of Xyoto and Hbsei Universities, and
g0 on, in order of decreasing numbers.?!? Of the 16 Morning
editors aged between 22 and over 50 years old whom I interviewed
in 1994, 9 were graduates of Waseda University; 2 were gracduates
of Keid University; and each of the rest were graduates of

Tokyo, Kobe, Chud, Nihon and Tsukuba Universities. These

21lyunior K8dansha employee and manga editor, Ichihara Shinji, described
finding himself an employee of Kddansha as *paradise”. For more informatiocn
about the prestige of large white-collar companies ses Bowman, J. M (1981)
Educational Choice and Labour Markets in Japan, London: Chicage University
Presg. 240-244.

212311 of these universities are prestigicus institutions and this list
illustrates that, in general, the more prestigious the university, the
greater its graduates number amongst K8dansha employees. Details from
k8dansha personnel department via Xédansha employee, Suga Tomoke. BEmail
correspondence. July 1996,
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proportions were representative of the overall breakdown of

Kédansha employees by university.

Thug before they are manga editors, the employees of large
publishing companies are company erployees and salary men in
prestigious employment. A number of editors in Kédansha were
able candidly to categorise thelr social status as “dlite’.
Within K&dansha, company employees were generally separated into
two distinct streams within the company. A minority of company
employees were posted in specific departments within the company
and stayed in those departmentsg, accumulating highly specialised
experience, throughout thelr careers, while in most cases rising
to managerial posgitions within those departments. The chief -
editer of Morning, Afterncon and Magazine manga magazines in
1994 had all gpent their entire careers ag manga editors of
those magazines or other manga publications. The majority of
company editors were cilrculated around different departments of
the company according to managerial decisions about changes in
department staffing figures and needs, which they claimed not to
be party to or able to predict. These editors spent anything
from between 2 and 8 years -~ 8 years was consildered about the
maximum length of stay - in one department, before being moved
elgewhere. Thus in any manga department in Kédansha there was a
core group of individuals in management positions, and aspiring
to them, who through their accumulated specialism lent
continuity, stability, and 'character' to the editorial, and a
larger group of more mobile editors who moved in and out of the
editorial according to its changing requirements, and for other

less explicit reasons, such as the machinations of internal
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company (and company faction) politics. Manga editors in
Kbdansha might previeously have worked in publishing departments
concerned with literature before moving to Morning editorial.
One company editor in Morning had spent most of his career
producing the seriocus-minded intellectual journal, Gunzd,<13
while another had been involved with foreign childrens' books in

translation.214

While virtually all company employvees were generally ignorant
about manga before being moved into a manga editorial, they did
have, in many cases, highly sophisticated personal tastes and
interests in culture. The interests of editors during their
student days, for example, suggested that they had come from
privileged social backgrounds not only in terms of financial
capital, but also in terms of educational history (gakureki),
and cultural capital. In Morning and Young Sunday editorial,
male company editors in their forties described the major
interests of their university daysg as drama and play writing,
contemporary dance, avant garde cinema, and surfing on different
beaches around Japan. Other manga editors in Kbédansha had come
from unusual socilal backgrounds which sppeared to have been
transformed into a specialised form of cultural capital in their
later life. Thege included a senior editor in Morning editorial
who came from a poor close-knit community in the coal mining

village of Hakata on Shikoku island, and an unmarried

213piseugsions with Morning editor Ishizaka Hideyuki about his career
editing the periodical CGunzé before being transferred into Morning
editorial offices in April 1%993. June, 1394.

2l4rnterview with Morning editor Takanaka Yukiko about her previous work
overseeing the translation and publication of European childrens’'
literature before being transferrsd into Morning editorial in April 1993.

December 1993.
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professional geisha in Hokkaid8, respectively. Another senior
editor of Morning editorial was generally rumcured not only to
be the direct relation of one branch of the wealthy and renowned
Teutsumi family, but also to be an ex-revolutionary student
leader of the late 1960s5. Some company editors attempted to feed
some of thelr pergonal cultural interests into manga or, in the
case of more flexible individuales, to bend their sophisticated
cultural interests towards a highly intellectual interest in the

processes of youth, society and popular culture such as manga.

Large publishing companies such as Kddansha and Sh&gakukan have
also attempted to employ university graduates who already have a
personal expertise and interest in manga, since the 1870s and
possibly earlier. Such recruits were quickly placed into manga
editing departments to increase the level of manga editorial
expertise. Watanabe Ky6, who was recruited to K8dansha in 1979
because of his personal interest in manga, reports that even
during this period, twenty years after the publication of the
first weekly manga magazine, the level of knowledge about manga
amongst manga editors was still lower than that of the awverage
university student. Graduates with a personal interest in manga
were sought to strengthen the interaction between the manga
editorial, staffed by ordinary company emplovees, and the manga

medium.

Watanabe Ky&, now working in Afternoon editorial, was recrulted
to Kd&dansha because of his then esoteric personal interest in
manga and his equally unusual ambition to become a manga editor.

He had studied Physics at Nihon University but professes that
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during his student days he was more active in the new university
manga circle than in the physics laboratories.215 1 Morning
editorial one of Watanabe Kybd's regular jobs was reading the
drafts of manga sent into the editorial by newcomer artiste and
making his assessment of their potential. Due to the frequently
poor guality and repetitive nature of these numerocus drafts,
this was an arduous and unpopular job which Watanabe was able to
carry out far more effectively than ordinary editors. Watanabe
Ky0 mixed in circles of unknown and amateur manga artiste in his
private life and deploved these private experiences in the
editorial in his undefined role as a specialist of new trends in

the work of newcomer artists and minor magazines.

Other adult manga editors had been employed by large publishing
companies because of their personal enthusiasm for manga borne
of their view that manga is a progressive medium. These manga
editors, which might be characterised in Japanese terms as
"pecople interested in social problems" (shakai mondai ni kydémi
no aru hito), tended to enjoy the sense of being practically
involved with society and ‘in touch’ with readers, and artists.
Several, including senior Morning editor's Yuri Kdichi and
Tsutsumi Yasumitsu, now in their forties and in senior pogitions
in manga editorials, had developed their sympathies for adult
and boys' manga during the period of student unrest in the late

1960s when they had been cbservers or activists in student

demcongtrations.

215Interview with senior Morning editor, Watanabe Ky&, in a restaurant
nearby to Morning editorial offices. July 1994.
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A number of editors had been involved in mangs circles at
university and had hoped at some stage during their youth to
become manga artists. Becoming a manga editor had often been a
second career choice for these editors when it became apparent
to them that they lacked the necessary talent to become manga
artists. A genior editor of Young Sunday magazine was one such
individual. Tachikawa Yoshitake had married a female manga
artist and claimed to identify more closely with the world of
manga artists than that of publishing companies:
I became an editor because I liked manga. I wrote
amateur manga when I was at university. At that time
manga were not of very high quality but they had
power! I became an editor because I was not =0 good at
drawing manga. Bul recently I have been feeling like
it must be my karma te be an artist after all. I have
thought of quitting the editorial, and getting a job

in the civil service that finishes at five every day,
so that I could have time to draw manga in a way that

I do not now.216

The tendency for a minority of adult manga editors in large
companies to declare that they became editors because of their
populist social ideals or private love of manga, was congpicuousg
enough to have contributed to a general characterisation within
the manga industry of adult manga editors as social outsiders
struggling with society through the pages of manga. The image of
the 'progressive' manga editor conflicts strongly, however, with

the type of managerial role which manga editors carry out.

216 nterview with a senior editor of Young Sunday, Tachikawa Yosghitake, in
a restaurant near the Shégakukan building. August, 1954.
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4.2 The supervision of artists

The main role of editors is the supervision of manga artists
producing weekly or monthly series. Manga editors are described
as the supervisors (tantd henshilsha) of manga artists producing
work under their guidance. Methods of supervision vary greatly
between manga editorials and between individual series written
by artists of varying temperament and experience. While
supervision is the main function of editors it is also a highly
covert activity within the manga editorial and tends to take
place away from the centre of editorial offices and the gaze of
other editors and visitors. In Young Sunday and Big Comic
Spirits published by Shégakukan a large proportion of
supervision took place in purpose built 'boxes' composed of
panels on three sides and containing a bench and table, where
editors and artists could face each other and carry out
supervisions in relative privacy.2l7 In other editorials such as
Magazine published by Kédansha manga artists and editors would
meet to discuss series' in separate rooms or reception areas. In
the case of Morning and other manga editorials such asg Hime and
Sakura produced by Acoba, almost all sgupervision was carried out
in the artist's home or studio, or in public places such as
cafés. The precise contents of each supervision meeting
(uchiawase), and in particular the power relations between
artists and editors, and the nature of the discussion between
them, was both the most critical aspect of manga editing and yet

the most hidden from view. During my research I was allowed to

217Mhese 'boxes' for supervising artists were similar in design to customer
interview areas constructed in the foyers of some British banks and DHSS

offices.
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go along and observe a large number of supervision meetings
between artists and editors and on many such occasions I was

asked to leave the presence of the artist and editors at gome

point during their discusgion.218

Adult and boys' manga artists are typically edited by teamg of
editors responsible for different aspects of the production
process. In 1994 Magazine published by Kbdansha, for example,
had 22 manga editors who were divided into 4 large teams
responsible for supervising and selecting new artists
together.219 Each month a different editorial team in Magazine
chose the winners of the Magazine Trophy Manga Competition.
Newcomer artists who were awarded low prizes were placed under
the supervision of a single editor; second prize winnears were
placed under the joint supervigion of two editors; and top
prize-winners and newcomer artists or the artists of popular
series, were placed under the supervision of three or more
editors. Igarashi Takao, the chief editor of all eight of the
'Magazine range' of magazines published by Kdédansha, described
how manga stories were planned through a series of supervisions:
Before we begin publication of a series we do a year
of preparation. The artist and editors meet regularly
for months and the artist produces one book of manga
(about 14-20 episodes). Then all the editors read the
book and decide if they think it is gocd enough to

publish or not. We already know exactly how each story
will develop and we know in advance that it will Dbe

interesting for the readers.240

21BGenerally T was nob asked to leave directly but asked if I would not
rather leave at that point because I might find the ensuing discussion
"long and tiring", or "boring".

219 ne week of observation of editorial meetings and meetings between
editors and artists in Magazine editorial office. April, 19%4.
22OInterview with the Chief editor of Magazine, Igarashi Takao, in Magazine

editorial offices. May 1994,
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Individual manga artists met their teams of editors several
times a week to discuss their work and each team was responsible
for the joint supervision of several popular manga artists and
series. Igarashi Takao was influenced by a domestic social
discourse which suggests that Japanese people are at their most
creative when they work in groups, and claims to operate team-

supervision of magazine artists for that reason.22l

Morning editorsg, on the other hand, did not work in teams but
met and supervised artists as individuals. As in Magazine
editorial, so within Morning editorial, too, editors believed
that their methods of supervision were the most conducive to

creative manga production:

Magazine is more businesg-like than Morning. In
Morning and Afternoon we have one-to-one relationships
bhetween the editors and artists so there is trust
between them. You can only have that kind of deep

relationship between individuals.?222

Morning editors alsc spoke in terms of two different types of

editor who corresponded to two separate stages of editing manga:

There are two types of editors, the ones who can start
stories, the pioneers, and the ones who maintain
stories. There is a mutual divigion of labour in the
office. The ‘pioneer’ is selfish and likes to make
things himself. The 'raiser' has to be good at

publicity.223

22l1garashi Takao. May 1994. ‘
222Tnterview with senior Morning editor Shin Kasuyuki, in Morning editorial

offices. May 19294.
223piscussion with Morning editor, Fujisawa Mapabu, whilst travelling to

artist Vumeno Kazuko's home. March 1894.
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The editorial role of selecting and priming manga artists and
developing story plote with them through supervisions is
disguised as far as possible from the readers. Ordinary readers
buy manga with the understanding that it is the manga artist who
originally conceived the manga series they are reading, and
whose pergonality expression they are enjoying. Adult manga
artists become famous and their names appear in manga magazines
as the apparently unequivocal creators of their stories. Whilst
some editors have become well known within the manga industry
and even published autobiographies, they have not become famous
people and are unknown to ordinary readers.224 The role of
editors in managing the production of the commercial manga
medium is elusive; allowing some editors to claim that the role
of editors is minor, and for other editors to claim that the
role of editors is the main force in the production of manga:
In a sense the editor 1ls a puppeteer behind the scenes
of a ghow. The editor is behind the stage moving the
parts but the audience is not meant te be able to see
him. In puppet theatre (bunraku) the story teller is
always hidden. In manga the artist is the puppet. If
the readers could see the whole process by which the
manga is made they would not enjoy the story but just
start thinking about how it is made - which is no

good. In manga, only the artist's name is public;
unlike with film, the producers don't try to get

public acclaim or attention,225

224p fey editors have written biographies of their lives in manga
publishing in which they stake a claim in creating manga, but these are
individuals crucial to the manga industry who have founded magazines. For
example, Nagai Katsuichi long-~time editor of subculture manga magazine GARO
had his book, The Chief Editor of GARO (GARC Henghlich$) published in 1993
(Tokyc: Chikuma Bunko), and Nighimura Shigeo, long-time editor of Jump
magazine, had his book, My Youth and Jump (Saraba waga seishun no Shénen
Jump) published in 1994 (Tokyo: Asukasha).

2253 Tnterview with Morning editor, Doi Takashi, in a restaurant near the
editorial office. June 1994.
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4.3 Market research

One development central to editorial production was the
introduction of readers' surveys (dokusha ankéto) of manga
magazines. The first readers' surveys were developed out of
readers' letters' pages which were included in the first new
weekly manga magazines, along with manga competitions. Readers'
surveys which collect information about readers and their
feelings about various manga series every week are a form of on-

going market research.

Jump produced by Shileisha ig the highest selling manga magazine
in the country. The common characterisation of Jump as a crude
commercial magazine ~ "no one really likes Jump they Hust pick
it up without noticing when they buy groceries”226 - was linked
to the reliance of Jump manga editors on market regearch
production technigues. The conscious use of information provided
in readers surveys Lo determine Jump editorial policy, was an
editorial technigue referred to as 'data-ism' (datashugi)
throughout the manga industry. In order to maintain the
popularity of Jump, editors applied a simple production
technique by which every three months the three manga series
which came lowest in readers popularity ratings would be
automatically axed. The implication of market research-led
editorial techniques was that it was more important to satisfy
the current tastes and interests of readers than to allow manga
artists or manga editors to determine the themes of manga

geries.

226Thig typical opinion of Jump was expressed by manga critic, Kure
Tomofusa, in an interview at his home. June, 1994,
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While Jump magazine represents one extreme in the position manga
editorial offices may take on the use of readership surveys, all
commercial manga magazines used some form of readership
survey.227 A readers' survey is printed inside the back pageg of
every issue of Morning and all other high-circulation manga
magazines. Readers are asked to complete and return their
answers to multiple-choice gquestions by ﬁost, which, in the case
of most magazines, involves readers providing their own
stationery and postage stamps. In 1994 Big Comic Spirits
published by Shbgakukan, ran a readers' survey in which readers
were able to win the following list of prizes from Big Comic
Spirits; 10 000 yen (£67) to 5 people, 5 000 yven (£33) to 10
people, and 50 unit telephone cards to 50 people. Regular
gquestions asked in the Morning readers survey in 1994 were 'What
is your favourite (single box) illustration in thisg issue?';
'"What is vour favourite word in thisg issue?'; 'Without thinking,
who 1s your favourite character in Morning?'. In return for
completing surveys, readers names are entered into monetary
prize draws. During 1994 some variation on the following 1ist of
prizes was offered to readers: 10 000 yven (£67} to 10 people, 5
000 ven (£33) to 20 people, ‘original wrist watches' to 15

people, and 50 unit (£3.50) telephone cards to 155 people.

Each week readers returned to Morning approximately 10 000
surveys. Morning surveys are analysed by two different

specialist editorial research companies, MIC and Deru Deru DATA

2271n fact the interest in reader-response is generally =so intense in
contemporary Japanege culture that many young people aven 1ncorpor§te
readers' surveys addressed to themselves into thelr own amateuxr printed

booklets of manga or creative writing.
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Sha. MIC made a detailed weekly report on readers' tasteg and
interests for the internal use of the manga editorial. Deru Deru
DATA Sha provided interesting facts for readers, which were
published in the page margins of the macgazine. These "readers'
facts" include humorous and interesting data such as the
following, "In the previocus readers' survey we asked you, 1f vyou
were re-incarnated as an animal, which animal weuld you like to
be? The most popular choice was a sloth!", or "Amongst all our
readers, those in their twenties are most likely to believe in

an afteriife."228

4.4 8Scxipt writers

BEditors occasionally contract script-writers (gensakusha) to
write the plot and conversation parts of serialised stories. In
samples of magazines published in summer 1995, 4 out cf 26
series in Morning Open magazine were written by a script writer,
in Manga Sunday this proportion was 5 out of 21, in Morning this
was 3 out of 28, in Afterncon this was 2 out of 44, and in Young
Sunday 2 out of 19 series. Script writers were introduced to
manga production by editors during the initial period of
expansion of the manga industry and work directly under
editorial instruction. There are no precise routes by which
individuals become manga script writers and there is a generally
acknowledged shortage of individuals capable of doing the

job.229

228Examp1es taken from Morning. 2. 11. 19%5. 286-288.

2290ne vice chief editor in Morning, felt their were ne more than five Fopw
class manga script writers in circulation in the manga }ndust;y. Interview
with Fukumoto Hiroyuki, in a restaurant with other Morning editors. August,

1994.
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The industrial initiation of script writing has meant that their
ig no historically grounded assumption that script writers are
independent artists. Rather, script writers have helped =ditors
to increase their control over manga artists, The classic nanga
story Tomorrow's Joe (Ashita no Joe) serialised in Magazine
between 1568 and 1972 was drawn by top class artist Chiba
Tetsuya, but written by one of the first manga script writers,
Kajiwara Ikki. Chiba purportedly fought with editors over the
plot for Tomorrow's Joe and succeeded in making significant

adaptations of his own to the scripted plot.230

Morning editorial recruits gcript writers from amongst
experienced journalists and new writers who have won prizes for
novels gubmitted to Kédansha literature departments. Morﬁing
series Kokumin (Quiz 1ls written by Sugimoto Reiji who was
contacted by an editor after Sugimoto won a Kédansha novel
competition in 1986. The winning novel was a story about the
spiralling cost of living in Tokyoe. Another script writer
working for Morning is Robert Whiting, an American journalist
living in Japan who has written many domestic Japanese series
including Foreigners {(Ihéjin), and REGGIE (a baseball story).
Morning series Rely on Her (Kono Hito ni Kakeru), about a
succesaful female bank manager, is drawn by artigt Yumeno Kazuko
but written by a script writer, Shi Rybka. Shl won a Kddansha
prize in 1990 for his novel, Bankers, about the inside world of
banking which was based on his experience working for Fuji bank.

The editor of the series approached Shii about becoming a manga

230Tnterview with veteran artist, Nagashima Shinji, in a cafe in Asagaya,
Tokyo. February 1994.
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script writer after reading this novel and relating it to his
own interest in the politics of bank scandals. Using a script
writer increased the degree to which this Morning editor was
able to exert his ideas on the artist, Yumeno Kazuko, who not
only listened to ideas her editor wanted to include in each
episode, but also had to draw each episode around speech parts
already written by a script writer. Yumeno explained that
working with a script writer increased her sense that writing
manga wasg "just a business" and her "feeling of distance and
disinterest in the events of the serieg."23l In Morning
editerial, script writers and artists producing the same series
were prevented from meeting each other in order to stop them
from conferring about the gseriegs and, together, evading the
control of the editor.232 Using manga script writers is also
helpful to editors as a means of externalising their
intellectual control of manga artists and in dissipating

potential conflict between artists and editors.

4.5 Comntracts

Editors aim to get the manga artists they want to produce the
series they want. This encourages them to control the external
movement of manga artists around the exclugive manga labour
market. The main means of controlling the movement of artists
between companies is through their work contracts. Manga artists

are in theory freelance individuals able to form fixed-term

231Discussion with artist Yumeno Kazuko after observing a work meeting
between Yumeno and Morning editor Fujisawa Manabu at the artists home.

March 1994. .
232Tnterview with Morning editor, Dol Takashi, in Moraning editorial

offices. June 1994.
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contracts with any publishing company they wish. Asg manga
artists are not regular employeeg, they receive no job security,
welfare or pension provisions from publishing companies. In
practice, however, their movements are restricted by all three
of the large, powerful publishing companies. A high proportion
of artists, in particular new artists with no particular popular
following or powexr, are held in virtually fixed arrangements

with single companies.

Of the 3 large manga publighers, Shiieisha has been the most
independent from traditional relationships with political
authorities and traditional business standards. Shieisha
operates an explicit exclugive contract (senzoku keivaku)
system. Shfieisha magazines do not use artists who have
previocusly been published in the magazines of other companies.
All new Shileisha artists sign exclusive contracts which forbid
them to work for other companies. By this method, their most
popular artigsts become exclusive brand names and styvles which
can only be found in Shiieisha magazines such as Young Jump and
Jump. Through monopoly contracts Shiieisha editors are able to
exert greater control over artists and pressure them to produce
exactly what theyv want. As a result of this monopoly contract
gsystem Shileisha artists are generally even more isolated than
other manga artists.233 The private and studioc addresses of
Shiieisha artists are company secrets and Shileisha artists are
barely available for interviews or public comment. Few artists
are ever able to leave Shiieisha and continue successful careers

elsewhere as being dropped by a Shleisha magazine implies

2331he lonely position of artists will be discussed in 4.7.
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abgsolute failure in the top~-selling magazines. The case of
artist Yanagisawa Kimio is an exception that proves the rule.
Yanagisawa was cut from Jump magazine in the mid-1980s, after
which he went to Magazine published by Kb6dangha and succeeded in
meking a hit series. Yanagisawa subsequently became famous
precisely because he had managed to make a career in manga after

being rejected by Jump.234

In order to keep them in monopoly contracts Shiieisha pavs
artigts large annual bonuses. Ancther famous ex-Shieisha manga
artist, Kobayashi Yoshinori, informed me that Shiieisha pays
annual bonuses of between ¥1 million and ¥5 million (£7000 to
£35 000) to each of its artists in return for the exclusive
rights to their work.235 However, highly succcessful artists
become so wealthy that even huge financial bonuses cannot stop
them from breaking contracts. In June 1994, Tobashi Yoshihirs,
the 26 vear old artist of Jump's leading series Diary of the
Ghost world (viiyihakusho), fled from his studioc over-night in
order to escape from his editors and escape from writing the
series. Tobashi had been entered on to the list of the top 10
wealthiest individuals in Japan that vear but according to
Tobashi's artist friends he could not bear to continue writing
the series any longer and had wanted to stop for some time. An
editor of Young Sunday explained to me how he suspected the

incident had occurred:

Every week he had to write another episode of the
series that was more exciting than the last, that

238 nterview with deputy chief editor of Magazine, Iishi Tohru, in Magazine

editorial offices. April, 1994.
235Interview with artist Kobayashi Yoshinori at his studio in Ogikuko.

August 1994,
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wou%d become a talking point amongst his readers vet
again. Eut he got bored with it, it did not satigfy
his desire to express higs own ideas and feelings so he
tried to quit.236

Editors of other companies strongly criticised the moncpoly
contract system on the basis that controlling artists to such an
extent was counter-productive and irretrievably weakened the
manga medium. One editor in Morning compared the processg of
cultivating a new generation of stronger manga artists to fish

farming:

The other magazines do not let their newcomer artists
win the competitions and then just move to other
companies, but at Morning we have no restrictions. If
vou are a figh farmer then vou have to free the fish
you raise into the open sea, in order to increase
their numbers and strengthen the wild stocks of fish.
It is not necessarily profitable for Morning to let
artists be free, but it is good for raising the level

cf manga culture in genera1.237

The first part of the following ezplanation about non-monopoly
contracts by one senior editor suggests however that the primary
motivation of other publishing companies not to use monopoly

contracts might in reality be simply ecconomic:

Shégakukan has never had fixed contracts with artists,
we could not afford it. In any case it 1s not a good
idea to monopolise artists. They ought to be free to
move around. A monopoly contract means that the artist
cannot naturally find the best editor through moving
between companies and editorials. Moncpoly contracts
can break an artist and ruin their future career by
trapping them in unfruitful relationghips. I’ve seen

it happen.238

236Tnrerview with contract editor of Young Sunday magazine: Torigae
Takushi, in a restaurant near the Shégakukan company building. June 1994,

237 nterview with Morning editor, Kaneda Akitosghi, in the editorial

cffices. January 1994. , , .
238Tnterview with a senior editor of Young Sunday, Tachikawa Yoshitake, in

Young Sunday editorial offices. August, 1994,
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Whilst editors of Kbédansha and Shdgakukan do not issue monopoly
contracts they do take measures to limit the movements of
artists away from their editorials by other means. Morning
editors keep the locations of artists as secret as possible, and
deal with most journalists and business representatives wishing
to meet the artists themselves. In the case of some artists,
editors spend long perilods of time in their studiocs in an
attempt to keep editors f[rom other companies away from their
living property. It is possible that editorials in Kédansha and
Shégakukan alse give undeclared.amounts of money to extremely
valuable artigts in secret arrangements, or in the case of
Morning editorial, bribe artiste by providing them with holidays
under the guise of research trips. Several manga artists working
for Morning were unhappy with thelr experience of editors who
had prevented them from working for other companies:

All the companies try to monopolise the artists. I

have to struggle to balance myself between them. I

have to say "Look I'm not your 'thing', there is more

than one manga company you know." It is very difficult
to find a good balance between all the editors and all

the companies.239
Contracts isgued by Shégakukan and Ké&dansha are individual
agreements made separately with each manga artist that typically
stipulate that the artist must continue to work for a magazine
producing a certain series for a set length of time and that the
serieg and the lead characters in that series are foxr the sole
use of that company. These contracts do not exclude artists from

working for other magazines although it ig generally understood

2391nterview with artist, Hatanaka Jun, at his home in Ch8fu. May, 1394.
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that artists should not do so. Artists are also prevented from
moving to other magazines on a practical level, by their
agreement not to produce the same characters for another

company .

Artist Aokl ¥dji working for Morning magazine, for example,
expressed a strong desire to leave and work elsewhere. Roki
publicly declared that he "hated" his current editor.-24C 1n
practice, however, he was prevented from moving to another
magazine because he had become famous on the basis of his only
serleg, Osaka Streetg of Gold (Naniwa Kinyldd). If Aocki moved to
another magazine he would not have been able to uge the same
characters or similar story lines to those which he used in his
Morning series. Thus breaking a contract and working for another
magazine carries a high risk for artists: they may be unable to
develop a distinct new series ag successful as their previous

one.

Manga editorials also use contracts to reject manga artists who
will not conform to editorial demands. In one well-hidden case
Taneko Fumiko, a female artist rated extremely highly by all the
large manga publishing companies, has been refused a contract
with either of the 2 top manga publishing companies for five
vears, as a punishment for her repeated refusal to draw what
editors reqguested. Not only did this secret disciplinary

behaviour illustrate the power which large publishing companies

2480nfcer hearing this embarrassing criticism made of him by the artist, his
editor dismissed the artist as "mad.” Whilst artist and editor cooperated
with each other in order to carry out their jobs an open conflict existed
between them. Observation of a work meeting between artist Aoki YGji and
Morning editor Deoi Takashi, in a hotel suite. February 19354.
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could wield by refusing to giwve contracts to manga artists, but
thig particular case illustrates a closed-shop agreement between
Kédansha and Shé‘)c_:fakukzm.24:L Another well-known female artist,
Morizono Milk, experienced gimilar problems with large

publishing companies:

I had big arguments with Kédansha and Shégakukan.
Eight years ago I wanted to write for Shédensha as
well as Shogakukan. When I told my editors at
Shégakukan they were very angry and said, "OK you can
go but you can never work here again if you do!" But I
don't think of myself as a contract company employee.
I think I am free to do as I pleage., Then 4 vears ago
I had more trouble with Kédansha. I wanted tec move to
Shé8densha again, because Kbddansha would not let me
draw gex-scenes in girls' manga. But they told me that
T had signed a one vear contract and I had to give
them work every week. In the end it was not true, so
they made Shdédensha gign a form to get me and said I

could not work for them ever again.Z242

Thug although manga artists sign specific fixed-term contracts
to produce certain serieg for manga editorials, informal
practices exert far greater power on artists to keep contracts

and not start new contracts with other companies.

4.6 Conflict with artists

The processes of editorial management in manga production cause
editors to come into direct conflict with artists over both the
commorl. commercial aspects and the exceptional cultural aspects
of their employment. At an experiential level shared by most
employers and contract employees, manga artists may conflict

with editors over the basic issue of their working conditions

241lTnterview with a K&dansha International employee who wishes to remain

anonymous . January 1994.
2027t arview with artist Morizonmo Milk, in her studio. May 1994.
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and income. In 1992 Hara Takao, ex-assistant of the late Tezuka
Osamu, established Manga Japan, the first organisation which
claims to defend artists' rights against the power of publishing
companies. Hara complained that publighing companies severaly

underpaid manga artists for their work:

At the moment manga artists write the manga and the
companieg buy it and make big profits from it.
Companies should be forced to support artists more and
pay them over half of the profitg from their work,
instead of a tiny percentage as at present. Editors
pick artists up, use them and the throw them away
again; we think they should support them and treat
them better than that.243

However, artists far more regularly come into conflict with
editors over the issue of who should have artistic control of
their manga series. Conflict with artiste poses a public
relations problem for editors because it could indicate to
readers that manga is not created by the artists they admire, in
quite the way they imagine and expect. Conflict is hidden as far
as possible and discussion about conflict between specific
artists and editors is generally a taboo subject amongst
editors. Newcomer artists tended to be in a weak position in
Morning and other manga editorial offices and were strongly
inhibited from speaking openly about their editors. Speaking
about the editors of large publishing companies generally,
however, the majority of manga artists held the view that they
were 'arrogant' (gbéman) ‘superior’ (erasd) or 'teacher-

ish' (sodarippoi) 244 _ and determined to relate to them as

24311 rerview with Hara Takao, president of Manga Japan, in his offices.

June 19%94. ' '
244The closest literal translation of the slang term sodarlppOilused by
some manga artists is 'like raising [a childl' and refers to editors who

treat artists as if they were children.
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though they were small children in need of discipline and
guidance. Rodriguez is the pen name of a young artist who began
producing a series for Young Sunday in 1894 whilst still a
university student. Of his relatively recent encounter with
manga editors, Rodriguez cbserved that although they tended to
dress in casual trendy clothes, and seemed quite unbusiness-

like, editors' appearances were misleading:

Really the publishing companies are more hard-nosed
than I imagined. That is because manga is business for
them, whereas for me it is just a part-time job. My
impression of editors before was that they were really
alternative people. Their clothes are cool and their
work is flexible. But when you start working with them
you realige that they are quite worldly and business-
minded after all. They do not compromise on anything.
If the work is not 100 percent fine by them then they
will not puklish any of it. The geries I do now for
the Young Sunday is completely different to the work
for which I won the manga competition. My story was
about rock and roll gang and now it is about sex. In
the beginning my editor asked me to practise drawing
generally by doing a sex story. At first it was gross
and I refused to do it. I phoned up my editor and
said, "I don't want teo be an artist after all". But he
persuaded me to do it and it has been an interesting
experience in some ways. They saild that new artists
like me usually refuse to write what they get asked to

do at first.245

Amongst well-known older artists too the feeling that editors
interfered in how manga was written and reduced the input of
artists in planning manga series was strong. Manga artist and

media celebrity, Ishikawa Jun, told me:

I don't really like editors. I don't like being
ordered to do things. I want to do everything myself,
produce myself. But the big company editors wa@t to
produce you. Editors are useful people for artists who
don't really know what they ought to write and What
they want to do, but they are a hindrance to artists

245p i vate interview with newcomer artist, Rodriguez, in a cafe outside the
Shdgakukan building. June 1994.
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who know exactly what they want to write, like me. I
don't always know if I want to draw what they ask me
to draw. Meeting and discussing with editors narrows
my inspiration and what I am able to do.<46

Hatanaka Jun, an older adult manga artist described how, for
him, the very basis of the relationship between artist and

editer is one which undermines the artist's role:

The editors get in the way. They ask vou to re-write
pages and pages and in that way they break your rhythm
and make 1t very hard to write. It iz hard to get thes
story to progress when editors keep stopping you and
telling you what pictures you can put where. But I
guess there are not many voung artigts like me who

find it so hard to get on with editors.247

The older manga artists were, the more likely they were to
mention conflicts and grievances with publishing companies.
Nagashima Shinji, an ex-assistant of Tezuka Osamu and veteran
artist whe was most active in the 19605, was one of the few
outspoken critics of manga publishing companies in 1994.
Nagashima, who regularly complained to me about the enormous
power that publishing companies had accumulated and their il1l-
treatment of manga artists, was unpopular amongst manga

" editors.248 Younger male manga artists I spoke to in 1994 did
not voluntarily raise the issue of the power of publishing
companies or contest the terms on which they were employed.
They, who had not experienced the sudden expansion of the

commercial manga medium in the 1960s, seemed to accept the

2461t eryiew with artist, Ishikawa Jun, in his studio in Kichioji. July,
1994,

247’Interv:’.ew with artist, Hatanaka Jun, at his home in Chéfu. May 1994.
248Discussions with veteran manga artist, Nagashima Shinji. Jan-May 1994.
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control of manga production by company editors as a matter of

fact.

4,7 Artists' persopnalities

In order to overcome the problem of coming into conflict with
artists through their attempt fo impose their own ideas into
manga stories, editors manage their relationship with artists
carefully. The nature of artiste' personalities was important to
manga editors because 'difficult' artists could not be forced to
do anything. Consideration of artists' personalities and the
ideal personality for an artist was therefore arn important issue
in manga editorials. During editorial digcussions of manga
gerieg and new artisgts in particular Mcrning and Magazine
editors tended to comment on manga artists' personalities, and
their work, simultaneously. For example, in a long report omn new
artists they had tried to recruit at the 1994 San Diego annual
comic convention, Morning editors returning from the United
States, made the following personal observations of American
comic artiste:

Jeff Dahlo - He over-slept evervday. He had short, fat

legs but seemed keen.

George Grada - This guy was strange and scary. He put

on a friendly expression, and looked guite nice at

first glance, but deep inside you could see the

expression in his eyves was really hard.

Tony Luke - He has got big round eyes in a cute little

face. I could be friends with this guy though he is a

little bit scatter-brained.

David Mazzucchelli ~ He arrived looking very cocol and
confident and wearing urbane clothes. He is a good

guy .
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Carl Baker - Hg is a black guy with long legs and
dreadlocks. While we were talking to him we noticed
how sharp he was.249

The majority of editors tended in private to be either scathing
or patronising in their attitudes towards artists. One opinion
expressed by a senior Afternoon editor was that the best
personality an artist could have wag simply "compliant and
talented like geniuses" (sunao to tensaimitai).220 another
Morning editor felt that artists did not need any genius or
individuality at all, but simply needed not to be stubborn, so
that they could easily accept what editors teld them Lo draw.251
Still another contract editor responsgible for the series Rely on
Ber! (Kono Hito ni Kakeru!), felt that artists who argued with
editors over the content of their series were immature and
ignorant:
Artists like X are good %o work with because they
tnderstand the difference between business and private
affairs. X ig mature enough to realise that her work
for the company is nothing but business and she should
not expect to put her personal ideas into it. The

problem with young artists is that they are immature
and they expect to be able to write about what they

are interested in., 252

Manga editors paid great attention to artists’ actual characters
in order to communicate well and succesgfully persuade them to
produce geod work. Through the necessary discusglion of artists'

characters manga editors had also generated several stereotypes

249Morning editorial internal report on the 19%4 San Diego Comic
Convention.

250 Tnterview wich Senior editor of Morning, Kihara Yasuo, in a diner near
K8dansha editorial offices. January, 1934.

251Discussion with Morning editor, Doi Takashi, in the editorial coffices.

June 19594.
252Discussion with Ginpansha contract editor, Fujisawa Manabu. March, 1994.
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of the ideal manga artist's character. The ex-chief editor of

Magazine, described to me how:

Manga artists' characters often become a problem,
Artists are very silent and strange but they have
great internal power. Scciable artists are no good.
There is no such thing as an artist who likes parties

and golf. Artists are dark, sharp and sensitive.2°3

Tt is clear from this description that the standard
characterisation of an artist within the manga industry was one
which romanticised the igolated and powerless position of
artists in society, one which would make them more amenable to
manga editors. Experienced artist Kobayashl Yoshinorl recognised
an element of truth in the characterisation editors made of
manga artists, but also suggested that editors sought to
exacerbate artists' social inexperience:
Artistg and editors are basically enemies: thev have a
business relationship. An editor makes you keep
writing something when you don't want to do it because
it is popular. In that kind of situation artists
should stop writing their geries and leave the
magazine. But artists are childish and unworldly so
they just carry on writing. Which is very convenient

for the editors. They pick artists up when they are
yvoung and innocent and they make sure they never get a

chance to develop any business sense.254

Editors deal with artists' business interests and public
relations. If artists wish to deal with journalists, publishers
and business representatives directly they must make themgelves
into private companies. Many ladies' manga artists have

protected their business interests in this way, but amongst

253 Tnterview with Uchida Masaru, in a restaurant near his new company,
Manga Gallery, in Shinbashi, Tokyo. August 1994.

254 Tnterview with artist Kobayashi Yoshinori at his studio in Ogikubo.
August 1994.
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adult manga artists few took responsibility for their own
professional administration. Only two artists working for
Morning, Watase Seiz8 and N&678 Junichi, had made their studios
into private companies. Many editors felt that their role
included being 'the public face® (shakaiteki na kao) of manga
artists who were 'unworldly' (shakaiiin ja nai) and unable to
keep thelr own accounts. Many manga editors acted as the 'public
face' of artists under their supervision and one distinctive
indication of this was the very small number of manga artists

who carried their own business cardsg.255

Due to the nature of their work and the managerial role of
editors, artists tended to become extremely isolated and
gsocially dependent on their editors. I observed a work-meeting
between artist, Fujishima Késuke, producing the popular series
Aa! My Goddess (Aah! Megami Sama) for Afternoon, and his editor,
in Fuijishima's apartment in a suburb of Yokohama. Fujishima was
a shy person. He told me that he was going to Okinawa (a
Japanese igland located several hundred kilometres south of
Tokyo) to give a live radio interview, but added that he was
frightened about thig trip and was glad his editor was going
with him. Fujishima's editor urged him not to worry because they
would go together. Fujishima described to me the isolation that

had led him to become go reliant on his editor:

255Beside artists who had made themselwves inte small companies none of the
artists working for Morning, Afterncon, or Young gunday magazine carried
personal business cards. This included several extremely famous
individuals. Business cards are a standard and universal form of personal
introduction and communication amongst the Japanese middle classes. They
are uged by all white-collar combany employees, and alsc by studentse,
artists and musicians, and self-employed individuals.

150



Manga artists have a dark, unsociable (kurai) image in
the media, and in general it is true that manga
artists are rather ungociable. Because my job is done
at home, I don't really have to go out at all and I
have to actively struggle to force myself to leave my
apartment. The televigion comes intc my home and I get
all my new information and ideas from it. Manga
artists do not even talk to other manga artists very
much. All their relationships outside those with
aggistants and editors disappear. Artists I know have
reached the point where they are bored of meeting
other people entirely by the time they are 40 years
old. I am scared of isolation, that's why I bought a
motorbike to get out and about on.256

The chief editor of Morning had developed a metaphor for the
ideal relationship betwsen an artist and an editor and their
respective ideal personality types, which he used in editorial
meetings to lecture junior editors on how to treat artists under
their supervision. Kurihara Yoshiyuki proposed that manga
artists could be compared to women, and editors to men, and that
their relationship should be like a marriage. The editor ghould
pe strong and worldly and provide advice, protection and
guidance to the ideally wvulnerable, but creative artist, so that
'she' could create manga - the 'offspring’ of the union between
editors and artists. In the context of the unequal social power
of men and women in Japan, as elsewhere, this metaphor
inadvertently implied that manga artists should not only be
treated like ladies but also, perhaps, controlled like women.
The metaphor was highly representative of the way in which
artists' characters were portrayed both by artists and editors.
Common descriptions of manga artists as naive, unworldly, quiet
and meek, or dark, inward-looking and neurotic, were gimilar to

those frequently applied to Japanese woOHell in Japan -

2561nterview with artist Fujishima Kb6suke in the presence of hig editor, in
his apartment. February 1994.

151



inexperienced, childlike and secretive, with a potential for

magical power and mental derangement.

4.8 Persuasive editors

Editors and artists described how the editor/artist relationship
frequently became quite intimate, even problematically so. The
relationship was intimate in the first instance because artists
are isolated and see their editors more often than other people.
From here the level of intellectual and spiritual communication
required for editors to encourage artists to draw series
according to their ideas and encouraged them to develop close
relations with artists. Older editoers, in particular,
consciously employed the metaphor of the artist/editor
relationship as a romantic lialson between a man and a woman, as
a guideline for apprecaching artists. During editorial meetings
Kurihara Yoshiyuki, Chief editor and publisher of Morning,
entreated less confident junior editors to "woo' and "seduce"
valuable artists properly. Editors generally used their company
entertainment allowances to cover bills accrued in meeting
artists in bars and cafés. I attended many meetings between
artists and editors which were extended tc long entertalnment
sessiong in which editors escorted artists by taxi between
restaurants and bars. More experienced editorsg were personally
informed about the locations of exclusive bars and impressive
restaurants where they could attempt to influence artists under

their supervision.257 after being taken to expensive locations,

25r;’Observati<:>n of work meetings between relatively successful artists and
the deputy editor of Afternoon, Yyuri Koichi, betwgen April §nd August 199%4.
Two artists, Sugimura ghinichi and Okada Yuky6, w1ned‘and dined by
experienced editor Yuri K8ichi, remained extremely cuiet and awkward
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artists would often become receptive to editors' proposals for
their series through a combination of feelings including,
possibly, awe, fear, obligation, excitement, contentment and
drunkenness. In a large number of other cases editors
established 'chummy' relationships with artists as a means of
persuading them to cooperate properly. A senior editor of Young

Ssunday explained to me how he worked:

When an editor meets an artist he has to be very
enthuslastic about the artist‘s manga and the project
in hand. He has. to say, "Lock I‘ve got this plan for a
great manga story and only you could draw the pictures
for it!" Generally editors speak fast and
enthusiastically, talking is their trade, they are
like car salesmen. As you know, there is no guide to
perfect editing but there 1s a famous car salesman's
guide book about how to gell. I read it. It is really
good. The author says that every time he goes to the
door of a customer they turn him down, whatever he
says to them. The customers give him excuses. What the
autheor does then is listen to them. He listens to
everything they say and when they have finished he
goes away. But then he goeg back to the game door
later, and perhaps again they make up excuses and he
listens to them all again. Eventually the customers
run out of excuses go that when he calls for them once
again they have to consider buying the car. It is
really true, that technigque works. I do it with
artists. Every time I invite them to do something and
they refuse, I listen to their complainte and then T
ask them again later. If you repeat your request and
listen to everything they complain about, eventually
with time, they will consgider producing a few pages of
manga. They begin to worry that perhaps you will stop
asking them to work or that maybe they cught to do a
few pages of work to keep up the relationship. I use
that method with clder, shrewder artists. In the case
of vounger, inexperienced artists I encourage and

flatter them a lot to start a good relationship. 258

Editors found that it was ilmportant to make or at least to

affect close relationships in order to persuade artists to

" throughout the evening, and both later teold me that they were " frightened
of editors". Okada Yukyd® subsequently began a new geries, Rentaro no Ai, in
Morning Open magazine.

2581nterview with senior editer of Young Sunday, Tachikawa Yoshiake, in a
restaurant near Shégakukan buildings. August, 1994.
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produce work of value. Although popular artists could earn large
amounts of money from the royalties on manga series, financial
incentives alone could not generally induce them to produce high
quality drafts. Editors felt that artiste only became excited
and imaginative about their work and thereby surpass the minimal
technical requirements of drafts, if they felt they were
producing manga for another person who understood and
appreciated their talent. Some artists have their readers,
friends or other artists in mind whilst producing drafts, but
most artists are isolated from the wider manga medium and have
few personal relationships based on an interest in manga or its
contents. Most contemporary profesgional manga artists are not
connected with any group of people they are trying to
communicate with and impress with their manga, and in this
context artiste’ relationships with their editors have become
more important. A contract editor working for Young Sunday
explained how editors try to affect private rather than
commercial relations with artists:
Tt is necessary to be friends with the artist to make
good manga. Most editors try to be friends with the
artisgt and win them like a lover with expensive .
presents. Editors act just like a voung man chasing
after a girl towards artists. This aspect of the
relationship is consgidered necessary because money
alone is not enough to make artists stay with.the
editorial. Artists have to want to please their
editors and try herd for them. The degree to which the
artist will work hard and produce good work depends a

lot on the warmth of the relationship between
themgelves and their editors so the editors affect a

friendship where there is none really.229

259 nterview with contract editor of Young Sunday magazine,l Tc?rigae
Takushi, in a restaurant near to the Shdgakukan company building. June

1994.
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At the same time that editors try to develop harmonioug and
fruitful relationships with artists they alsc attempt to avoid
talking directly about contentious igsues. Rather than talking
about the inconvenience of artists: attitudes, editors focused
discussion on their talents. Questions about artists' social
backgrounds, education and personal life were avoided by editors
in an attempt to seal the editor/artist relationship within
narrow parameters and prevent it from being challenged.260 The
strength of this informal but powerful taboo was demonstrated to
me repeatedly by the frequency of awkward silences on the part
of artists I was forced by circumstance to attempt to interview
in the presence of their editors. Editors often invited me to
meet and interview artists under thelr supervision, but it was
clear that the majority of artists felt uncomfortable and unable
to angswer my questions properly in front of their editors. On
two guch occasions artists Jjokingly told me that "editors are
gcary" and in this way communicated that they could not really

discuss their relationships with their editors in front of them.

4.9 Conclusion: The importance of editors in the

industrial production of manga

It is clear from this examination of the industrial production

of adult manga that editors play a central role in the

28010 March 1994 I designed a brief l-page questionnaire about ar?is?s
socic-economic background and their opinions about the manga publlshlng
industry. I was, however, refused permission to distribute this . .
questionnaire amongst artiste connected to Morning and Afterncon editerial
office. I received a note of explanation from a junior editor on behalf of
the chief editor of Morning which stated (in English) that, "Editor§ never
want to ask artists those questions. Artists compete as equalg. We judge
artists only on their talent. We never want to ask them questions about

their family and educaticn.’
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production of commercial manga magazines. Editorial production
begins with the selection of young newcomer artists in manga
competitions. Although manga has been relatively open to young
artists, unless they are selected by an editorial, a manga
artist's career can not begin. Editors are then respongible for
the disciplining and priming of artists to produce work suitable
for publication. Editors not only choose and guide artists to
produce material which conforms to publishable standards but in
many cases they also employ scriptwriters to provide the entire
plot and speech parts of artists' series. Artists who want to
exercise complete control over the characters and themes of
their series are forced to produce these series for low-
circulation magazines and accept greatly diminished financial

returng from their work.

The industrial production of manga does not hinge on the mass-
production of manga scripts by cultural producers, but on the
regulation of their mass~distribution by editors. Thus
commercial manga is not created by the mere reproduction of
cultural production but by two distinct and complementary
functions: the artistic and the editorial. The chief editor of
Morning had thought a great deal about the relationship between
editors and artcists and compared these two functions to those of
"God" and "Christ" respectively. Whilst he compared the
originating creative role of manga artists to that of God,
Kurihara Yoshiyuki also felt that 1f artists were like God then
editors were like Christ, spreading the Word of God on earth.261

In fact Kurihara Yoshiyuki was impressecd by the apparent

26l1hterview with chief editor of Morning, Kurihara voshivuki, in Morning
editorial offices. June 1994,
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editorial abilities of Jesus Christ, and suggested that he was
probably the world's best ever editor, because he had managed to
spread the word of God to an incomparable number of people and

maintain this 'popularity' for two millennia.

In previous research into mass culture the role of editors in
shaping mass or popular-culture has been largely overlooked.
Even within theoretical discussions of popular-culture there are
very few references to the function of editors or similar types
of cultural managers. Within the manga industry, however,
selecting and managing the themes and content of each manga
series, and ultimately supervising the entire manga medium, is a
specific editorial function. It is arguable that the role of
editeors is as important as that of the primary cultural
producers, in this case manga artists, in the production of

contemporary culture.

The case of adult manga confirms an unusual analytical emphasis
on editors made by Nicholas Garnham, a chief proponent of the

contemporary 'political economy' school of cultural analysis:

We need to recognise the importance, within the
cultural industries and within the cultural process in
general, of the function which I shall call, for want
of a better word, editorial: the function not just of
creating a cultural repertoire matched to a gilven
audience or audiences but at the same time of matching
the cost of production of that repertoire to the
spending powers of that audience. These functions may
be filled by somebody or by some institution referred
to variously as a publisher, a television channel
controller, a Film distcributor, etc. It is a vital
function totally ignored by many cultural analysts, a
function as creative as writing a novel or directing a
£41m. It is a Ffunction, moreover, which will exist
centrally within the cultural process of any
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geographically dispersed society with a complex
division of labour,262

Garnham’s chosen term "editorial" could not of course be more

appropriate in the case of this particular resgearch.

However, Garnham’s point appears to be over-generalised on
geveral accounts. The role of editors, though necessitated by
industrialized mass-reproduction and mass-distribution, is not
mechanically determined by the nature of geographically
dispersed societies. The degree to which a commercial mass-
culture is orchestrated by editors depends on two historical
factors as much as any deographical factor. The particular stage
in development of the culture industry in guestion, and broad
changes in the social and political structure of society, which
directly affect the balance of power between cultural producers
and cultural managers - in this case editors employed by
publishing companies and manga artists. In Section Three, we
cshall return to examine in detail how the role of manga editors
has developed both qualitatively and quantitatively, in complex

and unpredicted ways between 1986 and 19%4.

262Garnham, N {1990) Capitalism and Communication: Global Culture and the

Economics of Information, Londen: Sage. 162.
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SECTION TWO: THE CHANGING STATUS OF MANGA IN JAPANESE
SOCIETY 1986-1995

Introduction

Iin Chapters Three and Four we examined the basic social
relations between the producers of commercial manga. The
systematic production of manga by manga artists and editors in
publishing companies represents the narrow world of commercial
manga production. Although exclusgive, this is not a seilf-
contained world: manga production does not only take place
within the context of the social, political and economic life of
Japanese society, it is - as we observed in Chapter Two -

particularly sensitive to soccial and political trends.

During the 1960s large sections of Japanese youth, both
university students and poor migrant workers in urban areas,
began to rebel against existing political, social and cultural
arrangements. Youth expressed their aspirations through radical
political movements and a broad range of new popular cultural
activities. The activities of this generation of youth
contributed to the rise of large culture industries in the
1970s, which made a market of their intellectual interests and
aesthetic tastes. While the explicitly politicel dimension of
vouth dissent quickly melted away, from the early 1970s to the
present, youth, youth culture, the mass media, and later - in
the 1980s - young women, have been a major focus in social and
academic discourse about the decay of Japanese soclety and

tradition. The underlying theme of these discourses has bheen a
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critigue of individualistic behaviour and psychology, encouraged
by the mass media and culture industries, which threatens to
fragment Japanese society. Contemporary Japan is not founded on
gsocial and political theories of the individual, and
individualism amongst Japanese ycuth and popular culture has
been associated with the West, as well as negatively equated
with gelf-indulgence, childishness, sexual inadequacy,
subjectivity, passivity, identity confusion and, in its most
recent manifestation, femininity. In 1981 the psychoanalyst and
social critic, Okonogl Keigo, published an influential critique
of Japanese youth.2® Ckonogl's main point was that Japanese
vouth - a loose category which ultimately incorporated all
generations of Japanese born in the post-war period - had no
social congciousness or interest in civil society:

Present day soclety embraces an increasing number of

people who have no sense of belonging to any party or

organisation but instead are orientated towards non-

affiliation, escape from controlled society, and youth
culture. I have called them the moratorium people.?8

From the mid-1980s the perception that Japanese society and
culture was fragmenting, as younger generations became absorbed
in consumer culture and particularistic hobbies, increased
amongst critics. Fujicka Wakac suggested that mass-society was
decomposing into micromasses:
What will become of Japan.. if society continues to
fragment into these gelf-satisfied, complacent
nicromasses? The grasshoppers (contemporary Japanese)

1ive in tiny cabins on a huge ship. They do not care
if the sea is rough or calm, nor do they care what

2630konogi, K. {1981) Age of the Maoratorium People (Moratorium Ningen no

Jidai), Tokyo: Ch6 Kdronsha.
2640konogi, K. (1978) 'The Age of Moratorium People', Japan Echo., 5:1. 17.
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d%rection_thg ship is taking. Their only desire ig for
life to remain pleasant in their cabing, 265

Between 1986 and 1995 the manga medium became the object of
several more specific social and cultural debates. Increasing
attention was paid to manga as a form of Japanese culture. Manga
wag subjected to a new level of scrutiny, interference and
consciougs manoeuvring from social organisations and cultural
institutions, the government and government agencies, citizens'
groupeg, the media, the public, and eventually foreign
institutions and media too. Manga became a significant cultural
marker in social and political discourses and an important
indicator on new visgions of Japanese gociety and culture. It is
possible that it is the domestic originsg and the authenticity of
manga to Japanese soviety and no other, in combination with its
assoclation with the most important social and political trends
of the post-war period, which endowed manga with great potency
ag a cultural symbol. From 1986 to 1995, different sections of
Japanese society strived to place manga culture in a new
position in society, to serve, perhaps, as an expression of

their new social and political orientations.

The manga medium became the okject of both a powerful anti-manga
cengsorship campaign, and a less centred movement towards the
promotion of manga to a higher cultural status than it had
previously been allotted throughout the post-~war period.
Political and realistic manga derived from gekiga and used by
commercial magazines, in particular, became strongly favoured.

At the same time cutting-edge fantasy and science fiction

265pydioka, W. (1986) 'The rise of the micromasses', Japan, Echo. 13:1. 38.
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genres, derived from girls' manga, and currently popular amcngst
amateur artists and manga fans, were condemned and censored,
These two trends had an extensive and combined influence on the
form and content of commercial manga and the overall structure
of the manga medium. In this period the manga medium became
divided between 'good' and 'bad' manga. So much so that in the
public eye, amateur and commercial manga became perceived as
separate cultural phenomena, bearing quite disconnected cultural

statuses.

In this section we will examine how these trends were
manifested. Chapter Five examlines the emergence of a large
amateur manga movement during the 1980s and the period after
19892 when the amateur manga world became the target of what
might be provisgionally categorised as a 'moral panic'. The
result of this panic about amateur manga was the widespread
vilification of amateur manga styles and gehres, and amateur
manga artists. Chapter Six looks at the anti-manga censorship
movemant which gained momentum in Japanese soclety between 1990
and 1592. The result of this censorship campaign targeted at
commercial manga was the re-categorisation of commercial manga
into 'good' and 'bad' manga and the incorporation of strict
self-regulation within the manga industry. Chapter Seven looks
at the promotion of other forms of manga to the status of nigh-
quality and respectable 'culture',K and the influence this had on
the form and content of weekly adult magazineg such as Morning -

where my fileldwork was based.
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CHAPTER FIVE: The Amateur Manga Movement and the otaku
Panic of 1989-1994

5.1 The emergence of contemporary amateur manga

The gradual usurpation of the book loan shop and other minor
manga publishing industries such as Osaka red books (akabon) by
the new manga magazine industry meant two things for manga
artists. They had to work much harder, and faster, and the style
and content of artists' work became more tightly regulated and
directly commissioned. Bock loan shop manga companies paid
notoriously low wages, but manga artists experienced a great
deal of leniency over the details of the series they
produced.266 By the early 1960s, experienced manga artists began
to feel that the new form of work arrangements were having a
corrosive effect on the internal development of the manga medium
and on manga artists' liberty. In particular, it was felt that
the perscnal space in which manga artists could to some degree

express themselves within their work had decreased.

Several non-~commercially oriented manga magazines were
established during the 1960s, with the goal of providing an
alternative space for the publication of manga. In 1266 Tezuka
Ogsamu established COM, a monthly manga magazine devoted to
embracing the free expression of its contributing artists. In a

founding statement published in the first issue of COM, Tezuka

266t5chida Masaru, chief editor of Weekly Boy’s Magazine from 1965 through
the 1970s, told me that during the early 1960g large publishing companies
such as Kddansha offered artists piece work rates at least 10 times as high
as those paid by book loan shop manga companies. Interview in April 1934.
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Osamu explained to readers why he had wanted to establish an

alternative, non-commercially oriented magazine:
It is said that now is the golden age of manga. So
shouldn't works of outstanding quality be published ?
Or isn't the real situation one in which many manga
artists are being worked to death, while they are
forced into submission, servitude and cooperation with
the cruel requirements of commercialism ? With this
magazine I thought I would show you what real story

manga ig. COM is a magazine for comrades who love
manga.267

Though surviving only 6 years before going kankrupt in 1972, COM
hag been well remembered amongst manga artists and fang, and, in
fact, manga publishing companies too, as an exciting, and
influential story-manga magazine. COM magazine wag established
as an adult manga magazine in which any form of artistsg'
expression, including sexual expression, could be published.
However Tezuka Osamu and the core group of manga artists,
including Nagashima Shinji, Ishinomori Shétard, and Fujiko
Fujid, who contributed to COM were mostly childrens' story-manga

artists whe used cute, rounded drawing stvles.

Alongside COM another non-commercially-oriented magazine, GARO,
was established in 1964, and continues to exist today. GARO was
devoted to publishing the personal work of gekiga artists, and
in particular the work of Shirato Sanpei, and other noted gekiga
artists<268 gsuch as Yoshiharu Tsuge, many of whom refused to make

the transition from book loan shop manga companies to working

267Statement of intention made by Tezuka Osamu in, 'A Woxrd From the .
Creator' (Kansd no Kotoba) published ingide the front cover of the first

issue of COM magazine, December 1966. .
26BInterview with Nagai Katsuichi, the founder and long time owner of GARO

magazine. August 1994.
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for large publishing companies.269 In return for retaining
freedom over what they produced, contributors to GARO received

no wages.

COM and GARO magazines existed on the boundary between
professional and amateur manga.270 Whilst they were not
commercially-oriented, and they purportedly allowed full freedom
to manga artists, many of their contributors were also top
professional artists, when the magazines were published. During
the 1960s however, before the dévelopment of cheap offset
printing machinesg, these magazines were virtually the onlf
alternative to wholly amateur unpublished manga, which was
written by nand.2’l what the establishment of these non-
commercially-oriented magazines implies is that the rapid
ascendancy of the commercial manga magazine industry over the
entire manga medium during the 1960s encouraged the development
of an organised sphere of non-commercial or amateur manga
production amongst manga artists. To some degree, the
flourighing of amateur manga was a reactive formation to the

growth of commercial manga production.

No official records or collections of hand-written manga, which

was necessarily produced in single copies, exist. Hand written

269According to veteran manca artist Nagashima Shinji, a personal friend of
Yoshiharu Tsuge, he and Yoshiharu beth refused to work for large publishing
companies when they were approached by editors in the mid-196Cs. January
1994, '

2701n 1992 GARO changed ownership for the first time. According to my
discussions with the editorial staff of GARO, the new owner, Yamanaka Jun,
intends to increase the commercial viability of the magazine. March 1994.
2711n fact Meiji Univergity Manga club (Meifi Daigaku Manga Kenkyilkai),
established as early as 1954, has records which suggest that the club's
annual anthology of amateur manga was produced through tbgll96Qs. SQurce:
discussions with members and the student president of Meiji University

Manga Club. March 18994.
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amateur manga known as nikushitsukaitenshi were passed around
circles of friends, many of whom would alsc have been manga
artists oxr fans. Older artists, now famous for producing great
guantities of commercial manga, such as Ishinomori Shétard and
Akatsuka Fujio, produced amateur manga of this very painstaking
kind until the end of the 1960s8.272 Although historical evidence
revealing the extent of early amateur manga production is
difficult to find, the existence of geveral printed amateur
manga magazines devoted to criticism of amateur and professional
manga, does imply that there must already have been a
congiderable amount of amateur manga in circulation from the
mid-1960s onwards. Between 1967 and 1974 an amateur, unpublished
magazine entitled Mangashugi (Manga-ism) was produced on an
intermittent basis, and carried the opinion pieces of new,
underground manga critics such as Gotd Shin, Ishiko Junzd,
Kikuchi Asaiird, and Kaji Jun.273 During the mid-1970s,
following the demise of Mangashugi, another amateur manga

magazine entitled Yakkd (Night Train), began circulation.274

5.2 WMini communications and Comic Market

At the beginning of the 1970s cheap and portable offset printing
and photocopying facilities rapidly became avallable to the

public.275 amateur manga and literature of any kind could now be

reproduced and distributed cheaply and easily, creating the

272Yonezawa, v. (1985) 'Comic Market' (Comiket) in The Nexd Bgok (Otaku mo

Hon)}, Tokyo: Takarajimasha. 77. |
273Kure, T {1590) Contemporary Mandga: The Complete Picture (Gendal Manga

no Zentai Z86), Tokyo: Shiki Shuppan. 26
274gure (1990). 26.
275vonezawa (1989). 77.
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possibility of mass participation in unregistered and
unpublished forms of cultural production. During the early 1970s
the new possibilities opened up by this technology also meant
that it was relatively easy for individuals to set up small
publishing and printing companies. Many ex-radical studente who
had ruined their chances of jeining a good company through their
political activities, or who were turning their energlies to
yvouth culture, set up one-man publishing companies producing
small, erotic or speclalist culture magazines, many of which

also contained sections of more unusual manga.

On ancother level, individuals in all walks of 1ife could now
print and reproduce their amateur works, without publishing at
all, wusing the services of these new, mini printing companies.
This twilight sphere of cultural production became known as the
mini komi (mini communications), existing bensath the
superstructure of mass communications.276 One of the most
extensive forms of minl communicaticns was Lo become printed

amateur manga.

Contemporary printed amateur manga are known as ddjimshi, or
kojinshi. The transliteral meaning of dfjinshi is 'fraternity-
magazine' and it was previously used to refer to pamphlets or
magazines distributed within specific associations or societies.
Ag this term has become less appropriate to describe printed
works which have now become available to hundreds or even

thousands of disassociated manga fang, scme amateur artists have

2765 similarly amateur and largely unregulated culture and mo@e of
communication popular in Britain and the United States today is the

computer 'internet'.
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begun, instead, to categorise their works kojinshi, meaning
rindividuals' -magazine'. Alongside the growth of the commercial
manga industry, and following the development of cheap offset
printing and photocopying facilities, the number of manga
artists and fans printing and digtributing editions of their own
amateur manga began tec increase, first slowly in the 1970s, and

then rapidly during the 1980g.

In 1975 a group of young manga critice founded a new institution
to encourage the development of unpublished amateur manga. The
institution was Comic Market (also abbreviated to Comiket and
Comike), a free space for manga digtribution in the form of a
convention held several times a yvear where amateur manga could
be sought and sold. The manga critics were Aniwa Jun, Harada
Terud and Yonezawa Yoshihiro, the current president of Comic
Market. Yonezawa Yoshihiro explained to me:
We set up Comic Market because I felt that we needed a
place to cilrculate underground manga that could not
get published. I wanted to make a network to keep all
the radical, erctic, and exciting new expression in
manga flowing. All the independent comicsg and meeting
places of the 1960g were disappearing by 1973 to 74,
and then COM magazine folded. It was a regression,
from being able to publish all kinds of stuff in
mainstream magazines to only being able to publish

unusual stuff in déjinshi underground magazines. But
what else can you do, but start again from the

underground 2277

Large publishing companies ceased to produce radical and
stylistically innovatory manga series around 1272-3, because

they no longer matched sufficiently closely the interests of

277Interview with Yonezawa Yoshihiro, president and founder of Comic
Market. July 1994,
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their growing audiences. New manga artists and fans, interested
in developing new forme of expression in manga, were forced to
turn to amateur production and déjinshi as an outlet for
unpublishable matter on a more systematic basis. After this
point of transition in the first half of the 1970s, the amateur
manga medium rapildly developed an internal momentum, partially

independent of developments in commercial manga publishing.

Between 1975 and 1984, Comic Market was held on three days a
year, after which point attendance grew so large that it was
rescheduled to two weekend conventions held in August and
December.278 At the First Comic Market held in December 1975,
thirty two amateur manga circles, and six hundred individuals,
attended. 479 These figures grew glowly between 1975 and 1986,
and then rapidly between 1986 and 1992. Ccmic Market became the
central organisation of the amateur manga medium, the existence
of which encouraged the formation of new amateur manga circles,
in high schools, in colleges and between amateur manga artists
with similar interests, across the country. Attendance figures
of Comic Market provide a useful illustration of the proportions
and growth of the amateur manga medium, which isg otherwise a
remarkably invisible subculture in Japanese society. Figure 17
and Figure 18, ghow the annual growth of individual attendance,
and of manga circle participation in Comic Market respectively,

according to the attendance figures of December events, over the

278romic Market 46 Participant Application Form and Brochure Set (Comic
Market 46 Sanka Moshikomusho Set), Tokyo: Comiket Junbikail. December 1993,
15,

279As above.
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period of Comic Market's existence.280 gince 1993, sixteen
thousand separate manga circles, distributing one or more
emateur works produced by their members, have participated in
each Comic Market convention, although in fact there were twenty
nine thousand applications from manga circles wishing to attend
these conventions.28l These figures give an accurate indication
of the number of amateur manga circles acrosg the country, which
ig currently estimated at anywhere between thirty and fifty
thousand.282 Figure 18 illustrates that the amount of amateur
manga being produced and distributed hasg increased greatly since
around 1988, and may now total anything from about twenty Eive

thousand separate works a vear upwards.283

5.3 Amateur manga related businesses

Comic Market is ostensibly a voluntary, non-profit making
organisation, but a range of other commercial enterprises have
begun to grow on the margins of the amateur manga pool. In 1986
specialist amateur manga printer Akabubu Tsushin launched Wings
amateur manga conventions, and later Tokyo Ryfliko Centre (TRC)
set up Comic City conventions. Both of these companies hold

small to medium sized conventiong in towns across the country

280pata used in Figure 17 and Figure 18 is printed in the Comic Market 456
Participant Application Form and Brochure Set. December 1993, 14~15.

2Blincerview with Yonezawa Yoshihiro. July 1994.

2827pidasy 1993, Tokyo: Shiieisha. 1992. 1094,

283mnig figure of 25 000 is calculated on the basis that there are
currently two Comic Markets conventiong a year, each attended by 16
thousand circles, of which 74.1 percent, or 11,856 clircles produce manga
per se (rather than music, cogtumes, or CD ROMs). Each of the former 11,856
circles distributes at least one new work, twice a yeaxr. Thus at Comilc
Market alone approximately 23,712 amateur worke are distributed each year.
In addition to which there are many other emaller amateur manga conventlons
across the country where different manga works are distributed. Finally,
some amateur manga artists who do produce work may not attend and
distribute their work at conventions at all.
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Figure 17

The Increase of Individuals Attending December Comic Market
betweeen 1975 and 1995
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Figure 18

The Increase of Amateur Manga Circles Participating in Comilc
Market between 1975 and 1993
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every few weeks. It is possible for amateur manga artists and
fans to vigit a convention to find contacts and friends or to
search out new amateur manga every other weekend, though in fact
many smaller conventions are limited to specific genres of
amateur menga of interest to just one particular section of

amateur manga artists.

Timetables of convention dates and locations are advertised in
several monthly magazines devoted to the amateur manga world. In
the mid-1970s low~circulation magazines such as June (San
Shuppan), Peke (Minori Shobd), Again, Tanbi and Manga
Kissotengal sprang up around the growing amateur manga world.284
The first of these magazines, entitled Manpa (Manga Wave) was
launched in 1976 with the intention of supporting the work of a
new group of female artists working within amateur manga, known
as the 1949 group (nijdyon-nen-gumi).285% In 1982 this magazine
gplit into: Puff which began and ccntinues to specialige only in
amateur girls' manga, and Comic Box, which covers all amateur
manga and continues to exert a partially leftist political
biag.286 These magazines also carry adverts for small déjinshi
publishers, déjinshi books and anthologies, meetings places for
amateur artists, and small specialist manga book shops which may
also sell some déjinshi. Comic Box magazine also publishes manga
criticism, interviews with manga artists, and otherwise

unrecorded indexed records of all published manga matter.

2B4Tnterview with Yonezawa Yoshihiro. July 1994.
285pg above.
286AS above.
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In addition to magazines which function as organisational
centres of the amateur medium, an increasing number of companies
have begun to publish amateur manga itself. Fusion Productions
company, which makes Comic Box magazine, also publishes Comic
Box Jr. a three hundred page monthly magazine in which
collections of already printed and distributed amateur manga
organised by specific genre or sub-genre is published. This same
company specialises in publishing collected anthologlies of
déjinshi, which so far include a now infamous, erotic, three-
volume series entitled The Lolita Svndrome (Bishéjo Shékégun)
published in 1985. In addition to small publishers, the growth
of the amateur manga medlum has provided custom for a large
number of small printing shops such asg P-Mate Insatsu, and
Hikari Insatsu, many of which specialise solely in the

production of déjinshi.

Another commercial venture directly linked to the amateur manga
medium consists of large manga shops, which cater to the
specialist requirements of amateur manga artists and fans. In
1984 a chain of manga shops entitled Manga no Mori (Manga
Forest), sprang up in the Shinjuku, Takadancbaba, Kichijoji,
Higashi Ikebukuro, sub-centres of Tokyo.287 In 1992, Mandarake,
a multi-storey manga superstore, opened in another centre of
Tokyo, Shibuya, in which staff wear costumes fashioned after

those of better-known manga characters.

In addition to these 'mini communications' industries servicing

the amateur manga medium, for a small minority of amateur

287The Nerd Book. (1989} 246.
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artists déjinshi production itself may have become a commercial
enterprise. Amateur artists and the organisers of tax-exempt
manga conventions deny that définshi printing is ever a profit-
making activity, 288 but within the commercial manga industry
there are accusatory rumours that certain artisgts, who have
become famous in the amateur manga world, or even as
professional artists, are attending manga conventions with tens
of thousands of copies of their latest dé7jinshi, eager to make
big profits. Comments about "some amateur artists {who) have
bought mansions with the profits they made on déjinshi® 289, are
gquite common amongst professional manga artists and editors.
They worry that individual amateur artists might be able to tap
the commercial potential of their products, directly. Manga
critic, Kure Tomofuea, calculated, that if a well-known artist
go0ld 10 thousand copiles of a définshi at a convention attended
by up to two hundred thousand people they would make a personal
revenue of 1 million yen.290 However, if printing and
transportation costs are deducted from this possible total
revenue, actual profits would be approximately 5 hundred

thousand ven.29l Whilst a few professional artists, such as

2881n the Comic Market Application Brochure, rules banning all profit
making activities are clearly stated, though it is possible the organisers
of Comic Market are aware that in practice these rules are being broken.

Comic Market 46 Participant Application Form and Brochure Set. December
1993, k-6,

289D scussions with Tanaka Hideyuki, Senior Editor of Morning magazine.
2301nterview with Kure Tomofusa. June 1994.

291pyinters charge around ¥500 per copy in a typical print run of 100 to
200 d6jinshi. Amateur artists generally =zell each copy of a déjinshi at
¥1000, and make a profit of ¥500 yven per copy. For the vast majority of
amateur artists, this profit barely covers their losses made through unsold
stock, and the cosgts of their transport and convention attendance. The
price of larger print-runs is proportionately lower, but the cost of hiring
private removal and packing services to transport the déjinshi from the
printers to a convention, removes any advantages over economy of size in
printing costs. If an artist could sell 10 000 copies of their dbjinshi,
they might expect to make about ¥500 000 {£3333) in prefits. Moreover, it
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Ozaki Minamli and Sonoda Kenichi, do follow this practice, most
do not bother, confirming the actually rather low potential for
profit-making by sales of amateur manga. Rather than being a
"black market," the existence of an amateur market has
encouraged the amateur manga medium to flourish, by providing a
means by which young artists of no particular financial means

can cover some of the costs of their private productions.

However, even modest sales of déjinshi do imply that the meaning
of the concept 'amateur' has changed in its emphasis. Rather
than meaning ‘non-commercial’ in the absolute sense of a product
not entering a market, amateur, which is the precise term still
used to describe d&jinshi, now means ‘unpublished’, with a
secondary meaning of not commercially inspired. A wide but
shallow amateur manga market has emerged, a shadew beneath the
much more profitable official market for professional, publisghed

manga .

5.4 Amateur manga artists

In the second half of the 1970s when Comic Market was still a
relatively small convention, a large number of early déjinshi
artists graduated from amateur to profesgional status. Ishii
Hisaichi, Saimon Fumi, Sabe Anoma, Kono Moji, Takahashi Hakkai.,
and Takahashi Rumiko, all printed déjinshi and distributed them
at Comic Market, subseguent to becoming famous, professional

artists.292 As the size of the amateur medium grew in the 1980s

is extremely unlikely that a manga artist could physically tender even a
fraction of 10 000 books in one day.

292Yonezawa, Y. 1989, 78.
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this flow of artists 'upwards' into commercial production

decreased sharply.

It is evident from the graphs presented in Figure 17 and Figure
18 that the amateur manga movement reached its peak size in 1990
to 18%2, when a staggering gquarter of a million amateur artists
and fans attended Comic Market. In fact manga conventions are
the only truly mass public gatherings in contemporary Japan, and
in this regard, combined with the low social class of the
majority of the participants, they bear a sociological
significance similar in some senses to that of football in the
UK. Most of these contemporary artiste and fans are aged between
their late teens and mid-twenties. Although no statistics have
been recorded, Yonezawa Yoshihiro has alsc observed that young
Japanese from low-income backgrounds, typilcally raised in large
suburban housing complexes (danchi), and attending low-ranking
colleges (senmongaku), or without higher education, are in the
majority at Comic Market. The gignificance of this observation
ig not straightforward. Despite the academic and media attention
given to the extensiveness of Japanese higher education and the
emergence of a universal middle-clags gociety in contemporary
Japan, the majority of young Japanese do not receive higher
education, and of those that do, a large proportion attend low-
ranking colleges, while the majority of Japanese people now live
in suburban housing estates., While this could be taken to
suggest that the socioclogical compositicn of Comic Market was
therefore 'standard' and 'representative', the significance of
Yonezawa's observation is, perhaps, that this is one of the few

cultural and social forums in contemporary Japanese socilety
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which is not dominated by more privileged sections of Japanese
gsociety. In discusgsing how Comic Market had changed towards the
end of the 1980s, Yonezawa Yoshihiro also reported that:
After 1987 there was a sudden surge of young people
going to Comic Market. It was the teenage children of
the baby boomers, with ex-student-radical parents.

Many of them come from quite a high social class, so
amateur manga fans now tend to be from elther low or

high-status positions in society.293

Thus part of the rapid expansion of the amateur manga medium at
the end of the 1980s is accocunted for by the bresking wave of a
teenage baby-boom generatiocn, one whose parents' generation may
have passed on some of their positive attitude towards manga,
cultivated in their student days. The huge proliferation of
dfjinshi production in the wake of the mini communications boom
which allowed many ordinary Japanese youth to begin producing
amateur manga meant that by the 1980s virtually all amateur
manga wase being made, not by professional artists seeking
alternative outletg for thelr personal work, but by voung
artists who had no relationship with the manga pubklishing
industry at all. Of the tens of thousands of ddjinshi writers
joining the medium during the 1980s, only & handful went on to
become professional artists.2%4 The originally tight
relaticnship between amateur and professional manga production
became looser. In an attempt to direct some of these amateur
artists towards commercial producticn, the Comic Market

Preparation Committee began publishing an annual journal

253Tnterview with Yonezawa Yoshihiro. July 1994.

2%4case examples of déjinshi artists who transferred to commercial manga
production after the late 19805 are cited in the section 5.10 of this
chapter.
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designed to promote amateur manga artists. In this journal,
published every summer and entitled Comiket Origin, 15 to 20
amateur artists of the best selling déjinshi of the previous

year are reviewed and introduced to the public.2953

Early in the development of Comic Market it became evident that
printed amateur manga was providing an unexpected new gateway
into the manga medium for Japanese women. Although Disney
animation, and the cute childrens' manga characters created by
Tezuka Osamu, had long been popular with voung women, very few
women had become manga artists before 1970, Commercial manga was
dominated by boys' and adults' magazines, and these publishing
categories continue to represent the mainstream of the medium
and the publishing industry today. The number of women making
déjinshi increased quickly after the establishment of Comic
Market, so that the first result of the sudden increase in the
general accegsibility of the manga medium was a new amateur
manga movement engendered by women:. In the mid-1970s a group of
female artists producing "small quantities cof extremely high-
quality manga"296 emerged, and became known as the 24-group
(Nijliyon-nen Gumi), after the year, 1949, in which a number of
them were born.2?7 These artists, including Hagio Moto, Takemiya
Keiko, Oghima Yumiko and Yamagishi Ryoko joined other earlier
déjinshi artists who had become professional manga artists, when

they filtered 'upwards' into commercial girls' manga magazines.

295 Tnterview with Yonezawa Yoshihiro. July 1994.

2961 terview with Saitani Ryd, chief editor of Comic Box, and amateur manga
expert. April 19%4.

297 Interview with Saitani Ry6. April 1994.
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Until 1989, approximately 80 percent of ddjinshHi artigts
attending Comic Market were female, and only 20 percent male.
Since 1990, however, male participation in Comic Market has
increased to 35 percent. The girls' manga genre continues to
dominate amateur production but, and this ig a point of great
interest, it has now been partially adopted by male déjinshi
artists. The increase in male attendance of Comic Market after
1988, which was one contributing factor in the rapid
proliferation of the amateur medium at this time, ig connected
with the adaptation of girls' manga styles by young men. (See a

sample of early girls' manga in Figure 19.)

5.5 Genre evelution within amateur manga

The dramatic, realistic, adult-oriented gekiga form, which arose
out of the anti-establishment manga subculture of the late
185C0g, and which was subsequently absorbed into commercial adult
manga production during the 1960s, has not been a big influence
on contemporary amateur manga. Girls' manga, which hasgs exerted a
strong influence in amateur manga production, has far greater
gtylistic continuity with the less politically controversial
tradition of child-oriented, cute, sometimes fantastical, manga
style pioneered by Tezuka Osamu. 298 Not only have amateur and
commercial manga artists become increasingly separate gocial
groups, but the stylistic develcpment of amateur manga has

diverged from that of commercial manga entirely. From amateur

298Here, I use 'manga’ not in the generic senge of all Japanese comics, but
in the more specific secondary sense of the 'manga' style, as oppose to the
gekiga style.
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manga have emerged new styles which are distinctly recognigable

as amateur in origin.

In the early 1980s dbjinshi artists began to produce not only
new, original works, but a new genre of parody manga. Parody is
based on revised versions of published, commercial manga stories
and characters. While often radically altering the content of
original stories, and implicitly criticizing original themes,
parody does not always imply a strongly ironic or humorous re-
rendering of texts as it might do in the English use of the
word. In some senses the Japanese meaning of 'parody' is closer
to the English sense of 'kitsch'. The first commercial manga
series which attracted a whole wave of amateur parodies in the
first half of the 1980s, was Spaceship Yamato {(Uchii Senkan
Yamatc).299 As the amateur manga medium expanded in the 1980s,
the proportion of déjinshi artists producing parody instead of
original workg increased too. By 1989 45.9 percent of material
sold at Comic Market was parody, whilst only 12.1 percent was
original manga. Figure 20 illustrates the proportions of the
different genres of amateur manga, including parody and

original, distributed at Comic market in the recent period.300

Mogt parody manga have been based on leading boys' manga stories
serialised in commercial magazines. Stories in the top-selling

magazine, Jump (Shikan Shdnen Jump) , such as Dragon Ball,

239yonezawa Yoshihiro. 1989, 79.

300pata used in this ple chart wag originally published in 'A Fifteeen Year
Higtory of Comic Market' (Comilc Market 15 Nenghi) published in (November
1989) Comic Box, Tokyo: Fusion Production. The original data contained an
inaccuracy however. The total percentage of all the genres added up to
100.5 percent. In crder to compensate for this errocr 0.5 percent has been
deducted from the largest category, '‘'other’', in Figure 20.
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Figure 19

Girls' manga: The Glass Mask by Miuchi Suzue
Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Glass no Kamen Vol. 1.(1994) Tokyo:Hakusensha Bunko.



YiyGhakushdé, Slam Dunk, and Captain Tsubasa, have been
particularly freqguent sources of parcdy. Parody based on
animaticn rather than manga series, and referred to ag aniparo
(an abbreviation of animation-parody), became more popular E£rom
the mid-1980s onwards. In the same period cosplay (an
abbreviation of costume-play), where manga fans dress up in the
costumeg of well-known manga characters and perform a form of
live parody at amateur manga conventions, also became
widespread. (See a girl at Comic Market in August 1994

performing cosplay in Plate 7.)

Female déjinshi artists categorised their styvle of manga, which
is dominant in both parody and original work, as yaoi. This word
is a three letter acronym, va-o-i1, composed of the first
gyllable (here printed in bold) ¢f each of the fellowing three
phrases; "yama nashi, ochi nashi, imi nashi”. These phrasesg
mean "no build-up, no foreclosure, and no meaning", and they are
frequently cited to describe the almost total absence of
narrative structure which has been typical of amateur manga from
the mid-1980s onwards.3%l In yaoi manga the gymbolic appearance
of characters, and emotiong attached to characters' gituations,
have become far more important than the traditional 'plot'. The
'narrative' or story-line, which in many ways is the only
remaining link between manga and works generally understcod as
high-literature, has been very much abandoned to commercial
manga publishers, for whom it continues to be of varied but
generally substantial importance. Yaoi is also characterised by

its main subject matter, which is homoerotica, and homosexual

301rhe original meaning of yaoi, common knowledge amongst manga fans, is
defined on paper in Imidasu 1993, Tokyo: Shégakukan. 1094.
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Figure 20

Genre distribution of amateur manga at Comic Market in 1989

other
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animation
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original boys'
manga 3.7%
parody

ariginal girls' 45.9%

manga 8.4%

Source: 'Comic Market 15 Nenshi', Comic Box, November 1989.



romance, typlcally between lead male characters of the parodied
or original work. There are extensive and well researched
traditions of transvestism and homoerctisism in both modern
Japanese culture and Anglo-American comic and television fanzine

subcultures.302 (plate 8 depicts a sample from a homoerotic yaoi

dé7inshi.)

Towards the end of the 1%80s the number of men producing
déjinshi and attending Comic Market increased. Many of these men
had become interested in writing girls' manga. A type of very
cute girls' manga written by, and for, men was adapted from the
gtyles of manga pioneeraed by female artiste and used in small
girls' manga story magazines, such as Ribbon published by
Shieigha, and Margaret published by Kddansgha. Male girls' manga,
features little girls as heroines, and increaged its pregence at
Comic Market from the end of the 1980s2. Most of this girls'
manga falls into the new genre category of Lolicom (an
abbreviation of Lolita complex).303 (See a sample of published

Lolicom manga in Figure 21.)

In 1991 Comic Box Jr. published an. anthology of original amateur
manga entitled "Original manga is not beaten by parody yet!",
confirming that amateur manga production has become dominated by
parody. The predominance of parody in amateur manga is

fregquently cilted by company editors, professional artists, and

3028ee, for example, Buruma, I.(1984) 'The Third Sex', in A Japanese
Mirror: Herces =nd Villaing of Japanese Culture, London: Panguin. 113-12%,

And Jenkins, H. (1992} Textual Pecachers: Television Fapns and Participatory
Culture, London: Routledge.

303The term lolicom is an abbreviation of 'Lolita complex', which is a
reference to Vliadimir Nabukov's Lolita, and the theme of older male
cbhbaession with innccent, pre-pubescent girls.
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cultural critics, as evidence of the inferiority of amateur
manga to commercial manga, in which all stories are "original”.
The basis of this differential evaluation is that originality of
style - if not of the actual story line and type of character -
ie the principal criterion of commercial viability. Many parody
artists have come to accept the view that parody is
quantitatively less original, and therefore culturally inferior
to origimal work. Thus even in amateur manga circles commercial
viability has been implicitly accepted as a measurement of

objective quality.

Original amateur manga writers produce manga with the potential
for commercial exploitation, and many of them may measure
themselves in relation to commercial manga magazines. Tﬁis is
either an antagonigtic relationship in which they feel they have
rejected the constraints of commercial manga writing, or a
complementary relationship in which they aim ultimately to get
their work publisgshed, or, most frequently, both of these at
once. As parody manga production began to outweigh original
manga production in the mid-1980s,304 original amateur artists
have begun to keep away from Comic Market and form their own
much smaller, and less organised, cligques of amateur manga
artists. Both in stylistic influences and self-perception, many
contemporary original artists are more directly related to the
amateur manga of the early 1970s than the massive amateur medium
of the 1980s and 1990s. Amateur artists producing gekiga rather
than girls' manga-inspired work were less likely to attend Comic

Market and more likely to try to get their work published in

3041nterview with Yonezawa Yoshihiro. July 1994.
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Plate 8

Homoerotlic amateur vaol manga déiinshi

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Return to the Nile (Nile o Sakanobotte) (Front cover)
by Yahagi Takako, 1989.




Figure 21

Lollcom manga

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Cunsmith Cats by Sonoda Kenichi, serialised in
Afternocon, 1994.



GARO magazine, or in low circulation commercial manga magazines.
One such young, original, amateur artist with connections to
GARO magazine, and to the famous artist Nagashima Shinji,
explained her posgition to me:
Manga culture is pathetic at the moment because it is
all parody. It all looks the same. I don't go te Comic
Market and neither do my friends. We have small
conventions for original manga artists. The only
reason why everyone produces parody ls because they do
not have the skillg to write original works, they

cannot understand any charactersg apart from those they
have been reading for years.305

In a survey that I distributed at random to 40 amateur manga
artists at Comic Market in August 1994, the respondents were
divided in their opinions about this issue.206 a total of 29
respondents returned the survey, and of these, 19 respondents
gaid they preferred parody to original manga. Of these people,
10 respondents cited it was "more interesting", as their reason
for either producing or buving parody manga. Ancther 9 of the 19
respondents who claimed to prefer parody to original manga,
cited that it wag either "easier to understand” or that they
were "not capable of making original manga". The remaining 10
respondents claimed not to like parody manga at all, because it
was "not interesting’.307 Thus, approximately one third of

respondents, who were all Comic Market participants, did not

305Interview with Romi, & 26 year old female amateur artist, at a house
party held by famous male manga artists of the 1950s generation. May 1994.
300This wae a single-sheet, self-completion, postal-reply, questionnaire
survey written in the style of informal, cute handwriting popular amongst
amateur manga artists.

307 he questions included on this single-sgheet, self-completion,
guestionnaire survey cited here were:

2a) Do you prefer parody or original déjinshi ?

{Angwer: parody/original/both/other............... )

2b) wWhy is that vour favourite ?



like parody manga at all, another third said they liked parody
manga because it was more interesting, and a final third said
they liked parody manga because it was easgier to understand and
write than original manga. The huge expansion of the amateur
manga medium, which has allowed a great number of ordinary,
proportionately’leSS*talented individuals access to producing
manga, may have had the effect of encouraging the expansion of
the parody genre. Degspite this quantitative change, it ig clear
that parody manga has nevertheless developed as a qualitatively
separate master-genre in its own right, in which the traditional

and commercial understanding of originality has less meaning.

Comic Market president, Yonezawa Yoshihiro, interprets the
expansion of parody in manga as an attempt to struggle with and
subvert dominant culture, on the part of a generation of yéuth
for whom mass culture, which has surrounded them from early
childhood, has become their dominant reality. In thiz context
Yonezawa interprets parody as a highly critical genre which
attempts to remodel and take control of 'cultural reality'.
Manga critic Kure Tomofusa belleves that the highly personal
(7ikeiteki) themes of parody manga represent not a further decay
of artistic standards, but a return to narrow themes about the
internal world of the individual and immediate personal affairs,
which have dominated twentieth century Japanese literature:

In 1980 people once again began to forget about

dramatic social themes and manga began to move towards

petty, repetitive personal affairs, rather like the

'I-novels' (ghighdsetsu) of the pre-1960 periocd. In
the 198Cs a new genre of love-comedies, often within
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parcdy, began in and dominated the amateur printed
manga world.308

The implication of Kure's view is that formel "orlginality' is
not an objective standard of good or bad culture, but a
reference to a sgpecific kind of culture. In the case of manga.,
‘originality' implies works or genres which deal with broad

social issues and historical change.

5.6 The amateur manga panic

In 1989 amateur manga artists, and by implication the amateur
manga medium, became the subject of what might be categorised as
a contemporary 'moral panic' of the sort first highlighted at
the end of the 1950s by British sociologist, Stanley Cohen.309
Cchen defined a moral panic in the following manner:
2 conditicn, episode, person or group of persons
emerges to become defined as a threat to societal
values and interests; its nature ig presented in a
stylised and stereotypical fashion by the mass media;
the moral barricades are manned by editors, bishops,

politicians and other right-~thinking people; sccially
acoredited experts pronounce their diagnoses and

solutiong..310

A very similar process of violent reaction took place around
amateur manga subculture from autumn 1989. In fact post-war
Japanese society has been characterised by a seemingly endless
succession of 'moral panics'. Scarcely has one panic about

individualism, consumerism, the breakdown of Japanese tradition,

308Tnterview with Kure Tomofusa. June 1994.
309Cohen, 8. {1972) Folk Devils and Moral Panics, London: Granada.

310cohen, . (1972). 9.
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wayward young women, single mothers, new religions, or returnee
schoolchildren, spread through the media and the public
congciousness, than it has been superseded by another. The
typical character of such panics in contemporary Japan has been
more soclal than moral. Paniceg have tended to be more concerned
about changing social habits than the lack of moral fibre of
certain groups of individuals. The particular 'social panic'
which was generated around amateur manga however was immense and

the media and public attention long-lasting.

The sudden genesis of interest in amateur manga artists,
dbjinshi and Comic Market in the media began with the arrest of
a male serial-infant-girl-killer and the linkage of his crimes
with girls' manga. Between Aﬁgust 1988 and July 1989, 26-year
old printer's asslistant, Mivazaki Tsutomui, at the time lodging
with his parents in the town of Hannd in Saitama prefecture - a
home county of Tokyo - abducted, murdered and mutilated four
emall girls, before being caught, arrested, tried and
imprisoned.31l The Japanese media treatment of this murder case
was, in many ways, simllar to that which developed in the
British media around the child murder of a toddler, James

Bulger, by two voung Liverpool boys, in 1993.

A large number of camera crews and reporters arrived at
Mivazaki's parents' home before Mivazakli's arrest, whilst
Mivazaki was held in police cells on grounds of suspicion. They
digcovered that his bedroom was crammed full of girls' manga,

Lolicom mangs and animation videos, and a variety of soft

311Whipple, C. (July 1993) 'The Silencing of Lambs' in Tokyo Journal.
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pornographic manga materials. One reporter later put into words
the apparent horror he had felt at the sight of so many manga

books:

Miyazaki's room, with videos and manga books stacked
to the celling along every wall gave a strong
impression,~ a lot of people felt it was very
eerie,312

In fact, this was not actually & surprising discovery. The
absence of permanent storage space and standing furniture -
which is related to the typically limited dimensions of Japanese
housing, in combination with the high rates of consumption of
magss cultural goods, by young people with large disposable
incomes, does mean that the private room of any Japanese youth
is extremely likely to be a crammed to the ceiling with open
stacks of books, magazines, manga, animation, videos, CDs,
electronic hardware, and clothes. A comprehensive photographic
survey of the rooms and apartments of Japanese vouth living in
and around Tokyo in the late 1980s and early 19%990s, entitled

Tokvo 8tvle, confirms the 'normality' of Mivazaki's

circumstances.313 Nevertheless Mivazaki was a fan of girls!
manga and in particular Lolicom manga and animation. Mivazaki
owned many manga dbjinshi and it was revealed that he had
written some animation reviews in déjinshi and attended Comic

Market. As a c¢hild Miyazaki had wanted to become a manga artist,

312xN0naka Ky&tard, 'The forest where Mivazaki Tsutomu's perversion lost its

way', (Miyazaki Tsutomu ga Mayoikonda tdsaku no mori), Shikan Bunshun. 7
September 1989, 34.
313Tsuzuki, K. {ed) (1993) Tokvo gtvle, Tokyo: Eyoto Shoin.
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but since failing in this ambition he had hoped to become a

manga critic or related manga specialist instead.314

In the media a heavily symbolic debate ensued Mivazaki's arrest,
in which the recent death of Mivaszaki's grandfather, wiﬁh whom
he had apparently had his only deep adult relationship; the
apparent lack of attention given to him by his mother and
father; and his subgequent ilmmersion into a fantasy world of
manga, were posited as the true causes of his serisl killings.
Emphasis on the death of Mivazaki's grandfather implied that the
decline of traditional Japanese social relationz repregsented by
older generations of Japanese had contributed to Miyazaki's
gtate., Emphasis on Mivazaki's carelessg upbringing hinted at the
same time that there were no real social relations between
modern, liberal parents of the 1960s generation and their
children. Lastly, heavy criticism of manga, became a general
attack on the destructive role of the mass media and mass
culture in contemporary society. Professor Okonogi Keigo, a
highly respected psychoanalyst and social commentator,
emphasised the link between manga and family breakdown:

The danger of a whole generation of youth whe do not

even experience the most primary two or three way

relationship between themselves and their mother and

father, and who cannot make the transition from a
fantasy world of videos and manga to reality is now

extreme.315

3l4ﬁtsuka, E. {1989) 'The me in Mr. M. and the Mr. M. in me' (M. Kun no
naka no Watashi, Watashi no naka no M. Xun), in ChQ6 Kéron. Cctober 1989.

438.
315Okonogi, K. quoted in Shikan Post. 25: September 1983. 33.

188



Several Journals explained how Mivazaki's mother had neglected
her son so that even as an infant the neglected child turned to

manga and animation:

By the time he was two vears old he would sit alone on
a cushion and read manga booksg.316

The media did not entirely deride Mivazaki for his crimes, but
took a wvaguely sympathetic view, whilst blaming hisg mother and
manga instead. Degpite the evidence of repeated psychological
examinations conducted by the defence, in which Mivazaki
displaved no tangible schizophrenic traits, the view that
Mivazaki was incapable of distinguishing between fantasy and
reality, that is between manga and the real world, became a
prominent theme of media reportage. One headline exclaimed:

The little girls he killed were no more than
characters from his comic book 1ife.317

Following the Miyazaki case, reporters and television
documentary crews visited Comic Market, smaller déjinshi
conventions, and specialist manga shops. Amateur manga culture
was repeatedly linked to Miyazaki's case, creating what has
become a new public perception that manga fans and amateur
artiste are psychologically-unbalanced, dangerous perverts.
Yonezawa Yoshihiroe believes that manga and dbjinshi artists were
made into public "scapegoats® for Mivazaki's anti-socilal

behaviocur.

316gnQxan Bunshun. 9 September 1989. 36.
317ghipple, C. Tokvo Journal, July 1993. 37.
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5.7 The social debate about manga otaku

The word, otaku, was quickly adopted within the media to
describe Miyazaki and label other yvoung people who were also
fans and producers of amateur girls' manga. Otaku, which
translates to the English term 'nerd', was a slang term used by
amateur manga artists and fang themselves in the 1980s to
describe 'weirdoes' (henjin) and overly obsessive manga artists.
The term derives from the formal Japanese term, otaku, which can
mean "you', "yours" or "your home®, depending on the situation.
It works as a witty slang reference, parodying someone who is
not capable of having close relationships, and therefore
communicates with his peers using this formal, and esoteric form
of address. This slang wasg invented by déjinshi artist, Nakamori
2kio, in 1983. He used the word otaku in a series entitled 'Your
Investigations' (Ctaku no Kenky(i) which was publisghed in a low-

circulation manga magazine, Manga Cutie-Pie (Manga Burikko).318

After the Mivazaki murder case, the concept of an otaku changed
its meaning at the hands of the media. Otaku came to mean, in
the first instance Miyazaki, in the second instance, all amateur
manga artists and fansg, and in the third instance all Japanese
vouth in thelr entirety. Social anthropologist, Otsuka Eiji,
pointed out that all amateur manga artists and fans were
potential murderers:

Youth involved in animation, Lolita complex manga

magazines, and other obsessive hobbies, in Japan, all

have a gimilar mental state. Mr. M.'s crime of serial-
infant-girl-murder was a direct continuation of his

318M§r_dB_M {(Otaku no Hon), Tokyo: Takarajimasha. 1989. 252.
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pastimes. It might sound terrible, but there are over
one hundred thousand people with the same pastimes as
Mr. M. - we have a whole standing army of
murderers, 318

The Weekly Post (Shfiikan Post) feared that not just one hundred

thousand, but several entire generations of Japanese children

were half-baked cotaku:

TODAY 'S ELEMENTARY AND MIDDLE SCHCOLS STUDENTS: THE
OTAKU TRIBE IS ECLIPSING SocreTy 320

The voung otaku generation was one so socially incompetent and
maladjusted that they were "lgsolated people who have no sense of
isolation."321l Rather than relating to people, and in a wider
sense, soclety, otaku could relate only to manga and inanimate
ocbijectg. In late 1989, the editorial board cof Takaraijimasha
publishing company put together a book of articles on the
subject of otaku, entitled The Nerd Book (Otaku no Hon). They
observed that:

According to the media and the weekly magazines otaku

are manga and animation fans who have no interest in
love or faghion, in short, they are dark, ominous

youth.322

Throughout the early 1990s the frightening concept of ’'manga
otaku' - socially-incompetent, manga-writing sexual-perverts -
spread acrosg Japanese socilety, and became a widely recognised

and referred to new zocial category. Senior Editor of Afternoon

3198tsuka, B. (19689) 'M. Kun no neka no Watashi, Watashi no maka no M.
Kun', in Chid_K&ron. October 1989. 440.

320peadline from Shiikan Post. 25 September 1989, 32-33

321ljeadline in Shilkan Post. 1 October 1989. 32.

322 Jouynal editorial. The Nexrd Book (Otaku no Hon), Tokyo: Takarajimasha,
1989,
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magazine, Watanabe Ky6 - himself often dubbed otaku on account

of his enthusiasm for manga - described to me what he felt was

understood by otaku:

The stereotype of an otaku is a man who is rather
perversely unfashionable wearing a rumpled shirt, with
a coller curling under, and slacke. He is liable to
wear thick glasses and have a double chin and hair
plastered down over hig forehead, instead of combed
back. He always carries a shoulder bag bulging with
his personal gadgets and manga, worn with the strap
across his chest. And otaku are very polite and
distant with each other. 323

Figure 22 shows a humorcus caricature of the stereotyped manga
otaku. Negative stereotyping of amateur manga artists as nerds
extended beyond a media fad, and involved seaveral of Japan's
foremost intellectuals in debate. Already well-developed
concepts employed in the ongoing debate about youth and social
change iq post-war Japan were strongly evident in the terms
within which otaku were analysed. The most freguent point made
about manga otaku was that they were suffering from 'Peter-Pan
syndrome', or more simply ~ an inability to grow up. This is an
idea which has been stated about various gections of Japanese

vouth since the early 197Cs.

In 1979 Okonogi Keilgo, a professor of psychology, developed a
highly influential theory that Japanese youth seek to exist in a
state of moratorium or indefinite vyouth, in orxrder to avoid the
parental and societal respongibilities and obligations that
arrive with maturity. Saitani Ry®, chief editor of Comic Box,

referred to this theory in his comment that, "Amateur manga

323Thterview with Watanabe Ky, senior editor of Afternocon magazine. May
1994,
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artists suffer from arrested development, Comic Market ig the
moratorium space of toda.y."324 About the manga otaku's
childishness, feminist theorist, Ueno Chizuko, asked "Do the
yvaol girls and Lolicom boys really have a future?"325 yeno
employed psychoanalytic theory to analyse manga otaku, and she
found them to be guffering from infantile narcissism and
associated schizophrenic tendencies. This psychological
condition was reflected in male otakus' fixation with cute, pre-
sexual, girls’' manga, and female otakus' fixation with male,
homoerotic manga. Theilr cultural tastes illustrated that otaku
were averse to adulthood and adult sexuality, and desired
instead to be percelived as the child-like, sexually unrealisable
characters they objectified in their déjinshi. Ueno seems unable
to distinguish between a cultural taste and an individual
psychology; cultural tastes are complex and intelligent social
expressions of individuals' attitudes to society which may
respond to already existing social debates, rather than crude
indicatione of the literal and immediate degires of simple

individuals.326

A more liberal strain of analysis, seeking to place causality in
social institutions rather than individuals‘ behaviour, posited
the combined influence of a highly-pressured education system
and a media-gaturated soclety for the emergence of a go called

‘otaku generation'. Asaba Michiakl, writing in The Nerd Book,

324gee Okonogi, XK. (1981) Age of the Moratorium People (Moratorium no
Ningen no Jidai), Tokyo: Chié Kéronsha.

325yeno, C. (1.989) ‘Ky0j0 Nendai no Sexual Revolution’ (The Sexual
Revolution of the Nineties), in The Nerd Book. Tokyo: Takarajimasha.

326por more details on the social debate about infantilism see Kinsella, S.
(1995) ‘Cuties in Japan', in Skov, L. & Moeran, B. (eds.) KHomen, Media and
Consumption in Japan, London: Curzon Press.
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Figure 22

A humeroug caricature of an otaku

Theimagecannotbedisplayedn ORA dueto copyrightreasons

MAGIC HAND
(For pinching
little girls
bottoms)

OTAKU EYES
(Can spot useless

information at
1000 metres)

OTAKU HEART
(Very hardy)

FATITHFUL CARRIER BAG
{Contains plastic mo
of pop-idels,
and déjinshi)

Source: Tllustration with commentary (my tramslation) published in

H. (1992) Viva! Otaku Heaven (Ikasu! Otaku no Tengoku),

Taku,
Tada Shuppan. 190.
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suggested that children who had been igolated from their friends
and made to study relentlessly in their bedrooms, have grown-up
in an environment where their only source of social interaction
and experience is with the media, and with characters in manga
and television animation. Accordingly, Asaba sees otfaku as the
subculture denizens of a medis-raised generation:
Since the mid-~1970=8, gqualitative development within
subculture has been in the area of animation, manga,
science fiction, and similar things that share a
common information system, and in the arrival of a new

generation with a related consciousness. Otaku - which
had their genesis only vesterday - have already becone

part of popular culture..327

With the divergence of this debate away from the Mivazaki murder
case and into a more general discussion about amateur manga
artists énd contemporary vouth generally, some positive
conceptions of otaku surfaced. Otaku were redefined in certain
gectiong of the media as a fashicnable description for a new
kind of media-literate modern youth, or more specifically, youth
marketing category. Otsuka Eiji, described otaku as '"the key
word of post-modern society."328 In 1990 a media-friendly
'celebrity otaku', Taku Hachirec (Taku as in otaku), appeared on
television screens and was the ostensible author of a gimmick

book entitled Viva! Otaku Heaven, in which Taku stated:

Amidst the rapid flow of events following the serial-
infant-giri-killer incident the term otaku has become
& negative keyword. In the 1990s however this meaning
has changed. Now otaku refers to a high-information
handling élite. On closer examination it is evident

that otaku are deeply rooted in the current times.329

327pgaba, M. (1989), in The Nerd Bogk 251.

3288t suka Eiji (1989), in The Nerd Book. 241.

329'I‘aku, B. (1992) Viva! Otaku Heaven (Tkasu! Otaku no Tengoku), Tokyo:
Tada Shuppan. 6.
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The exaggerated categorisation of amateur manga artists in the
media as otaku, nerd youth (otaku seishénen), nerd-tribes
(otaku-zoku), or a nerd-generation (otaku-sedai), is highly
reminiscent of the moral panics about new youth cultures,
propagated through British soclety in the post-war period, which
Stanley Cohen identified in research on British mods and rockers
during the late 1950s. The portrayal of amateur manga artists as
obsessive (mania no aru) and fanatical also links otaku to a
more specific anxiety about pop-culture fans. Henry Jenkin's
description of the way in which fans have been perceived in the
United Kingdom and United States is also applicable to the case
of otaku in Japan:
wthe fan still constitutes a scandalous category in
contemporary culture, one alternatively the target of
ridicule and anxiety, of dread and desire. Whether
viewed as a religious fanatic, a psychopathic killer,
a neurotic fanaticigt, or a lust-crazed groupie, the
fan remains a "fanatic" or false worshipper, whose

interests are fundamentally alien to the realm of
"normal" cultural experience and whose mentality is

dangerously out of touch with reality.330

The manga otaku became a modern bogey man in Japanese goclety.
The main result of the otaku moral panic has been the
humiliation, wvilification, and marginalisation of amateur manga
artists, dbjinshi and styles of manga emerging out of the
déjinshi medium. Yonezawa Yoshihiro believes that it was
ultimately the unauthorised, self-appointed and independent
nature of the activities of sections of Japanese youth which had

stirred social anxiety and hosgtility:

330Jenkins, H. {(1992) Textual Poachers, London: Routledge. 15.
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The term otaku is being uged to single out certain
kinds of people for regulation and removal from the
public eye. On the other hand the broadening of the
concept of otaku has provided certain fastidious
individuals with a term to descrike the condition
apparently common to academic book-worms, f£ilm buffs,

rock music fans, manga artists and animation fans.331

An indicaticn of the extent to which amateur manga artists and
déjinshi have been stigmatised within Japanese society is the
regsistance to this trend which hag been expressed by déjinshi
artists who have been labelled as ctaku. Many déjinshi artists
reject the validity of the term entirely. One contract manga
editor working for Afternoon magazine, who had been involved in
editing his friends' déjinshi over a number of vears, expressed
to me what is a common sentiment amongst serious dfjinshi
artists:
If T get called otaku it isg an insult, the word otaku
is derogatory. Amongst ourselvesg, we do not think each
other as these strange otaku people. At the time of
the Miyazaki murder incident we got picked on by the

media. People do not lilke things they cannot
comprehend, or ugly things, so they call us otaku and

it helps.332

Yahagi Takako is a currently popular, professional manga artist
who first became well-known within the amateur manga medium in
the second half of the 1980s for her sexually-explicit,
original, homoerotic déjinshi. Yahagi, her amateur worke, and

the style of some of her commercial series are now classgified as

331Yonezawa, Y. (1989) 'Comiket' in The Nerd Book, Tokyo: Takarajimasha.
84.

332Tnterview with Nonoguchi Takeshi, contract editor at Afternocon magazine.
March 1994,
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otaku. About this label, Yahagi defensively asserts that it has

no real meaning:

I don't know if I am otaku or not really. What is
otaku? Isn't everyone otaku really? I am not living in
a fantasy world of my own, I live in the real world.

How about you? Do you think you might be otaku?333

The otaku panic and the irritated response it has inspired
amongst amateur manga artists hag not been expressed in a
political form, but chief editor of Afternoon manga magazine,
Ogawa Haruo, felt that:
If Japan was gtricter ghout the fresdom of expression,
it is likely that déjinshi artists would become anti-

establishment, but they aren't right now - apart from
a few individuals.

5.8 Police action against amateur manga

The practical results of the new and hostile attention directed
to amateur manga were partial attempts by Tokyo metropolitan
police to censor sexual images in unpublished manga and prevent
their wider distribution at conventions and in specialist book
shops. In 1993 guidance about the appropriate contents of
déjinshi was distributed at Comic Market for the first time.
Takahashi Isac of the Comic Market Preparation Committee
explained to me that since the ctaku panic the committee had
enforced public bylaws prohibiting the sale of sexually explicit

materials to minors - despite the fact that a large proportion

333Prepared telephone interview with manga artist, Yahagi Takako, in August
1994.
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of amateur manga is produced by minors before it ig purchased by

them:

If people do not draw the extremely explicit sex
scenes involving the lower half of the body then
anything is fine at Comic market. But we have to stop
explicit manga being sold. After 1991 people who
participate in Comic Market started drawing sexy manga
in new ways, sex with clothes on, and so on. I think
that the fact that people were forced to try out new
ways of drawing sex actually made the means of
expression in amateur manga advance. The specialist
book shops that sell déjinshi wouldn't take them if
they were really perverse or explicit, so we can't

stretch the law either. 334

In the August 1994 participant application brochure, the
organisers of Comic Market included a special statement directed
at amateur manga artists which warned them that:

Comic Market 1sg not an alternative goclety, it is a

vehicle orchestrated by you which thinks about its
useful reole in scciety. It has become necessary for us

to seek gocial acceptance.335

Ultimately manga fan culture and amateur unpublished manga also
became the target of extensive harassment by metropolitan police
forces in 1991. In 1991 metropolitan police forces began to
investigate amateur manga artists and remove thelir printed
works from specialist manga book sheops. During 1991 police
arrested the managers of five specialist manga bock shops where
unpublished or amateur manga was avallable for gale. This
activity began when 6 officers broke into Shinjuku, Manga Forest

(Manga no Mori) manga book shop in central Tokyo, and

334Interview with Comic Market Preparation Committee volunteer, Takahashi
Isao. December 1993,

335comic Market 46 Participant Application Form and Brochure Set, printed

in Tokyo: Comiket Junbikai. December 19%3. 12.
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confiscated copies of unpublished manga, including a volume
entitled MINIES CLUB. Tokyo metropolitan police stated that they
were not interegted in the undeclared business of selling
unpublished manga, but about the possibility that amateur manga
circles producing unpublished manga were actually Ffront
organisations for Japanese urban terrorist organisations. Police
obtained the addresses of 15 amateur manga circles including the
manga circle responsible for producing MINIES CLUB, a then
popular amateur manga booklet, and subsequently took them into
police stations and questioned them about the legal status of
the printing shops where their manga booklets had been printed.
Amateur manga artists were subjected to repeated investigations
and harassment throughout the rest of the year. In total police
took in 74 voung people for questioning over theilr activities
making amateur manga and removed 1880 volumes of manga by 207
authors from Kdyama, Manga no Mori book shop; and 2160 volumes
of manga by 303 different authors from Shinjuku, Manga no Mori
manga book shop.?30 This scale of direct police activity
repregents a significant curtailment of the distribution of
unpublighed manga. Other than in specialist manga book shops in
large cities, amateur manga is rarely on sale and is not usually
available outside the gocial circles of young manga fans and
artlists. Moreover amateur manga is often produced by artists who
are themselves minors under the age of 18, and in this regard,
too, restriction of amateur manga production hag dubious legal
foundations. The restriction of amateur manga directly by local
police forces suggests that it was not only the perceived

problem of the generalised 'harmful’ effects of manga on young

336'I‘houghts on the Dangerous Manga Problem (Ylgal Comic Mondai o Kangaesru),
Tokyo: Tsukuru Shuppan. 1991. 18-21.
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people which concerned the police, but also the independent and
unregulated role of mangs artists in disseminating new forms of

culture.
5.9 The adult manga industry and amateur manga

The negative stereotype of the manga otaku did not affect all
manga and manga artists egually. Whilst dbéjinshi artists and
Comic Market were perceived as an anti-social, dangerous
subculture, professional manga artists, producing only
commercial work for large publishing companies, were protected
from this stigma. The generalised stereotype of all manga
artists as unsoclable (kurai), strange people (henjin), which
had prevailed alongside the general prejudice against all forms
of manga throughout the post-war period, dissolved. The negative
perceptiong of all manga artists and the belief that manga was a
crude, low form of culture (gehin), were redirected against
amateur artists and otaku manga. Kihara Yasuo, Deputy Chief
Editor of Morning, discussed with me how professicnal manga
artists had actually become more socially acceptable in the same
period in which amateur manga had been isolated and denigrated:
About ten years ago, in the early 1980s the idea that
manga artists were 'different' was at its peak. At

that time they were called weirdoes (henjin). But now
they are not stigmatised so much, they are not

congidered to be like otakuy.337

In an interesting twist of fate, other strands of non-commercial

manga, with no historic or stylistic relationship to

3371nterview with senior Morning editor Kihara Yasuo. February 1994.
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contemporary otaku manga, have been labelled such by default.
New wave gekiga, produced by artists such as Yoshiharu Tatsumi,
Yoshiharu Tsuge, and Shinohara Katsuichi, in the early 1970g,
which was not directly absorbed into commercial manga
production, is now belatedly referred to as otaku manga.
Although these gekiga works were produced over a decade before
the concept of otaku emerged, contemporary artists influenced by
their styles, such as Kuroda Iou writing in Afternoon magazine,
are also categorised by many readers and manga editors today as
otaku. Hence the extended meaning of otaku manga signifies

unusual or non-commercial manga in general.

Manga magazines such as Morning, Young Sunday and Spirits, and
Magazine have reacted to the otaku panic by publicly distancing
themselves from the amateur manga medium and amateur manga
styles. Amongst publishing company manga editors, déjinshi are
generally described with derision and distaste. In one editorial
meeting of Morning manga magazine, editors were asked to comment
in turn on what they thought about certain otaku-style manga
scripts which had been sent to the editorial office by amateur
artists hoping to become professional artigts. The responses
made were that the manga scripts in guestion were, "in itsg own
world" (jiheiteki) "childish" (kodemoppol), "boring”
{tesumaranai), "awful" (osoroshii}, "warped" (doku ga tsuveoil},
and "gross" (kimochiwarui). Female editors were particularly
repulsed by Lolita Complex otaku manga styles, which they

considered to be perverted and sexist.
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Company editors frequently criticise dbjinshi artists on the
grounds that they iack original talent, and *can only copy other
peoples' work", "can’'t do anything more than talk to
themselves"338, or "cannot produce anything more than
masturbation pictures."333 Company editors explained that they
do not go to Comic Market to look for new manga writing talent
because they are unlikely to find any new artists with
commercial potential there. Many successful professional artists
also criticised déjinshi artists and made particular offensives
against otaku. About Comic Market, a well-known female artist,
Morizono Milk, told me:

You are brave if you go there. I went there only once,

Just to look round. It ig scary, full of really weird
people, and =zo many thousands of them all arcund

Another artist, Kawaguchi Kaiji, currently producing two top-
selling adult manga serieg, explained to me how being an amateur

artist no longer meant having true talent:

I started writing manga when I was about 7 or 8 years
old, then when I went to university I waszs in a manga
circle for six years until T was 24 years old.
Nowadays the people with talent all go into animated
film clubs or other medium, the manga c¢lubs have
changed. They are full of otaku and less talented
people now. When I was in a manga club we were
congidered a bit different, because we did not want to
join a company, but now the amateur manga artists are

not just different, they are weird and obgessive .34l

3BSInterview with a contract editor at Morning editorial, Nishimura Hixomi.
April 1994.

339Interview with senior editor of Young Sunday magazine, Tachikawa
Yoghiaki. May 1984.

3401nterview with a manga artist famous for erctic 'ladies' manga, Morizono
Milk. February 1694.

34lrnterview with manga artist, Xawaguchi Kaiji. February 1994.
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Professional manga artists with a history of involvement in the
amateur manga medium are also careful to distance themgelves
from their past. Since 1988 professional manga artist Fujisghima
Kbsuke has been contracted to produce what has become an
extremely popular series, Aah! My Goddess (Aaa! Megami Sama),
for Afternoon magazine. Before becoming a professional artist,
Fuiishima was a member of a manga circle at high school,
produced five books of coriginal déjinshi, and after leaving
school became an editor of the leading déijinshi information
magazine, Puff. This information suggests that Fujishima was
intimately involved with the amateur manga medium throughout his
yvouth. Asked about his previous amateur manga works however,
Fujishima was clearly unwilling to associate himself with the
amateur origins of his work at all:
There might be some kind of aesthetic influence in my
work from déjinshi. I have read a few dbjinshi. I went
to Comic Market a few times in the early 1980s, but I
have not been again since I became a profesgional
artist. People say my work is otaku-ish, but I do not
deliberately write in an otaku style. I do not see
what they mean. I do not mind if my fans are otaku but
I dielike the kind of letters and mail I get Erom
fans, which are creepy. I think those people might go

into manga and animation because 1t 1s mnot the real
world. They are not really bad, they seem kind of

lonely.342

Highly respected publishing companies, such as Kbédansha and
Shégakukan, prefer not to be associated with amateur manga, and
by extension with otaku. Thig is clearly a bias which
professional artisgts working for these companies understood and
cooperated with regardless of the actual style and origins of

their work,

3421nterview with manga artist, Fujishima Késuke. January 1994.
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On the other hand, manga editors and artists Felt that déjinshi
artists did not want to work for commercial manga magazines. The
existence of an alternative means of printing and digtributing
manga meant that proportionately far more young people were
attracted to the manga medium, while at the same ©ime
proportionately fewer cof these young amateur artists attempted
tc make the transgition tc professional status. Kure Tomofusa
reports that:
Fifteen years ago it was much more common to become a
professional manga artist after producing d87inshi.
Then the young artist trained for 10 to 15 years with
a profesgsional artist and may have written déjinshi
before he became professional. Now becoming
professional is a far faster process because there are
more magazines to work for. But amateur manga artists

don't choose to work for the big companies, they can
avoid them and make déjinshi instead.343

Kure'’'s suggestion that many déjinshi artists do not want to
become professional manga artisgts is a common one in the manga
indusgtry. Rather than aiming to become professional artists, it
1z asserted, amateur artists now prefer and are able to work as
artists’ assistants, produce déjinshi, or work in dé7inshi
related industries, on an indefinite basis. Manga artist,
Morizono Milk's assistant, Nakajima Atsud, echoed a common
viewpoint when he told me:

People are not as hungry as they used to be. There are

an awful lot of people who can make a living in manga

just being an artist’'s assistant and meking déjiinshi.

A lot of them are artist's agsistants because they
like drawing and manga, but they are not interested in

going to work for big publishing companies.344

3M3rnterview with Kure Tomefusa. June 1994.
3Mirnterview with manga artist Morizonce Milk's assistants. February 1994.
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Employment within déjinshi-linked 'industries' ig considered
preferable by many young artists because of the absence of
restrictions over what artists produce, and the accompanying
perception amongst many amateur artists that the déjinshi medium
is more genuinely concerned with manga culture itself, rather
than buginess. An article strategically entitled 'Active
Citizenship through Girls' Manga' (Shéjo Manga de Katsuvaku no
Shakaijin), and thereby rejecting the view that involvement in
amateur or girls' manga is a way of escaping from society, was
published in the Yomiuri Newspaper in 1922. The article featured
an interview with an amateur manga artist, who explained about
himsgelf:
I write manga late into the night after I return home
from work. I do not tell other people around me that I
write manga. I do not expect everyone to understand.
Actually, the other day I got a phone call from a
large publisher about starting a series £for them.
Maybe it is my chance to become a professional manga
artist. But I wonder what that entalls, gilving up on

society and doing manga for a living. Tt is more
interesting to continue writing manga in a fully

engaged way like I do at present.345

Large manga publishers, however, c¢laimed to want to recruit
amateur manga artists about as little as amateur manga artists
claimed to wish to be recruited by commercial manga producers.
One Senior Editor at Afternoon magazine told me that the
extengive freedom of writing amateur manga meant that amateur
artists were undisciplined and unable to write manga of a

gquality suitable for publication:

345 Nihon Keizai Shimbun, 'Active Citizenship Through Girls' Manga' {Sh&jo
Mangas de Ratsuyaku no Shakaiin), in the regular column: 'Contentment in
Tokyo?' {Tokyo wa Shiawase desu ka?). 13 August 1593.
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The problem with Comic Market ig that when it was
small and minor it made anything, lots of good things,
and we could see everything there ourselves. Now, it
is so big that any good new artist is completely
buried. Besideg the majority of amateur artists are
Just making manga for themselves and theilr friends,

they do not make anything we could publigh.346

The personal taste of editors, and publishing companies fear of
being associated with otaku subculture have strongly limited the
entry of ofaku manga genres into commercial manga magazines.
Until around 1990 otaku manga, which represents, for better or
worse, the cutting edge of the manga medium's stylistic
development, was only publisgshed in low circulation specialist
magazines such as Penguin Club (Pingin Club) published by
Tgutsumi Shuppan, Boys' Fairground (Otoke no Yuenchi) published
by Reed Shuppan, CANDY published by Fujimi Shuppan, and Sukora
magazine published by Sukora Shuppan. As early as 1988 however
Morning editorial began to break the general bar against the use
of déjinshi manga genreg in magazines produced by large
commercial publishers. While Morning magazine itself has never
published otaku manga - and indeed has published very little in
the girls' manga genre generally - its sister monthly magazine,
Afternoon, produced in Morning editorial offices, began to

publish otaku manga =series.

Between 1994 and 1996 approximately half of Afternoon magazine's
thougand pages were devoted to six Lolicom manga stories. These
series, featuring either cute and pre-sexual, or voluptuous and

sexy, female heroines were, Discommunication, Aah! My goddess

3461nterview with a senior editor and manga expert in Afternocon editorial,
Watanabe Kyd. May 1994.
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(Aaa! Megami Sama), Gun Smith Cats, Assembler OX, Seraphic
Feather, and Agua ~ a zeriles of cute computer—graphic
illustrations. The most long-running of these series was Aah! My
Goddess by Fujimshima Ké&suke, which began serialisation in 1988.
Gun Smith Cats by Sonoda Kenichli began serialisation in 1991,
while the rest of these series were launched later in 1993 to
1994. Afternoon editors openly admitted that 4 of these § serieg
could be described as otaku manga.347 The popularity of these
geries has encouraged the editors of Afterncon magazine to
continue publishing so-called otaku manga, and to consciously
search for talented manga artists with amateur manga styles. The
chief editor of Afternoon magazine, Ogawa Haruo, explained to me
that the motiwvation for this scandalous innovation was in the
firgt instance commercial:

A Jot of otaku collect manga too, so they are a very
big market for usg. It is possible that already up to

one third of Afternoon's readers are otaku.348

The artists of these series are individuals who have developed
their skills and become well-known in the déjinshi artist
circuit, and possibly worked for low circulation magazines,
before being recruited by editors to work for Afternoon
magazine. Sonoda Kenichi, writes the leading series ‘Gun Smith
Catg’ for Afterncon magazine, and has already produced three hit
commercial manga series, Gall Force, Bubble Gum Crisis, and
Riding Bean, employing a similar blend of science fiction and

Lolicom styles. Scnoda, who grew up in Osaka city, started

347 yritten correspondance with the ex-chief editor of Afternocon magazine,
Cgawa Haruo. 18 September 1985.

348Tnterview with Ogawa Haruo, chief aditor of Afternoon magazine, May
1994,
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writing amateur manga as a teenager. At the age of 17, whilst
still a high school gtudent, Soncda placed an advertisement in
Animeji (Tokuma Shoten), a specialist dé7jinshi artists’
magazine, to found a new manga circle. Since his mid-teens
Sonoda attended Comic Market and produced original and parody
déjinshi, and reviews of amateur manga. The latter is an
activity Sonoda percelves ag ohe agpect of his artistic
comnitment to manga, and continues to be involved with in the

present.349

Another artist, Yahagi Takako, was previously a famousg yaoi
ddéjinshi artist who was recruited to work for Afternoon magazine
in 1993. Yahagi, aged 44, is a graduate of the prestigious
Japanese School of Fine Art (Nihon Geiljitsu Daigaku), and began
producing her amateur manga for Comic Market in 1984, when she
could not get work as a professicnal manga artist. In 1988
Yahagli was gpotted at Comic Market by an editor of a low-
circulation ladies' manga magazine, Hime, made by a small
production company, Aoba. Despite her reputation as an otaku
artist, company editors of commercial magazines were extremely
keen to employ Yahagi, as her popularity became apparent. Yahagl
explained to me how she began her professional career:
I wanted to get into commercial magazines when I left
college but there was nownere to go. There were no
ladies manga magazines then, so there was nowhere that
I could publish my work and I printed it as dbéjinshi
instead. Then all the offers came at the same time,
suddenly Mystery Ladieg, Amour and Hime wanted me to
work for them. I fought them off and said I could not
do so much work, but in the end I did deo it. That was
1989 and it was the ladieg erotic manga boom, my

series were gelling very well. Then an editor of
Afternoon contacted my editor at Hime in 1992, and

3491nterview with manga artist, Sconoda Kenichi. March 1994.
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asked me to write a kind of military story for men at
Afterncon,.350

While attaining a stable circulation of around 200 000,
including a cult following of manga fans, Afternoon magazine has
exceedingly low circulation figures by large publishers®
standards. Between its launch in 1987 and 1994, Afternocon
magazine did not generate any revenue at all for Morning
editprial. (See Chapter Nine section 9.5 for more details about
this.) Afterncon's Lolicom series' generated minor revenues from
the sales of collected edition books, CDs, and other related
merchandize, but these had not, then, offiget the overall losses
sustained by the publication of the magazine. By continuing to
publish ex~d&jinshi artists' work, the chief editors of
Afternoon magazine, who are responsible for final decisions
about these magazinesg' contents, were implicitly admitting that
they believed that otaku manga, whatever its reputation, must be
important to the development of the continued development of
commercial manga. Vice chief editor of Morning magazine,
Tsutsuml Yasumitsu, explained the presence of otaku manga styles
in Afternoccen, not in terms of their popularity or commercial
viability, but in terms of a more vague and even honourable
patronage of experimental artistic forms:

Morning uses manga to express ldeas and write stories.

Afternoon, of course, is similar, but it is also about
manga itself, and experimenting and developing forms

of expression in manga.351

350Prepared telephone interview with manga artist Yahagl Takako, supported
by written correspondence in which Yahagl asked to change certain words and
dates she had used "in a rush" during the telephone interview, which I
adjusted accordingly. August 1994.

35linterview with Morning editor, Tesutsumi Yasumitsu. June 1594.
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Moreover, the otaku manga published in Afternoon magazine was

rendered less identifiable, and perhaps lesgs controversial, by

the Insertion of stronger narrative structures, and the complete

absence of sexual scenes from Lolicom stories. The graphic

styles of déjinshi manga were used with stories which were

developed by editors. Tsutsumi Yasumitsu alsc explained that:
The form of the manga is the same, but the narratives
have been changed to make them easier to read and
understand for lots of people. Aah! My Goddess is a
good example. It Icoks like ctaku manga, but the

content is different, the story has been changed, and
it is read by wide audiences.352

This reworked form of otaku manga i1s distinguished from the raw

amateur product by the term otaku-style (otaku-kei) by which it

is referred,

Whilst otaku manga refers to actual amateur manga,
otaku-style manga refers to manga which looks
gtylistically like otaku manga but is less intense and
more distant. Artists of otaku-style manga might not
themsgelves be otaku, they might just make manga for

otaku readers, or be only partly otaku.353

Despite the editorial emasculation of otaku manga series and
their containment within a low-circulation monthly magazine,
Afternoon was relatively controversilal within the manga
publishing world in the mid-1990s. President of Hakusensha, the
fourth largest manga publishing company, Konagai Nobumasa,

frankly described Afternoon to me as a "maniacs' magazine'.

352As above.

3531mterview with a contract editor at Morning magazine, Nisghimura Hiromi,
April 1594.
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5.10 Conclusion: The marginalisation of otaku manga

In Chapter Two we looked briefly at the commercial expansion of
the manga medium. During the 1960s large publishing companies
were able to capitalise on the incorporation of popular
subcultural styles and themes into mass distribution, weekly
manga magazines. The popularity of manga was the driving force
behind the expansion of the manga publishing industry.
Publishing companies actively recruited the most innovative and
recently popular manga artists to work for their magazines and
manga represented one cof the most radical, open, 'democratic'

media.

By the mid 1970s the nature of popular engagement with the
manga medium had changed, becoming larger and more active. After
the development of cheap offset printing, and the establishment
of an alternative distribution mechanism in the shape of Comic
Market, avid readers of manga were able to access directly the
manga medium and engage in producing their own manga books. The
manga medium, which now offered no barriers to participation at
all, became entirely open and immensely democratic in nature.
The unregulated accesg to, and common ownership of, the manga
medium meant that publishing companies could no longer channel
the creative direction of the movement, and capitalise on the
popular enthusiasm for this medium. The popular expansion of the
medium became a swamp of uncontrolled production, thematic
influences and stylistic development, over which the manga

industry no longer had a central control.
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At this point from the mid-1970g publishing companies disengaged
from the popular thrust of the manga medium and struggled to
maintain internal standards and controls in commercial
production by means of the editorial production system digcussed
in Chapters Three and Four. The incorporation of new styles and
themes into commercial weekly magazines petered out during the
1970 - the third wave of the gekiga movement, new wave gekiga,
did not even pass into commercial magazines. Whilst commercial
magazines continued to use a high proportion of story manga with
strong narrative structures and realistic drawing styles drawn
from the ageing gekiga tradition, déjinshi were predominantly
produced using rapidly-evolving cute, fantastical, girls' manga

styles, without much narrative structure.

The digengagement of the publishing industry from what became
the contemporary amateur manga movement left the latter
disorganised. Central crganisation carried out by publishing
companies and company editors disappeared and no alternative
centralised system of valuation, artistic discipline, or
auality control, replaced it. Artists who could not get their
work published in manga magazines took advantage of thig
unregulated gphere to produce and distribute their work in
amateur form, and new genres of manga, driven by the strength of
their popular appeal alcne, emerged from the amateur manga
medium. The same popularity which fuelled the commercial
expansion of manga magazines in the 1960s encouraged the medium
to divide into two separate media by the 1980s. The massive
expansion of the amateur manga medium demonstrates again that

the mogt salient characieristic of the manga medium in Japanese
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society has been the degree of its popularity and accessibility,
confirmed in the extent of active engagement with the medium by

young people.

Moreover it is precisely the widespread engagement of youth with
the manga medium and its democratic structure which hag
stimulated the repeated concern amongst political and
educational authorities in Japanese society. Concerns which were
raised about the commercial propagation of manga between 1965
and 1975 resurfaced and were redirected towards the most
uncontrolled and free area of the manga medium in the recent
period after 1982, The escalating debate about manga otaku which
spread across sccilety from the popular media to the salaried
intelligentsia expressed a sense of anxiety and insecurity about
the uncontrolled, independent, and demccratic nature of the
amateur manga medium. Concluding upon the otaku panic, Yonezawa
Yoshihire remarked that:
The c¢ity, the lost zone of Japanese soclety, exists
here at Comic Market. Without any interference or
hindrance from outside, this abandoned and forgotten
section of society has started to produce its own
culture. The sense of being one body, of excitement,
of Freedom, and of disorder exists inside this single

unified space. If anything frightful has come into
being it isg no doubt the existence of this space

itself.354

354Yonezawa, Y. (1989) The Nerd Book (0Otaku no Hon). 88.
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CHAPTER SIX: The Manga Censorship Movement of 1550~1992

6.1 Manga censorship amnd the post-war constitution

Historically the Japanese publishing industry has enjoyed a
peculiar degree of formal freedom from state institutions; a
freedom which became particularly relevant in relation to the
manga publishing industxry. This freedom, based on the structural
difference between large mass media corporations and publishing
companies, is a relative one. Typical large massg media
corporations in post-war Japan have been built around newspaper
publishing companies which branched into radic and television
broadcasting and other media during the 1950s. This type of mass
media conglomerate including Japan Broadcasting Corporation
(NHK) , Fuji Sankei Group, and Asahi National Broadcasting
Company Limited, 3% have been subject to direct political
controel by the government through the broadcasting licence
system. In Japan, as in the United Kingdom, companies producing
television and radio programmemes must receive annually a
government licence glgnalling the official approval of their
broadcasting agenda. The need to guarantee official approval and
recelpt of a licence has influenced these corporations to

moderate not only the content of their broadcasts but the

3557apan Broadcasting Corporation was concerned with radio until it
launched the first television broadcasts in 1950. Asahi National
Broadcasting Company was also launched during the 1950s from the Asahi
Shimbun newspaper company founded in 1879. The Fujl Sankei Group is based
on the merger of the Fujli Televisgion Network and the Sankel Shimbun
newspaper company, which merged in 1967. Data provided by public relations
representatives of these companies. There appears to be no English language
material which traces the history of these 3 large mass media
conglomorates. Fragments of information about broadcasting can be found
throughout the following books, however: Kasza, G. (1988) The State and the

Mags Media in Japan. Berkeley: University of California Press, and Ito, S.
(1979) The Historical Development of Media Syvstems. UNESCO.
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content of the newspapers they publish too. The publishing
industry is free from this organised form of political

constraint.

However, whilst manga publishing has not been constrained by
formal regulation at a national level a number of other
institutionalised checks on the content of manga books and
magazines have been in operation since the 1960s. Manga hag been
the persistent and vulnerable target of ingtitutional control
and particularly so during the late 1960s to mid 1970s and early
1990s. Though detailed research would be necessary to ascertain
conclusively this connection, it could be argued that it is the
freedom of the Japanese publishing industry from formal
regulation, which has precipitated recurrent bouts of anxiety
amongst governing bodies throughout the latter part of the
twentieth century. Bouts of bureaucratic concern about the
moral, educational, and political content of manga have been
resolved through the construction of alternative methods of

regulation of the products of the manga publishing industry.

Attempts to regulate manga publishing have faced a barrier in
the shape of the post-war constitution which categorically bans
government censorship of the press and publishing industry. As a
result of this internal constitutional wall, near impossible to
knock down within the post-war period, governing bodies seeking
periodically to regulate manga have been forced to operate
through indirect routes, mainly through the legal capacities of
local government and internal industrial regulation. Inevitably

these indirect means of regulating manga have been persistently
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problematic. It is possible however that the recent renewal of
the manga regulation 'lobby' between 1990 and 1992 has succeeded
in putting into place a firm regulation system which is
ultimately national and which may serve effectively to regulate
manga content until any likely future overhaul of naticnal legal

and political structures.

Clause 21 of the constitution disallows all forms of state
cengorship and protects the freedom of speech of all
organisationg, newsgpapers and publishing.356 Since 1%67 however
certain manga has been effectively censored and banned entirely
by means of several different legal loopholes. Initially,
article 175 of the national Penal Code, otherwise known as the
Indecency Act states that waisetsu or 'indecent' materials may
not be sold to minors aged 18 vears or under. Whilst the
congtitutional freedom of speech has not been challenged
legally, in practice the Indecency Act has prevailed over Clause
21 by allowing certain manga to be removed from open shelves in
book shops on the basig that they constitute the illegal
exposure of minors to 'indecent' material. Manga which can be
categorised as 'indecent' represents a financial risk to book
shop owners who can be fined up to 300 000 ven (£2000) for
appearing to sell indecent material to minors. Consequently such
manga is in the first instance a commercial 1iability357 to
manga publishers who may stop producing it if they are not able

to find willing sales outlets.

3SGIShimura, v. 1930 Qenron H8 Kydka (Genron Law Text), Tokyce: Shinyvamasha.
l66-175.

357as we shall see later, the commercial potentlal of producing manga
defined as 'indecent' or 'harmful' has generally been less important to
large publishers than the risk of damaging thelr political and public
relationg.
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Clearly it is the process of defining manga as 'indecent' which
is central to the regulation of manga through the Indecency Act.
Precisely how the meaning of ‘indecent' has been interpreted in
law has shifted throughout the post-war period and in the early
19908 in particular the general definition of 'indecent' became
more lenient. Previously the presence of any images of pubic
hair or sexual parts in an item or 'repertoire' of culture, such
as a film or manga book, an episode of television or manga, or
the lyrics of a pop-song, signified that the whole item was
'indecent'. In fact this gystem of defining 'indecency' is well-
known and has made Japan the buttress of many jokes about the
"absurdity" of Japanese pornography in which 'indecent' scenes
are allowed - so long as pubic hair and sexual parts themselves
are obscured from view by various devices. During the first half
of the 1990g this essentially systematic approach to defining
which materials could be considered 'indecent' gave way to a
more flexible guantitative means of interpretation in which the
overall amount and style of sexual imagery in a cultural
repertoire could be used to determine whether or not it should
be categorised as 'indecent'. Increasingly the presence of a few
scattered sexual images and even images of pubic halr and sexual

parts are being tolerated within cultural repertoires.358

Moreover, the rechnical evasion of the criterion for 'indecency'

extrapolated from the Indecency Act has become an integral

3587he unhindered publication of a book of completely nude photegraphs of
the teenage starlet, Miyvazawa Rie, posing in South America, caused extreme
controversy in 1991-1992, and marked the beginning of a new leniency with
regard to the depiction of pubic hair and sexual parts. The photo book in
question was Shincyama, K. (1591) Santa Fe, Tokyo: Asahi Shuppan.
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aspect in the development of most contemporary commercial manga
genres. Stylistic devises such as drawing objects - such as
snakes or fruit - which 'stand in' for sexual parts, drawing
sexual parts as sllhouettes or obscure but suggestive shadows,
or - which i1s most common - portraying sexual scenes through
facial expressione and suggestive body gestures, have rendered
the previous definition of 'indecency' ineffectual. Degpite the
tongue in cheek celebration amongst professional rhotographers
and manga artists of the new freedom to portray sexual parts and
pubic hair, the shift in the legal definition of 'indecency' may
in fact signify the emergence of a stricter code of 'decency'
which bypasses the technical devices used by manga artists to

evade censorship.

In addition to the Indecency Act, manga has been effectively
cengored at a local level by the application of local
prefectorial law. During the 1990 to 1992 manga regulation
movement in particular manga was removed from book shops at a
prefectoral level. Local prefectoral councils are able to make
local laws to prevent specific manga books from being sold in
book shops which children fregquent. Local Ordinance 756 for the
Protection of Youth (Seishénen Hogo Ikisei Jbrei 756) states
that materials defined as 'harmful’ may not be sold to minors of
18 years or under. The Local Ordinance Act 94 states that local
governments may pass local laws to define sgpecific cultural
items asg ‘harmful:® (yidgai) so long as the local laws conform to
the general direction of national iaw. In the case of manga
censorship the Indecency Act has provided the 'general direction

of national law' within which local councils are able to create
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new local laws. Thus the crucial definition in the recent manga
regulation movement has been that of 'harmful' rather than
'indecent'. Local law based on local organisation hag been
another means by which censorship, which is unconstitutional
has, nevertheless, been widely institutionalised. While manga
has been censored according to local laws, the organisation
behind the local level censcrship is national and the cumulative

effects of local manga regulation have been natiocnal.

The presumed existence of 'harmful’ manga hag no actual legal
meaning at all unlesg it is defined and this definition ig acted
upon, and it is these processes that have been central to the
activities of the anti-manga lobby particularly during the
1990s. The content of manga has been monitored by an internal
audit of the publishing industry since 1963 and more
gystematically by a government body since 1967. Primarily in
responge to fears about the effect of manga on radical students,
the Youth Policy Unit (Seishdnen Taisaku Honbu} of the Ministry
of General Affairs (S8muchd) began compiling a regular report on
the moral content of manga, including lists of series considered
to be 'harmful' in 1967. A report entitled 'Lists of material
categorised as 'harmful' according to local laws in each
prefecture' (Toddfuken ijdrei ni yoru ylgal shitei ranhy8), is
printed by the government and distributed to publishers in
quarterly compilations. While the government report lists manga
categorised as 'harmful' in each prefecture, the list is
organised by a central governmental body. The organisational
exlistence of this central report itself encourages local

prefectures to contribute to the cofficial lists of 'harmful
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manga. This is a revealing legal and organisational relationghip

between natlonal government and local prefectures.

6.2 Manga censorship past

Throughout the twentieth century manga series have been prey to
occasional censorship and bans for reasons gpecific to each
period. Whilst wvery little story manga was produced in the pre-
war periocd one early series, Tagawa Suihd's Norakuro, about a
dog who becomes a captain of a doggy army serialised in the non-
menga magazine Boys' Club (Shénen Club), was banned by military
authorities in 1941 for appearing to trivialise the Imperial
Army.359 In the post-war period there have been two historical
junctures during which manga has been attacked by powerful anti-
manga lobbies. These are clustered at the beginning of the
period of rapid expansion of the commercial medium in late 1960s
to early 1970g, and during the early 1990s, which some
publishers have already defined as the "end of an era in manga
publishing".360 Concerns of the authorities about the influence
of gekiga stories on adolescents were prefigured in the so-
called 'brutal book loan shop gekiga' (kashihon gekiga no
zankoku bydsha) incident of 1959 in which Shirato Sanpei's book
loan shop gekiga series Ninja Bungeich8 was banned.36l Between
1967 and 1973 an ongolng debate (the gekiga ronsd) about the

vioclence and coarseness of the new commercial gekiga series' was

35%schodt, F. {1988) Manga!Manga!, Tokyo: Kédansha. 52-53.

360personal correspondence with an editorial advisor te NEK's COMIC PROJECT
and ex-editor of the late Tezuka Osamu, Menjd Mitsuru. February 19%6.
36lReader's Civil War {Shigaisen), the hand book of the The Society for the

Protection of the Freedom of Expression in Manga (Comic Hy8gen no Jiyd wo
Mamoru Kai), Tokyo: Tsukuru Shuppan. 1991, 220.
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conducted within the Japanese media. In 1968 strong criticisms
were targeted at a Sunday series entitled Dawn Combat (Akatsuki
Sentdtai), which portrayed realistic war-time experiences. The
debate about gekiga and its growing popularity, especially
amongst revolting students, finally resulted in the
categorisation of Kajiwara Ikki and Chiba Tetsuya's top-selling
series Tomorrow's Joe (Ashita no Joe) as 'indecent'. The series
was subseguently cut from Magazine at the height of its
popularity in 1973.362 Meanwhile in 1970, Nagai Go's new style
of love-comedy manga about precocicus high gchool students
became the centre of a struggle between the publicshing industry
and a political lobby, known as the 'Harenchi Gakuen
disturbance' (Harenchl Gakuen gb6db). Shameless School (Harenchi
Gakuen) was banned from Jump magazine on the grounds that it was

too raunchy.363

In 1978 the censorious debate about gekiga re-surfaced, this
time focused on low-circulation specialist erotic gekiga
magazines, in particular three of the leading avant garde gekiga
magazines of the period; Manga Erogenika, Manga Dynamite, and
Manga Alice. Thig debate was referred to as the 'erotic gekiga
magazine prohibition problem' (ero gekigashi hakkin shébun
mondai)} and resulted in the cutting of many erotic series by

gekiga artists such as Dirty Matsugi.364

362Reader's Civil War. 223.

363 1nterview with the ex-chief editor of Jump (Shfikan Shénen Jump),
Nishimura Shiged. June 198%4.

364Read§r's Civil War. 224.
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In 1988 problems of a less typical but in other senses more
contemporary kind began again for the manga publishing industry
with the establishment of an COsaka based pro-Afro Caribbean
group which heavily criticised clagsic manga series by Tezuka
Osamu. The Association to Stop Racism Against Blacks (ASRAB) wasg
founded by a local Osaka civil servant, Arita Toshiijiri, and
gubgsequently supported by a varlety of US black civil rights
organisations. ASRABR received high levels of publicity between
1988 and 1993 in Japan, for itg attempts to force either the
government or Tezuka Production Co. Ltd. to stop the
distribution of stories such as; Kimba the White Licn (Jungle
Taitei), Atom Boy (Tetsuwan Atom), and New Treasure Island {Shin
Takarajima), in which black people are portrayed in a derogatory
racist style typical of the 1950s to 1960s when these stories
were drawn. The degree to which the late Tezuka Ogamu hag been
viewed as a highly respectable and 'friendly’ cultural figure in
contemporary Japan - a subject we shall return to in Chapter
Seven ~ meant, however, that this independent 'international’
campaign against his works presented an awkward contradiction
with nascent patterns of evaluation of different manga genres

and was not supported by government authoritieg.365
6.3 The anti-manga movement, 1850-~1992
In late 1%89, headlines about 'harmful', 'violent' and

pornographic manga began to appear with increasing regularity in

national newspapers. These headlines identified and gave great

365yainichi Dailv News, 'Tezuka manga museum going ahead despite protest'.
9 August 1992.
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prominence to a conflict of interest between manga artists and

publishers and the nation's housewives, mothers, and feminists:

PORNOGRAPHIC MANGA BOOKS WITH PARTTALLY-ERASED NUDES
ARE SELLING OUT FAST AT LOCAL BOOK SHOPS 366

NO GIVING IN: LEGAL RESTRICTION OF SEX PICTURES 367

Many newspapers, such as the Asahi Shimbun guoted in the two
different headlines above, were relatively sympathetic towaxds
manga publishers and manga artists. Perceiving perhaps that as
journalists and newspaper publishing companies they ocught to
defend freedom of gpeaech and its visual egquivalent, freedom of
expression, many newspapers gave space to articles about manga
artists and intellectuals campaigning against the possible
ramoval of manga from book shops. However, exactly what the
anti-manga lobby's argument againgt manga was remained

unfocused.

Kamimura Bunzd, the president of the National Assembly for Youth
Development (Seishénen Kenzen ITkisei Renky(ishiikai) which wasg
highly active in the anti-manga leobby in 1990 to 1992 represents
well the reasons given for opposging mangs amongst conservative
intellectuals and politicians. Manga appears to be disliked by
many critics merely because they have an irrational and old-
fashioned dislike of the new media. However, beneath this
apparently habitual conservatism lies a more covertly held,

rational suspicion that people may question and reinterpret

366psahi Shimbun ('Sugata kesu porn comic, gal no honyagan kara tsugitsugi
te'). 11 December 1992.
367Asahi Shimbun ('Yurusuna, geibybdsha no hékisei'). 16 August 1993.
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nistory and politics too far through manga. This concern was
apparent in an unusually transparent statement made by Kamimura
Bunzd in which he guestioned the right of manga artists to draw

history:

Adults who read menga are like children; they should
read books. Higtory, politics and classics like The
Tale of Genji are all released in manga form now and I
think that is bad, that is a problem. Readers do not
have to imagine the scenario themselves, the manga
artist draws the entire scene and nothing is left to
the imagination. So in manga there is no challenge to
the reader tco think and imagine. It is bad to have
history and politics in manga because the reader just
takes in the imagination of the manga artist without
thinking. So really, what I am saying is that there
are twoc things that are strange about manga, Ffirstly
that it is full of perverse sexual images and violence
that is bad for children, and secondly that I think it
is very peculiar to see a forty vear old salary man
and his wife reading manga.368

The 1990 to 199%2 anti-manga movement was also joined by several
feminist groups and women's 'citizens' organisations'® who had a
variety of opinions about manga, ranging from more radical views
that manga wasg full of sexist images and in this way
disgeminated sexlst attitudes to children or adult male readers,
to more conservative views that manga was full of pornography
which was damaging to children. It should be mentioned that the
original reason for carrying out the following research into the
issue of manga censorship was the fact that I could not accept
either of the arguments which suggested that manga wag damaging
to children or was gexist, and I wanted to understand better the
context in which they were being voiced. Furthermore, although

Japanese manga is strongly eguated with sexism and violence, in

358Interview with Kamimura Bunzd, executive director of NAYD, the Naticnal
Assembly for Youth Development (Seishfnen Kenzen Ikisei Kenkyfishlkai). July
1954
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particular with rape and the degradation of women, I have to
candidly admit that I have never myself found manga to be
particularly shocking. It is quite possible that in the course
of my research I have become accustomed to a wide variety of
sexual expression in manga, so that I have become entirely
inured to the 'reality' of its themes. In any case the point
remains that while having no particular interest in defending
manga or manga artists, I have nevertheless perceived events

very much from theilr point of view, in the following section.

Local women's groups tended to present their concerns about
manga as those of 'mothers' or 'housewives'., Thus the majority
of citizens' groups against manga carried titles such as the
Tokyo Mothers' Society (T0kyd Haha ne Kal); Parents' Society for
the Protection of Children (Kodomo wo Mamoru Oya no Kai);
Society for the Protection of Children from Pornographic Manga
{Porn Comic¢ kara Kodomo wo Mamoru Kail; and the Society for the
Protection of Children from Manga (Comic Hon kara Kodomo wo
Mamoru Kai). They protested that reading manga disrupted
children's school studies, was not conducive to developing
children's mental capacities, and contained a lot of violence
and pornography damaging to children's psychological

development.

From 1990 womern's organlisations such as the Osaka-based, Letters
from Japan (Nihon kara no Tegaml), and the Soclety for the
Protection of Women {(Josel wo Mamoru Kai), complaired about the
negative portrayal of women in sex scenes (selihydgen) in manga

stories. As many professional Japanese women have commented
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upon, there was in fact little else on the Japanese feminist
agenda, but campaigning against manga, during the first half of
the 1580s. Feminist arguments that pornography in manga was
demeaning to women were connected to the international discourse
of (new) 'political correctness'. Feminist oppositions to manga
were therefore contemporary and sat awkwardly alongside more old
fashioned censorious arguments put forward by other citizens'
organisations. Following a brief mention of the 1990 to 1992
manga regulation movement Kinko Ite, an American academic with

feminist sympathies, concluded that:

Comics (=sic) provide a sort of haven for Japanese men
who want to keep the present male power hierarchy.369

Muramatsu Yasuko, a professor of Sociology at Tokyo Gakugel
University, made the posgition of many more sophisticated
feminists on manga clearer, in a newspaper article in which she
differentiated feminist opinions from those of women's groups
concerned about the amount of sex in manga:
The problem with these manga books ig thelr sexism. A
detailed survey demonstrates that these manga often depict
violent sew and, more important, that they imply violent
sex satisfies women. The major problem with these manga is

that they violate basic human rights - the problem is not
Just with the number or explicitness of sexual

descriptions.370

In either case these organisations campaigned against manga by
lobbying local diet representatives, councillors and town mayors

to make formal complaints against manga on their behalf. On

369Ito, K. {1994) 'TImages of Women in Weekly Male Comic Magazines in
Japan', in Journal of Pepular Culture 27: 4. 93.

370Muramatsu, Y. 'Comic Book Problem ig sexiem not sex', in Ni i Weekly.
9 September 1992.
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several occasions in 1991 Liberal Democratic Perty members spoke
in the national diet on behalf of citizens' organisations in
their wards. Between October 1990 and June 1991 the issue of
'harmful' manga was raised twice in the Upper House by Upper
House representatives Nagata Yoshio and Takai Kazu of the LDP
and Rengd respectively; and thrice in the Lower House by ruling
LDP Lower House representatives, Watanabe Shéichi, Kaneko
Kazuyoshi, and Maeda Tadashi.37! whilst most representation of
the anti-manga lobby was based on previousgly established
relationships between politically conservative women's and
citizens' organisations and the LDP, the major oppesition
parties also engaged in lobbying against manga. The Socialist
Party Housewives (Shakaitd wo Oenshite iru no Shufu) Ffor
example, were particularly active in calling for action against
manga and sending letters of complaint to publishers and

individual manga artists.

Many of these organisations also contacted their local police
forces to make complaints about specific manga books which they
believed could be consgidered 'harmful' and should therefore be
removed from book shops. Police forces in most prefectures were
sympathetic to complaints about manga and wrote warning letters
to publishers responsible.372 police authorities become
increasingly vocal themselves in calling for a revisilon of the

local laws which would enable them to remove 'harmful' manga

371Thouqhts on the Dangerous Manga Problem {Y(igai Comlc Mondai wo
Kangaeru), Tokyo: Tgukuru Shuppan. 1991. 22-23

372 1nterview with Tsuchiya Yukioc, vice-head of X8dansha General Affairs
Department 2 (Kddansha Dainibu Hensh( $6mu) . Tsuchiya, who had been
responsible for domestic public relations over the previous decads,
reported that there had been a sudden increase in the number of complaints
since 1991. Letters had been received from "women's organisations" and from
police departments warning publishers about public complaints. March 1994,

227



from kbook shops immediatelvy, rather than after a lengthy local
legal process to determine the status of each offending manga
book in question. Police argued that the current system of law
regarding 'harmful' materials was inadequate because in the time
it took for material to be legally defined as 'harmful’ by a
local prefecture it had already sold out and disappeared for

ever from the book shops.373

In early 1950 diet members of the Liberal Demccratic Party
attempted to draw up a revision bill (SeishBnen Kenzen Ikisei
Jérel Kaiselan) to increase the powers of the existing local law
for the protection of youth.374 However this political activity
was quickly marginalised by the far more pressing diet
digcussgion about the gtate of Japanese contributions to the
United Nations operationg against Irag in the gulf. At the core
of the protracted PKO (Peace Keeping Operation} debate was the
question of whether it was congtitutional for Japan to send
Japanesge SDF (Self Defence Forces) troops to the Middle Eagt and
if not, whether it should amend ‘Clause 9' of the post-war
constitution in order to be able to do so. In this context the
proposed bill for revising the local law freguently used against
manga wag seen as a challenge to the constitution. It ie
possible that this echoed urhelpfully the spectre of the PXO
debate, which was the immense strategic diffliculty of altering
the post-war constitution in the early 1990=. For all these

reasons the bill did not get off the ground and in 1992 the

373 1nterview with the chief editor of Tgukury journal and publishing
company and one of the founding members of the Society for the Protection
of Freedom of Expression in Manga (Comic Hyfgen no Jiy(i o Mameru Kail),
Shinoda Hironori. May 1994.

3741nterview with Shinoda Hironori. May 1994,
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Liberal Democratic Party lost its position as the party of
government, taking the last of the anti-manga lobby supporting
the revision bill, with it. Instead of culminating in a revision
of existing local law, the activities of the anti-manga Lobby
were realised by stimulating a greatly increased level of
activity in the already 'in place' but round-about system for
regulating manga via local law and organisations linked to a

centralised national system of listing 'harmful' manga.

6.4 The increase in manga regulation, 1990-1994

Each month the Youth Policy Unit (Seishénen Taisaku Honbu) of
the Minigtry of General Affairs (S8muchd) draws up a new list of
'harmful' manga known as the 'Official Haxrmful Manga List'
(YGgai Shiteili Zusgho List), which is distributed amongst
publishers in the three monthly report, 'Lists of material
categorised as 'harmful' in each prefecture, according to local
laws' (Todbfuken Idrei ni voru ylgai shitei ranhy8&). Within the
manga publigshing world, manga books which have appeared on one
of these lists are identified as "yigail sareta” (harmful-ized)
manga. Figure 23 illustrates a rapid increase in the number of
cases of manca magazines and bhooks cofficially categorised as

vigal between November 19920 and February 1991.375

Until October 1950 the inguiry committee for the compilation of
new lists of manga to be categorised as 'harmful’ in the

government report met once every two months. Since the beginning

3757abular data printed in Reader's Civil War (Shigaisen), Tokyo: Tsukuru
Shuppan. 1991. 159. In Reader's Civil War it is stated that the data was
originally derived from statistics provided by the Youth Policy Unit
{Seishénen Taisakuy Honbu) of the Ministry of Ceneral Affairs (S8muchd).
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of the regulation movement in Octocber 1990, however, this
committee intensified its activities and met once each month
ingtead. It is evident from this graph depicted in Figure 23
that the huge increase of manca arriving on the official
blacklist tock place two months after the inquiry committee
increased the regularity of its meetings. This suggests that
rather than responding to an already existing surge in the
nurber of 'harmful' manga reported in each prefecture, the
national inguiry committee helped to precipitate the increase in
the number of cases of 'harmful' manga by increasing its
capacity to categorise manga as 'harmful' in the first place.
The graph in Figure 23 shows the number of cases of censored
manga only from October 12920 because prior to this date manga
were not blacklisted on a monthly bagis and hence no previocus
monthiy data exist. It ig possible to estimate the general scale
of the increase in manga blacklisting however, by congideration
of the fact that in the year prior to the period shown on this
graph, between October 1989 and Cctober 1990, the total number
of manga books blacklisted was only 554, or an average figure of
approximately 46 books per month.37% These are clearly far lower
figures than the figures for manga blacklisted in the year

succeeding October 1990.

6.5 Self-regulation within the manga publishing industry

Despite the strength of the anti-manga lobby the Youth Policy

Unit national government agency was most strongly assisted in

its efforts to regulate manga by the publishing industry itself.

376As ahove.
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Figure 23

The number of manga books categorised as 'harmful' between October
1990 and December 1992
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Source: tabular data in Reader's Civil War (Shigaisen}, Tokyo:
Tsukuru Shuppan. 1991. 159. [Original data from the government
Youth Policy Unit (Seishdnen Taisaku Honbuj .



Executive staff of larger publishing companies responded to the
external "regulation movement" (kisei unds) with an industry
level campaign to promote anticipatory "self-regulation" {(Fiké
kigsei). In fact the Japan Publishers' Assocciation (Nihon Shuppan
Kybkal) established an industrial level watchdog, the Publishing
Ethics Committee (Shuppan Rinri Kytgikai), to monitor the
contents of manga as early as 1963. Thus the industrial 'ethics’
watchdog anticipated organised government regulation by 4 yvears,
and it is probable that large publishing companies set up an
industrial watchdog on manga at the behest of government
officials. Moreover links between the government investigative
committee on manga and the industrial Publishing Ethics
Committee have remained close. In 1994 the Publishing Ethics
Cormittee which met once each month to discuse the content of
manga congisted of 15 members, including representatives of each
of the major publishing companies and one government official

from the Youth Policy Unit.377

Throughout 1990 the ethics watchdog became increasingly involved
in urging its manga publishing members to exercise editorial
discretion to reduce the amount of sex, violence, and violence
against women, in the pages of their manga bocks and magazines.
The ethics watchdog began to draw up its own list of 'bad manga’
based on the government list. Manga bocks which had appeared in
4 or more of the official government lisgts of "harmful' manga,
appeared on the industrial watchdog's lists of bad manga. The
ethics committee, ultimately responsive to the commercial

interestg of iteg members, suggested that manga books appearing

377piscussion with a member of staff of the Japen Publisher's Association
(Nihon Shuppan Kv&kai). January 19554.
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on their lists should be sold in plastic covers with special
labels on the dust jackets indicating that they were SEINEN
coMIC (ADULT MANGA BOOK). This was one way in which the
industrial watchdog could appear to represent both the interests
of the government, by forcing publishers to comply with the law
against selling harmful materials to minors, and the interests
of their members, who did not want to stop producing their manga
books. In fact the effect of labelling manga as ADULT MANGA BOOK
in this way greatly strengthened the influence of the government
manga blacklists. The ADULT MANGA BOOK stickers made the whole
issue of the legal status of 'harmful’' manga far more explicit
and active. Retail outlets were discouraged from stocking any
listed or labelled manga at all. Some publishers sought to
reassure book shop owners by alsc sealing manga designated for
labelling in plastic covers to prevent casual browsing by
minors. However, the majority of cutlets preferred not to rigk
fine or arrest and refused to stock designated aduit manga at
all, while a minority of book shops instituted ADULT MANGA BOOK

only shelves or 'corners'.378

Ag the number of manga books which the ethics committee insisted
mist be labelled with ADULT MANGA BOOK stickers increased, then
the number of manga books listed as 'harmful' in government
liste each month decreased. In 1991 the ethics committee
designated a total of 58 books for labelling, in 1992 this

figure rose to 87, and in 1993, 322 manga books had been

378, a telephone questionnaire survey of book shops about 'harmful' comics'
(Yligal Comic ni Kan suru Shoten e no Denwa Ankéto), in Thoughbs on the

Dangerous Manga Problem. Tokyo: Tsukuru Shuppan. 1991. 62-63.
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labelled.379 Finally, in December 1992 the Publishing Ethics
Committee stepped up ite activities further and demanded that
all manga books produced by its members which had appeared on
government lists of 'harmful' manga must be recalled and removed

from book shop shelves entirely.

This was a bold and highly repressive act which it is unlikely
that a govermment agency could have pursued without causing a
great deal of political agitation and public mistrust.
Regulation amounting to censorship, activated at an industrial
level, wasg evidently a more practical and less apparently anti-
congtitutional and therefore problematic means of controlling
manga than the arduous process of making local laws against
specific manga books. Thus by the end of 1992 the political
regulation movement had largely been internalised within the
manga publishing industry, establishing a firm precedent for
autcmatic self-regulation, or internal censorship by editors and

artists at the point of preduction.
6.6 Which manga were affected?

Manga series which most frequently appeared to cause offence
were Lolicom series in specialist magazines, love-comedy in
boyvse' manga containing generally mild sex scenes, followed by
raunchy adult manga series and ladies' manga - which generally
contain the largest number of explicit sex scenes. In other

cases, gag series, such as Magazine's Violent Idiot (Gekiretsu

37%ata printed in the 1994.2.1 report of the Publishing Ethice Committee
(Shuppan Rinri KybBgikai), obtained from the Japan Publisher's Association
(Nihon Shuppan Kydkai).
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no Baka), were added to the list of 'harmful' manga on the
simple and arbitrary basis that they were in "poor taste".380
One of the first and most often cited cases of a manga series
which was entirely dropped from production and removed from +he
book shelves is the series Angel by manga artist Y&jin (Playboy)
serialised in Young Sunday adolescents' magazine until October
1990. Angel, also subtitled High School Sexual Bad Boys and
Girls Story, was appropriately a serieg aimed at high-school
children. It in fact contained little more 'hazmful' than rather
cute passive nude scenes in which innocence, discovery, young
love, and sex education were the main themes. The incorporation
of sex education themes in commercial publications, usually
teenage magazines and to a lesser extent adolescent manga, is
relatively common and serves as a compensation for inadequate
formal sex education in schools.38l rater in March 1992 the
regulation of a broadly similar serieg, manga artist Yamamoto
Naoki's BLUE, caused ancther outburst of indignation and anger
amongst manga artists and voung readers. Interestingly only a
small proportion of manga made officially 'harmful' was elther
commercial adult manga targeted at male audiences which
freguently feature belligerent sexism, or hard-core pornographic

manga stories.

Examples of leading series which appeared on the government

lists of 'harmful’ manga in 1990 to 1992 and which were

380piscussion with the deputy chief editor of Magazine, Iishi Tohru, about
the 'harmful' categorisation of Violent Idiot (Gekiretsu no Baka). Violent
Bastard was categorised as 'harmful' in Sendai city on the bagis of the
city mayor's observation that it was "in poor taste'. April 1994,

38lgee White, M.: (1995) 'The marketing of adolescence in Japan', in Skov,
L. & Moeran, B. (eds.) Women, Media and Consumption in Japan, London:
Curzon Press. 268.
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subsequently discontinued include volumes of the following: Bad
Invitation (Ikenai Invitation), 108 Temptations (Hyakuhachi no
Koi), Feel It BABY (Kanji Sasete BABY), Bad School Mistress
Luna! (Ikenai Luna Sensei!), an& 1+2=Paradise published by
Kbdansha; Feel Good Clinic (O Genki Clinic), Wife Lunch (Okusama
Lunch), I wanna do it (Yaritail Hédai), ANGEL, AMORE, and
BROTHERS by Akita Shoten; Lemon Angel, Cinderella Express and
Bad BOY (Ikenai BOY) by Shfieisha; Happy Gorakubu (Happy Club),
Sotchi ga Ii No (That's Good), Junk Boy, SIGH, and 100% by
Futabasha; plus The Ultra Heaven of Love (A1 no Ultra Heaven) by

Kébunsha. 382

Interestingly Sh8gakukan, one of the three largest publishers of
manga was barely implicated in the regulation movement at all.
Precediqg the Angel incident only one manga book published by
Shégakukan, Ecstasy at the Edge. Vol.l (Genkai ni Ecstacy Vol.
1) was listed as 'harmful' and removed from book shelves.
Possible explanations of this may lie in the early shock
Shégakukan executives and editors received when the series Angel
was targeted by the anti-manga lobby as a 'harmful’ story and
subsequently forced out of production. Relative to Kd&dansha and
Shiieisha which have historically been associated with blue
collar readerships, Shégakukan manga has freguently been
perceived by manga critics and readers to be more contemporary,
white collar and liberal-minded in its general ideological
orientation. Thus Shégakukan executives were marginally more

sensitive to the 'politically correct' element of the anti-manga

382Reader's Civil War. 1991. 14-15.
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lobby's agenda and quickly responded by making their artists and

editors produce even more '‘gentle' manga.383

Manga wihich was labelled ADULT MANGA BOOK under the direction of
the Publishing Ethics Committee and which had already appeared
on government lists of 'harmful' manga included volumes of the
following series: Bad Invitation (Tkenai Invitation) and 108
Temptations (Hyakuhachi no Koi) by XK8dansha; O Genki Clinic
(Feel Good Clinic) and Okusama Lunch (Wife lunch) by Akita
Shéten; Lets Go Funky (Funky De Ik8) by Igeui Sha; Renai Express
(Express Affair), Just Like You (Kimi to Omoikiri), Dangerous
Woman (Abunai Onna), Go Ahead Wife (Dézo Okusama) and The Loving
Time (Ai shite Doki) by Matsubunkan; BE MY SISTER by Tokyo Sanyo
Sha; Like An Idol (Maru Maru Idol), EVOCATION, Triangle and’

Sigters Panic by Fujimi Shuppan.384

In terms of the effect of the regulation movement, manga series
which were discontinued, removed from book shelves, placed in
ADULT MANWGA BOOK corners, or marked with ADULT MANGA BOOK
labels, represented the tip of an iceberg. Hidden from public
view within the manga industry the main effect of the regulation
movement wasg an uncharted wave of anticipatory self-censcrship
exercised directly by manga editors and individual manga
artists. The processes involved in self-regulation were
extremely complex, involving both explicit and indirect pressure
from manga editors, as well as measures - frequently unconscious

- taken by artists te evade having their work perceived as

383pigcussion with Comic Box editor, Kan Miyvoshi, and with a senior staff
writer of Weekly SPAl, Takada Isao. November 1293 and January 1994,
respectively.

384peader's Civil war. 1991. 58.

236



'harmful ', While the precise extent of the self—regulatioﬁ trend
cannot easily be guantified, it is clear from the accounts of
artists and their response to the regulation movement that it
was far reaching. Yamamoto Naoki, the manga artist of the series
BLUE targeted for regulation in September 1992, discussed with
reporters how he regulated his work himself:

Ever since regulations became stricter I've been

shocked every time I notice that I am subconsciously
controlling my expresgsion.385

By 1994 elements of the anti-manga lobby were satisfied with
what they perceived to be substantial improvements in manga.
Kamimura Bunzd opined that:

The companies promisgsed not to publish bad manga again

and I think that since then the content of manga has
generally got a lot better than it was. Yes, it has

changed quite a lot really.386

Publishing companies were motivated to apply self-censorship not
merely becausge they were encouraged to do go by the Japan
Publisher's Asgsociation, bhut through a combination of commercial
concern about making losses on manga series that could not be
distributed as books, and attracting negative publicity to their
otherwise highly respectable organisations. Manga artists on the
other hand had overwhelming reasons for accepting self-
regulation. Even manga artists, such as Morizono Milk, Nagai Go,
and Kobayashi Yoshinori, who took a militant line in opposing

manga regulation and self-regulation were nevertheless strongly

385a5ahi Evening News dquoting manga artist Yamamoto Naoki in 'Cartoonists
say Sex Restrictiong Hinder Free Speech'. 1& September 1893.
386Interview with Kamimura Bunz8, executive director of NAYD. July 1994.
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motivated to produce 'acceptable' work in order to survive in
the competitive manga industry. Artists whose work was

categorised as harmful faced severe setbacks in their careers
and lost large parts of their incomes - the royalties on manga

bdoks which could not be zold.

The case of manga artist Morizono Milk provides a good example
of the process by which the production of certain manga series
was effectively quashed through the regulation movement.
Morizono Milk is a media-friendly glamorocus young artist. The
key theme of Morizono's manga is wealthy, jet-set young women
with luxury clothes and homes who have a wide variety of raunchy
sexual encounterg. Between 1981 and 1992 Morizono produced an
erotic series entitled Peacemaker (Ikéfuku wo Uru Otoko) for
Midori teenage girls' manga magazine published by K&dansha.
During 1290 K&dansha public relations department began to
raeceive letters complaining about Morizono's series from police
departments, local PTA groups, housewlives groups and local
politicians. The management of Kddansha began to place pressure
on the chief editor of Midori magazine to stop certalin manga
gseries which had appeared on the list of 'harmful’ manga, and on
the top of this list was Morizono Milk's geries. Kbddansha
subsequently refused to publish books of Morizono Milk's series
unless the entire series was revised. Morizono refused to revise
her series in preparation for publication in book format with
the result that neither she nor Kédansha received any royalties
from the series. At the end of 1991, the one year contract
Morizono had signed with Midori for the production of the series

was not renewed despite the popularity of the series. Morizono
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tock the series to a smaller company, Shédensha, who agreed to
publish a collected edition of the series in its original
'harmful' state. Small publighers such ag Shodensha have far
more limited channels of distribution, their books are sold in
fewer cutlets and generate far lower royalties for manga
artists, than large publishers., Moving from a top publisher such
as K&dansha to a small publisher such as Shédensha represented a
severe regression in Morizono's career as an artist. However in
1994 Morizono had not only centinued to produce manga
predominantly for Shdédensha, but she had also found herself
compelied to exercise self-censorship of her work in order to
earn a living in the manga industry. Bven working for Shédensha
however, Morizono found herself forced to give her stories a
lighter and more innocent appeal:

T used tc have to be very self-conscious at Feel Young

because I do very 'dark' erotic pictures and their

magazine keeps the pages ‘light’. I kept having to
lighten up my pages all the time.387

Significantly self-censgorship which was frequently recommended
to artists by thelir editors became fused wlth the more general
process of creative editing in the manga production process.
What was a commercially viable style of manga and what was a
politically viable style of manga, in this case unlikely to
arouge notice amongst manga regulation bodies, become fuéed in
the styles of manga editors requested artists to produce. In
Chapter Nine we shall examine the issue of editorial control

more closely.

387 Interview with manga artist, Morizono Milk, in a cafe in Shinjuku after
observation of a work meeting between Morizono and the chief editor of Hime

ladies magazine. April 1994.
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As in the case of Morizono Milk cited above, 'harmful'’ manga
dropped from production by large publishing companies was
however often published at a later date by small publishing
companies. Freguently the series itself was discontinued by the
original magazine publisher but bocks of the series would be
published by a small publisher either after they had been
retracted from boock shops by the original publisher or following
their decision not to publish collected editions of the series
at all. The 'harmful-ized' series BLUE discussed earlier was
discontinued by the publisher Kébunsha and volumes of previous
collected volumes of BLUE were removed from the book shops by
the publisher in March 1992. However by September 1992 volumes
of BLUE published this time by a minor publisher, Hikiritsu sha,
reappeared on the shelves of specialist manga book shops.388
ANGEL dropped from Young Sunday magazine in Autumn 1990, was
later published by Shilberu Shuppan company.389 As in the case of
many sgeries considered 'harmful' the re-edition of BLUE was
given a new dust jacket with a softer more innocent image which

could help deflect critical interest away from the contents.

Small publishers were able to avoid the regulation of 'harmful’
manga on two accounts. Firstly, in order for re-editions of
manga books by different publishers to be categorised as
‘harmful' the arduous procedure of legally defining manga as
'harmful' had to be repeated. As these re-editions were coften

available only at larger speclalist outlets they were less

388peader's Civil War. 1991. 207.
38%Reader's Civil war. 1991. 204.
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likely to be widely viewed and cause equivalent offence amongst
local government bodies. Secondly, few of the many small
publighers in Tokyo were members of the Japan Publisher's
Association, meaning that they were also outside of the internal
jurisdiction of the industrial ethics watchdog. After 1990 in
particular the regulation movement was indirectly responsible
for the flourishing re-growth of smaller publishers, which had
been declining in number since the late 1970s offensive against
erotic manga and minor pornographic magazines. Small publishers
were now able to benefit from publishing 'harmful' and
potentially 'harmful’ manga with greater impunity than large

publishers.

Large publishing companies for whom keeping good relations with
the political world was of significant strategic importance are
more likely to join the publisher's association which acts as a
crogss—-industrial negotiation body. As artist Morizecne Milk
suggested, large publishing companies were concerned about their
generai role as cultural organisationsg, and in the case of
'"harmful' manga this was frequently more important than their
directly commercial interests:

Big companies in the Publishers Association have a

history and a reputation. They see themselves as
respectable organisations so they won't publish things

against public complaints.390

The case of artist Kobavashi Yoshinori's manga episode about the
1992 royal wedding illustrates the responsible political role

large publishers generally pursue. Kobayashi Yoshinori, an

3901nterview with Morizono Milk. April 19%4.
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extremely popular adult manga artist, was asked to produce a
special episode of his weekly series The Arrogance Manifesto
(Gémanism Sengen) 3°1 run in Weekly SPA! magazine to be uged on
the cover of the magazine during the week of the Crown Prince
Naruhito's wedding to Owada Masako in June 1993. In the self-
analytical and mildly iconoclastic style for which Kobavaghi
Yoshinori has become well-known he produced an episode entitled
'Front Cover Day' {Cover Tguki no Hi). In this episode Kobavashi
spun an absurd and indirectly critical story in which on the day
of her wedding, Owada Masako, the incumbent bride of the future
emperor jumps out of the royal carriage to join a demonstration
for the abolition of the royal family, and in doing so reveals
to the world that she is a member of Chukaku-ha (the Central
Core Faction of the Revolutionary Communist League). Two days
before this story was due to be published the management of the
parent corporation of Flszdszha publishers, the Fuji-Sankei Group,
ordered the episode to be dropped from Weekly SPA!. The epilsode,
'Front Cover Day', was published in an act of defiance several
months later in the October 1993 issue of the low-circulation

avant garde magazine GARO. 392

391rhe Japanese term for arrcgance in this case is gbman. Here the English
word ending -ism has been added to this term te produce the term gdmanism,
which literally means arrogantism in English. Gémanism, sounds similar to
communism in Japanese, and the title of the series The Manifestc of
Arrogance contains an ironic reference to The Communist Manifesto and
'igms' generally.

392y formation about this affair came from three sources. The first of
these were informal discussions with a senior editor of Weekly SPA!, Takada
Isao, in November 1993. The seccond source was an interview with the long-
time chief editor of GARD, Nagal Katsuichi, in June 1994. The third source
was an article: 'Fighting back against the curtailing of innocent
anarchism' {Innocent na anarchism de happd yvabure no teikd), in Shékunl,

July 1994, 272~273.
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This example alsc illustrates that small publishers of 'harmful’
- or in this case simply 'taboc' - manga were often in fact
linked to larger publishers which had decided not to publish the
same manga books. Small publishers such as Shédensha, Sukora,
Kgébunsha, Sakurambo Shoten, Issui Sha, Tatsumi Shuppan were the
child-companies (kogaisha) of large respectable publisghers. In
fact a large number of smaller publishers were linked in
hierarchical fashion to large publishers, either as immediate
child-companies or as even more minor companies attached to
these child-companies. In rarer cases successful commercial
manga artists such as Ozaki Jun and Sonoda Kenichi chose to
print some of thelr own manga in amateur manga books and had
them =zold in amateur manga markets, in particular the bi-annual

Comic Market,

As the manga regulation movement helped to push erotic and other
'harmful' styles of manga towards smaller publishers and to a
lesger degree the amateur manga world, genres of manga
associated with amateur manga books and contemporary erotic
manga series became broadly asgssociated with 'harmful' manga.
During the 1990 to 1992 regulation movement, highly contemporary
and popular genres of manga derived from the 'master-genre' of
girls' manga (shdéjo manga) first developed by women artists,
were categorised as 'harmful' far more frequently than manga
more stylistically related to gekiga which dominates new adult
manga series and to a slightly lesser degree boys' manga. A high
proportion of ‘harmful' series were based on love-comedies, or
Lolicom genres linked to girls' manga in general and

contemporary 'otaku manga' in particular. Thus at a stylistic
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level the regulation movement was aimed espeéially agalnst the
genres of girls' manga which had been developed within the
amateur manga world and had begun to influence styles in smaller
commercial published magazines. Correspondingly, several small
publishers which became particularly infamous for running the
gauntlet of the regulatory bodies to publish 'harmful' manga
were already previously established as minor specialists in
publishing amateur 'otaku manga' genreg, and in this way acting
as cultural ducts between the commercial and the amateur manga
worlds. These publishers included Fujimi Shuppan and Matsubunkan

whose manga books appeared on countless listes of harmful manga.
6.7 The institutionalisation of the anti-manga movement

Azsked about the regulation movement, the great majority of
artiste and editors cited conservative housewives ("osewazuki na
obasan”) as the chief activists, followed by the PTA and local
police authorities. Hara Takao an ex-assistant of Tezuka Osamu
and founder of the manga artist's organisation, Manga Japan,
represents the opinion of most manga artists in the following
statement:
There 1s no complex thought behind censoring manga.
Simply, nogey old ladies phone up the police or local
diet members to complain about manga when they see it
and then manga gets c¢riticised. The Japanese

government just censors manga when people complain
about it; it is, like always, entirely passive in its

actions.393

393Interview with the founder of Manga Japan, Hara Takao. July 19%84.

244



In fact few artists or editors were able to be gpecify the names
or correspondence addresses of individual women or citizens
organisations opposed to manga. The two most traceable anti-
manga groups - the National Assembly for Youth Development
(Seishfnen Kenzen Tkisei Kenkyl Shiikal or NAYD) and the Tokyo
Mothers' Society (T8kyd Haha no Kai) - appeared on closer
ingpection not to be citizeng' organisations, but, in fact, to
be organisationsg virtually indistinguishable from local and

national government agencies.

NAYD defines itself as a domestic non-governmental organisation
(NGO), and was established by the Japanese govermment in 1964 to
deal with the problem of juvenile delincuency.324 NAYD ocrganises
national and international wyvouth training and exchange
programmes and co-ordinates the activity of all other official
vouth organisations in Japan including voluntary organisations
such as the Young Women's Christian Association (YWCA),
Seinendan (National Youth Corpeg.}, the Boy Scouts Association,
and Youth Volunteers. NAYD receives most of its funding from the
government and is linked at the executive level to the Youth
Affairs Office (Seishénen S6mu Kydiku), a department of the
Ministry of Gemeral Affairs (S6muchd).32d In addition to a large
national centre comprising a building complex in the grounds of
the Naticnal Youth Co-ordinaticn Centre (Kokuritsu Seishdnen
S6¢gd Centre) in Yoyogl, central Tokyo, local branches of NAYD

also exist in every prefecture. Thus NAYD headgquarters are

394MAYD: Japan, & public information pamphlet printed by NAYD.

395NAYD, Japan. Kamimura Bunzd, the executive directcr of NAYD also
confirmed during an interview that NAYD was funded mcgtly by the
government. July 1994.
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located in an extraordinarily spacious area of ex-military park-
land in central Tokyo, donated by the government to the National
Youth Co-ordination Centre (Kokuritsu Seishdnen S6gb Centre) in

1964 .396

NAYD has been one of the most active if not often referred to
organisations involved in the anti-manga movement of 1990 to
1992. Kemimura Bunz8, the executive director of NAYD, also
Sociology lecturer at Rylts( Keizai University, has been a
prominent figure in the anti-manga lobby. In 1991 Kamimura
himself toured several prefectures in Japan to give a speech
against manga at forums set up by local NAYD branches:
In 1991 we felt that manga full of sex was not good
for children's development so we made an official
pronouncement to work against manga. In 1991 we
achieved the passing of a local law against 'harmful'’
manga in four cities simultaneocusly - Tokyo, Kyoto,

Hiroshima and Osaka. At the same time NAYD gave
speeches about the need to regulate manga in every

prefecture, 397

Since 1991 the process of channelling complaints about manga
towards local government action to regulate manga has been
organised by local NAYD branches. Detedting "harmful’ manga has
become a job allotted to young members of the Youth Volunteers
Assccilation. Each week several yvoung volunteers go to local book
shops to look for potentially 'harmful' manga and then take what
they think might be considered ‘harmful' volumes to a local
member of NAYD. Typically this individual is also a voluntary

group leader or citizen active in the PTA. This local NAYD co-

3%6Interview with Kamimura Bunzbd, executive director of NAYD. July 1994.
33T kamimura. July 1994,
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ordinator appointed by local goverrment is in direct contact
with members of other local citizen's organisations, the PTA,
and local youth organisations, which they are able to contact
immediately to call together repfesentatives to hold emergency
meetings for the evaluation of manga. If this meeting decides
that any manga book forwarded for review is 'harmful' they put
forward the proposal to local government that a local law is
passed immediately to stop the sale of that volume in book shops
in the prefecture.398 What is gquite clear from thisg outline of
how precisely the manga regulation movement operates is that it
is not in fact comprised of local movements of organised
individuals or communities within society placing pressure on
local government to remove manga, S0 much as one part of
systematic local government activities. Rather than reaching the
attention of local councils through forms of independent local
protegt, 'harmful' manga was systematically sought out by wyouth
volunteers and judged by a team of individuals selected
precigely on the basis of their hostile attitude towards manga.
The implications of the routine manga examination system, are,
of course, highly élitist. The implication was that good members
of organisations such as the Youth Volunteers or the PTA were
morally incorruptible, while the great majority of people were

infinitely weak and under the influence of magazines.

Moreover a large number of the organisations campaigning against
manga, such as the Parents' Society for Protection of Children
{Kodomo wo Mamoru Oya no Kai); the Society for the Protection of

Children from Pornographic Manga (Porn Comic kara Kodomo wo

398Kamimura. July 1994.
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Mamoxru Kail);or the Society for the Protection of Children from
Manga (Comic Kara Kodomo wo Mamoru Kai), were in fact very small
organigations launched by the same community, youth and
voluntary leaders as were employed in the bureaucratic pProcess
of regulating manga. ALl the evidence suggests that the anti-
manga movement was not a huge nation wide popular movement, as
it was presented in the Japanese media, but an extension of
government activities. Manga regulation was in fact local
government policy which drew local citizens' organisationsg
already close to local governmenﬁ activitieg into the formal
process of regulation in order, perhaps, to provide legitimacy
for what otherwise might be viewed as an anti-constituticnal

activity,.

In 1994, the Tokyo-based citizen's organisation, Tokvo Mothers'
Society (Tokyo Haha no Kai), was "organised from a room in a
Tokyo police station". Members of this anti-manga organisation
apparently vigited the room on occasions but were otherwise not
directly available. Ingquiries to the Tokyo Mothers' Society had
to be fielded through contacts in other organisations or through
the police.399 on the occasion when I attempted to procure an
interview with Tokyo Mothers' Society I wrote a letter to a
private address for correspondence and received a written reply
and later a phone call confirming that members would be happy to
meet me and discuss their activities and views. On the day of
the arranged interview I received a second phone call to the

effect that the Tokyo Mothers' Soclety had once again discussed

3991nterview with the chief-editor of Tsukuru Shuppan, Shinoda Hironori,
who later provided me with the address for correspondence with one member
of the Tokyo Mothers' Society. May 1594.
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the coming interview with me and decided that it was not in fact
possible for them to discuss their Society business with me
because it was "not public information” and apologised on behalf
of the previous Society member who had apparently granted me an
interview by mistake. Both members of the Tokyo Mothers' Society
to whom the author spoke were highly professional and confident
in their manner in a way which implied that if they were Tokyo
mothers campaigning against manga these were neot in fact their
mogst distinguishing social credentials. In addition to using a
room in a police statlion, the Tokyo Mothers' Society also
attended regular meetings to determine the legal category of
manga books, convened in exclugive coffice space of the new Tokyo
Matropolitaen Council building (Tochd) in Shinjuku, central
Tokyo. Here Tokyo Metropolitan Government had also established a
gsmall library of all 'harmful' manga bocks in the Women, Boys'
and Youth Section of the Tokyo City Culture Offices (T8ky&-to
Bunka Xybiku Jogei, Shénenbu Seinenkan) .400 The gecrecy of the
Tokyo Mothers'® Society combined with the fact that their
activities are balanced between a police gtation and Tokyo
Metropolitan Govermment offices implied that they were not a
local citizens' organisation eager to rally support for their
views, but rather members of a Tokyo Metropolitan Government

agency.

Kamimura Bunzd suggests that the anti-manga lobby was initiated
by an organisation of housewives in Wakeyama prefecture who

protested against manga in late 1890. However Kamimura, one of

400a yigit to the Women, Boy's and Youth Section of the Tokyo City Culture
Offices (Tékyd-to Bunka Kydiku Josei, Shdnenbu Seinenka) in the Tochsd,
Shinjuku.
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the few experts on the history of the anti-manga lobby, was
nevertheless unable to explain what actions the Wakeyama
housewives had pursued to meke their protest nor what the name
of their organisation had been. No matter how modest, it would
seem improbable that housewives could organise a public protest
without organising themselves into a nameable organigation at
the same time. The Wakeyama prefecture housewives' protests had
apparently became & nation-wide movement in the space of a few
months through the actions of the Young Women's Christian
Association (YWCA) and the Housewives' Suffragette League (Fujin
Ylikensha D&mel) which were responsible for publicising the
Wakeyama prefecture protest and turning it into a national
movement against manga. The facts remain unclear. Clearly a
section of Japanese society is 6pposed to the free distribution
of manga, but it would seem that relatively small anti-manga
protests have been spread and exacerbated by local and national
government agencles extremely willing to tighten the regulation

of manga.

The involvement of women in government agencies, local citizens’
campaigns, and NGC's linked to government offices, has in fact
an established historxy in Japanese local politics and social
organisation. In late post-war Japan, women who have been barred
from involvement in public life chiefly by discrimination in the
labour market preventing them from getting anything other than
low-status, part-time and casual employment have sought to be
involved in other public spheres. Many women have attached great
status and importance to the education of their children and

attending PTA meetings, or elevating theilr private role as
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housewives to a profegsional ievel by becoming accomplished in
the bridal arts, such as flower arrangement, or contemporary
home design, and cookery. Numerous magazines, 'culture' and
"women's' pages in newspapers and evening classes cater for
Japanese women wishing to relate their home-making skills to
public life.4Cl Women who were students during the 1960g and who
through student protests experienced an active involvement with
gsociety in their youths in particular have tended to complement
their lives as housewives with educational activities and
involvement in local citizens' campalghs. These women are
sometimes referred to as 'full-time activigt housewives'
(katsudd sengyd shufu). In The Japanese Woman Iwao Sumiko
estimates that approximately 10 percent of Japanese women,
typically married and living in suburban housing areas, are
actively invelved in some form of citizeng' organisatilon:

Leaders of all kinds of local campaigns tend to be
drawn from this pool of activist housewives, 402

The nature of the relationship between local branches of
organisations such as NAYD or the YWCA, and the state, is one
which closely approximates the style of citizens' organisations
which Gregory Kasza describes as 'administered mass
organisations' (AMO). Kasza, who has also published research on
the state and the mass media in Japan, describes AMOs, which may

originate as pressure groups or NGOs, as organisations which

401lgee Creighton, M. (1995) 'Japanese Craft Tourism: Liberating the Crane
Wife', in ale of Tourism Regearch. 22:2. esp. 463-478; and Moeran, B,
(1995) ‘Reading Japanese in Katel Gahd: the art of being an upperclass
woman', in Women, Media and Consumption jn sJapan, London: Curzon Press.
111-142.

402Iwao, S. (1993) The Jepanese Woman, USA: The Free Press.
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draw ordinary members of the public intoc an active involvement
with domestic governmental policy making, often through mutual
populist political campaigns. In Japan, Kasza categorises the
pre-war Fujin Y(kensha Démei and the National Youth Corps
(Seinendan) as AMOs. Both of these modern organisations
(Seinendan is now administered under the auspices of NAYD), and
women's droups such asz Tbkyd Haha no Kai, which have been
involved in the anti-manga movement, appear to fall into some
such similar concealed category of political campaigns which are

membered by citizens but administered by the government.403

6.8 Manga regulation and the LDP

Whiie none of the editors or manga artists whom I interviewed
expressed the view that the manga regulation movement was
anything other than an 'ordinary’' citizens' movement, several
individuals had nevertheless perceived broader relationships
between the timing of the anti-manga movement and changes in the
structure of Japanese politics. Deputy chief editor of Magazine,
Ishii Tohru, discussed how in his opinion manga regulation had
been a populist issue amongst Liberal Democratic Party (LDP)
politiciang gince the late 1960s:
When I wasg a little boy and I used to go to the book
shop my teacher used to wait and spy on children going
to look at manga. He would hide and spy on us and then
jump out and tell us off if we picked up a manga book.
He would tell ueg that it was full of sex and political
stories that were very bad for us. The PTA are largely
composed of LDP members and they get financial support
form the LDP. So when it comes to electlion time the

LDP candidates become very vociferous complaining
about manga. They know that it makes them look good

403Kasza, . (1995) The Conscription Society, London: Yale University
Press. See sections on Japan,
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and attracts the votes of conservative housewives and
local citizeng.404

Koyama Shikao the chief editor of Aoba Shoten company dated the
cooling off of the manga regulation movement with the decline of
the ruling LDP government in 1892:
The government 1ls not as 'noisy' as it used to be
about controlling manga. Since Hosokawa came into

government they haven't bothered us so much at all; I
think it is basically because it is no longer an LDP

government.405

Following electoral losses sustained by the LDP in 1989, which
were to become the forewarnings of the 1992 downfall, it is
pecssible that LDP politicians felt greater cause for concern
about their popularity than ever before. The strong assoclation
of ILDP politilcians and members with the manga regulation
movement moreover substantiates yet again the thesis that the
manga regulation movement was not so much a 'popular' citizens

activity as 'populist' political activity.

404 1nterview with deputy chief editor of Magazine, Iishi T&hru. April 19%4.
405tnterview with chief editor of Acba Shoten, Kéyama Shikao. April 1994.

253



6.9 The campaign for the freedom of expression in manga

During the manga regulation movement of 1990 to 1992 Japanese
state authorities gained more control over what manga people
could produce and what manga people could read. The initial
freedom of the publishing industry made manga more vulnerable to
this specially devised and heavy handed bureaucratic treatment.
However the move to restrict manga did not go uncontested. From
1990 publishing companies and the Publishers Trade Union
(Shuppan Réren) resisted early attempts to utilise local laws to
effectively censor hanga. Manga artists themselves were not
invelved in this low-key struggle until Maxrch 1992. Historically
manga artists have been badly organised, and when they finally
got their own voige in this dispute it was an organisation
created for them, rather than by them. The Society to Protect
the Freedom of Expression in Manga ({(Manga Hydgen wo Jiy( ni
Mamoru Kai) was founded by Shinoda Hironori, the publisher of,
and chief contributor to, Tsukuru, a periodical about the media.
Shinoda Hironori had been following the issue of manga
regulation for several months in Tsukuru and Jjust felt that
manga artists ought to be more organiged in order to defend

their work.

By 1994 the Society for the Protection of Freedom of Expression
in Manga had successfully recruited over 1000 members. Members
were overwhelmingly composed of manga artists such as Satonaka
Machiko, Saitd Takao, Chiba Tetsuya, Saimon ¥umi whilst the
president of the Society is Ishinomori Shétard - an artist who

is involved in the management of several manga artist
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organisations. In addition to mangs artists, a few individual
manga editors, company executives - such as Kddansha's chief
publisher, Mr. Yamano, the Publisher's Trade Union, and
independent lawyers and manga fans - have also joined the
Society. Each member pays a minimum fee of 1000 yen a month with

which the Society supports its activities,

Between March and May 1992 the Society arranged for a special
appeal to be placed inside the pages of all major manga
magazines published by major publishers. This single page
advertisement entitled the Appeal for the Protection of Freedom
of Expression in Manga Books (Comic Hy8geén wo JiyQ ni Mamoru
Appeal) aimed to inform manga readers about the problem facing
artists and the manga industry. Readers were enceouraged to send
letters of support and menbership fees to the society. The manga
publishing industry was able to fight back against the
accumulation of negative bublicity it had received in the media
in manga itself. The case made in the appeal was that the unfair
and irrational censorship of harmless materials should be

opposeaed.

Shincoda Hironori also produces the monthly bulletin of the
Society distributed to all members entitled the Shigaisen Kaihd.
'Shigaisen' is a pun on the Japanese term for 'civil war'
composed however from different Chinese characters: shi meaning
‘read'; gai meaning 'outgide of'; and sen meaning 'war’'. Thus
Shigaisen Kalh® means, approximately, 'Reader's Civil War
lBulletin'. The bulletin contains up-to-date news clippings and

letters of support from manga readers. Shinoda Hironori believes
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that it is the strength of the publicity which the Socilety for
the Protection of Freedom of Expression in Manga gathered and
the gradual convincing of other sections of the media that manga
should not be censored which caused a final decline in the
figures of manga books regulated between 19%2 and 1993. It is
possible, however, that the regulation movement dwindled mostly
because of both the change already wrought in the kind of
stories serialised in manga magazines and because of political
changes in Japan which stimulated a broad re-evaluation of

manga.
6.10 Conclusion

The panic about otaku manga and amateur manga subculture was
largely generated within the media and by individuals whose
employment is to intellectualise, and ultimately define the
terms of debate about social change. The issue of otaku and
amateur manga was highly-publicised: debate raised throughout
Japanese society during the early 1990g had a significant impact
on the way in which amateur manga artists and otaku manga styles
were viewed. The otaku panic wag laxgely about the image of
amateur manga subculture, and was orchestrated bhetween the media
and the Japanese public. The Japanese public was far less aware
of the anti-manga movement than it was about the concept of
otaku. The anti-manga movement was less focused on a debate
about the image of manga, and more a political, or perhaps,
cultural struggle between the range of socilal and commefcial

organisations over the right to produce and distribute manga.
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While the otaku panic and the anti-manga movement were parallel
activities existing at different levels of social interaction,
they were linked. The underlying argument in both the otaku
panic and the censorship movement was that manga have a negative
influence on Japanese youth, and in particular, their sexuality.
While the views of conservative citizens' organisations and
government agencies were not interesting or acceptable to a wide
section of contemporary Japanese youth, the entirely new and
specific attack against amateur manga artists and otaku manga
styles, was more novel, and amateur manga artists were widely
accepted as a serious social problem. Both the octaku panic and
the anti-manga movement were insecure reactions to growing
social and political uncertainties in the early 1990s, but the
otaku panic, to which leading cosmopolitan intellectuals
contributed, superseded the out-dated goals of the lesg informed
and more bureaucratic anti-movement. While the anti-manga
movement represented the renewal of previous campalgns against
broad swathes of commercial manga, in the fashicnable debate
about otaku, all criticism of manga was redirecﬁed onto the
newly discovered amateur manga subculture. By this token amateur
manga became a subtle scapegoat for commercial manga. Potential
criticism of manga was unconsciously redirected towards amateur
manga by liberal journaliste and intellectuals, manga editors
and espécially manga artists, such as Morizono Milk, herself
being closely pursued by citizens' organisations, who had grown
to feel, or assume, that by the 19920g the production of
commercial manga ought to be accepted as permanent and beyond

quagtion.
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The genres of manga condemned in the otaku panic were the same
as those targeted by the anti-manga censorship movement.
Apparently arbitrary judgements by which manga series' had been
singled out for blacklisting were overwhelmed by the tendency
for categorising otaku manga style series ag harmful. Thus most
of the manga appearing on 'harmful' Iists was published by small
specialist publishers such as Fujimi and Tatsumi Shuppan, while
a high proportion of the remainder, such as ANGEL and BLUE, were
boyvs' or adult manga serieg produced in style derived from
girls' manga. Despite the social confusion in which it was
gsurrounded, the anti-manga movement eventually re-arranged the
boundaries of what was to be consldered acceptable and
unacceptable manga. Gekiga and even adult manga which showed
sexual scenes and parts, were re-congidered and determined to be
acceptable. Meanwhile, 'ectaku' manga genres, including fantasy
and Lolicom - which is noted for its lack of depiction of sex
scenes, pubic hair, and sexual parts - were defined as perverse
and problematic. The re-defined expectations and values of the
anti-manga movement had a deep influence on the sort of manga

which was produced by publishers.
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CHAPTER SEVEN: The Promotion of New Adult Manga

7.1 Information manga and new manga publishers

In Autumn 1986 the Japanese economic newspaper, Nihon Keizai
Shinbun, published the first hard back manga boock devoted to

educational purposes.496 This was the Manga Nihon Keizai no

Nylmen (Japan. Inc. Aﬁ Introduction to Japanese Economics) drawn
by veteran manga artist Ishinomori Shétard. It was based on a
series of Economics 'seminarg®' (Seminar Nihon Keilzai Ny(mon)
produced by Nihon Keizai Shimbun. In lesg than one year over 550
000 copiegs had been sold and in 1988 the manga book was
translated into English, Japan Inc. An Introduction to Japanese
Economics, and published by the University of California Press.
(See a sample of Japan Inc. in Figure 24.) In 1989 the book was
translated into French and published in Paris.407 The success of
a manga book about economics was credited by the majority of
.critics to Ehe rending of a complicated and professedly boring
subject into a more interesting and easily readable form. This
was achieved by interweaving economics informatiom with a human
story of salary men and office ladies working for a large

Japanese trading company.

The implicit political orientation of information manga has been
a congervative affirmation of current and previous aspects of
Japanegse culture and institutions. Information manga frequently

focuses in a positive way upon economic and political

4OsPersonal correspondance with manga critic, Kure Tomcfusa. January 1995,
407Ito, K. (1994) '‘Tmages of Women in Weekly Male Comic Magazines in
Japan', in Jour of Popular Culture. 27: 4. 82.
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institutions such as the LDP, the Diet, the military, and large
trading companies. The approach in information manga has been
one characterised by a form of conservative revisionism in which
readers are ultimately asked to suspend disbelief and their past
experience in order to think about key political and economic
institutions in a naive and positive light. In the introduction
to the English language version of this manga book provided by
Peter Duus of Stanford University, he indicates the essentially
sympathetic bias of the story towards the Japanese busginess
world:

In the final analysis, the message of the book is that

the success of the Japanese economy will not depend on

regsource endowments or political management but on
buginess practices that are ethical, socially

responsible, and forward-looking.408

Following the successful publication of Japan. Inc. in 1986 a
new category of high-qguality 'information manga' which exerted a
great intermal influence on manga genres throughout the
commercial medium, and a great external influence on the way in
which manga was received in Japanese society, flourished.
'Information manga' (76hé manga) is a loosely defined general
term used to refer to a rapidly expanding and sub-dividing
production category, which includes, introductory (nyiimon)
manga, business manga, political (seiji) manga, educatiocnal
(kydyd) manga; literary (bunkashi) manga, and documentary
manga. Information manga bocks and serigs have been described as
‘cultured’ (bunkateki) and 'high-guality' (jdhin). By 1993 the

Asahi Shimbun newspaper debated as to whether or not the manga

408Duus, P. (1988} Introduction in Ishinomeri, 8. Japan. Inc. An
Introduction to Japanese Ecgneomics. London: Univeristy of California Press.
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Pigure 24

English-lanquage version of Japan. Tnc. An
Introduction to Japanese Economics in Manga by

Ishinomori Shdtard

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: University of California Presgs, 1988. 27.



medium might be about to transform itself entirely from mass
culture to literature; "THE NEXT STEP FORWARD FOR MANGA IS
LITERARY JOURNALS!" 499 In 1994 Chi6 Kbéron a prominent
periodical of culture and society carried a long article in
which the "THE POTENTIAL OF MANGA AS A MEDIUM" was examined by
high-brow cultural critics.®10 As the information manga trend
has advanced, then so adult manga has assumed many of the
characteristics of newspapers. Like newspapers, political,
information, and business manga, have becomé more directly
involved in the wider Japanese economy by providing factual
market intelligence and political commentarieg on international

relations and domestic social issues.

The notion that information manga is high-quality culture ig
partly practical rather than just conceptual. Information manga
bocks, unlike crdinary manga magazines and books, which are
generally printed on low quality recycled paper, have been
printed on expensive paper, sometimes with full-colour or part-
colour printing, and bound in hard back covers with glossy dust-
jackets. The front cover and dust jacket illustrations of high-
gquality manga frequently depict photographs or fine art
illustrations rather than manga picturés. In 1994 a weekly adult
nagazine cost around ¥250 (£1.67), and a standard manga book
cost around ¥500 (£3.33). Hard-back first editions of the
Ishinomori Shétard's Manga Nihon no Rekighi, published by Chiid
Kdrénsha cost ¥1000 (£6.67) each. Glossy soft-back first

editions of Chen Uen's Toshlieivuden published by Kddansha cost

4Oggsahi Shimbun ‘Manga, Altsugl Bungeishi Ni’.18 March 1393.
410ghﬁ6 Kdron 'Media to shite no manga no Kanbsel' . April 1994. 223-232.
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¥1100 (£7.33) High quality soft-back re-editions of Shirato
Sanpei's Kamulden and Tsuge Yoshiharu's Neiishiki published by
Shégakukan cost ¥1100. Hard-back first editions of Shirato

Sanpeil's Savannah published by Shbgakukan cost ¥5000 (£33.33).

As the first editions of information manga ushered in radical
new perceptions of the medium, publishers of literature (jun-
bungaku) and even academic journalsg, which had never previously
allowed themselves any association with manga, began to jostle
for the opportunity to produce new gerieg of newly-respectable
information manga bocks. The new category of high-quality manga
was also retrosgpective; publishers began to rummage through
pogst-war manga history to find early works by veteran manga
artists which were appropriate for publicaticon in new editions
re-categoriged as 'manga classics'. The complete works of Mizugil
Shigeru and Tezuka Osamu for example, two artists commonly
prasented as the feounding fathers of gekiga and manga, have been
re-published in manga classics series by Chikuma Bunten and
Kadokawa Bunten respectively. Thesze new editions of works
produced mainly in the 1950s have generally been packaged like

bunko pocket-sized goft-back novels.

Mass media conglomerates such as NHK and Asahi Shinbun Sha have.
also attempted to branch into manga production. In 1984 NHK, the
Japanese television broadcasting company, launched its first
ever manga magazine, entitled Mu. This monthly magazine, with a
format similar to the avant garde magazine GARO, was almed at a
broad but generally well-educated audience. NHK are interested

in the potential for repreducing in manga, NHK television series
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and programmes, not already derived from Manga series.4ll 1n
1987 Agahi Shinbun Sha, broke into the information manga book
market with the publication of a manga version of Morita Akid,

the owner of Sony company's autoblography, Made in Japan. (See a

sample of Made in Japan in Figure 25.)

In 1989, Chiid Kbéron Sha, a well known high-brow academic and
literary publisher, began publication of a 48 volume work, The

History of Japan in Manga {Manga Nihon No Rekishi), whick told

in full encyclopaedic detail the entire history of Japan. The
series was produced and published at a rate of one book a month
betWeen 1889 and 1993. In order to carry out the work, manga
artist, Ishinomori Shétard, was linked toc a team of over 50
spécialists of Japanese history and archaeclogy, including a
large number of the academic staff of the highly prestigious
Tokyeo University. Ishinomori was provided with factual details
about the costume, appearance, livelihoods and speech of the
Japanese archipelago, in different periods.412 The Manga History
of Japan has been recognised by the Ministry of Education and
Culture (Monbusgh®) for its educational purposes in Japanese

achools, 413

At the end of 1995 Sekai Bunkasha, a literary publishing house,
launched a new series of foreign literary classics re-made in

manga Format, to celebrate 50 years of publishing. While

irnterview with Menié Mitgure, an associate editor of NHK's Mu magazine
editorial. August 1994.

412Japan Times 'New textbooks to present Japanese history in pictures'. 5
November 1989.

413Interview with Tehinomori Shétard following a Manga Japan meeting. July
1994.
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Japanese clagsic literature such as The Tale of Genji, had
already been re-told in manga format this series was the first
to transform foreign novels.into Japanese manga. Thus artist
Satonaka Machiko reproduced in manga Stendhal's Scarlet and
Black; erotic manga artist Morizono Milk reproduced Emily
Bronte's Wuthering Heights; and artist Igarashi Yumiko
reproduced Shakespeare's Romeo and Juliet. Unlike the great
majority of new forms of information and literary manga this
series was produced entirely by female manga artists using
glirle' manga (shéjo manga) styvles, which are quite distinct from
gekiga - the master-genre most influential in new adult manga
for men. By the application of girls' manga to literary manga
this serieg of interxnational literary classics in manga was

doubly innovative,
7.2 Information manga and corporate communications

High-brow publigshers keen to profit from publishing information
manga boocks and literary manga were not the only Companies to
utilise its potential as a medium. Many companies quickly
responded to the popularity of information manga books by using
information manga as their medium of choice for communications
and public relations exercises. Producing company communications
in manga format enabled companies to get target audiences to
read what might otherwise be unattractive or irrelevant
informaticn. Sony chairman, Morita Akic, claimed that he got the

idea for having higs autobiography, Made In Japan, drawn in manga

after asking his young, female ski instructor 1f she had read

his book. She replied that she had not, but she might consider
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Figure 25

Jepanese-languade gekiga version of Made ipn Japan by
Morita Akio and mangs artist Saitd Takao

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: (Front Cover) Asahi Shuppan, 1987.



reading it if it was a manga book.%14 Using manga in official
communications also helped companies to project a positive,
contemporary, and 'with-it' image of their business, something

perhaps difficult to achieve after the late 1980s.

Sekai Bunkagha launched a manga book series of company profiles.
Profiles produced so far include romanticised histories'of
Honda, Ajinomoto, and Nomura Securities.415 Many large Japanese
corporations are accustomed to handing bound volumes of the
company history or rule book to new recruits and graduate JFob-
seekers. Such companies have begun to make rule books and

of ficial company histories more palatable to young people by
having them drawn in manga format. Ajinomoto, a Japanese
household brand name akin to 'Crosse and Blackwell', is the
world's largest producer of MSG. Since 1988, Ajincmoto has uszed
a manga company history to tell the tale of how Ajinomoto
company revoluticnised procegsed food production. Honda's
company manual tells new company recruits how Honda developed
water-cooled engines in a struggle to produce the best carsg in
the world. Akio Morita's biography of his career as the boss of
Sony company, Made In Japan, was reprinted‘in mangé book format
and published by Asahil Shinbungha in English and Japanese
language versiong in 1987. Not only has this information manga
been used inside the company, and sold in book shops across
Japan, it has even found its way as far‘as the book shelves of

Japanese gtudies librarieg in the UK.

ldpyus, p. (1988).
415geg Fortune, 'Japanese Comics are all Business'. 9 October 1989.
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In each of these accounts of company history, company operations
are modestly presented as public services or practical projects
for the betterment of humanity rather than profit making
enterprises. In this regard corporate information manga bocks
are similar to 'infeomercial' music-videos increasingly
distributed amongst the US publip by American companies. Some
companies have used inforﬁation manga to combine advertising
exerciges with public information projects. Such combined
exercises conferred upon the companies, a new form of moral
legitimacy - as a public service. Otsuka Pharmaceutical Company,
for example, used manga to produce medical advice books. In 1590
the company began producing a series of information mangaﬂbooks
about wvarious aspects of health and disease entitled the Otguka

Manga Healthy Kenkd Series. Drawn by veteran artists, Ishinomori

Shétard, Akatsuka Fujio, and Nobaru Baba, over 200,000 copies of
these books, which are not commercially available, have been

distributed amongst elementary schools and libraries.

Interestingly, styvles of adult manga which are now being most
favoured as a serious medium able to convey company messages are
the realistic, dramatic styles developed by the politically
anti-establishment gekiga movement. The manga history of Sony
company, Made in Japan for instance was been drawn by a leading
artist of the gekiga movement, Saitd Takao. On its dust jacket
it proudly bears thelword gekiga in huge characters. The term
'gekiga' which this group of artists invented to describe their
movement has been resuscitated within the information manga
genre to mean manga considered to be artistic, or high quality

culture,
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7.3 Manga and educational and cultural institutions

The only comprehensive library collection of post-war manga
books and magazines in Japan is the Modern Manga Library
situated at Waseda, Tokyo. In 1978 Uchiki Toshio turned his
private manga cecllection into a tiny private library located
above an old style_manga book loan shop. By 1994 the library
contained 120 000 volumes of manga which visitors can read and
photocopy on the premises for a small fee. Uchiki Toshio, a
life-long collector of manga, explained that he had wanted to

save manga as a cultural heritage:

The library's function is to keep manga as objects of
cultural research, not as consumer items.%16

However, Uchiki's cpinion that manga was culture worth saving
was unugual and no Japanese public institution congidered the
idea of saving manga books as cultural objects until 1988. Like
televigion the majority of commercial manga was intended as
instant entertainment to be read and disposed of immediately.
Unlike television in the late post-war perilod, no archives or
printed records have been kept of published manga. Kawasaki City
Museum began to collect select volumes of manga books in 1988
and has a large hall, 100 metres in length, dedicated to
displaying in 90 framed banels, the history of post-war manga.
Rawasaki City Museum has also held special exhibits of cartoons

and manga by Marumaru Chinbun, Tezuka Osamu and Fujio Fujiko.

416Mginichi Daily News., 'A Place for Manga Lovers'. 17 November 1989.
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The new treatment of manga as culture which should be kept in
museums spread rapidly. Between July and September 1990 the
Tokyo National Museum of Modern Art held a retrospective
exhibition of the pioneering work of the late manga artist
Tezuka Osamu. This became in fact the largest exhibition ever
held in this prestigious institution. In 1993 Takarazuka
municipal government in Hydgo prefecture opened a gophisticated
purpose-bullt museum based around the manga of Tezuka Osamu. The
local council won the rights to establish a museum dedicated to
Tezuka Osamu against strong competition, on the grounds that
Tezuka had spent his first twenty vears in the town and was

ingpired by Takarazuka to produce his later works.

Since his death in 1988 Tezuka Osamu hag been increasingly
frequently presented as the "god of manga", the main cause of
the development of manga in post-war Japan, and a key
representative of post-war Japanese culture and values. The
laudatory and gimplistic fashion in which Tezuka is now referred
to as both a 'national treasure' and the father of contemporary
manga has obscured the fact that it was not simply the prolific
Tezuka Osamu but a whole generation of manga artists, and more
significantly gekigas artists, who wrought the contemporary manga
medium. The following statement taken from an article in an
English-language magazine produced by NTT, introducing manga to
foreign students of Japan, provides a typical example of the way
in which Tezuka Osamu is now presented:

In the 1940s an extremely talented artist, Tezuka

Osamu, pioneered a new style. He tock playful and

satirical genre and added a story-line, spinning out a

"story manga " that could lead the reader through
thousands of pages of fiction and fantasy. For almost
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fifty years many comic-strip artists have followed
Tezuka's lead.41l7

The exaggerated cultural significance and honour awarded to
Tezuka Osamu between 1988 and 1996 was symbolic of the broad
tendency towards the institutional appropriation of the manga
medium. The style of pomp and ceremony now surrounding Tezuka is
algo evidenced in the followlng statement by the director of the

Tezuka Osamu museum:

We are gquite honoured to establish a museum here to
proudly introduce such a world-class Japanese
cartoonist (as Tezuka) - or should I say, a
philosopher who passged his ideas on to posterity

through the medium of manga.%18

Immortalised in & museum, Tezuka 1s presented to Japanese school
children as a kind of national hero to compete with Walt Disney
and simultaneously presented to the world as a philcsopher and

individual who represents the cultural wealth of a specifically

contemporary Japarn.

Manga not only became the resident and guest of local and
national museums but also entered the national curriculum at
varioug levelg. In 1984 questions about manga were incorporated
into the exam paper of an entrance exam to a public university.
A little later in 1985 works by Tezuka Osamu and Satd Sanpei
were incorporated into sections of elementary school textbooks

on Japanese culture approved by the Ministry of Education and

417 gapan Pictorial (1995) Tokyo: NTT Mediascope Inc. 18: 1. 19,

418vamashita Minoru, director of the Takarazuka municipal museum, guoted in
the Mainichi Daily News 'Tezuka museum going ahead despite protest'. 3
August 1992.
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culture.419 In 1987 several universities launched courses on
manga criticism and students wishing to do their dissertations
on manga instead of film or literature found an open door. Manga
critic Rure Tomofusa also lectures in literature at Tokyo Rika
University and supervises courses and dissertations on manga
history and criticism. In 1988 Asahi Shinbun newspaper launched
a new weekly review of manga geared towards the new genres of
adult manga, entitled 'Manga Record: Heisel Manga World'
{Mangaky®: Heisei Mangakai). In 1989, Bunkachd, the Agency for
Cultural Affairs, declared that manga could, for the first time,

be considered for educational awards,

Finally in an unprecedented step in 1994, manga was used
directly by the government, in the form of an Environment White
Paper in Manga, printed by the Ministry of Finance. The manga in
gquestion, Secrets of the Rarth, was produced by a school girl,
Tsubota Ailka, who died in 1991. The white paper produced using
this manga story was printed in Japanese, English and several
other languages and later digtributed to elementary schools in
gseveral foreilgn countries.420 This action by a government agency
carried the message that in Japan writing official documents in
manga form is normal and that manga can therefore be congidered
a special and official aspect of Japanese culture. Manga was
elected as an appropriate cultural envoy capable of negotiating
an improvement in Japan's image abroad. (See ministry officlals

discussing the manga White Paper in Plate 89.)

4191to,K. (1994} 'Images of Women in Weekly Male Comic Magazines in Japan',
in Jowumal of Popular Culture. 27: 4. 81.
420Qapgn Pictorial (1995) Tokyo: NTT Mediascope Inc. 18: 1. 20-21.
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7.4 Political and economic genres in adult manga

magazines

Alongside the publishing boom of information manga books and the
general preomotion of manga claséics, new themes coming under the
general category of information manga flourished within new
adult manga. Adult magazines such as Morning, Spirits, Original
and BJ were aimed at predominantly male clder audiences,
typlcally salary men in their thirties and forties. Ag thé
publishing category of adult manga expanded rapidly from 1988
then distinctive adult manga genres emerged in these magazines
over the next half decade, which reflected the enhanced
cultural, political and educational role of manga in society.
From within the genreg of politi&al and economic manga and
gekiga for adults came some of the best-selling manga series of
this period. In 1990 only two geriesg published in any Kddansha
nmanga magazine sold more copies than the political adult manga
series Silent Service (Chinmoku no Kantai) of which 1,050,000
books had been sold. During the same period only'ona series
published in any Shégakukan manga magazine was more popular than
Feast (0Oishinbo) which turned to political affairs after the
'Rice war' between Japanese and Californian farmers, and sold
100 0000 copies.42l Three of the four mosgt popular pelitical and
economic manga series between 1990 and 1991 - Silent Service
(Chinmoku no Kantai) ; Osaka Streets of Gold (Naniwa Kiny(dé);
and Section Chief Shima Késaku (Kachdé Shima Késaku) - were

developed in Morning . adult manga magazine.

421Data derived from Thoughts on the Danderous Manga Problem (Yiigai Comic
Mondai wo Kangaseru). 1991. 93.
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Plate 9

Ministr fici
stry officials plapn an Environment White Peper in Manga

Source: Japan Pictorial (1995), 18:1. NTT Mediascope




Morning slogans publisghed on the front cover of the magazine in
1994 were either 'Read it and feel great' (yomu to genki ni
naru; or 'Satisfy your intellectual curiosity' (chiteki na
kokushin o manzoku suru). These slogans were intended to
tentatively distinguish Morning as a more high-brow kind of
manga magazine. Morning edi;ors frequently described the kind of
magazine they wanted to produce as a 'splendid' or 'respectable'
(rippa), or 'high-quality’' (jéhin) magazine. Other phrases ﬁsed
were, 'the kind of magazine that a salaryman can let his Ffamily
read too' (kazoku ni misete mo ii zasshi}; and 'a magazine for
rature tastes' (otona no aji mangashi). Morning editors
discussed creating characters for their series who were
'eplendid people' (rippa na hito) and ‘characters who could.ber

respected' (sonkeil subeki shujinks).

The most successgful gtory in Morning was Section Chief Shimé
Késaku (Kachd Shima Késaku) by Hirokane Kenshi, serialised
principally between 1983 and 1992. By 1992 the series had sold a
total of 1,300,000 copiles of 17 collected volumes of the series,
making it a huge hit and the beginning of a whole new genre of
super-salary men stories. This story is based on the 1ife of a
salary man who works hard for a large electrical company, and
struggles to reform company factionalism. Shima K8saku is the
flamboyant, just and able gection chief of the General Affairs
department of a large electronics company, Hatsushiba
Corporation, modelled on the real life electronics company,
Matsushita. For Shima Kdsaku the company is the focus and is
seen in an ultimately positive light. The editor of this story

explalined to me that:
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The original idea was a story about an ordinary salary
man, and the pathos, the hardness of their life, the
ups and downs. But as the story was written Shima
Kosaku gradually began to become more and more popular
and famous, and discreetly changed from being a mild
anti-hero to a super-hero. It was not planned and it
was not really due to the artist, it just started to
go in that direction by mutual understanding. He
started to get less realistic and more like a super-
hero salary man. 422

(See Shima Késaku on a businegs trip to Vietnam in Plate 10.)
Shima Késaku became such a popular salary man that he appeared
in expensive advertisement campaigng for 'Do Co Mo' portable
phenes in 1994, in which he was portrayved either as a manga
character in leafliets or as a real man plaved by an actor who
resembled the manga character in televisgion advertisements. In
October 1992 Morning magazine attempted to launch an advertising
campaign for Section Chief Shima Késaku around the highly
innovative ildea of a competition te find the real life ideal
galary man. In a series of advertisements placed in commuter
trains Morning offered a prize of ¥300 0000 (£2000) to the final
winner of a competition for 'The Shima K8saku in your company!'’
(Anata no Kaisha no Shima Kbsaku!), run on the lines of a
general election. Members of the public were ilnvited to propose
individuals in their company for the position of ideal salary
man. From amongst proposed candidates 100 would be chosen to
enter an 'election campaign' invelving train advertisements
designed as campaign posters for the 100 candidates. The ideal
salary man would then be voted on by readers of Morning magazine

who had seen the candidates posters on commuter trains. However

422Inte:l:view with Eihara Yasuo, senior editor of Morning magazine. Pebruary
1994, )
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the attempt to realise the idealism of Section chief Shima

K8saku in this campaign failed: Morning editorial ultimately
received only a few nominees for the post. Clearly few pecple
felt there were many ideal salary men in existence whom they

could nominate.423

Another less idealistic series which incorporated innovative and
informed financial advice ran in Morning from late 1991 to 1996.
Aoki Y0ji's Osaka Streets of Gold (Naniwa Kiny{idd) is a humorous
story about Osaka loan sharks (machikin} desperate attempts to
dodge legalities and pull stunts for quick cash. While the semi-
realistic, ugly illustrations and speech rendered in down-~town
Osaka dialect deplcted an insecure and uncomfortable economic
underworld after the burst of the economic bubble, it also

incorporates contemporary survival tips for businessmen. 424

Unlike Osaka Streets of Gold, the themes of many of Morning's
stories have frecuently been c¢losely linked to traditional
values and images of Japan. Sai {(meaning Green, which is the
name of the lead female character) by manga artist Watase Seizd,
is an all-colour manga series launched in October 1992. Sai is
an idealistic romance between Sai and her husband, Kbéhei, who
enjoy pursuing what ig considered to be a traditicnal Japanese
lifestyle, made comfortable with modern conveniences and a large
house and garden. Sal wears a kimomno instead of normal 'Western
clothes' and enjoys being an cld-fashioned housewife in their

Japasnese~style wooden house in Kamakura, which is a small

423IQKMQ_EQ§L 'A fantasy section chief is popular, but in reality..' {Ninki
no risd kachd, demo genjitsu wa-). 16 July 1992.
424piscussions with Morning editor, Doi Takashi. May-ARugust 1994.
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Plate 10

Business new adult manga showing Department Chief Shima
Kégaku on a business trip in Vietnam
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Source: Buchdé Shima Kdésaku by Hirokane Kenshi. Morming, 25
August 1995.



wealthy Japanese town near Tokyo, similar to Cambridge, perhaps,
in its significance ag a recognised centre of national culture.
The series includes lots of illustrations of traditional
seasonal foods, flowers, festivals, and traditional Japanese
cultural items such as kimono and yukata, the tea Ceremony,

sake, and moon gazing. (See a sample of Sai in Plate 11.)

A different kind of exemplary Japanese woman is portraved in
Depend on Her! (Kono Hito ni Kakeru!) by manga artist Yumeno
Kazuko and script writer Shl Rybdka, which began serialisation in
September 1993. Depend on Her! is the story of how Hiromi, a
tall female bank manager, gets on in her career by sticking to
traditional wvalues of perseverance and self;effacement. The
theme of the serieg 1s that since the 1985 Egqual Employment
Opportunities Law Japanese women have had career opportunities
equal to those of Japanese men, so they.shéuld be more willing
to carry out extensive overtime work for employers on the same
bagsis as male emplovees. This story was thought up as a rebuke
to the widely-aired feminist opinion that the 1985 Law did not
help women to pursue careers in companies at all, but simply
forced them to choose between having a job which involved
regular over-time work during the evenings, or a family.425 Many
feminists had argued that the Law in fact strengthened the
prejudice that women are both lazy and physically unable to
pursue male careers, and some Morning readers perceived Depend
on Her! as an anti-women drama which makes as an example, a

woman who could barely exist in reality.

4251nterview with a Morning editor supervising Depend on Her!, Fujisawa
Manabu. April 1994,
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- Raji Rylisuke's Principles (Kaji Rylsuke no Gi) by Hirokane
Kenshi serialised not in Morning, but in Mr Magazine, from 1992
became ancther prototype of new political stories. Kind Vutaka
the editor of this story explained its political orientation:
The media tend to focus on the Liberal Democratic
Party powerbroker Kanemaru Shin first, and then on
money politics and then corruption. There must be
honest people who are working enthusiastically and
seriously in politics but we rarely hear about them.

Kaji Ryflisuke, a conservative party member working to
realise his ideals agalnst all manner of temptation,

looks fresh to our readers. %46

Kaji RyQsuke is a younyg LDP member fighting for political reform
in a realistic drama set in the National Diet which portrayvs
politiciansg, and in particular the LDP, in a romantic and even
heroic light. Kaji Rylisuke’'s Principals encourages a sense of
trust and positive enthusiasm for an institution which has been
viewed sceptically by the public throughout much of the late

post-war period.

New political themes in new adult manga have also been linked to
an awareness of Japan's changing pogition in the international
community. Kariyva Tetsu's Feast (Oishinbo)} serlalised in Spirits
(Big Comic Spirite) was a series about gourmet food, until early
1994, when, at the time of the 'Rice war' between the United
States and Japan, Feast took up a new political themel As the
story began to discuss international food regulations and the
political agenda involved in the US-Japan rice war, the numbers

of itse readers increased rapidly. Issues surrounding the future

426%ino vutaka quoted in The Nikkei Industrial Daily 'Comic books shed
light on politics'. 1991. 13.
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Plate 11

Sai by Watase Seizd
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Source: Morning Issue 11, 1995.



of the Japanese Self Defence Forces (SDF} and the Peace Keeping
Organisation ({(PKO)} were simultaneously debated in New Friends
Report {Shinyfiron) by Ishizaka Kei serialised in Young Jump

magazine.

The most popular and influential politics and international
relations story however was Kawaguchi Kaijl's Silent Service
(Chinmoku no Kantai), serialised in Morning magazine between
1988 and 1996. Silent Service was about a Japanese-built UN
nuclear submarine, staffed by an international crew, and lead by
the heroic Japanese Captain, Kaieda. The submarine named Yamato
- an ancient Japanese term for the Japanese landmass as well as
the name of a famous battleship sunk during the Pacific War -
mutinies from the UN and charges off on a wvigilante mission to
challenge the military actions and moral authority of the UN and
the USA on behalf of the global population. (See Captain Kaieda
in New York in Plate 12.) Silent Service looked at the future of
the US-Japan Security Treaty, the meaning of Japan's post-war
congtitution, the status of the nation state, globalisation, and
a whole range of other topical issuesg. During the Gulf War of
1990 to 1992, Silent Service became zo topical and popular that
in 1991 it was debated in the Diet, and subseguently made into a
3 hour radio play aired by NHK to 11 percent of the population
on 25 October 1991.427 The series was strongly criticised by the
leftist magazine, Comic Box, who claimed with some credibility
that it was the new bible of both young right-wing extremists

and the Self Defence Forces.

¢27piscussion with Morning editor, Shin Kasayuki, who has supervised the
serieg Silent Service. June 1894.
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Kajl Rylsuke's Principals, Section Chief Shima Kdésaku and Silent
Service all exhibit a characteristic trait of new adult manga.
In these dramas the focus of interest was on the economic and
political concerns of Japanese social élites. A pervasive
quality of previous genres of commercial manga and especially
realistic gekiga stories had been their focus on the
preoccupation, hopes and problems of ordinary Japanese people.
The chief editor of Morning emphasised that the new wave of
graphically realisgtic dramas about political and economic élites
was the way forward for adult manga:
We want to do the top of scciety - always the most
exciting part. The reason why Ryideuke's Principles was
boring was because it was not about a top member of
the LDP, it was about a minor member. We should do
manga about Hata [a conservative faction leader] and
Hosckawa [the then Prime Minister]. That would be
exciting! Or what about doing something about
Zhirinovsky in Russia, that would be interesting. The

only problem of coursge is that only Kawaguchi Xaiji
could draw any of those stories.428

The growing readerships of political and economic adult manga
stories with contemporary themes was noted by manga editors and
newspaper journallsts alike. The license to be unrealistically
bold and imaginative in considering the different aspects of
current affairs in manga appeared to be stealing attention away
from high-brow current affairs magazines, where similar issues
were being debated with possibly rather less innovatory zeal. In
1992 a headline in the Yomiuri Shimbun newspaper made the

sarcastic cobgervatilon thai:

428%urihara Yoshiyuki speaking in a Morning editorial meeting on 1 December
1993,
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plate 12

Military new adult manva series, Silenf Service: Captain
Kaieda cuddlegs an American black kid in New York

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Morning (front cover), 15 June 1995.



AS POLITICS BECOMES MORE LIKE A MANGA SCENARIO, MANGA
STORIES ARE BECOMING MORE POLITICAL42S

In 1992 the Shikan Shinch® weekly current affairs magazine,
published a special report on the wealth of new ideas flowing

from political and economic manga:

After observing the dark side [the Kanemaru incident]
of the political world without the help even of clean
invegtigative teools, the nation is suffering from
indigestion. There 1g a special remedy for this
indigestion however. I am talking about the current
beom in popularity of gekiga stories about the
political and financial worlds. Realistic struggles
between benefactors and heirs; or how to gather
capital for political campalgns; or accounts of
terrorist organisations, are being drawn as I speak.
The power of the new political manga serieg' is so
strong that evervone from diet members to secretaries

are reading it.430

Large publishefs of new adult manga magazines sought to attract
thig kind of serious consideration of their new style adult
political manga which they suggested was a decisive catalyst in
contemporary political debate. On the 26 October 1990, Kddansha
placed large adverts in two leading broad sheet newspapers,

Agahi Shimbun and Nihon Keizai Shimbun, daring that:

HETSET JAPAN IS FINALLY AWAKENED FROM ITS SLUMBER BY
MANGA%S3 L

42%7omiuyi Shimbun, 'Manga Geppyd: Seiji ga mangateki da to manga ga
geijiteki ni narul!?'. 10 November 1392.

430&hﬂk§ﬂ_§ﬂiﬂghé 'The Power of political economic gekiga' (Seizalteki na
gekiga no hakuryoku) 15 October 1892. 139.

43l1nterview with Tsuchiva Seiji, vice chief of K&dansha General Affairs
Department 2 (Dainibu Hensh{i $6md). March 1994. In the alternative Japanese
calendar, heisei iz the name given to the current pariod which began in
1989 with the crowning of the new emperor, Akihito.
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7.5 Adult manga and new Japanese identity in a changing

international order

Editors and leading artists of adult manga displayed an acute
awareness of the potential new role for adult manga not only as
an arena for domestic political debate but algo as an official
representation of Japanese culture abroad. Anticipating the
scale of the discursive and diplomatic potential in adult manga,
the chief editor of Morning began to prepare his own critigque of
international relationg in the mid 1980s:
I changed the content of Morning from 1987 to 1988. I
wanted to express more consciocusly new Japanese
thinking in manga. In order to do that I went abroad
and travelled around Europe, Asilia, and the United
States. I wanted to think again about Japanese
culture. The biggest change which resulted from this

exploration was the story Silent Service which we
launched in 1988. Imn this story Japan and foreign

countries are re-evaluated.432

Kobayashi Yoshinori is the artist of Gémaﬁism Sengen (A
Manifesto of Arrogance) serialised in the current affairs (non-
manga) magazine Weekly SPA! gince 1992, In key eplsodeg of A
Manifesto of Arrogance, Kobayashi Yeoghinori pursued subjects
such asg the burakumin caste system; the emperor; AIDS; and.
nudity and censorship, which had been subject to a specific form
of media taboo throughout the post-war period. In this extremely
popular adult manga series previous and still existing
structures within Japanese society were lambasted in favour of
innovative if not particularly progressive new ways of looking

at things:

4321nterview with Kurihara Yoshiyuki, chief editor of Morning magazine.
April 1994,
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The entire framework of the leftist-rightist conflict
has collapsed and we are searching for new values. T

want to portray these changing circumstances. 433

The Manga History of Japan by Ishinomori Shétard provided ample
scope for the expression of revised views of Japanese history.
Especially since 1989 the question of Japan's role in the
Pacific war has become a central point of debate between Japan
and other nations. Politicians in the United States and the
United Kingdom have expressed their hostility towards new
Japanese econcmic and political ambitions through repeated
criticism that Japanese politicians are not recognising enough.
their war time 'guilt®. Ishinomori Shétard explains below how
the portraval of twentieth century Japanese higtory in the Manga
History of Japan hag responded to these international criticisms
in an attempt to forge new kinds of international relationships:
My aim i1s to make people born before world watr two
change their views and enable young people to grasp

correct information. Looking back connects us to the
future. If the past is recorded inaccurately, how can

we look the world in the face?434

The picture of contemporary Japan drawn in information manga by
well established manga artiste like Ishinomori Shétard attracted
dissent from many manga editors and artists either because they
felt that information manga was just illustrated factual

information and not real story manga, or because they disagreed

with the naive description of Japan born in these information

433Kobayashi Yoshinori quoted in 'The Conversation®, in Iokyo Journal. June
1994. 20.

434,Angela Jeffs, 'New textbooks to present Japanese history in pictures',

Japan Times, 5 November 1989.
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manga bocks. Manga critic Xure Tomofusa had sharp comments to

make about the aesthetic potential of new adult manga:

Inevitably a vulgar distinction has been drawn between
information manga which are 'good' and all other manga.
which are 'bad'. In fact the reality is the precigse
opposite of this. There is no potential in the
information manga genre ‘to develop new manga
techniques because the essence of information mangs is
gimply the application of drawing skills to a
subject.435

In response to Ishinomori Shétaxd's Japan Inc. one less famous
manga artist, Arimura Sen, produced a series of adult manga

books entitled The Art of Laughing at Japan Inc. The Art of

Laughing at Japan Inc. was about the life of impoverished day
labourers in Osaka's Kamagasaki day-labourer district. In order
to aim the book at an international readership living in Japan,
Arimura Sen took the unusual but entirely logical step of
writing the speech parts in Japanese, Korean, and English
simultaneously. Arimura's works competed with Ighinomori's more
official ones, to present an anti-thetical image of the social
and economic failureg of contemporary Japan. In Arimura's words:
There ig a lot of imbalance in Japanese socilety and
imbalance is funny. Death through overwork (kardghi)

ie a tragedy for the individual. But looked at
obijectively it is funny - we work to live, but then

work ourselves to death.436

Beside Arimura Sen's alternative information manga, the images
of Japan presented in information manga books have been

overwhelmingly positive. Domestic political debate about Japan's

435gure, T. (1990). 210.
436Arimura Sen quoted in Camercon Hoy, 'Day labourer 'manga’ a laugh at
gociety', The Japan Times. 9 November 199%3.
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international relations in information manga was in fact
inseparable from the promotion and re-definition of Japan's
national image to foreign audiences. Information manga books
were translated into English, French and other languages to
ensure thelr messages were internationall? received. Moreover
while foreign cultural institutions refreghed their artistic
repertoires and indexes of Japanese art with manga, foreign
journalists and even government agencies took the time to
analyse the content of key adult manga series ag an alternative
source of information about contemporary Japanese thought.
Frederick Schodt, for example, a prominent foreign expert on
manga history, was contracted by the US Pentagon to keep tabs on
military manga series and translate the politically provocative

gerieg Silent Service into English, during the early 1990g. 437

The promotion of manga ag an official form of Japanese culture
abroad was apparently inseparable from the domestic patronage of
information manga. One senior adult manga editor in Shiieisha
company made clear the way in which the relationship between

‘culture' and the international community was percelved:

When people start saying that manga is

‘culture’ (bunka) they also have to think abocut the
impression manga gives to foreigners. At present, we
just make it and don't care about what it is like or
what anyone thinks of it. But from now on I think that
we should take responsibility (sekinin} for manga and

start recognising it as our culture.438

437Discussion with Frederick Schodt in the Sendagi Club Cafe, Tokyo. § May
1994,

4381nterview with Tachikawa Yoshitake, a senior editor in Young Sunday
editorial . August 1994.
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Iwasakl Yoshikazu, curator of the Museum of Modern Art in Tokyo,
suggested bitterly that in fact the appraisal of manga as a
great culture was one which had to be made outside Japan before
it could be received within Japan itself:
The Japanege have a tendency to praise anything
blindly once it is acknowledged abroad. The same could

apply for cartoons (sic). In any case, Japan should
make an effort to introduce a unique part of its

culture to the world.439

One of the most comprehensive exhibitions of manga was held not
in Japan but in San Francisco, Cartoon Art Museum. The
exhibiltion contained 120 single framed sheets taken from manga
drafts and was funded by the two most PR-consclous large manga
publishers in Japan, Kbédansha and Shégakukan, in collakoration
with the Japan Foundation, and the US Consulate General of

Japan.440 Entitled Vigions of the Floating World: The Cartoon

Art of Japan, the exhibition which ran through Summer 1992 made

the explicit arrogation that contemporary manga is an official
element of Japanege national culture on a direct par with
cultural objects, such as nineteenth and twentieth century
ukiyvo-e prints. Ukiyvo-e prints have served as cultural icons of
Japan throughout the twentieth century. As the curator of the
exhibition, Mark Van Cotta made explicit, in San Fransisco manga

were viewed not as entertailnment but as 'fine art':

4391wasaki Yoshikazu, curator of the museum of Modern Art in Tokyo, quoted
in Yvonne Chang, ‘Museum memorialises man of manga', The Japan Times. 11
July 19590.

440preqg Schodt, 'Manga Visions af the Floating World', Mainichi Daily News.
15 August 1.992.
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Givep their influences, I think Japanese comice can be
consicered fine art in the making, just the way
woodcut prints were and are.44l

This status was easier to confer if the origins of maﬁga were
determined to be ukiyvo-e prints, which are now considered to be
fine art. Interestingly, it was the rapt discovery of Japanese
ukiyo-e prints by French impressionist artists, such as Dégas,
Pissarro and Gauguin, in the late nineteenth century, 442 which
persuaded the Japanese authorities of the time to begin to think
of ukiyo-e not as vulgar entertainment for towns people, but as

the main current of Japanese art.%43

In the 1990s adult manga seemed to present itself, through the
efforts of manga artiste and publishing companies, as the
parfect modern representation of Japanese culture abroad. A more
vital and contemporary culture than the exhausted virtues of
wood bleock prints and yet different encugh to be distinguished
from any other national culture. Manga critic, Kure Tomofusa,
discuseing manga on the pages of the prestigious glossy art
magazine, Geljitsu Shinchd, made guite clear his belief that as
an aesthetic item manga was better able to represent Japan than
all previous clasgic tokens of the Japanese culture:

If we were to discuss the aspects of Japanese culture
we should be proud to show off to the world I would

44lguoted in the above.

442500 Ives, C. F. {1974) The Great Wave: The Influence of Japanese
Woodcuts on French Prints, New York: Metropolitan Museum of Art.

4431y an introduction to an unusual book collection of ukiyo-e prints
written by a Japanese author for an English-speaking audience, Noguchl Yone
states that: "The present book is, therefore, testimony that we have
something still te show, and an explanation cor self-defence that we are
not, at least today, behind the Westerners in our estimation of our own
prints." Noguchi, ¥. (1933) The Ukivoe Primitives, London Agents: Kegan
Paul Trench Trubner and Co. Ltd.
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pick two things, firstly, manga, and gsecondly, the
mixed script of Chinese characters and Japanese
syllabary. There are other examples - such ag the
emperor system, Noh [theatre], bonsai, netsuke [carved
toggles], and kamon [family crests] -~ of what is
called 'Japanege civilisation'. Some of these I also
like. But I do not think they emphasise the
characteristics of Japan so supremely as manga and our
mixed script.444

Information manga books and seriesg also gave manga artists,
especially ageing veterans who despite their fame were no longer
capable of preducing popular series for commercial magazines, a
new social position and a new income. The previously gquoted
statement by Ishinomori Shétard not only illustrates the
international aspects of information maﬁga but just as clearly
demonstrates Ishinomori's assumption of authority as a
spokesperson of Japanese politics and mediator connecting
vounger and older generations of Japanese with contemporary
national political objectives. Whilst previously, when Kcbavashi
Yoshinori had attempted to incorporate a discussgion of the
buraku caste system into hig manga, his editors prevented his
work from being published, between 1992 and 1994 Kobayashi
Yoghinori found himself enccuraged to play thelrole of political
devil's advocate. In 1994 Kobayashi Yoshinori discovered that he
had attained such an enhanced gocial status through his
political manga series that he was able to secure interviews
with key politicians such as Ighihara Shintard of the LDP and
Suzuki Kunio, the independent nationalist intellectual.
Kobayashi recalled how in 1994 opinion was split over the

concept of manga artigts wielding such social power:

444Kul"e, T. (1991} 'The smart Japanese that managed to link Chinese
characters with a syllabary' (Kanji kana majiri bun ni yoku taeta kimben

naru nihonjin), in Geidiifsu Shinchd. August 1991. B86.
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We aren't supposed to have any powers of persuasion.
Yet here I was guddenly reproaching scholars and
cultural figures. I received a lot of criticism from
pecple asking me who I thought T was to be saying such
things.445

This improvement in the social status of many leading adult

manga artists in Japan was also connected to the willingness of

foreign agencies to see manga artists ag sgericus individuals.

Hirokane Kenshi, artist of the series' Section Chief Shima

Kbsaku and Kaji Rylisuke's Principles, demonstrated this peoint

clearly when he insisted to foreign reporters that the correct

translation for the Japanese term 'manga' when discussing his

geries in English, was not 'comic':

I kind of cringe when I hear pecple call my work
"comic bookg". That is not what I do. T think the best
translation for mahnga (sic¢) in my case is graphic
novel. I'm writing novels in a serial form. I write

with words as well as pictures.446

445Kobayashi voshinori quoted in Tokyo Jourpal 'The Conversation', June

1994,

18.

44GManga artist, Hirokane Kenshi, quoted in an interview with T.R.Reid - a
well-known US journalist specialising in Japan reportage, in The Washington

Pogt 'Japan's serial addiction'. 22 April 1992. B-l.
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7.6 Manga artists' struggle for full artistic status

The highly respectable style of the manga artists' campadign to
oppose the regulation movement, which involved close cooperation
with the media and manga publishing companies, signified the
exigtence of another more general objective latent in their
anti~censorship agenda. Manga artists were concerned not only to
oppose government censgorship of their books, but many of them
ware also concerned to take the opportunity to challenge the
general public image of manga as a low or crude form of culture.
Many manga artists wanted to be seen as 'artists' in the full
modernist sense of the word and they felt that gaining respect
as such artists was ingseparable from being allowed to control
and determine for themselves the content of their own manga
bocks. The most organisationally active older 'veteran' artists
such as Ishinomori Shétard, Satonaka Machiko and Go Nagai, who
acted, increasingly, as public figure heads for manga artists
generally, were cocncerned with changing the public understanding
of manga and manga artists. Thus female artist, Satonaka Machiko
argued:
It is posgible to view the control of manga as a way
of concretely enforcing the idea that manga is a low
form of culture. But, fjust as literary figures do not
expect to be challenged over their responsibility
towards their work, individual manga artists can

assume responsibility for judging the value of their
own work - work that might later be made into films or

television dramas . 447

Uveteran manga artist, Satonaka Machiko, writing in the Asahi Shimbun. £
Octoker 1993.
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Publiching companies also wished to challenge prejudice against
manga because this was central to their ability to recruit yet
larger readerships composed of broad sections of the adult
population. Uchida Masaru, the ex-chief editor of Magazine
suggested that in order for the medium to develop it must be
percelved as pogitively as other cultural media:

There is still a strong prejudice against manga in

society, and so long as this continues to exist manga

won't develop any further. If adultes don't read manga
then there won't be an audience worth writing for and

manga will not develop any further artistically.448

Through the counter campaign against manca regulation, manga
artists fought for a new privilege; to be seen ag a reliable and
respectable group in society with the right to pursue their
interests beyond the arbitrary control of the government. The
strength of this arrogation and degree to which it was
entertained within the media suggests that manga artists had
already become sengitive to signs that there was a real
potential.for them to move beyond the previously limited role
and status they generally worked within. The majority of members
of the Socciety for the Protection of Freedom of Expression in
Manga opposed government censorship of their work at the same
time as claiming that artists could censor their own work. By
arguing for self-censorship manga artists emphasised that aspect
of their demands which involved being perceived as gerious and
regpectable individuals. Only two famous artists, Morizono Milk
and Kobayashi Yoshinori, were vocal in opposing both government

and company regulation, and self-censorship, though in practice

448Interview with Uchida Masaru, ex~chief editor of Magazine. August 1994.
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both artists found that they did have to censor their own work
in order to get it published. Thus the struggle againsgt manga
censorship was not only a progressive activity which attempted
to block off new areas of government control, but also a self-
interested and ultimately commercial activity. Several manga
artists and manga editors did perceive that gaining cultural
status might in fact bring more restrictions of a different
nature with it:

Manga is not culture (bunka), it ig entertainment

(goraku). Who wants more culture and ideology? I like
the perverse and crude manga where everything

happens.449

In 1993 another organisation, this one for the exclusive
membership of manga artists and explicit exclusion of manga
editors and company representatives, was launched. Manga Japan,
was launched by an ex-assistant of Tezuka Osamu and multi media
entrepreneur, Hara Takac. Manga Japan entertained a loose
alliance with the Society for the Protection of the Freedom of
Expression in Manga, and supported artists of erotic manga such
as Nagai Go and Morizono Milk against company imposed self-
censorghip. On the other hand, Manga Japan was also explicitly
concerned with raising the cultural statug of manga and manga
artists. As Hara Takao cutlines below, for Manga Japan the order
of concern was firstly promoting high-quality respectable manga,
and secondly opposing censorship:

We want to prevent the government from censoring

manga. Artists give up trying to draw because the

environment ls so restrictive but Manga Japan feels
that artists can be responsible for themselves and

4491nterview with Morning editer, Ishizaka Hideyuki. March 1994.
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decide themselves what they should draw. Basically we
want to heighten the awareness of artists in relation
to these problems and make them take more
responsibility for their own work. So, Manga Japan is
a group designed specifically to help story manga
artists produce good work and at the same time
maintain the quality of their work.450

The policy of Manga Japan was that in order for manga artists to
produce higher quality work a space for artistic integrity and
personal responsibility had to be cleared. The management of
Manga Japan claimed to be opposed to government regulation and
company imposed censorship because it represented an external
interference which undermined the special and total artistic
procegs of creating good manga. Manga Japan represented manga
artists who actively anticipated, even before publishing
companles, the potential new cultural status of manga, and of an
enhanced social role for themselves in Japanese soclety. In
fact, the majority of Manga Japan's core membership were also
involved in the Society for the Protection of the Freedom of
Expression in Manga, highlighting again the keen awareness of
many artists of a desire to change the restrictions of their

current circumstances.

As the title, Manga Japan, suggests, its concern with the status
of manga artists was also bound-up with promoting manga and
manga artists abroad. On a general level Manga Japan appeared to
seek verification of the status of manga as an important
constituent of Japanése culture, by implicitly appealing to the
judgement of an imaginary international audiencé. Oon a more

practical level many manga artists wanted to fight to defend

450Interv:i.ew with Hara Tekao. July 1994,
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their copyrights abroad which they felt would be increasingly
infringed in the future. Previously, many artists had found that
their copyrights were not actively defended by the large
publishing companies they were contracted to produce work for,
in cases where their series had been illegally reproduced by

foreign companiesg.4°1

Manga Japan might be viewed by contemporary social geographers
and social scientists as a novel post-modern collective,
claiming to support both individual members rights and their
work performance. At the same time it was neither a group
pursuing a narrow political igsue like the Society for the
Protection of Freedom of Expression in Manga, nor an artisgtsg'
trade union. If Manga Japan is an example of an entirely
contemporary collective organisation with mixed aims then it
also illustrates the potential for hidden business or pelitical

interesgsts behind new forms of cellective organisation.

Although Manga Japan made no refergnce tc any sponsorship or
business interests in its literature, it was in fact funded by
Dentsu, a large Japanese multi media and advertising corporation
- in fact the largest advertising company in the world.

Executive meetings of Manga Japan were held in spaciocus and

4SIBetWeen the late 19808 and around 1993 many Japanese manga series were
pirated illegally by small publishers in other Asian countries. Whilst the
readership of these pirated series increased abroad, Japanese publishers
did not attempt to press legal charges against the foreign publishers but
allowed the illegal pirating to continue. This policy paid off in 1993 to
1994 when many pirated Japanese manga series had become so popular and
lucrative that their Asian publishers sought to legalise their business
arrangements and willingly entered into copyright agreements with Japanese
publishers. Japanese publishing companies had accrued large new readerships
abroad, had their manga series regularly translated and re-get and evaded a
costly and potentially touchy legal battle at no cost to themselves at all.
Several top manga artists paid for this period of indulgence however
through large losses on their royalties.
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technologically lavish conference rooms inside the new Dentsu
Corporation buildings, overlooking the Sumida river.452 while
Manga Japan presented itself as nothing more than an independent
manga artists organisation to the Japanese media and to the
majority of its passive members, its leading members were aware
that it was linked to Dentsu's long-term business plans. Dentsu
aimed to buy the copyrights to the new CD ROM versions of the
most popular manga artists' work, and go public about extending
its enterprise to the international marketing of CD ROM manga,
at a later date, presumably after copyright contracts had heen
sealed.453 Dentsu was taking advantage of the incipient
expansion of CD ROM, and possibly even internet technologies, to
attempt to wrest a share of the manga producing business from
manga publishers. It is probable that Dentsu wanted to align
themselves with manga artists, struggling against the control of
publishing companies, simply in order that in the future they
might be in the sort of independent position where they would
choose to work for Dentsu instead. Unsurprisingly Manga Japan
was extremely unpopular with manga publishing companies. Hara
Takao reported to me that between 1992 and 1993 he had received
death threats oﬁ the telephone and a knife in the post.454 in
1994, however, Dentsu's plans were no more than a minor catalyst
amongst the total influences upon the manga medium, and neither
were Dentsu's long-term plans guaranteed to develop as they

imagined.

4521 attended an executive meeting of Manga Japan in Dentsu Inc. builldings
on 22 July 1994. Dentsu Inc. employees did not participate but several
Dentgy Tnc. executives observed the meeting from chairs set back from the
conference table.

453 Interview with Yokoyama Yoshihiro. July 1994. Yokoyama was an employee
of Dentsu Inc., based in its Development Department (Kailhatsubu), and
currently acting as the partner and advisor cf Hara Takao, in Manga Japan.

454‘Interview with Hara Takao. July 1994.
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7.7 Conclusion: The promotion of manga to the rank of

national culture

The ambitions of the group of manga artists active in The
Society fox the Protection of the Freedom of Expression in
Manga, and Manga Japan, ceonverged. The orientation of individual
manga artists whom had joined organisations to defend the
freedom and reputation of manga were closely, though not
explicitly, aligned to the trend towards the promotion of new
adult manga to the status of a serious culture by cultural
institutions and manga publishing companies. The majority of
well-egtablished manga artists have been keen to receive their
new status and produce a more regpectable manga which focuses on
national political and econcmic goals. In many cazes, artists
most active in Manga Japan and The Society for the Protection of
the Freedom of Expression in Manga, were the gelf same
individuals as those featured in flattering reports about the
manga medium or who had been commissioned to produce information
manga books. The most obvious example of this convergence of
activities is the ubiquitous Ishinomori Shétard, titular
president of Manga Japan and The Society for the Freedom of
Expression in Manga, and the artist of Japan Inc. and A Manga
History of Japan. Ironically, artists such as Ishinomori Shdtard
and Satonaka Machiko, were too "old fashioned" to be popular
with the readers of manga magazines, and they were unable to get
new contracts for weekly series with manga magazines.455 Hence
the emergence of information manga books became an important new

source of employment for some veteran artists.

4551nterview with senior editor of Magazine, Iighi T8hru. April 1994.
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at the same time, accepting manga as a part of Japanese culture
appeared to become important to key Japanese goverrnment agencies
and cultural and educational institutions as well. Individuals
and institutions concerned with modernising domestic Japanese
culture, and others concerned with modernising the image of
Japan abroad, appeared gradually to perceive in manga a suitable
symbol of change. Internally the promotion of manga to high-
guality culture appeared to portend a more liberal and inclusive
social environment. For companies too, using manga helped to
overcome social barriers and counteract passive but deep
employee and consumer cynicism about their corporate 'missions'.
Towards Europe and the USA, manga came to hand as a cultural
threat through which Japan could assert its continued witality,
strength and difference, in an indirect and politically
acceptable manner. As we shall see in Section Three which looks
at changes in the production of adult manga magazines in this
period, between 1986 and 1994 the push to produce what was
considered high-quality manga was not a stralghtforward trend

for commercial manga publishers to work with.
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Section Two Conclusion: The formation of 'good' and

thad' manga

Retween 1986 and 1994 Japanese public institutions and well-
established companies operating in close cooperation with
government policy objectives reached out towards the manga
medium and attempted to draw it closger te the state. This
happened through two superficially antithetical trends - a
censorship movement and an active process of cultural
assimilation. The general procesg of promoting and using adult
manga by educational and cultural institutions was aptly
described by manga critic Kure Tomofusa as the granting to manga
of "cultural citizenship", after a long period of "outsider" or
"immigrant" status.4%6 Tezuka Osamu's child-oriented manga
stories and genres of gekiga-based realist, political, and
information manga were central to this official promotion. The
selective assimilation of specific genres of manga continued
alongside a powerful trend towards closer government regulation
of the contents of all categories of manga between 1990 and
1992, Fortified regulation removed certain manga series and
strongly discouraged the production of designated manga, in
particular sexually explicit and highly contemporary girls' and
otaku genrez, which did not conform to the newly re-defined
values of what was 'good’' manga. Morizono Milk, an artist
particularly affected by the regulation movement felt that there
had been a basic shift in the issues which provoked concern or

praige in manga:

4561{‘-11"3, T. (1990) Contemporary Manga: The Complete Picture {Gendai Manga
no Zentai 28), Tokyo: Shiki Shuppan. 208-217.
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Before 1990 none of the companies censored sexual
imagery - it all started then. Previousgly there wasg
just a big taboo against things [manga] =about politics
and gossip about the emperor.457

The movement for the regulation of manga was run iargely through
local governwent and local organisations but the promotion of
manga was orchestrated largely through national government
agencies and public institutions. To some extent the regulation
movement was propagated by older political interests based on
local organisation which had been quite central to the ‘'grass
roots' structure of LDP rule in the post-war period, while the
promotion movement was fostered by national organisations
attempting to strengthen and re-forge a new, independent and
possibly more centralised Japan. Thus Ozawa Ichird, current
president of the New Frontier Party (Shin Shintd) and a
political character strongly associated with national political
renovation, identified the political adult manga series, Kaji
Rylisuke's Principles (Kaji Rylisuke no Gi) as his favourite
bedtime reading. While the movement for stricter censorship and
the movement for greater cultural status did, in the case of
many individuals, represent a clash of interegts, at the level
of society the two trends dovetalled into a general process of
increasing interference in the manga medium and the imposition
of new agendas and values on manga by generally non-comrercial

institutions.

Interestingly the positive reception given to political,

economic and information manga represents the return of

457 Interview with manga artist, Morizono Milk. April 1994.

297



explicitly political themes - accompanied by previously
associated realistic graphic styles of gekiga - to commercial
manga magazines for the first time since their partial demise in
the 1970s. The rebirth of political realism in adult manga
paralleled the boom in growth of new adult manga publishing at
the end of the 1%80s and early 1990s. In its second life,
political adult manga had changed in disposition from being
broadly anti-establishment to broadly pro-establishment. For
gsome individuals who were active in the first explosion of adult
mangs at the beginnings of the commercial manga medium, and who
have been willing to produce essgentially conservative and
uncritical political or corporate manga in the gekiga style in
the recent period, the reversgal of political ideas in adult
manga hag represgented a final tenké, or abandonment of reformist
or left wing objectives.458‘0n the other hand, the stronger
regulation of fantastical girls' manga genres, influential iﬁ
contemporary 'otaku manga' and amateur manga subculture makes
clear that fantasy, which in the early 1970s was perceived as a
reactionary retreat from politics to petty and passive personal
goncerns, is now being perceived as problematically decadent and

antli-social.

The opposition to girls® manga and otaku manga genres, which are
derived from girls' manga, also indicates a deep prejudice in
the publishing industry and cultural and educational

institutions towards contemporary culture produced by women.

458mhe chief editor of the magazine Comic Box, Rydtani Sai and leftist
veteran manga artist, Nagashima Shinji, both used the term tenkd to
describe the political changes in adult manga magazines. Discussions with
RyStani Sai and Nagashima Shinii at Fusion Productions in Asagaya, Tokyo.
January 1994.
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Though girls’ manga genres represent the a dynamic section of
the manga medium in the recent period, they have been severely
marginalised by the activities of the anti-manga censorship
movement and humiliated by the otaku panic. Girls' manga has,
moreover, been all but ignored by scholars and manga critics,
whose work is focused almost exclusively on boys' and adults'
manga.459 Critic Kure Tomofusa made the following insightful
parallel in an attempt to explain the discomfort with which
girls' manga iz viewed:

When academics looked at girls' manga they were

emazed. They felt like English migsicnaries

digcovering that there were different gocieties in
Africa.460

The snobbery displayed towards girls' manga genres is
reminiscent of a broader distaste in polite Japanese society for
commercial culture produced by women. Lisa Skov and Brian Moeran
have pointed up this trend:
Hence we find an almost apocalyptic anxiety that the
supposed 'pure’ and 'masculine’ culture of Japan has

been vulgarisged, feminized, and infanticized to the
point where it has become 'baby talk' beyond the

comprehension of well-educated critics, 461

The cross-over of young men into girls' manga provoked
particularly fierce opposition, The universalisation of manga
genres pioneered by women implyed that rather than being a

discreet feminine section of manga culture, girls' manga is in

4597y lack of documentation and discussion abeout girls' manga in Japan is
part of the reason for the focus of this thesis on gekiga genres in boys'
and adult manga, which is a far more accessible subject.

480 nterview with mange critic, Kure Tomofusa, in his home. June, 1894.
46lSkov. L. & Moeran, B. {(eds.) Women. Media and Congumption in Japan,

London: Curzon Press. 70.

299



fact central to the contemporary medium, and that the
individualistic themes of girls' manga are themes of universal
value. Although the majority of amateur manga artistse and fans
are young women, the media panic about amateur manga subculture
and otaku was focused almost entirely on young men who have
adopted young womens' culture as their own. Thus the deminant
stereotype of an anti-social otaku is a male involved with
female culture rather than young woman.%%? In the otaku panic and
the anti-manga censorship movement the major producers of

amateur manga, young women, have not been named.

At the same time, however, the awarding of 'cultural
citizenship’' to a broad section of boys' and adult manga.,
suggests that official educational and cultural institutions
have become more willing to tolerate and recognise the
previously dissident manga medium, and by implication, to
cooperate in a new way with the previoﬁsly problematic social
groups and movements to which adult manga, derived from gekiga,
igs histoxically linked. The emergence of information and new
adult manga suggests a realignment Iin the structure of Japanese
society involving the assimilation of previously marginal social
groups and political and cultural currents of the late post-war
peried into the new-fashioned intellectual and social mainstream
of Japan. In the process adult manga itself has changed class.
From being a distinctively lower-class medium, adult manga has
become the novel new medium of national institutions and

business. This realignment portends what may in one respect be a

62The horror which was reserved for young men involved in girls' manga is
reminiscent, perhaps, of the outrage reserved for white American youth who
got involved with contemporary black music and culture {('wiggers').
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more integrated, populigt and inclusive society and culture. At

+rhe same time, adult manga's role in internationalisation

illugtrates a distinctive immediacy in the inter-relationship of

internal and international relations of contempcrary Japan.
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SECTION THREE: THE PERCEPTION OF SOCTAL CHANGE AND

TRANSFORMATION OF MANGA EDITING METHODS, 1986-1994

Introduction

In this section we will return to our micro-analysis of the
commercial manga editorial office. In Section One the general
industrial organisation and ethnography of manga pfoduction wasg
outlined. Important recent developments in the relationship
between the manga medium and society were examined in Section
Two. We shall now examine how relations between manga artigsts
and manga editors involved in commercial adult manga production -
have changed in the context of the social discourses about youth
and manga which accompanied shifts in the status of manga in
Japanege society in the period between 1986 and 1994. This final
section, which leads towards the conclusion of the thesis, is
based almost entirely on detailed ethnographic, and gome
sociological, research carried out during 1994,.in and around
the offices of a leading adult manga magazine, entitled Merning,

and its monthly side-publication, Afternoon.

During this period, which starts in the mid-1980s and spans a
decade, Morning editorial staff struggled to deal with what they
ultiﬁately perceived to be a golid barrier facing the manga
industry which they hoped to surmcunt. In orxder that Morning
magazine might be able, bit by bit, to transform itself and so
ride with and overcome the problems it seemed to face, Morning
editorial had set out to transform the standardized methods of

Production of adult manga.
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Within the Tokyo-based adult and boys' manga publishing
industry, Morning editorial office had become renowned and often
admired for its pioneering production methods. Editors of Young
Sunday magazine published by Shégakukan, in particular,
displayed the frankest interest in learning about and emulating
the new methods of production apparently being tested in Morning
editorial office. Morning’s production methods alsoc provoked
occasional ridicule from some of its own editors, intense hatred
from some mange artists, and distaste from many amateur manga

fans and critics.

The special editorial processes cbservable in Morning editorial
office, were manifested on two levels: ideas about problems and
how to resolve them, and experiments, Chapter Eight and Chaptex
Nine focus separately on these resgpective manifestations.
Chapter Eight looks at various ideas about problems facing the
adult manga industry and their influence on editorial policy
(henshii héghin) in Morning. This first chapter in the section is
therefore concerned solely with the limited realm of editors’
ideas and aspirations which informed editorial policy, and even,
what a few editors called, editorial ideology. The next chapter,
Chapter Nine, progresses from this analysis of editorial ideas
to examine actual experiments and adjustments which were made in
the production of Morning and other magazines, to a lesser
extent. Production experiments in Mormning editorial represented
the practical expression of thelr ideas about the sort of
problemsg facing the adult manga industry. In some cases,

production experiments which did not appear to have worked
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highlighted the limitations of editors' original ideas, and the
presence of more intractable problems facing adult manga

publighers.

The research on which this section is based is compoged mainly
of interviews with manga editors, and both famous and unknown
manga artists; observation of weekly editorial and other
meetings over a period of 10 months; observations of meetings
between various artists and editers of Merning, Afternoon,
Magazine, and Young Sunday magazines; observation of everyday
workplace events and conversations in Morning editorial office;
and correspondence with individual editors and artists between

1994 and 1996, after returning to the United Kingdom.
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CHAPTER EIGHT: Problems jn the Adult WManga Indugtry and
Ideas About How to Resolve Them

8.1 Introduction

In 1994 I found that a large number of editors and even artists
involved in the adult manga industry shared a strong but diffuse
sense that adult manga production was facing problems. Editors
and artists complained of horing manga series, dull magazines,
lack of direction, a lack of herces, the narrowing of story
nanga themes, the lack of originality in artists' work, the
over-gsaturation of the market, the lack of interest in manga on
the part of readers, and many other problems beside. The wisdom
that adult manga was in some form of a decline was shared by
virtually all editors in Morning editorial and several of the
editors of other adult manga magazines, with the exception of a
few individuals who stoically insisted that nothing had changed
at all since the early 1970s.463 The belief that adult manga was
having problems was confirmed on a most immediate level by
editors' experience of the increasing difficulties involved with
tryving to make ‘good' manga series. Moreover, by 1994 the
gradual decline in the circulation figures of Morning since 1992
had heightened the feeling amongst most editors that something

wag wrong.464 Beyond the general perception that there were

4630ne senior editor who would not acknowledge any Lruth in Morning
editorial's concerns was Yuri EKdichi, deputy chief editor of Afternoon, and
previously the editer of Otomo Katsuhiro's series, Bkira. Yuri dismissed
other editors' concerns about new problems facing manga as ailly and
groundless. Discussions with Yuri Kéichi, whilst on drinking sessions with
artists in Tokyo. April-July 1995.

464por & reminder of the overall shape of the decline in Morning sales
figures see Figure 15. No exact circulation figures are avallable - even to
editors - put Morning editors generally estimated that in 1992 circulation
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problems, however, adult manga editors and artists did not share
coherent ideas about what kinds of problems they were

experiencing.

Explanations of the origins of the decline did however fall
loosely into three categories: explanations which saw artists as
the problem, explanations which saw editors as the problem, and
explanations which saw readers or society in general as the
problem. In veoicing their opinion on this, individual editors
revealed their largely unconscious assumptions about how manga
ghould be constituted. Editors and artists who felt that it was
the fault of artists that manga was in decline implied that
artists were or should be the strongest subjective influence
shaping the commercial adult manga medium. Those who felt it was
the fault of editors implied that editors had or ought to have
the greatest subjective influence in producing adult manga.
Editors and artists who saw the problem as a general one of the
whole period, sometimes defined in tepms of 'youth', the
'readers' or 'society', tended to present both editors and
artists as the passive vessels of 'historical' trends over which

they had no control.

In Morning editorial the view that decline was caused by the
failures of manca editors was promoted by senior editors, in an
attempt to counter the more prevalent editorial opinion that the
problems lay with manga artists. Only this view, that the

decline of the adult manga medium was the fault of editors,

had peaked at around 1 200 000, after which circulation had declined
rapidly, reaching around 800 000 in 1994.
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enabled them also to believe that through changing editorial

methods alone the manga medium could be rejuvenated.

8.2 The dearth of genius manga artists

Amongst the great majority of adult manga editors was held the
belief that manga artists were simply not as good as they used
to be. The greatly increased number of youth accomplished in
drawing manga ag compared with previous generationsz of the 1960s
and 19708, who had been less expogsed to manga during their
childhoods, was widely acknowledged. However, fewer newcomer
artists were felt to achieve the status of what are termed
within the manga industry, 'geniuses' (tensai). Geniuses are
artists who create hugely successful hit manga geries which have
the potential toc generate large profits over a number of vears
for publishing companies and become significant parts of
national culture too. The formal goal of manga editors, like
music producers, is to produce big 'hits' which will generate
maximum profits from minimum initial investment and production
expenditure. From another perspective geniuses are also defined
as artists who can produce a manga series without much editorial
guidance. They were alsc described as artists who were in gome
way ahead of their period, or who could create whole new genres
or styles. Thus geniuses are considered to be artists who by
some complex and inexplicable means express in their work a new
sentiment or interest in society that was previously unexpressed
in culture, which makes their series extremely interesting and
popular. Big commercial hits are generally inseparable from

manga geniuses.
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In 1994, editors perceived that there had been a reduction in
the number of big 'matural' hits or series which had become
unexpectedly popular without a large amount of preparation and
marketing on their part. Rather than large nation-wide manga
hits, editors reported that there were increasing numbers of
small hits, many of which had been planned meticulously by
editors. Editors perceived, secondly, that the lack of big hits
was attributable to a decline in the number of genius manga
artists. These ideas are well represented by the words of a
gsenior editor of Young Sunday magazine:
There have been no natural hits gince 1985 when Dr.
Slump became a huge hit all over Japan. Dr. Slump was
a real hit - it was not arranged by editors. When
someone makes a huge hit without editorial know-how,
we think of them as geniuses. Often editors oppose

geniuses at first because what they are doing is toco
new. 465

The last big hits in boys' and girlsg' manga were Dragon Ball in
1981, Dr. Slump in 1985, and Chibi Maruko Chan in 1989. The last
big hits in Morning magazine were Silent Service (Chinmoku no
Kantai) by Kawaguchi Kaiji, between 1990 and 1592, and Section
Chief Shima Késaku (Kach® Shima Késaku) by Hirokane Kenshi,
which wag terminaﬁed at the height of its popularity in 1992 ,466
As we saw earlier in Chapter Two, adult manga magazines are
generally sold on the basis of a few leading series - big hits.

The recent absence of big hits in Morning magazine was a cause

465The term know-how in this quotation is a contemporary Japanese term.
Interview with senior editor of Young Sunday, Tachikawa Yoshitake, in a
restaurant near the Shégakukan building. August, 1594.

466mye artist, Hirokane Kenshi, decided to stop producing weekly episo@es
in 1992, though he continued to produce occasional episodes of the serles,
re-titled Department Chief Shima Késaku (Buchd Shima Kbsaku) - on account
of the lead character's career promotion -~ until 1996,
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of immediate anxiety amongst Morning editors. Some editors
suggested that there were no longer enough genius manga artists
to share amongst the increasing number of adult manga magazines.
The apparent loss of manga geniuses was at least partially
related to a wicder historical problem in which the manga medium

and industry wasg perceived as outmoded..

The number of geniuseg has become very few compared to
before becausge the manga world has lost its charm and
interest. The geniuses have all gone somewhere else,
like computer-game software designing etc.467

.0r saturated:

There are so many magazines out now that geniuses are
thinly spread between them and hard to come by. In
1970 at the time of the manga boom tliere were only
three big magazines - Magazine, Sunday, and Jump - S0
all of the genliuses would come their way.468

The view that manga was in decline because of the dearth of
geniug manga artists strongly implied that the best possible and
most commercially wviable manga was manga made almost entirely by
artists without the interference of their editors. Editors
implied that there wag such a thing as 'natural’ or 'genuine'
manga which was created by the artist alone and which was
naturally superior in key aspects of its quality, to manga made
by the more regular method of industrial production in which
editors play a large part in developing the theme of each manga

series;

467 [ntepview with & senior editor of Morning magazine, Kihara Yasuo, in a
restaurant near the editorial offices. January, 1994.

4881nterview with deputy chief editor of Magazine, Tighi Tohru, in magazine
editorial office. April, 1994.
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A genius 1s an artist who can think up a theme and
tel} a story as well as draw. We are very happy 1f a
genius comes along because their stories are usual ly
big hits. The problem of not having enough geniuses is
also a historical problem related to the period we are
living in,469

The above statement made by the deputy chief editor of Magazine
emphasises that the lack of manga artist geniuses was part of
the same problem as newcomer artists being unable to think of

subjedts for manga series.

Though Morning editorial aspired to publish both the drafts of
prize winners and other amateur drafts they felt unable in
practice to publish even the best amateur work because of what
they felt To be itsg low quality. In 1994 the top prize of the
Morning manga competition was awarded tc Takahashi Shinii, for
his work Kamikaze Japonaige. Fewer‘than half of the péges of the
original draft of this story, edited and revised, were later
published in Morning.470 The editor in charge of this newcomer
artist warned the chief editor of Morning magazine that if
Takahashi's winning draft could not be published in its original
state it might suggest to readers and other newcomer artists
that Morning did not genuinely believe in the talent of

artists.47] It might imply rather that newcomér artists work

4691ishi. April, 1994.

4701n the case of prize winner Takahashi Shinji, his winning draft could
not be published because of poor colouring, inappropriately long speech
parts, misplaced speech bubbles, and the large number of pages based on
blatant plagiarism of a series of copyrighted photographs of the Tour de
France bicycle race. Observation of the first meeting between this értist,
Takahashi Shindi and his supervising editor, Dci Takashi, plus continued
discussions about the progress of this artist with editor, Doi Takashi, in
Merning editorial offices. April-May, 19924.

471On realiging that the editorial collectively intended to go ahead with
plans to award Takahashi Shinji the top prize winner of the competition,
the editor supervising the artist in guestion suggested to hig chief _
editor, "Well, you can't really do that because I have already asked him to
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was, in the opinion of Morning editorial, unworthy of artistic
status and in need of severe editing before it could be

released.472

8.3 Over-particularity amongst artists

Editors complained frequently about the inability displaved by
newcomer artists to actually fulfil the role of professional
manga artist. Complaints tended to focus around newcomer
artists' inability to think of themes, stories or subjects
around which to create manga series. The graphic style of
newcomer artists was rarely mentioned as a problem except in
cases where artists had used too many photographs to create
their illustrations and in this way were posing a potential
copyright problem for the editorial. Whilst artiéts' drawing
styles were acceptable on a technical level, editors complained
that artists were nevertheless unable to draw anything because
they lacked imagination. As they had no particular thing in mind
they wanted to draw, the repertoire of newcomer artists' work
was freguently limited to imitations of better known artists'
work and single illustrations. Newcomer artists' drafts were
frequently criticised for being excessively introverted
(naimenteki), particularistic (jiheiteki}, and limited to petty
personal themes (kudaranai, jibun no shumi). One senior éditor
described how in his experience newcomer artiste were

increasingly incapable of producing anything more than pictures

change his seript completely for publication and it will look bad if we
glect him to be the top winner after agking him to change his script so
much. " Observation of discussion between Morning editors Doi Takashi and
Kurihara Akira, at artist Chiba Tetsuya’s home. § April, 1994.
4720bservation of discussion between Morning editors Dol Takashi and
Kurihara Akira, at artist Chiba Tetsuya's home. 9 April, 1994.
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of cute girls which he characterised derisively as
'masturbation-manga". The same editor went on to describe the

gcale of the problem:

It's not Romec and Juliet you know. We have been
reduced to making stories which hinge on whether the
lead character does or does not wear glasses. There is
a big problem in manga. Nothing seems to have any
energy or a powerful impact anymore. We do not make
big hits, just lots of little ones. Manga has become
so individualistic and inward-looking that it just
cannot go any further. Even the artists talk about it.
A lot of artists are tired these days; they can’t
write any more. They ask me over and over again, 'What
is interesting?' 473

Some editors related the increasingly limited repertoire of
manga artists to the breaking up of popular culture into smaller
interest groups, a cultural process referred to as saibunka
(subdivision), which can be loosely equated with the English
postmodernist term, 'fragmentation',6 - and the associated rise of
niche marketing. In 1994 manga drafts submitted to Morning
editorial by newcomer artists which lacked a theme, story, or
traditional plot, were not infrequently described by manga
editors as otakuppeil, meaning 'nerdish' or in more analytically
sophisticated language, particularistic. Many of these artists
were influenced by the distinctive genres and graphic styles of
the amateur manga medium or were even previously engaged in this
manga subculture, descfibed in Chapter Five. Amateur or otaku
manga was considered to represent the furthest extreme of over-
particularism and individualism amongst all the manga genres.
Whilst adult manga editors noted with pleasure the energy and

typically uncritical ‘nerdish’ enthusiasm for hard work

4731nter"<;'iew with senior editor of Young Sunday, Tachikawa Yoshitake, in a
regtaurant near the Shégakukan building. August, 1524.
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displayed by newcomer manga artists whom they felt exhibited
otaku tendencies, they were on the other hand extremely
unimpressed by what they perceived as otaku manga artists’

inability to think up subjects for manga series.

The inability of newcomer artists to produce viable themes and
plots for manga stories meant that many editors doubted if the
majority of young manga artists were really artists at all. They
felt that being an artist should involve having a relatively
sophisticated understanding of society based on accumulated
social experience. Rather than being representatives of the
'vounger generation', 'in touch' with society, newcomer artists
appeared to be entirely 'out of touch' and this severely limited
their ability to bring new cultural material to the editorial.
One deputy chief editor explained over-particularism and the
inability to develop stories ag a result of many artists’
limited scocial experience:
Lots of young artists only read manga and do not know
about anything else so we editors have to feed them
information and ideas about what readers are like and
what they are interested in. In that respect manga
artists are not really Artists. They do not understand
anything about society at all, let alone have

something to say about it. They just draw. We only use
a tiny fraction of even the very best artists themes

that they chosge themselves.274

The accounts of young manga artists tended to confirm the
opinion of editors. None of the newcomer artists working for
Merning and other magazines whom I met claimed to harbour

vergsonal interests which they wanted to deal with in manga.

M mterview with deputy chief editor of Magazine, Iishi Tohru, in Magazine
editorial offices. April, 1924.
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artists said they had developed stories and themes for manga
series out of commercial necessity rather than personal
interest. Sugimura Shinichi, artist of the story Calafornia
Hotel (actual spelling) serialised in Young Magazine, provided a
particularly sorry account of his own lack of ideas:
I don't believe in anything so I am faceless. I do not
have a clear idea about what I want to write so it
just develops as it goes along. I have no plan and no

message so I am very dependent on my editor for
ideas. 475

The exhaustion of ideas amongst manga artiste meant they were
reliant upon editors to help them to create manga storiesgs and
less likely to conflict with editors over the content of their
gseriegs. Editors supervising artists whom they felt lacked ideas
were forced te carry out more of the intellectual work involwved
in making manga series in order to continue to produce manga of
interest to readers and which was, by this criterion,

commercially viable.

8.4 The commercial consciousness of artists

The belief that there was a shortage of geniuses and that the
consciousness of young artists was too limited came tqgether as
explanations of a broader assertion that the artistic talent of
contemporary manga artists was low. A high proportion of editors
and artists suggest alternatively that manga artists have become
too motivated by financial gain to produce good artistically-

motivated manga. It was not simply the case that artists were

475Tnterview with artist Sugimura Shinichi in the presence of his editor,
in a bar in Shinjuku. July, 1994.
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not felt to be as good as they were previously, but also the
feeling that commercial manga, as it had become well-established
and & known source of income, had begun to attract many more
young. people to enter the manga industry who might not
previously have possessed any ﬁarticular artigtic drive or
outstanding talent compelling them to draw. This explanation of
the falling standards of manga is one ﬁore frequently heald by
manga artists themselves. Leading adult manga artist, Kawaguchi
Kaiji, summarises this simple theory:

People who draw manga are now very close to a big

source of money; so the incentive to draw manga has

become much higher and attracted people with far less
talent; sco the general level of manga is going

down.476

Artists who had made themselves into private businesses such as
Watése Seizd, currently producing the colour series Sai in
Morning, were unpopular amongst editors. Business oriented
artists who explicitly struggled to control their production and
income were often artists who had found, developed, and defended
narrow cultural forms or clichés which they were able to reduce
virtually te a technical formula and reproduce many times to
maintain a steady income over a long period of time. In fact
this form of commercially motivated manga production was more
prevalent amongst female artists of ladies' and girls' manga,
such as Morizono Milk and Ide Chikae, than male artists working
for adult manga magazines who appeared to conform more closely
to the idea of the manga artist genius who prepares ail his own

drafts. Kbéyama Shikao, the chief editor of Aoba manga production

476Interviewwith artist, Kawaguchi Kaiji, in his studio/home. March, 1594.
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company which produces Hime and Szkura ladies' manga magazines

confirmed that:

The manga artists I prefer are the less business-like
ones who do not photocopy the features of their
characters. The business~like artists are second rate
and never go any higher. All their work is done by
asslstantes using photocopies and screentone. The style
of business-like artists is repetitive and rigid. but
that sometimes becomes their trademark. 477

Discugsion with artists seemed to suggest that it was in fact
true that most yvoung artists had a solely commercial interegt in
drawing manga. Artist Okada Yiky8, producing the series Rentaro
no Ai for Morning Open in 1995, was one example of this trend.
Okada claimed that he had never produced even a single drawing,
illustration, or manga strip, during his adult lifetime, for his
own pleasure.478 Another newcomer artist working for Young
Sunday magazine under the pen-name Rodriguez explained to me
that he did not like manga and became a manga artist simply to
fund himself through the final year of his university
architecture course:

I never resad manga much before. T entered a

competition because I was so poor. I earned ¥50 000

(£334) in a Shégakukan manga competition and the draft

that won became the basis of the series I am doing now
for Young Sunday. But, I still do not like manga much

now - I just write it.472

While on the one hand the financial incentive to become a manga

artigt created by the manga industry, manga competitions and the

477Interview with the chief editor of Aoba company, Kdyama Shikao, May
1594 .

478pjiscussion with artist, Okada Ykkys, in the back of a taxi. April, 1994.
479Private interview with artist, Rodriguez, in a café near the Shégakukan
building. June, 1994.
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royalties system had apparently attracted inferior manga artists
to the profession and in this way contributed to a lowering of
artistic standards, several editors also held the more specific
opinion that being a good artist and earning a living were in
any case entirely incompatible. It is quite striking that
company editors employed to produce manga magazines precisely
for profit motives should hold the view that making good, high
quality manga was in fact impossible within social relations
motivated by profit. Uchida Magaru, a highly experienced
previous chief editor of Magazine, strongly believed that manga
artists who worked for money ceased to be artists:

Today manga artists are just bread-earners, T really

think they should be artists or it just isn't any

good. Bread-earners do not have any freedom, they just
follow thelr editors' orders. If they lose their

freedom then artigts become bread-earners.480

Uchida refers to freedom in the sense of freedom from profit-
incentives rather than any more substantial structural freedom.
It is clear that the element of manga artists' work which manga
editors sought to exploit for commercial purposes was precisely
that part of the artist's work which was concerned with
expressing and communicating ideas and feelings to other people
for theilr own sake. Without a genuine desire on the part of the
manga artist to produce manga to put across his or her ideas the
manga artist's work became purely commgrcial. The implication of
manga editors' opinions was that the manga industry's commercial
success relied ultimately on their exploitation of works

primarily human or spiritual in motivation and content. This

4SOInterview with the ex-chief editor of Magazine, Uchida Masaru, in a
restaraunt close to his new editorial offices in Shinbashi. August, 1994.
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perceived contradiction in the methods of commercial manga
preduction is informed by, and gupports, the c¢lassic modernist
understanding of art and culture as a sphere of social 1life
which is fundamentally incompatible with capitalist production.
On a more general level the case of adult manga seems to suggest
that contemporary culture industries are able to produce
commercial culture only as long as the goods produced are
genuinely cultural and embody a specifically social utility or

value.

Individual manga artists who do have ideas to express, and also
wish to make a living doing this, resolve this contradiction for
the manga editorial. Several leading adult manga artists
favoured by Morning editors, including Kawaguchi Kaiji, and
Hirokane Kenshi, fall into this category. It is precisely these
artists who had found a stable balance between social and
economic motivation who were the most reliable and useful
artists for the manga editorial. Keeping a consistent balance
between social or artistic motivation and economic motivation

was evidently a difficult position to maintain.

The contradictory nature of commercial manga production implied
in editors’ views of artists was simply not encountered as an
abstract logical or moral barrier to activity but as an actual
practical barrier to production. The problem presented by
artists who appeared to be motivated to produce manga only by
profit wags one of the arbitrariness of their work. Artists who
have their own ideag that they wish to put into manga come to

the manga editorial not just with their drawing skills, nor
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merely with a good imagination, but with a package of vital
information expressing thelr subjective response to their social
experiences. Thisg information about the artist expressed in his
work is a central source of interest for manga readers. Within
the artists’ ideas is expressed a range éf feelings and ideas
entirely specific to aspects of contemporary society and in
which readers are likely to take an interest because it relates
to scme of their recent experiencesz. It is this subjective
response which is able to transform an abstract aesthetic object
inte culture: a mode of communication. Editors found that
artiste who did nct appear to have ideas to express were
difficult to expleolit because the themeg eventually incorporated
in their manga seriles were arbitrary and unspecified; they were
not dictated by thelir specific youthful euxperiences. Their work
did not communicate ideas which had a drive, immediacy and
urgency, that could attract, inspire and compel readers.
Moreover, it seemed that artists who arrived in the manga
editorial without ideas of their own, obliged manga editors to
undertake the time-consuming and expensive work of developing
themes for new manga series themselves. Manga artists without
ideas were in this sense, less exploitable. For both of these
practical reasons the perceived lack of social motivation to
produce manga on the part of newcomer artists was a direct

commercial problem for manga editors.
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8.5 Bad editing and salary men

Tn Morning editorial the concern with falling artistic standards
amongst newcomer artists coexisted with the view that company
editors themselves were suffering from a decline in +heir
editorial ability. The phrase “the standard of editing is too
low"” (henshi level ga hikui) was freguently reiterated hy senior
editors in editorial meetings and conversations in the editorial
office. Manga editors were perceived to be no longer
sufficiently proficient at spotting and recruiting talented
artists and developing themes for manga stories when artists
were unable to do this. In Morning the editorial function of
story-building was lcosely divided into two parts referred to by
the English terms ‘create’ and ‘keep’. ‘Create’ was the fuﬁction
of thinking-up suitable subjects and stories for manga series,
and ‘keep’ was the function of maintaining a stdry for monthg or
years after it had been launched and feeding it with new
components and interesting directions. Whilst it was hoped that
all editors would carry out both functions, in reality different
editors tended to either ‘create’ or ‘keep’ manga series
according to their personal abilities. In the opinion of Ogawa
Haruo and RKurihara Yoshiyuki, the chief editors of Afternoon and
Morning magazines respectively, company editors were failing to
carry out either create or keep properly:
Editors are not thinking-up new ideas anymore. There
ig no way to deal with the problem of editors' lack of
imagination but it is the biggest problem we face. An
editor sghould be able to carry out all stages of
producing a story but, even though this is their '
primary function and this is what makes the money, in
reality most editors cannct keep a story going. The

editors who can think up new stories are the most
respected people in the office, they often think up
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new stories and then pass them on to other lesgs able
editors to keep going. Now, only about 1 or 2 editors
out of every 10 can produce anything at all.481

'The principal reason put forward by editors to explain their
lack of editorial ability was that, like many newcomer manga
artists, they were too uncommitted and commercial in their
attitude to their work. Many manga artists also complained that

thelr editors were incapable of producing manga:

Now editors have few skills related to manga at all,
they are just galary men.%82

In Morning editorial company editors were repeatedly encouraged
not to be ‘salary men’ but to think of themselves as individuals
and cultural leaders. A major source of the low level of
creative direction amongst editors was thought to stem from
their stable employment position in a large publishing company
from which they would be extremely unlikely ever to be made
redundant even if they carried out no work at all. Large
publishing companies producing the leading adult manga
magazines, including Kddansha and Shdgakukan, are staffed by the
graduates of élite universities which continued, even during the
recession of the 1990s, to provide all employees with life-time
employment. Morning editors tended to follow the view that a
secure income had drained them of all interest and enthusiasm to
create manga series and that what was really needed to correct

low editorial ability was an element of “competition” or a touch

4811nterview with chief editor of Morning, Kurihara Yoshiyuki, in Morning
editorial offices. July, 1994.

4821nterview with artist, Kobayashi Yoshinori, in his studio in Ogikubo.
August. 1994.
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of “capitalism”, the two concepts frequently being used loosely
and interchangeably in contemporary Japan. The chief editor of
Morning magazine exhorted his less productive junior editors in

the following fashion:

The editors here have got a salary-man mentality, like
civil servants on life-time employment! You have got to be
editors not salary men! You have got to have enthusiasm,
energy and curiosity. You have got to sense what is great
and coax the richest talent and power out of each artist.
Right now we are just not realising the potential of
artists at all. This is a lifeless editorial. It i1s getting
more and more conservative and boring!483

To a degree the concept of ‘company emplovee complacency’ was
influenced by the powerful moral held across contemporary
Japanesé society that wealth is bad because it breeds passivity
and compliacency, while lack of material wealth is gocod because
it engenders hard work, ingenuity and moral strength. One
editor, displayving at the same time, geveral banal historical
prejudices, linked the apparently falling editorial standards in

Morning editorial with a bad attitude to work:

The 'workers~rights', 'lazy blacks' style of editorial
production has got to stop.4=8‘l

Ironically, the view that permanent financial security
disinclined editors to bother trying to create good manga
eventually contradicted the simultaneously held view that the
falling artistic standards of manga were caused by the

competitive pursuit of financial rewards by artists. Whilst the

4830nservation of the chief editor of Morning magazine, Kurihawa Yoshiyuki,
talking during a Morning editorial meeting. March, 1894.

484mpe apanese wording of this statement was: "Kore kara r&ddsha kenriteki
na, bara bara kokujin no henshfi tsukurikata wa dame.® A senior Mormning
editor in Morning editorial meeting.
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lack of a variable financial incentive to create manga is cited
as the cause of low editorial ability, the presence of a
variable financial incentive is c¢ited as the cause of low
artistic ability. These views are not precisely contradictory
however, but imply rather that editors sensed that neither of
the two extreme situations possible with regard to the
relationship between financial income and the creation of manga
afforded the mogt favourable possible circumstances for

stimulating artistic creativity.
8.6 Bringing the Artist out of artists and editors

To renew the artistic gualities of the adult manga medium,
Morning editors felt that they must relinquish their possible
cynicism about commercial manéa. They were encouraged tce think
of manga as real ‘Culture’ rather than just a commodity, and to
think of manga artists as proper ‘Artists’ worthy of respect. In
1994 the chief editor of Morning was clear about his basic
public view that:

Manga artists are artists. People who think new human
expression is art think manga is art.485

Manga artists working for Morning were, where possible, promoted
as artistic geniuses to thelr readers and the general public.
The promotion of individual manga writers as 'manga stars',
although far less defined than the so called 'star-system' first

operated from Hollywood and later in the British pop-music

4855, + and artists were the terms used in the original Japanese statement.
Interview with the chief editor of Morning, Rurihara Voshiyuki, in Morning
editorial offices. June, 1994.
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industry, had been normal in adult manga magazines since the
late 1960g. 486 However, in Morning in 1994 manga artists were
promoted not juet as famous people and stars but also as serious
Artists, complete with idiosyncratic artistic characters. The
19508 gekiga movement attempted to re-define manga artists as
serious individuals rather than mere entertainers, but within
commercial manga this was the first occasion on which editorials
also attempted to promote the notion of manga artists being
serious artists with intellectual dimensions. Aoki Yv{iji, a
genuinely wilful older male artist producing the series Naniwa
Kinylidé in Morming, for example, was the subject of newspaper
and radio interviews in which he was portrayed by Morning
editorial as an eccentric individual with unigue artistic
geniug, a close reader of Dostoyevsky concerned with the moral

quality of contemporary Japanese life,

At the same time as promoting the artistic qualities of current
manga artists, Morning editors also attempted to locate raw
(namappoi) artists and raw script writers whom they felt were
more in touch with real scciety and were the bearers of
'genuine' experiences. Individualslnot vet lnured to the
commercial manéa industry, but with experiences from elsewhere
in society, were asgsociated with fresh artistic talent.
Novelists who had recently become well known or who had won
prizes in K&8dansha literary competitions used by other manga
magazines, for example, were no longer suitable as script

writers for Morning:

4865ee Robert. . Toll (1082) The Entertainment Machipe: America
howbusiness in the Twentieth Century, Oxford University Press.
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What we need to find are script writers who are
already living ocut there in the world. We all need to
keep our eyes open and read and watch the media to
spot characters who leok ag if they might be good
manga script writers. We need raw people. 487

As the image of manga artists was being upgraded, the image of
manga editors as the directors and producers of manga series was
undergoing a simultaneous transformation. Editors were
encouraged to be more genuinely interested in the artigtic value
of manga and tc be more gengltive to the artistic genius of
their artists. The reformation of manga editors' behavicur in
Morning complemented the revival of genuine manga artists.
During an editorial meeting Morning's chief editor suggested
that it was editors' disenchanted perceptions of manga artists
as, amongst other things, under-talented yvouths chasing
financial lncentives, which was one scurce of their inability to
supervise good manga series. In order to realise each artist's
full potential editors were told they had to think of themselves
as private art-lovers:

People are too meah—spirited and that is why they

think the standard of manga artists’ work is low.

Editors have to love their artists. Editors have bad

personalities; if vou are honest and faithful with
your artist then they will like you and might produce

really goed work for you.488

In particular, the arrogant but posgibly accurate assumption
that editors practice sodari or 'raise' manga artists and were

therefore the original if secret progenitors of even famous

487 Observation of deputy chief editor of Merning, Fukumoto Hiroyuki,
speaking during an editorial meeting. July. 1996,

488 rnterview with the chief editor of. Morning, XKurihara Yoshivuki, in
Morning editorial offices. June, 199%4.
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artists' work, was guashed by a severe new code of editorial

political correctness:

Abgut 5 or 6 years ago many of the editors here were
going around saying they "raised such and such manga
artist". But I do not want them to speak in that way.
It is embarrassing to hear editors saying they raised
an artist when it is really the artists who raise the
editors. You see editors can edit manga but they
cannot make the original product. It is the older
editors who supervised artists who became famous who
got into the habit of gaying they had raised them as a
way of claiming their dues.482

Again, becoming a 'new editor' who did not attempt to forcefully
educate artists under his supervigion, or claim to have done so,
was concomitant with becoming an art-lover, popular-culture fan,
or something in-between. Editors were asked to appreciate manga
in a personal rather than a professional way:
The difference between editors who say that they raise
artists and editors who don't, is that the former
dislike manga and the latter like manga and feel that
they themgelves were raised by it. As for manga

artists, there is a saying that a child will raise
himself in spite of his parents.490

The idea that editors should love their manga artists with a
passion rather than see them as tools, or ordinary contract
employees, is reflected in a manga story serialised in Big Comic

Spirits. In Editor!: Tomorrow's Joe (Henshif: Ashita no Joe)49l,

489 Tnterview with the chief editor of Morning, Rurihara Yoshiyuki, in
Merning editorial cffices. August, 19924. _
0nterview with deputy chief editor of Afternoon, Yuri K&ichi, in Morning
editorial offices. June, 1994.

491qne transliteral meaning of Henshid is actually 'Edit-King!'. It is a
hybrid word which appears to be a playful parody of the style of manga
story titles which - like popular film titles (Alien, The Fly, Terminatox,
Robocop, Rain Man) - are often based on made-up, conjoined, or specially
emphasised words, which describe horrible monsters or human
transformations. This title suggests playfully that editors are tyrants
bearing down on artists, like the horrible meonsters in manga stories.

325



a story by Tsuchida Seiki whiéh began serialisation in Big Comic
Spirite adult manga magazine in 1994, a romantic view of both
the manga editor and manga artist was developed iﬁto a feature
length story. The lead character of Henshid, Momoi Kanpachl, was
influenced by his childhood reading of the late-1960s manga
clasgic Tomorrow's Joe (Ashita no J8) to follow in the footsteps
of hig menga idol and become a champion boxer: a man who fights
back to the end. When Momoi's boxing career is abruptly
curtailed by eye injuries, he is forced to take a different path
in life and becomes & manga editor in the editorial of a large
publishing company, not unlike Shégakukan or Kédansha. Momol is
an energetic, charismatic manga editor who does not fit iﬁto the
office environment but is nevertheless committed to the manga
artists he supervises. The geries Ediftor! is bhased on adult
manga editors' perceptions of the ideal editoxr and ideal artist
in 1994. Momoi is concerned, raw, and personal and works with an
old eccentric manga artist who sweats bldod and tears to produce

his manga. (See Momol as the Editor! in Figure 26.)

One individual firmly rooted in the adult manga industry,
Ckamoto Makoto, attempted to locate the recent encouragement of
manga artists to be more artistic within a historical

perspective:

The level of energy manga artists invest in manga goes
up and down according to the period and according to
the degree of dissatisfaction manga artists feel with
the current state of innovation and expression in
manga culture. During the 1960s, the time of student
unrest, the level of activity on the part of manga
artists was very high and then it began to drop off.
Recently artists have been more active in creating
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Figure 26

Editor! Tomorrow's Joe: An ideal artist and editor
working together

Theimagecannotbe displayedn ORA dueto copyrightreasons

Source: Hensh(id! Asghita no Joe Vol.l. (1992) by Tsuchida
Seiki, Tokyo: Shégakukan. 145--147



manga and they are being asked to do more of the
things that they really want to do.%92

Like many manga editors, Okamcto referred to the 1960s and 1870g
as a period when manga artists were at the peak of their
artistic powers, and to 1994 as a period when things had 'come
full circle’ and it was manga artists' turn to flex their
artistic muscles. This view of adult manga, while struggling to
be historical, failed. Okamoto implicitly assumes, like Morning
editors, that any artistic revival of the adult manga medium
would take a similar form to the gekiga and manga movements
generated by independent manga artists in the 1%60s and 1970s.
Okamoto's assertion that manga artigts would become, of their
own accord, more artistic because of their accumulating
dissatisfaction with the manga medium was also undermined by his
later observation that in fact manga artists had not attempted
to expregs new artistic interests in manga. Rather, the idea, or
wishful prophesy, that manga artists were becoming more artistic
was one generated from within adult manga editorial offices and
which individual manga artists were being invited to fulfil. The
~ poggibility that manga artists might not in fact actually be any
more 'artistic', simply because they were being promoted in a
certain way by editors, was pointed out by Kobayashi Yoshinoxi,
one of the premier adult manga artists in 1994, producing the
series The Manifesto of Arrogance (Gémanism Sengen)J in the
following ironic comment:

Actually manga has changed recently. Pr@viously .
editors encouraged whatever was a big hit according to

452 Interview with Okamoto Makoto, brother of the gekiga artist: Shiratd
Sanpei and founding owner of contract manga editing company, Ginnansha.
July 1994,
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the circulation figures of their magazines, regardless
of anything else. Now manga is so homogenised that
they have started trying to ignore their circulation
figures and let artists be more experimental. My
series in Weekly SPA! magazine is a bit like that.
However, the thing is I don't actually think there are
many artists who want to 'express' themgelvesi493

8.7 Problems with society

Both editors and artists were perceived to be suffering from a
broadly similar contraction of their respective spheres of
gsocial engagement and an over-developed interest in immediate
perscnal issues, which was causing a decline in their motivatien
and ability to create manga. In other words, manga was in a
period of decline becausge in 1994 neither artists nor editors
wished to expregs ldeas for gocial cor cultural reasons. Artists
appeared to be motivated to make manga for little more than
financial reasons and editors were barely motivatedlto make
menga at all. The complexity and pervasiveness of this problem,
which resulted in difficulties determining interesting subjects,
on which to base new manga series was expressed by one Morning
editor in the following way:

Why is Morning declining? Becaﬁsa there are no hit

stories in it. If the magazine was more interesgting

then more people would buy it. The problem is that no

one knows how to make anything interesting anymore. I
don't know why people cannot work out how toc write

anything interesting anymore.’-j‘-g4

493 Interview with adult manga artist, Kobayashi Yoshinori, in his studio
in Ogikubo. August, 1994.

494Interview with senior Morming editor, Doi Takashi, in the editorial
offices. May, 1994.
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Thus whilst editors and artists were each gingled out for
specific criticism, editors who attemptéd to apply greater
social perspective often discussed the problems of production in
termg of a historical problem (Fidai mondai). The 1990s were
degcribed as a “weak period’ (uszui jidai)495 in which it was
difficult to make strong manga with powerful heroes who could
attract large readerships. One manga editor I interviewed
perceptively reversed the received belief that the 15908 were a
weak period, by suggesting instead that the problems encountered
by editors were grounded in their own subjective inability to
understand and relate to the new pericd, both as editors and
artigts:
Manga have lost their heat and I don't know if that is a
good thing or a bad thing, but as a magazine producer it
geems like a bad thing. In the 1960s success-gstory manga
about struggling and winning were very popular, Then

sadness, love and nostalgia took over in music and manga..
Now I cannot see what period this is, nor what kind of new

manga there could be either.496

Linked to the sense of loss of direction which permeated the
adult manga industry in 1994, was a nostalgia for the 1960s and
1970s, which were universally alluded to as the heyday of manga
producticn. This nostalgia, for a period when the manga industry
was expanding rapidly into a mass culture and manga artists were
inspired individuals in the midst of mass social movements, is
evident in editors’ speech and even in the themes of some recent
adult manga series. In 1994 a series entitled Pendako Paradise

by Yamamoto Osamu was serialised in Weekly Manga Action adult

495mhe first meaning of usui is 'thin' in the sense of 'weak' or ‘watery'
food. Used more broadly it carries the connotations of 'unremarkable',
'bland' or ‘wet'.

4961nterview with a senior editor of Young Magazine, Tachikawa Yoshitake,
in a café near the Shégakukan building. July, 1994.
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manga magazine published by Futabasha. Pendako Paradise told the
story of how a young boy was inspired to write manga in 1970
after seeing on television political demonstrations at Sasebo, a
US naval port in Japan, and witnessing claghes between students

and police at anti-AMPO treaty demonstrations. (See Figure 27.)

The pervading view of ﬁhe 1960s and early 1970s was that youth
were materially impoverished, and that this poverty had
encouraged them Lo aspire and struggle, and inspired manga
artists'to illustrate these aspirations and dreams in manga. The
first post-war baby-boom generation (dan kal nc sedai), and the
19608 in general, are often described as the 'hungry generation’
(hungry sedai) and the 'hungry years' (hungry jidai), and these
historical concepts are populér with manga editors too. The
specifically contemporary Japanese usage of the English term
‘hungry’ refers at the same time to physical poverty epitomised
by a shortage of food, and a fighting spirit 'hungry' for more
from life. A previous chief editor‘of Magazine for example felt
quite certain that rising living standards caused artists to
produce dull, unimaginative work and that “poverty is good

because it stimulates energy and creativity.”497

97 Interview with the ex-chief editor of Magazine, Uchida Masaru. August
1894,
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Figure 27

rPendako Paradise by Yamanaka Osamu
gerialised in Action Ffrom 1993

Theimagecannoibe dispiayedn ORA dueto copyrightreasons

Source: Weekly Manga Action published by Futabasha.



8.8 The future of adult manga in Japanese and

international Society

Other more loosely defined ideals about the overall direction in
wnich adult manga might attempt to progress were generated
within Morning editorial. The principle underlying these broad
ideas was the expansion of the scale of production, so.that
adult manga might expand further and become an international
medium, produced by teams of people, rather than individual

manga artlists.

. The simultaneous encouragement of both manga editors and manga
artists to consider thelr manga series as serious artistic
projects implied that they should have friendlier relationships,
bagsed on their mutual personal enthusiasm for manga. There was a
subsequent blurring of the editorial ana artisﬁic functions at
the level of ideas, which wasg ultimately expressed in Morning
editorial by the concept of 'group art', variably referred to as
ghlidan geijitsu, (group art), line, and team produced manga.498
The idea of group art was manga made not by single manga artiste
but by teams or lines incorporating the artist, specialists,
editors, and possibly other individuals such as researchers and
informants and script writers or 'manga colourists’. The chief
editor of Morning magazine aspired eventually to turn the
process of making adult manga into one based less on the
individual manga artist, into one based on the type of

production teams which make television and film. Editors

98yni1e the term shiidan geijitsu was occasionally used during intervieufs

with myself, group art was more frequently referred to as the ggam or line
method of production in discussion between editors. Shiidan geljitgu sounds
more Japanese, formal and important, than either of the English loan words.
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gometimes encouraged each other to imagine that they were film
directors (eiga kantoku), and to think of the series they edited
as i1f they were massive, dramatic projects on the scale of
Hollywood films. Howard Becker has pointed out how the complex
division of labour in film making exemplifies the collective
nature of artigtic production.4?® Discussion of films, in
particular high budget films made in Hollywood and distributed
around the globe, regularly took place within editorial

meetings. Morning editors discussed classic films of the 1980s

such as Brazil, Biladerunner, Robocop and Terminator, as well as

recent 19908 releases such as The Piano, Beauty and the Beast,
Silence of the Lambs, and CGoodfellas. The chief editor of
Morning often used the examples of Hollywood films to inspire
editorg to try to create "big" manga series with equivalent
"power ", "energyv". Although the idea of group art was wvaguer and
less practical than ideas about how editors and artists ought to
behave and was not diliscussed often, editorg of cther adult manga
magazines nevertheless observed the concept emerge from Morning

editorial with interest.

More pragmatically, group art was a ccncept which offered an
alternative means of overcoming the apparently declining
standards of manga artists and editors. By working more closely
together and pooling their weakening resources it was hoped that
editors and artists might be able to create series they had been
no longer able to create as individuals. Thus the chief editor
of Morning entreated editors to overcome their editing problems

by developing new series together with artists:

49%pecker, H. (1982) Art Worlds, University of California Press. 7-9.
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You don't need plans! yvou don't need to be editors,
you need to have personal relationships with artists!
You should each go off and develop story plans with
artists and then report back on what you have got

together when you have 10 or 20 plans.500

Ideas about team produced manga went hand-in-hand with Morning
magazine's other aspiration to develop a new form of 'universal'
or 'international' manga out of the adult manga medium. 'The
potential for developing manga with universal themes which could
transcend its currently-limited domestic appeal was considered
to be partly dependent on moving towards precduction based on
teams, like those.of the film and music and American comic
industries:

Pop-music is internaticnal. Films are international.
We want to mix comic and manga production to produce a

universal manga.29l

Both group art and universal manga were future goals which
Morning editors hoped to achieve by recrganising the production
of manga in the manga editorial. These ideas precluded the
posgibility that it could be manga artists who would play a
central role in affecting a transformation of the adult manga
medium -~ through, for example, influences received at the level
of style by artists drawing manga -~ and strengthened instead the
ideal role of manga editors. In fact, manga was already 'group
art' in as much as that the basic division of labour between

artists and editors had already occurred with the

500The chief editor of Morning, Kurihara Yoshiyuki, speaking during an .
editorial meeting in Morning editorial offices. June, 1994. o
501Interview with senior Morning editor, Tsutsumi Yasumitsu, in Morning
editorial offices. March, 1995.
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commercialisation of the medium. What Morming meant by ‘'group
art' clearly had more to do with obfuscating the role of the
artist and emphasising the role of the editors as the
'directors’ of manga teams. In this way, conflict between manga
artists and editors over these new techniques might be smothered
under the concept of the team - de-emphasising the particular
function of the artist, and emphasising the particular function
of the editor, who would, it was presumed, be the director of

the new fteam manga.

8.9 Conclusion

Experienced editors of Morning editorial believed that the adult
manga industry, of which Morning and Afternoon magazine
constituted a large segment, was faced with serious
difficuities. These editors displayed a vivid awareness of the
need for Morning to deal with its problems in a thorough manner,
by ingtigating production experiments which might transform the
social relations of artists, editors and readers. The
sericusness of thought most experienced editors gave to the
current problems in the manga industry, and the enthusiasm of
Morning, and other editorials, for new projects, gave the strong
impression that editors considered the situation to be one of
'sink or swim', in which adult manga would die out i1f it did not
make rapid changes. The sense that the adult manga industry was
moribund was not consistent, however, with the dramatic
ambitions and forward-planning of Morning editorial. The vision
of decline which pervaded the perspectives of manga editors was

influenced by pessimistic social discourses about contemporary
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social problems, and in particular the apathetic and

individualistic behaviour of Japanese youth.

One of the central issues which editors had isolated ag a
current problem was the relationship between culture and
commerce in contemporary mass culture. Many editors felt that
the reason why manga artists and manga editors were no longer
creating brilliant manga was because they had become corrupted
by financial interests. In different ways, artists and editors
were diagnosed as having too much money. Thus the sense that
there were specific problems in 1994 had lead Morning editors to
reassess deeper fundamental relationships of commercial manga
production and to consider ways of resolving them. However, an
editorial policy which encouraged editors and artists to apply
more perscnal and artistic criteria, respectively, to their
series was clearly not going to affect the fundamental
contradictions of commercial manga production, and was, for this
reason, guietly disregarded by several more experienced and
cynical manga editors. Moreover, pointing to the difficult
relationship between culture and commerce as the probable source
of recent producticn problems was misguided, givenrthe fact that
this relationship had been accommodated within the manga
industry since its foundation. At the same time, the éudden
interest in the dynamics of the relationship between culture and
commerce was relevant. While the relatlonship between a cultural
medium and contemporary commerce may work fruitfully in one
period, it may reach a point of incompatibility in another. So,
while the emergent manga medium and the commercial interests of éi

publishing companies grew together in the 1960s and 1370s,

336



giving rise to the massive expansion of manga, in 1994 ﬁhis

original relationghip did not appear to be working at all well.

By encouraging artists and editors to be more artistic and
personally involved in their work, Morning editorial hoped in
some way to re-kindle the great enthusiasm for manga and social
expression of the 1960s and 1970s, which had been tapped by
publishing companies. Editorial nogtalgia for the manga heydays
of the 1960s and 1970s was also generated by this desire.
Neither social and political movements generating new ideas
about gociety, nor a manga movement in which such forms of
social awareness might be channelled, existed in the 1990s. The
fact that many manga editors perceived new manga artists to be
'ugelegs' (tsukaenai), was merely their response to the fact
that new manga artists were not like the typical young manga
artists who had worked for manga editorials in the 1960s and
1970s. The broad political awarenesg and social idealism of
those artists had been well-suited to the production of a mass
commercial medium. If new artists were 'no good', they were

simply no good for the manga publishing industry.

The focus on editorial style and the international programme in
Morning, implied that it had already lost confidence in newcomer
manga artists and Japanese soclety generally. By expanding into
international production Morning attempted to leapfrog over the
immediate barriers it perceived to adult manga production in
Japan. Morning hoped and presumed that adult manga could
eventually be produced or sold overseas, like film. The

inclination to overcome domestic preduction problems by
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expanding production and sales abroad appears to conform to a
Leninist understanding of the impulse towards imperialism
amongst ordinary national industries dealing with what are
eventually experlenced as falling profits.Soz The focus on
editors, as individuals, and within the 'group art' idea, was in
fact far more clearly expressed at the level of practical
experiments than in editorial policy. In 1994, Morning was in
the process of attempting to implement production changes which
focused on manga editors, which we ghall examine fully in the

next chapter.

5025¢¢ Lenin, V. {1982) Imperialism the Highest Stage of Capjitalism,
Moscow: Progress Publishers.

338



CHAPTER NINE: Production Experiments in Adult Manca

9.1 Intrecduction

By 1994 Morning editorial was in the throesg of struggling to
recrganise the means by which commercial adult manga was
produced. In Morning editors attempted to alter the division of
labour between artists and editors and the systematised
producticn of adult manga which had been a part of its
transformation into a culture industry. These changes amounted
to the implementation of long-term large-scale capital

investment.

In order to invigerate manga production, different types of
manga artists and editors were invited. to work in the editorial
office. Morning editorial concentrated its efforts searching for
new manga artists whp had not yet succumbed to the corruption of
commercial production and who were dedicated to manga fox
cultural rather than financial reasoné. ¥Morning looked for thege
new artists in Japan, and abroad in foreign countries' comic
movements. New types of adult manga editors were recruited from
contract manga editing companies within Japan. Morning
experimented with artist/editor relationships by incorporating
foreign comic editors into the editorial office and de-
systematising editorial production methods, by, for example,
rejecting market research and long-term series planning. Editors
hoped this project would eventually vield less ‘commercialiged’
and therefore paradoxically more commercially viable adult

manga, a category of higher guality manga which could be
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marketed to an extended adult readership. Increasging the
creative role of editors in making adult manga wag implicit

throughout all of Morning's production experiments.

9.2 Rejecting market research

In order to encourage editors tec behave more spontaneously and
creatively in their approach to their work and legs like well-
paid secure salary men, editorial production in Morning had been
de-systematised. The deliberate rendering of unplanned
production amounted in some senses to an attempt to regress to a
more 'amateurish' style of production. Two important technicues
of commercial production generally relied upon througheout the
manga industry, and especially in magazines attempting to change
their form or readership, were officially banished from use in
Morning editorial offices. These were the use of readers'
surveys (dokusha ankéto) to carry out market research, and the
uge of long—terﬁ production schedules by which manga is produced

months or years in advance of the date of publication.

In 1994, episcdes of regular Morning series were produced 3
weeks in advance of the publication date. Editors and artists of
manga series frequently did not know how their stories would
develop more than one episode in advance. The details of most
story plans were worked out by discussion between artists and
editors approximately one month before the actual publication
date. By keeping the details of plots unplanned, Morning
editorial tried to channel individual editors' own life

experiences more directly into the themes of manga series. Thus
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it was hoped that determining manga themes on a week to week
basis would encourage a more thoughtful and engaged mode of

production, wnich would be influenced by editors' immediate

soclial experiences.

Morning editors also avoided relying on market research
information to guide the themes of their stories. Careful
consideration cf data about readers and their lives and what
they thought of the different manga series, gleaned from surveys
inserted in each copy of the majority of weekly adult manga
magazines, has become a standard part ¢f commercial manga |
production. Morning editorial policy rejected using market
regearch data in this way because of a belief that reliance on
readersg' interests and tastes could only downgrade the artistic
guality of manga and the freedom of manga artists and editors to
create new manga styles and themes. The chief editor of Morning
felt that the extensive use of marketlresearch would cause
Morning magazine to lose its distinctiveness and become a
homogenous product c¢reated by using the same data as all other
adult manga magazines. Whenever possgible the chief editor of
Morning also avoided attending Kbdansha executive-level market
research meetings, which caused friction between the different

manga departments of the publishing company, 203

Accordingly, the readers' survey used in Morning was rather
different to those used in most other boys' and adult magazines.
Big Comic Spirits, the direct rival of Morning magazine

published by Shégakukan, for example, asked readers in its 1924

503Discussion with Morning contract editor, Pierre-Alain Szigeti, in
morning editorial offices. June, 1894,
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readers' survey a series of standard questiong on subjects such
as thelr soclo-economic circumstances, favourite series, where
they saw the current issue advertised, and what they thought of
the cover. These details helped the editorial to adjust its
current marketing strategy. Readers' surveys in Morning were
based on different sets of questions each week, on themes not
directly connected with manga or its readership. Themes included
anything from what readers thought of hospitals; how they
analysed their dreams; to what they thought about fashion and
style. Morning's readers' surveys were based less on collecting
information which would help the editorial to adjust its
immediate marketing technliques, and more on assessing the tvpe
of interest readers had in themes which editors were going to

use as the basis of new series.

Morning editors aspired to lead rather than to follow readers.
One editor proudly remarked he felt that, "Morning readers have
a high-tolerance level for new things."504 This opinion was
based on the fact that Morning was a top manga magazine, with
¢lrculation figufes of around one million, and vet was also
publishing more varied and unusual manga than any other
commercial adult magazine. While the relative popularity of
different series amongst readers was monitored, this data was
not officially allowed to be used to determine how to develop
story-lines or to decide which series should be continued and
which series should be axed. By limiting the uée of
sophigticated market research, the space for experimentation,

accident, and creative editing was increased.

50401 goussion with senior morning editor, Tanaka Hideyuki, in the editorial
offices. April, 1994.
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However within Morning, editors often disagreed about the actual
nature of their methods with regard to market research. The
rejection of market research was an editorial policy implemented
from above by senior editors, but some editors found they could
not resist using readers' surveys and sometimes contravened this
policy:
You have to care about the readers' surveys a bit. If
the readers like an episocde then I am happy, if they
did not like it then I wonder why they did not
understand it. Some manga series follow readers’
regponses entirely but it is better to be one step

ahead of the readers and to give them something new.
The problem with a readers' survey 1s that they always

tell vou about the past and not about the future.205

The example of market research illustrates the tension which
existed within Morning editorial between production ideals
disseminated in editorial policy and what editors felt they
could actually implement. The eradication of systematic
production techniques in morning editorial was a difificult

project which was implemented in fits and starts.

9.3 Editorial c¢reation

In Morning and Afterncon a great emphasis was placed on
promoting editors' ability to think of interesting ideas for new
manga series. This emphasis was quite different to the idea that

manga editors should be manga-lovers. It insisted that the

505Discussion with Morning editor, Tanaka Hideyuki. April, 199%4. i['anaka
Hideyuki made the above comment to me during a discussion in Morning
editorial office. The chief editor of Morning overheard his comment and
interrupted us, saying that Tanaka was wrong to belic.eve that readers’
surveys would ever help him make a popular manga series.
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editor himself, and not just the artist, should be more
creative. Editors were encouraged to compensate themselves for
the lack of creative, story-building ability diagnosed amongst
current generations of manga artists. The chief editor and
publisher of Morning and Afterncon magazines explained to me the
centrality of editorial creativity to Morning:
The editorial process has four main steps, those are:
one, think of a plan for a new story; two, get the
plan Okayed by the chief editor; three, find a manga
artist suitable to write the story and start it; four,
control the story well and keep feeding it with new
components. The speciality of Meorning is that we have
a stage one - thinking of a good new idea for a story.

Other manga magazines don't have that stage. If we did
not have stage one then we would just wind up

mimicking other magazines and disappear.>06

Strong competition existed between manga editors over how well
they were able o create successful new manga serles. Those most
experienced in the creative task were the most highly respected
individuals in the editorial who became informally exempt from
attending editorial meetings where the main purpose wasg often to
ingplre, monitor and lecture unproductiﬁe editors. The most
important element of each manga series is the idea on which it
ig based, on which the claim to authorship and originality is
centred. The removal of conceptual functions by editors from
artists in Morning editorial created an additional frictiom in

their already complicated relationship.

Morning editors developed ideas for new manga series themselves,

often quite separately from manga artists. These ldeas were

506 Interview with the chief editor of Morning and Afternoon magazines,
Rurihara Yoshiyuki, in Morning editorial offices. June, 1994.
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raiged and discussed within weekly editorial meetings (henshi
chair). In one such editorial meeting the following ideas, some
already partly researched, were put forward by editors as themes
for potential new manga stories. One editor suggested a story
about people and ‘iron’ set in a period of industrial
revolution. This editor had read an article about making iren in
a business magazine and thought it would provide a good setting
for a strong 'industrial age male hero.' Another editor wanted
to do a story about the Mafia money-lender world and its links
to Tokyo stock market dealing. The series would be designed to
take up the issue ol 'grey areas' which exisgt at the interstices
of legal and criminal business activity, a topic vigible in both
the Japanese and international media in 19%4. This editor had
already asked Dynasearch, a small American research company in
the USA to research the details for such a story 1f it were set
in the USA. Another editor explained his plans for a story based
around an extremely strong woman who gets married many times.
The editor had found a female artigt to draft this story but was
having difficulties because he felt that the female lead
character portraved in the artist's drafts was consistently too
meek and gentle in appearance. Another editor proposed a series
about what ex-members of The Red Army - active in urban
gquerrilla warfare during the late 1960s and early 1970s - were
now doing with their lives. The documentary style serieg would
be baged on real 1life interviews with previous Red Army members.
Other editors pecinted out that it was unlikely that the
aeditorial would be able to locate or buy interviews with these
people who are etill on wanted lists across the country. Another

editor suggested a series about a secret rocket industry. Other
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editors said they felt that it would be hard to make the story
really 'plausible' to readers. Another editor was interested in
making a series about a gay ballet troupe in which all the
dancers were transvestites and had an artist and a script writer
lined up for this project. Another editor explained that he
wanted to do a series about the history of colonialism. Another
editor was engaged in resgearch to produce a series based on the

theme of smell.d07

What is apparent about the majority of these typical ideas for
new stories thought up by Morning editors i1s that theilr interest
value was based on the presentation of specialist information.
Stories put forward by Mcorning editors are invariably about
historical events, dramas baséd in professional worlds, or
scandalous subjects similar to those focused on in many Japanese
news magazines. Editors proposing scandals and popular subjects
ag ideas on which to base new stories tended to cull their
subject matter from themes topical in the rest of the Japanese
media at that time. In this respect, editors' ideas were often
second-hand and only original in the sense that they had not
previously been dealt with in manga. Of the ideas for new series
raised in one weekly editorial meeting, listed akove,
approximately half were based on popular themes already
circulating in the Japénese media. The idea for a story about a
secret rocket building industry was based on an NHEK television

programme about secret rocket making societies in Scotland.>08

50Tvorning editorial meeting. May, 1994.

508y documentary programme about secret rocket making societies in Scotland
was aired on NHK television in Winter 1993-1994. Discussion with free~l§nce
researcher for NHK television employed to carry out regsearch into Scottish
rocket makers. Tom Feiling, UK. September, 1895.
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The idea'for a seriles about a gay ballet troupe was probably
stimulated by Trocadera, a European gqueer ballet troupe, which
toured Japan in 1994. The editor who wanted to make a manga
series about the sense of smell admitted to me that she got the
idea after reading the Japanese translation of the international
begst-seller, Perfume, written by Peter Siiskind, which received a

high-profile in the Japanese media in 1994 ,509

The conception cf new ideas to turn into manga stories by
editors did not take place in isolation but by reference to
gsubjects editors had learned about during their education, from
their private interests, as well as editors' on-going research
into topical themes in the rest of the Japanese media. Company
editor of the successful Morning series Naniwa Kinyidds (Ogaka
Streets of Gold), which includes detailed business information,
applied to the series his own personal fascination with money
and experience dealing in the Tokyo stock market .10 During
Morning editorial meetings, free discusesiong about current
events and news items were occasionally engaged in, in an
attempt to discover interesting new subjects for manga stories.
These discussions covered everything from evil women who
deliberately spread AIDS, to the sad position of bachelor
Japanese farmers who travel to poorer Asian countries to find
brides prepared to stay in rural regions with them. The nature
of these discussions in Morning meetings was strongly

amateurish. Highly-educated editors generally discussed subjects

509pj goussion with female contract Morning editor, Iishi Hanako, in Morning
editorial offices after this editorial meeting. May, 1994.

510p: seussion with Morning editors, Ogawa Haruo and Doi Takashi, in Morning
editorial offices. May, 1994.
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in a prejudiced, uninformed and impressionistic manner.5ll The
undisciplined nature of editorial discussion illustrates that
the principal goal of such discussions was not to apply a
critical approach, which is that presumed of intellectuals, but
to locate subjects which were already, in their current form,

"yvery interesting" to the average reader.

9.4 Editors as soclal researchers

The development of educational manga since 1986 had a great
influence on the themes of new adult manga magazines. A
gignificant new aspect of the functions carried out by editors
in Morning was research that had become necessary to produce
well informed, specialigt, educational or 'issue' based manga
gstories. Editors carried out detailed research into subjects
they felt might make interesting new themes for mature
audiences. In Morning editeorial a wide range of research

techniques wag used, often at considerable expense.

Initially all editcors were encouraged to keep abreast of
subjects topical in the multi media and to be aware of new
books, magazines, the news, television, film, theatre, dance,
and foreign culture. A large variety of magazines were made
available to read in the editorial office. In order to research

specific subjects, editors carried out research into literary

Sllope social status of women in Japanese society became an increasingly
divisive domestic issue during the 19280s and 1990s. Many ideas for stories
raised during editorial discussion related in some way to the subject of
'women' . Some members of the small minority of 6 female editors present at
editorial meetings, felt uncomfortalkle with the extent of misogyny f¥eely
expressed by other editors while digcussing ideas for new manga stories
targeted at a largely male adult audience.
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and secondary sources and made direct contacf with individual
informants. The editor of the Morning story, Naniwa Kinydds,
featuring specialisgt financial and business information, spent a
large part of his time reading specialist business magazines and
books in order tc incorporate up-to-date business advice into
the plot of the series.®l? In the case of other series based in
professional-worlds such as the police, the navy, doctors, diet,
or monasteries, specialists and individuals professionally
engaged in the area of interest are employved to advise editors
and act as informers. Advisors inform editors about visual
details, personal anecdotes, social relations, key issues, and
may also beremployed to provide photographs.®l3 Extensive
editorial research was carried out in the preparation of the
Morning serleg Silent Service, about a Japanese built nuclear
submarine which mutinies and then wages a war against the United
Naticns. This included discussions with military specialists and
academics, and the purchase of expensive original aerial
photographs of naval boats and submarines from military

Photographers.514

5121nterview with Morning editor, Doi Takashi, in Morning editorial
offices, June, 1994.

513mme development of educaticnal manga is also linked to the rise of
photographic realism in the drawing style of adult manga artists. In order
to achieve realistic styles manga artists have begun to rely on the close
examination of photographs. In many cases manga artists' drawings are so .
similar to original photographs that a new copyright problem has emerged in
which photographers have begun to sue manga publishing companies for .
copying their photographs without permission. In order to get around this
problem, editors in Morning try to take their own photographs of the real
life locations manga series are get in, or to pay photographers_for ‘
original prints, as well as encouraging artists to try to disgulse'thelr
sources and methods after copying photographs. Interview with Morning
editor Deoi Takashi, in Morning editorial cffices. June, 19¢%4 .,
514Discussion with senior Morning editor, Shin Kasuyuki, whilst travelling
tc artist Kawaguchi Kaiji's studio-home. March, 1994.
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whilst girls' and ladies' manga has been unaffected by the
education and information manga trends, some leading boys' manga
magazines have also begun to serialise 'issue'-based stories.
These new seriesg are set within the key genres of boys' manga;
konjé manga ('valour' or 'feeling' manga), sports konjé’
{'sports feeling') manga, or love-comedies, all of which focus
in some way or other on human relationships and aspirations.
Super D K serialised in Magazine, is a story about the life of a
surgeon which includes detailed information about medicine and
humén biclogy. The editor in charge of this series regularly
reads specialist surgeons' textbooks and medical journals, had
interviewed surgeons and gone into the operating theatres with
them.513 The previoug exampie of an edltor who attended actual
hogpital operations raises the subject of participant
observation technigues used by editors. Gathering personal
experience, feelings, anecdotes and ideas 1lg the most intensive
and expensive Form of aditorial research. Morning editorial was
unusual in the extent to which editors were encouraged to
conduct experience-gathering forays intc all corners of Japanese

and foreign societies.

In some cagses editors received funding from the editorial to
take their artists on expensive trips. Yamanaka Ylsuke a
successful yvounger editor im Morning took a two-week trip to
Tibet with a manga artist in 19924 in order to gain experiences
to produce a new story on Tibetan Buddhism and religious beliefs
in an afterlife in Japan. In Tibet Yamanaka Ylisuke and the

artist stayed in the Lhasa Holiday Inn, and together interviewed

S15Interview with deputy chief editor of Magazine in Magazine editorial
offices, Ishii Téhru. April, 199%4.
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geveral morks and local experts on Tibetan religion, and took a
large number of photographs for use by the manga artist in
drawing the costumes and scenery for manga later.9l® Artist Arai
Hideki was taken to a remote fishing village in Japan by his
editor in Morning. Over three days they explored the village,
talked with fishérmen and took photographs in order to gather
experience to produce a serieg based in a fighing village -
which Arai subsequently did not produce.?l7 The editor of the
series Silent Service travelled to New York with the artist
Kawaguchl Kaiji, several of hig assistants and his family, in
order to gather ideas and experience, and take photographs,
before shifting the location of events in this important series
to the UN headquarters in New York.>l8 The editor of Morning's
colour series, Sai, about a couple who love Japanese nature and
traditions, took artist Watase Seizd for an extremely exclusive
weekend, experience gathering in Kyotoc. Watase Seizd and the
editor of the series stayed in historical inns, visited rare tea
houses run by matrilineal hereditary geisha, and toock lots of

photographs.519

Research carried out by editors in Morning is a gqualitatively
new development in editorial production. Editorial research
forms the basis of the education and information manga genres
and also has encouraged the development of a complementary

realist drawing style prominent in new adult manga. There are

516Tnterview with Morning editor, Yamanaka ¥Ylisuke, in Morning editorial
offices. February, 1994.

S171nterview with Morning editor, Ichihara ghinji, in Moxning editorial
offices. March, 1994.

518piscussion with senior Morning editor, Shin Kasuyuki, in Morning
editorial offices. February, 1994.

519mterview with senior Morning editor, Taneks Hideyuki, in Morning
editorial offices. March, 1594.
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two principal effects of editorial research. The first of these
ig an educational approach which bases the main content of IMarga
series on factual speclalisation rather than on subjective
opinions and feelings. Well-researched 'issue' or 'location'-
based manga series tend to embody an objectifying approach to
the world which has precedence over subjective experiences and
feelings. The second regult of editorial research ig the
increasingly dominant intellectual role of editors in planning
manga series. In series researched by Morning not only did
editors play a role in manga production by providing artists
with information but also provided artists with editors'
subjective experiences accumulated during experience-gathering
trips. Editorial research in Morning has contributed to the
gubstitution of the social experiences and feelings of freelance

artists for those of company editors.

9.5 "@AROtique" and the investment in wunpopular manga

In 1986 Morning launched a monthly sister manga magazine,
Afternoon, which was still being produced in an area of Morning
editorial offices in 1994. Afternoon, appropriately subtitled
MANGA FRONTIER, was used as an experimental zone, in which the
most unusual new artists would be encouraged to develop their
graphic styles. While in Afternoon emphasis was placed on the
visual aspect of manga and giving a relatively free reign to
artists' drawing styles, Morning was considered to be a
complementary magazine in which emphasis was placed on
developing the greater creative role of editors in developing

story lines. Afternocon was over 1000 pages in length, and
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contained enough pages to publish a large variety of new
artists' work. Though some 'unpopular series.such as Pilerre et
Ses Amig, 220 Gamurakan, and Golden Lucky were published in
Morning, there was a general division of series allocated to
Afterncon and Morning, and profits and lossesg in Morning
editorial were partly divided between the two magazines.221
Afternoon had low circulation figures of around 20 000 copies
per issue and had been operating at a loss since ite launch in

1986,

At the time of the launch of Afternoon magazine in 1986, and
continuing until 1989, Morning editorial also published a series
of special edition magazines (zbkanshi) entitled The OPEN. (See
a cover of The OPEN in Plate 13.) The goal of The OPEN magazine
series was to publish the works cf a2 wide variety of unknown
manga artists, several of whom had recently been working for the
non-commercial avant garde magazine GARO, and many of whom had
unusual and "arty" drawing styles not usually published in
commercial adult manga. One senior editor of Morning, with a
personal fondneses for subculture, explained the following:

In 1986 and 1987 we publighed lotg of manga such as

the work of Taigh® Yard, which won the Morning Comic

Open competition top prize in 1987. When you look at

1t from a distance it ig stuff that would not be out
of place in GARC, We found lots of talented fresh

artists at that time.222

5207hie series will be discussed in the next section 9.6.

521 The deputy chief editor of Morning, Fukumcto Hiroyuki, explained that:

"Afternoon has been running at a loss for 2 years now. That has only been .
possible because Morning makes a profit." Discussion with Fukumoto Hiroyulki

in Morning editorial offices. January, 19%4.
522Interview with senior Morning editor, Tsutsumi Yasumitsu, in Morning

editorial offices. March, 1995.
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Plate 13

Morning Special Igssue: The OPEN

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Front cover of The OPEN, published by Morning, 25
October 1988.



GARRO is the title of a famous subculture gekiga magazine. Of the
artists producing subculture-linked styles of manga recruited in
this period, several, including Iwaaki Hiroshi, Takamochi Gen,
Teuchida Seiki and Tanaka Masashi, have now become leading
artists working for Morning and other commercial adult manga
magazines. (See a sample of Iwaaki Hitoshi's Parasite! in
Figure 28.) Manga critic Kure Tomofusa cleverly described the
result of Morning editorials inclusion of 'raw' artigts,
normally banished to minor publications, into Morning, as
"GAROtlgue" style manga ~ commercilal adult manga with some of
the flavour of a non-commercial magazine.?’23 Though editors
perpetually searched for fresh, genuine talent amongst newcomer
manga artists and artists working for more minor publicaticns,
in 1994 this search appeared to be frustrated by a lack of

results.

Supporting the production of what was considered to be
artistically superior manga was not an immediately profitable
venture. In order to cultivate adult manga culture Morning
management sometimes ignored their most basic commercieal
function - to please their readers. Kuroda I& was a newcomar
artist in hig early twenties who began to produce the primitive-
art and folk-tale inspired series Words and Pictures of the
Great Japanese Troll (Dai Nippon Teng@ To E Kotoba) for
Afternoon while still a university student in 1994. (See a
sample of Kuroda's work in Figure 29.) Kuroda's manga is said to
be influenced by new-wave gekiga artists such as Yoshiharu

Tsuge, and is produced using a technigue which gives the

523Interview with manga critic, Kure Tomofusa, at his home. March, 1954,
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Figure 28

Parasite! by Twaakil Hitoshi

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Kiseiid Vol.4. (1992), Tokyo: K&dansha. 212.



Figure 29

pictures and words of the Great Japanese Troll (Dai Nihon
Tengu no E _fo Kotoba) by Kuroda I8

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Afternoon, January 19924.



appearance of a traditional art drawn by brush (fude) strokes.
Ruroda's work, though distinctive and detailed, contained few of
the most popular elements of adult manga. The chief editor of
Afternocon magazine explained about this artigt:
He will not sell very well. Not many readers will like
him. People who like him will really like him and
people who do not, will not like him at all. He is the
type of artist only a narrow range of people can
relate to. But the fact that such a talented artist
exists at all is very important so I want to publish
him anyhow. Scmeone with gkill like he hag can have a

good influence on the state of the manga industry
generally.524

Fukumoto ¥Y&ji is an oldexr artist producing the unusual surreal
series Gamurakan for Morning magazine. (Sée'a sample of
Fukumoto's work in Figure 30.) Though Fukumoto's story was not
popular with Morning readers in 1994, editors allowed Fukumoto a
great deal of freedom to continue producing it. Empldying
artists' assistants to speed up production to commercially~
viable rates carried the simultaneous potential to reduce the
artistic cohesion and guality of adult manga. Fukumoto was one
of a minority of professional adult manga artists who preferred
to produce their manga entirely by their own hand in order to
maintain the strength of their artistic vision and the cchesion
of its execution. Fukumoto's slow techniques were indulged by
Morning editorial:
We have no problem with his strange pictures. In 110
sense would Morning attempt to restrain his ‘
imagination. The only karrier Fukumoto faces ig time.
Fukumotoc rarely uses assistants and works very glowly.

Morning has allowed him to take a t@ree month break %n
the middle of his series Gamurakan in order to let him

5241nterview with chief editor of Morning, Ogawa Haruo, in Morning
editorial offices. June, 1994.
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Figure 30

Gamurakan by Fukumoto ¥Y&ii

Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source: Morning, 2% August 1985.



continue to work slowly and maintain the high artisgtic
guality of his draftg.925

Commenting on Fukumoto, another senior editor suggested that
Morning editorial did not in fact consider itself primarily a
business:
If it was a perfect business we were running here then
this work, which is the kind of thing that only real
manga connoisseurs like, would not get published. This
writer does not write about everyday events and his
powers of imagination are so strong that he is

unpopular with most readers. But if we editors like a
work then we want to show it to the readers

regardless.526

Overall Morning had been a successful enterprise sgince its
launch in 1982 and had sold enough copies of books of more
popular series guch as Silent Service and Section Chief Shima
Kbdgaku to cover the losses lncurred by publishing unpopular
manga series. The high level of experimentation in Morning
editorial was also made possible by the size and renowned wealth
of the publishing company Kédansha. Editors of Magazine,
produced in a different department of Kédansha, expressed
annoyance with Morning editorial for its expensive production
eXpefiments which they felt were eating into company profits
which their magazineg, produced by more cost-effective methods,
nad played a large part in raising.527 BEditors of VYoung Sunday
published by Shégakukan on the other hand wished to follow

Morning's example and place more unusual manga in theilr magazine

525Interview with Moxning contract editor, Hayashi Tar, in Morning
editorial offices. July, 1994.

5261nterview with senior editor of Morning, Shin Kasayuki, in Morning
editorial offices. June, 1994.

527Discussion with Deputy chief editor of Magazine, Iishi Tohru, Magazine
editorial offices. May, 1994.
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but lamented that they could never afford to carry oui guch an

expensive project.

The focus on the artistic integrity of Morning artists was
heightened through the publication of prize winning newcomers'
drafts in a special section in both Morning and Afternoon
magazines. The work of the top three finalists of Morning manga
competitions appeared in a section towards the back of the
magazine entitled ‘Comic Open’, whilst the winning drafts of
Afternoon competitions of over 100 pages long wefe printed in a
gection of Afternocon entitled ‘The Hundred Club’. Informal
pollicy in Morning editorial was that the top ten finalists work,
and at the very least, the top three prize winning drafts,
should be published in the magazine withouﬁ any editing.
Publication of the work of amateur artists also enhanced the
impression given by manga competitions generally, that manga was

generated by talented freelance artists.
9.6 Introducing foreign artists into adult manga

In addition to changing the conditions within which manga
artists worked in Japan, Morning imported artists from different
social and commercial environments. In 1989 Morning launched an
international project through which they were able, amongst
other things, to locate and employ foreign comic artists in
other countries around the globe to produce manga for adult
Japanese audiences. It was reasoned that foreign artists from
countries in which there is only a small comic industry might

use original adult comic drawing styles which when edited by
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Japanese editors could have a positive influence on the adult
manga medium. By 1994 Morning had in stock over 1500 pages of
original manga produced by foreign artists and available to
Morning for whatever usage they determined over the following
years.528 The international project involved employing 10
foreign and Japanese editors resident in foreign countries to
gearch, translate, and edit suitable comic artists.229 The
international project involved sending unspecialised Morning
editors to search for potential new artists at foreign comic
festivals in Burope and USA. Each January editors attended the
Angouléme comic festival in Central France, and in August
editorg attended the International Comic Festival in San
Francigco. This was an immensely expensive operation which
Morning hoped would eventually yield interesting and profitable
results:
We are thinking along two lines now, either tec sell
adult manga abroad like a Japanese equivalent to
Heollywood movies, or to absorb foreign artists into
Japan. We are not sure which idea is best yet. This is
why we are inviting so many foreign comic artists and
critics to come to Tokyo, even though it is costing us

an awful lot of money. We think we will get the money
back eventually because the manga they write will help

us find a new route in adult manga.530

3281nterview with the senior editcr in charge of the Morning Internatiomal
project, Tesutsumi Yasumitsu, in the foyer bar of the Tokyo Imperial Hotel
where editors were gathered in groups after attending the annual Kédansha
Manga Awards (K8dansha Mangash&). August, 1954.

5291y Spain Morning employed a Japanese couple, Suzuki Keiko and Shigeru,
as overseas editors; in France, a resident Japanese, Hasegawa Takako; in
Germany, a Japanese-German couple Junko and Jurgen Seebeck; in USA Morning
contracted overseas editorial work to a small research comparly called
Dynasearch, which it virtually owned; in Taiwan Morning employved a
Japanese, Mr. Tokuda; in Scuth Korea Morning employed a Korean, Mr. Son;
and finally, in Italy Morning employed a Japanese, Nr Vamane, as overseas
editors. Discussion with the senior Morning editor in charge of grganising
the internaticnal preject, Tsutsumi vagumitsu, in Morning editorial
offices. June 1594.

>301Interview with a Junior Moxrning editor with some responsibili?y for the
international project, Ichihara Shinji, in Morning aditorial offices.
Januaxry, 1994.
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In 1994 Morning was in regular contact with a stable of over 50
foreign artists, including many already major figures such asg
Herve Balu, Jacqgues de Loustal and Joly Guth from France, Chen
Uen from Taiwan and Hwang Mina from South Korea. Chen Uen, one
of the most popular manga artists in South East Asia (also a
famous interior designer) was commissioned to produce the
extremely popular series Hercic Stories of the Eastern Chou
Dynasty (Téshiieiyfiden) about a fantastical pan-Asian empire for
Morning, whilst Hwang Mina produced another popular series Uni
about the contemporary legacies of Korean history. (See a sample
of Chen Uen's work Heroic Stories of the Eastern Chou Dynagty in
Figure 31.) The fixst full length 400 page story by a European
artigt, Herve Balu, entitled Highway to the Sun (Taiyd Késoku)
wag serialised in Morning in the summer and autumn of 1994. A
series of ghort photc-montage episcdes entitled Dominator by
Britigh artist Tony Luke has been published in Afternocomn
magazine since 1993. The majority of European artists begun
working for Morning by submitting short 8 page stories to be
published in a series of foreign manga called Pierre et Ses
Amis, This series ran between October 1992 and April 1994, and
was composed of different short stories by artists from Italy,
Germany, USA, Belgium, France, Britain, Yugoglavia, and Spain.
Pierre et Ses Amis was organised by Morning editorial's resident

Japanese-gpeaking French editor, Pierre-Alan Szigeti.531

>3lpefore being employed in this special assignment with M?r?i?g editorial,
Pierre-Alan Szigeti worked for five years in the comics' division of the
French publishing company, Albin Michel, in Paris.
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Figure 31

Heroilc Stories of the Eastern Chou Dynagty by Chen Uen
Theimagecannotbedisplayedn ORA dueto copyrightreasons

Source; TSshieivfiden Vol. 3.(1993), Tokyo: Kbdansha



The use of foreign artists attracted a great deal of scepticism
from Morning readers who did not generally like the Foreign
manga stories by European artists. During 1994, both series and
short stories by European artists came close to bottom in the
weekly popularity ratings of Morning series calculated from
readers’' surveys. Manga drawn by foreign Asgian artists,
especially series by Chen Uen, fared far better on the
popularity ratings. Many mahga editors, including those in
Morning editorial, were similarly unconvinced of the rele&ance
of European or American comic artists and production techniques
to Japanesgse adult manga. Morning editors had an additional
reason to be privately unimpressed: the cost of the
international programme was a heavy financial burden on Morning,
made worse by the unpopularity of European manga with Morning's
readets. In 1995 two manga books produced by French comic
artists were published by Morning for the domestic Japanese
readership; these were Edmond Baudoin's Tabi (Voyage), and Herve
Balu's Taiyd Késoku {Autoroute du Soleil). In 1996 Morning also
published Luis Maldonaldo's Rosario. This trial publication of
foreign manga was an expensive failure: each manga book sold
less than 5 thousand copies.>32 However, the international
programme run by Morning magazine, which was the first of its
kind in the contemporary manga industry, was admired by editors

of other magazines, including Young Sunday.

532Morning's French contract editor Pierre-Alan Szigeti explained that
while the precise circulation figures were undigclosed, it was common
knowledge within Morning editorial that these three bocks had ma&?le
substantial losses, and almost certainly sold less +han 5000 copies each,
Correspondence with Pierre-Alan Szigeti by Email. 21 May 19%6.
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In Spring 199%4 Young Sunday followed Morning's lead and
introduced an Asian Manga Festival (Asia Manga Matsuri) starting
with a series of four short stories by manga artists from Hong
Xong, Taiwan, and Korea. A senior editor of Young Sunday
explained that the main attraction of artists from other Asian
countries for Young Sunday was that, unlike Japanese newcomer
artistg, they had not yet become accustomed to a large

commercial manga industry:

Manga has lost its artistic elements because of the
activities of companies. We have to think about the
gituation again. That is why I have been to Hong Kong
te find artists who will gztill write like artists and
not just as if they were making a commodity. We have
got three Asian artists working for Young Sunday now,
from Hong Kong, Taiwan and Korea. They all write manga
about the young people in their own countries. To an
extent we do ask them to write along certain themes,
for instance, our artist in Hong XKong i1s producing a
series about wviolent youth brought up in slums who
join the local Mafia. However we also want them to
contribute their own style and interests as much as

possible.533

By using foreign artists, Norning and Young Sunday hoped to
capture in comics and manga produced by young artists living in
other societies, a dynamism and orientation towards social
themes which they felt was now lacking amongst young Japanese

artistg.

533piscussion with Young Sunday editor, Musha Masaaki, in a restaurant
near Shégakukan Building.
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9.7 Internationalising manga

Morning carried out ongoing inquiries into the possibilities for
developing editorial techniques. One perspective held by editors
of Morning’s expensive international project was that it was a
project designed to revitalise the Japanese adult manga medium
by the introduction of more artistic foreign comic artists into
Japanese manga. A rather different and interesting perspective
held by the chief editor of Morning and Tsutsumi Yasumitsu, a
senior editer in charge of the international project, was that
creating new formg of adult manga by introducing foreign manga
into Japan was an experiment which hinged on editors rather than
artists. Tsutsumli explained thig view in the following way:
To make new manga we do not mix the themes of the
manga; we mix the different methods of manga and comic
production. Morning manga is made by a single editor
and a single artist working together, American comics
are made by a large team of people and European comics
are made just by individual artists. What we want to

do with the international project is to try to edit
foreign artists. We want to create a new method of

production.?34

Since 1989 Morning had funded an International Manga Fellowship
programme (Morning Kokusai Manga Telshin). Through the Manga
Fellowship programme funds were provided for foreign artists,
editors and comic critics to travel to Japan for variable
lengths of time up to 6 months, to learn about manga under the
supervision of Morning editors in return for contributing their
editorial or artistic experiences to the editorial. Although not

a critic or editor of manga I too wag awarded a 6 month Morning

534Interview with senior editor of Morning, Tsutsumi Yasumitsu, in Morning
editorial office. July, 1994.
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Manga Fellowship, between March and September 1994, starting

from a point 2 months into my fieldwork.335

By 1994 a handful of well-established foreign comic artists had
produced manga series for Morning under the supervigion of
Japanese editors. Sera (Ing Phousera) a French-Cambodian comic
artist who visited Morning editorial office for 3 months during
the summer of 1994 produced a manga series entitled Retour de
Soleil in the editorial offices under the direction of a senior
Morning editor. French artist, Balu (Herve Balu) produced a 400
page series Autoroute du Soleil (Taiyéd Késoku) partly under
Morning editorial supervisiocn., Famous Spanish artist, Luis
Alberto Maldonaldo decided in 1995 to cooperate with Morning's
programme of production experimentation by accepting a full time
job as an artist's assistant with the leading adult manga artist
currently working for Morning and Big Comic Spirits, Kawaguchi
Kajiji. Maldecnalde wanted to study the techniques of manga
compogition in order to expand his skills and develop his work.
Although his official status dropped from that of a famous comic
artist to manga artist's assistant, working with one of the
leading adult manga artists in Japan was in fact a highly
coveted position amongst many Japanese and a good place to learn

new drawing technigques. The idea for Maldonaldo to work as

535Before starting research in Morning editorial office in Decemberl1993, I
was asked to complete a formal application for the Morning Interngtlonal
Fellowship. Senior editors who had agreed to allow me to use Morning
editorial office az a base for my research felt that T ghould adopt the
formal status of International Manga Fellow in order not to confuse ot@er
editors or Xddansha employees about the exact purposes of my presence in
the editorial office. After 2 months of fieldwork Morning dec:.i_ded to award
me a bursary too, provided in the form cf a wage-packet d%strlbuted at the
same time as company editors recelved their monthly salaries. Thougb
individual generosity certainly came to bear, the full reasons Morning had
for deciding to award me a bursary remained uncertain.
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Kawaguchi Kaiji's assistant came from Morning editorial office
and Maldonaldo was not paid in the normal Ffashion by Kawaguchi,

put by Morning under the auspices of the Manga Fellowship.336

Working in the opposite direction to that of involving foreign
comic artists in producing manga in Japan, Morning had made some
tentative bids at publishing manga for non-domestic audiences. A
variety of Japanese boys' and girls' manga series were
translated into English and sold in the United States during the
1980s.537 Two companies, Viz Communications, a branch of
Shégakukan and First Comics, a branch of a US comic publisher,
successfully published translations of popular, classic manga
gerieg including The Legend of Kamui (Kamul Gsiden) and Lone
Wolf and Cub. In France and Italy manga series such as a
Fujishima Késuke's Aah My Goddess! (Aa Megami Samal!) published
in Afternoon magazine have been translated and published with
some success in Kappa magazine owned by Edizione Star Comicsg. D38
Kappa magazine, containing selected series from K8dansha manga
magazines, was launched in Italy in 1992, where manga has found
its most consistent Buropean audience. While Kappa's initial
circulation figures reached 50 000, these figures fell guickly
and settled at 20 000, representing a small regular readership.
All of these manga series achleved, what, calculated from the
perspective of their Japanese publishers, are extremely modest

sales figures of between 10 and 40 000 copies per book. All of

®36piscussion with Morning contract editor, Pierre Alan-Szigeti. Email. May
19945,

537ng throughout this thesis, I am discussing manga books and not
animation.

538petails of these are available in Toren Smith, (1993) Ihe

Foundation - Japanese Book News. 2: 2.

an.
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these publishing ventures were originally undertaken for a
Japanese audience, and, in the case of The Legend of Xamui and
Lone Wolf and Cub, produced over a quarter of a decade ago too.
Occasional manga series which have become popular in the United
States and EBurope have tended to be either well-known cultural
classics like Kamui, or contemporary Lolita complex manga, such
as Aah My Goddess!, which are currently pépular amongst amateur
manga or otaku readerships in Japan. The popularity of these
manga series abroad has therefore been accidental and incidental

to their original production.

Cne of the less clearly circumscribed aspirations of Morning
editorial was to develop a new form of 'international' or
‘funiversal' manga. This would be adult manga conceived and
produced for an international readership at the outset. Morning
worked in two directions to test the potential for international
manga. On the one hand, Morning considered whether adult manga
series such as Silent Service (Chinmoku no Kantai), which were
presented as substantive, realistic and serious manga series,
could be promoted ag respectable forms‘of culture both in Japan
and abroad simultaneocusly. The success of foreign editions of
adult manga books such ag Made in Japan and A Manga Introduction
to the Japanese Economy (disqussed in Chapter Seven) suggested
that adult manga could be targeted at a Japanese and
international readership at the same time. Silent Service was
translated and published in Taiwan, where it met with moderate
success, and also in South Korea, where it was unpopular. Though
Silent Service is strongly rumoured to have been translated

entirely into English by Frederik Schodt as part of the TS
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Pentagon's information gathering activities, it has not been
officially translated and published in Engligh by Morning
despite being widely reviewed. The probable reason for not
translating Silent Service into English is the unwelcome
reaction which might greet its political stance against the
Us.539 (See Chapter 7.4) This case shows that the themes of many
respectable adult manga series have turned out to be more tied
to particular aspects of contemporary Japanese culture and
politics, in this case a theme of complex yet implicit

nationalism, than editors might have initially envisaged.

Another approach adopted by Morning was the development of more
absolutely universgal manga - without speech bubbles. Morning
editorial contracted Tanaka Masashi, one of the more avant garde
style artists recruited by Morning in 1987, to produce a 'no-
speaech bubble' geries for Morning magazine about the adventures
and guile of a charming dinosaur-like creature. GON was
gserialised in Morning and became popular with its Japanese
readers before being published and sold abroad in 1994. The
series, or at least the book cover, was translated into over &
languages and distributed in the United Kingdom, France,
Germany, Italy, Thailand, Hong Kong, Indonesia, Taiwan, and
Korea. In each country, sales of this book were egtimated at
around 20 000 copies. GON became immensely popular with foreign
comic and manga lovers and became a good advertisement for
Morning and Afterncon magazines in comic fan and comic artist

circles abroad.

539 he editor of Silent Service was clearly sensitive to criticisms of the
series from left-wingers and foreigners, and stated only that the series
would not be translated and was not at all related to real political
events. Discussion with Morning editor, Shin Kasayuki. February, 19%4.
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GON was considered successful as an experiment in producing
international manga despite the fact that it made losses rather
than profits on its foreign sales. GON indicated to Morning the
difficulties of marketing manga outside Japan where audiences
and distribution systems for manga are very limited and even =
book series which is popular cannot generate a profit. Morning
editors estimated that even if they could publish manca
succegsfully in Europe or the United States, sales figures of 50
000, which would challenge the sales figures of the most popular
local comics, would still be too low to cover their production

costs in Japan.d40
9.8 Contract editors

During the late 1880g adult manga offices began to intrbduce new
sorts of editors into their editorials who were sub-contracted
from specialist manga editing companies.541 By introducing
contract editors into the editorial Morning could both realise a
more pro-active style of aditing, which reguired more editorial
time, and also draw both the enthusiasm for manga, and the
varied social experiences of contract editors, into the
production process. The number of contract manga editors working
in adult manga editorials and in Morning in particular increased
quickly during the 1990s. In 1995, 18 of the total combined
staff of 52 editors in Morning and Afternoon editorials were

contract editors and Morning employed more contract manga

540Discussion with senior Morning editor in charge of the international
Pregram, Tsutsuml Yasumitsu. June, 19254.

41lonly the adult manga editorials of Shégakukan and Kédansha had employed
contract manga editors to work inside the company with other manga editors.
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editors than any other manga editorial. Contract editors were
hired by Morning editorial from a variety of specialisgt
contract-editing companies including Gauche, Comic House and

Ginnansha.

The oldest and largest of the contract manga editing companies
ig Ginnansha which was founded in 1972 and which had 70
employees by 1994. As the son of an artistic, socialist family,
and elder brother of Shirato Sanpei, one of the most important
artists in Japanese gekiga history, Okamoto Makoto wag in an
ideal position to establish a contract editing company which
could link individuals with manga editing potential to large
manga publishing companies. Until the mid-1980s Ginnansha
carried out minor editorial work such as intreductory guides
(nylmon); practical advice pages (how-to articles): a few pages
of work from television programme guide magazines, on its own
premiges, while attempting to pursue its main objective which
was to gell ideas for new manga stories to manga editorials.542
From the mid-1980s Ginnansha began to develop a reputation for
the high quality of its ideas, which it had sold in the form of
brief reports to manga editorials, and it was able to begin to
contract individual editors to work inside the manga editorial

offices of publishing companies.

In addition to liking manga, contract manga editors axe
frequently individuals who could have gone to top universities
and even entered large publishing companies directly, but who

chose instead to pursue their personal interests at an early

5421nterview with the boss of Ginnansha, Okamoto Makoto, in & restaurant
near the ghégakukan building. July, 1994.
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stage in their lives. The job of manga editing is popular
amongst graduates who want to work with manga, and individuals
who have dropped out of conventional career routes. Each
vacancies' advertisement posted by Ginnansha in 19982 attracted
between 700 and 1000 applicants, from amongst whom only 2 ox 3
were employed. Ckamoto Makoto, described the kind of pecple he
wanted to hire as contract manga editors as those who were both
creative and 'in touch':

We do not want childish people who can only imagine

the lgsues of thelr own generation. All the editors at

Ginnansha are outstanding individuals who really

understand society in one way or another. More and
more of them have language skillg too, as this becomes

more in demand in publishing companies.b43

Torigae Takushi was recruited to Ginnansha in April 1994 to work
in the editorial office of Young Sunday magazine., A young man in
his mid twenties with unusual socialist ideals, Torigae
represented well the exceptional social and cultural experiences
expected of contract editors. Torigae speaks Chinese, Korean,
Spanish and English as well as Japanese and has lived in Costa
Rica for three years, in China for four years and in Korea for
one vear. As a child Torigae had been encouraged tc read manga
by his expatriate father who felt that manga was &a progressive
part of Japanese culture. Both Torigae's father and his brother
had attempted and failed to début as manga artists. Torlgae
attended Waseda, a top ranking university where he specialised
in Asian culture and proceeded to do research for a Master's

thesis on Chinese nationalism. When he was unable to secure

5430kamoto Makoto. July, 1994.
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funding to continue his research and pursue a career in

academia, Torigae decided to become a mangs editor instead.

Hayaghi Tard was employed by Comic House contract editing
company in April 1994 and immediately sent to work in Morning
editorial office. Hayashi had studied Biology in university for
four vears before dropping out and forming a rock band.
Hayashi’s rock band did not succeed in breaking intce the music
industry and prior to starting his placement in Morning
editorial, Hayashi had alternated between selling jewellery on
the streets, and doing part-time shifts as a telephone salesman.
Although he had read manga since his teenage yvears and become
something of a connoisseur with a taste for new wave gekiga,
Havashi had never been a strong fan of manga or attempted to
become a manga artist himself. Both Torigae Takushi and Hayashi
Tar® were extremely pleased to have been hired as manga editors

and considered themselves to be in fortunate positions.

Contract manga editors were paid by contract editing companies
at a rate far lower than that oflthe salaries of publishing
company employees. The majority were prepared to work harder
than company editors for lower wages because they wanted to work
with manga. Moreover, many contract editors were algo
individuals who had missed the opportunity to enter a nenko
seido system of life-time graduate employment, by dropping out
of university courses or the graduate recruitment process
operated by universities. Okamoto Makoto suggested that one of
the initial reasons for establishing contract manga editing

companies wag actually a relative one - economics. Contract
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editors’' wages are low and they could be hired by publishers at

a rate which undercut the wage of a company employee:

Our best selling point is that there are no otaku and
no lazybones in Ginnangha. There ig no competition or
incentive to work hard in big companies and keeping
lazy workers has become expensive. They need cheap
"hungry' hard workers from small companies like mine
who do the job because we want to do it.544

As the role of editors became more important in the industrial
production of manga, the number of editors allocated to manga
editorials by parent publishing companies became increasingly
insufficient for the amount of work that editorials had to
perform. Hiring contract editors has become a means by which
manga editorials can attempt to cope with the increasing work
loads placed upon them:
The reason why we manga editorgs work o hard is that
we are chronically understaffed for the work we do.
Puklishing companies like Shégakukan and K&dansha
still do not regard manga as an important division in
the company and it ils the general policy of management
not to send many new employees to the manga
departments. Publishing companies exploit manga
editors more than other editors and they value them
less. However, things are changing now Morning has

hired a lot of contract editors to boost the size of
their editorial and Young Sunday, too, is hiring 2

more contract editors in 1995.945

In addition to the straightforward economic advantages of hiring
contract editors who carry out more work for lower wages,
contract editors have become increasingly important to Morning
editorial for cultural reasons. Contract editors with their

diverse and sometines unusual social backgrounds carry a range

*“L0kamoto Makoto. July, 1994.
5451nterview with a genior editor of Young Sunday, Tachikawa Yoshitake, in
& restaurant near the Shégakukan building. July, 19394.
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of personal experiences which can greatly increase the combined
gsocial experience of the editorial. The majority of Kbdansha
company empioyees share a distinctive personal history,
involving graduating through a series of good schools, attending
cram school, attending an high-ranking university - likely to be
Waseda or Keid -~ and then entering the coﬁpany around the age of
twenty two. Contract editors are in many senses far more
experiehced individuals, able to apply different social
experiences and attitudes to making manga. Torigae Takushi -
described contract editors as 'unusual people' (kawatta hito)
with more 'individualistic'® (kojinteki) attitudes. Okamoto felt
that the position of contract editors outside the homogenised
experience of publishing companies meant that they were more
creative than company editors, though he was clearly careful not
to reveal thisg point of wview, which might be construed as
slanderous by the company employees he did business with:

If just the same old companies continue to make manga

then it will just c¢cycle round and round and get
boring. We are a different sort of people with new

ideas.. Oh, damn! I should not have said that..046

The 'individualism' of the contract editors was displayed at a
superficial level in the clothes they chose to wear in the
office. The majority of company editors in Morning and other
manga offices wore light, casual clothes, typically T-shirts ox
Hawaiian shirts with jackets, jeans or slacks, and sandals or
trainers. Casual attire had become acceptable amongst manga

editors because they did not normally have to meet anyone during

546Okamoto Makoto. July, 1994.
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the course of their work apart from manga artists,547 who
themselves tended to wear either casual or trendy clothes,548
The majority of contract manga editors in Morning editorial
dressed in far more distinctive styles than company emplovees.
Hayashi Tard, a new contract editor, was the most modishly
dressed contract editor working in Morning editorial in 1994. He
sported a long pony taill tied with a leather thong, leather T~

shirts, coloured head kerchiefs and Dr.Marten boots.

The majority of contract editors had a personal interest in
manga or popular culture generally which enabled them to relate
to manga artists in a manner which was more familiar and
enthusiastic than that of company editors:
Very few employees in big publishing companies want to
make manga but in Ginnansha evervone wants to edit

manga. In addition te which contract editors are much
better at human relationg than company employees and

this is central to editorial skill,54S

Contract editors helped Morning to overcome the.problem of the
'salary man mentality' of company editors who were perceived to
be apathetic and uninterested in manga. The increased usage of
contract editors in Morning editorial verifies a general
observation made during the 1980g by social anthropqlogist,

Miyanaga Kuniko:

547pi goussion with Morning editor, Ishizaka Hideyuki. March, 1994.

548The type of 'punky’' attire popular amongst amateur manga artis?s agd a
large number of young professional artists was gothic and rocker 1@5p1red,
involved black clothes, DM boots, sections of bleached and dyed halr,‘long
hair in pony tails, and headkerchiefg for men; and SF animation, gothic,
and pop-idol-inspired styles foxr women. '
5491nterview with contract editor in Yeung Sunday editorial, Torigae
Takushi, in a restaurant nearby to the Shégakukan building.
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On the periphery, owners of creative firms, in
contrast to main-stream élites, are under pPressure.
They could be swept out in an economic crisis, and
consequently rmust be sharply business-minded as well
as cr@at?vem What is significant now is that creative
interaction 1s developing between the reriphery and
the mainstreamn.250

That large manga publishers have directly contracted manga
artists to carry out the majority of their creative labour since
the 1960s suggests that in fact the arrangement of large
companies contracting creative individuals from the
'peripheries’551 of Japanese socliety is not precisely a new
trend, not at least in the publighing industry. In the case of
contract editors brought into Morning editorial, however, they
helped to compensate for the perceived decline in creative
talent amongst both manga artists and company editors. Contract
editors were ideally sulted to the breoader project of
intensifying the editorial manga production, better eguipped
both to bring out the best in manga artists and to think up new

ideas for new manga series.

9.9 Conclusion

In the 1990s Morning magazine was in the process of instigating
a transformation of manga publishing technigues. Production
experiments, designed to open up adult manga to new gocial and
cultural influences through which it might be progressively

transformed into a more viable medium, were essentially hased on

550Miyanaga, K. {1994) The Creative Fdge: Fmerging Individualigm in Japan,

London: Trangsacticn Publishers. &8.

5511n this case the term '‘periphery’' is used in the game sense ag it is
used by Miyanaga, to mean, essentially, professional or sel?—employed .
individuals who are not employed by companies in blpe or white collaxr jobs.
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the re-arrangement of the relationships between editors, manga
artists and the readers. Manga editors, artists énd readers each
represent bodies of social experience and cultural tastes which
are held in different sections of society. As we have seen, in
1994, the precise identity of Morning editors, manga artists,
and Morning's readership, was uncertain -~ even to company
editors. In general Morning pursued a policy of strengthening
the creative role of editors and dismissing the tastes and
interests of the readership. By these re-arrangements, Morning
aspired to improve the guality and artistic content of its

- manga. Morning strongly aspired towards any form of upward

cultural mobility,

Morning supported artistg and editors who produced manga series
which were unpopular with readers. Rather than matching the
tastes of their current readership with the gstyles of available
manga artists, Morning allowed a mismatch between manga
producers and manga consumers toc open up, in order to give
priority to new graphic styles developed by manga artists and
the tastes and interests of Morning editors. This policy, which
was implemented as a long-term marketing strategy., embodied a
cavalier attitude towards Morning readers and their cultural
tastes. One Morning editor, supervisging a series launched in
1994 entitled Superlover (Chdai no Hito), drew attention to the
fact that editors in Morning had learnt that they must be
careful about how explicit they made the political and moral
messages of their manga series. The theme of Superlover, thought
up within Morning editorial, was 'safe sex'. The editor confided

that if he made this selected theme too explicit within the
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geries, then the readers would react badly and feel that Morning
magazine was displaying a 'patronising' or 'superior' (erasd)
attitude towards them. Thus the 'safe sex' theme of Superlover
had to be presented subtly through images in which lovers never
actually touched each others' bodies, rather than bresented

explicitly in the dialogue.532

Morning's artists were strongly encouraged to prodﬁce what
editors considered to be higher-quality, more artistic manga,
and this encouragement was targeted principally at the graphic
gtyles of their drawing. At the zame time, editors were
encouraged to raise the gquality of manga scripts, to create a
more realistic style of adult manga story. Thug promoting the
creative power of artists and editors in Morning was a two-
pronged project in which the process of making manga was
increasingly gplit between the visual and the written elements.
These two halves of production were welded together in published
series, in a manner that sometimes left traces of tangible

discordance in the final cultural form.

In order to carry out the role of thinking up new themes and
plots for manga series, editors gathered social experience
themselves and transmitted their social experience to manga
artists. Morning editors created the plots of new manga series
by carrying out systematic research projects which involwved
travel, interviews, participant observation, and literary
research. Rather than the social experiences of artists being

transmitted to editors through their medium of manga, it wase

552Discussion with Morning editor, Kaneda Akitoshi, and manga artist,
Narita Akira, in the artist's studio. March, 1994.
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largely editors’' social experiences which were conveyed to
artists before their series began production. The social
experiences of manga artists on the other hand were not rejected
entirely. The individual expression of artists was not generally
included in the plot, theme or speech parts of the series, but
was instead channelled into the graphics, or drawings, of manga
series. The social experiences of manga artists were referred to
through discussion of the styles and visual techniques they
employed. In the case of the Morning series Osaka Streetsg of
Gold (Naniwa Kiny(3dd) by manga artist Acki ¥dji, the editor of
this series wrote the speech parts, whilst the artist's rcle was
to rewrite these gpeech parts in an amusing downtown Osaka
argot, popular with his readers. The editor of this series
believed that if a percentage could be made, he contributed 80
percent of the plot of the story, and the artist merely
embellished his plot with humoroug characterisations of Osaka

wide-boys and their colloguial speech.553

Although editors who produced their own ideas and plots for
manga stories impinged on the creative role of manga artists,
they did mnot simply reproduce them. Manga which had been
substantially produced by editors in Morning editorial was
qualitatively different to manga serieg, particularly thoge
published in Afternocon, in which editors had played a more
limited editorial role relative to that of artists or that of
readers - whose tastes and interests are gathered thrbugh market
research. Manga which had been produced by editors in Morning

tended to have distinct themes and preoccupations. Editorially-

SSBInterview with Morning editer, Doi Takashi, in a restaurant nearby to

Kédansha buildings. June, 1994.
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ingpired manga tended to be particularly conservative and pro-
establishment. On the whole Morning magazine inevitably
reflected the tastes and preoccupation of the editors, who, in
the broader context of Japanese society were ocne part of a

gocial and educational élite.

The project of attempting to transform the adult manga medium
was problematic in the extreme. It remained unclear where the
neﬁ generation of manga artists who could develop a new form of
adult manga, or gekiga, for the new millennium, would come from.
Manga produced by foreign comic artists and unusual 'artistic®
manga artists was unpopular with Morning readers, suggesting,
perhaps, that this form of high-quality 'artistic' manga wasg not
particularly commercially viable. In attempting to create a new
form cof respectable, political manga, Morning editorial had cut
itgelf off from the cutting adge of the manga medium in amateux
manga, and, by association, with the real experiences of a large
section of gociety. EBditorially-produced stories in Morning were
sometimes described as stuffy, polite and boring. Thus in one
editorial meeting a Morning editor asked:

What direction is this office golng in? - be?ause .
otaku manga is more interesting than what this office

ig making! 554
Another senior editor in Morning editerial described the chief
editor of Morning as "Don Quixcte without Sancho Panza" .29 The

implication of this drunken but dry comment was that Morning had

5545 comment made by a junior editor during a Morning editorial meeting. 1

December, 185%3. . .
555 Discussion with senior Afternoon editor, Yuri Kdichi, during a drinking

session with artists. April, 1994.
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10st touch with reality, and in particular it had lost contact
with its regular readers, epitomised by Don Quixote's sensible

companion, Sancho Panza.
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CHAPTER TEN: Conclusion

10.1 Adult manga and Japanese society, 1986-1995

The dominant style of commercial adult manga, which is realistic
drawing accompanied by a strong narrative, is gulntessentially
gocial. Boys' and adult manga developed through the
incorporation of the gekiga genre into commercial magazines in
the 1960s, and became a medium which could express and
communicate opinicons about socilety. The contemporary adult manga
medium was literally formed in & period of great social,
cultural and political activity in which broad sections of
Japanese society, in particular youth, were contributing to
gsocial discourses and cultural production affecting the

gtructure of society.

In the 1990s manga editors believed that they faced a severe
problem re-producing a medium created in a peried of mass
movements and social expression, and in a society in which
apathy, individual atomisation and social fragmentation had
reached a poiﬁt of apotheosis. The new gocial perception of
manga in Japanese society, which was linked to broader debates
about gocial fragmentation and the decline of a sense of social
awareness amongst youth, influenced Morning editorsg in their own
criticisms of tﬁe manga medium and how to produce commercial
manga. Publishers noted the absence of large nation-wide manga
hits and the increasing frequency of mincr, and less profitable
hits, amongst small, fragmented readerships. Many editors felt

that this problem had its roots in the particularism of youth
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engaged with consumer culture and smateur manga subculture. At
the end of the post-war period, editorial confidence about what
high-circulation manga magazines should look like, and who their

readership was, had clearly broken down.

Manga magazine publishers also felt challenged by the forms
generated within contemporary amateur manga subculture which
they felt were soclally unacceptable and commercially unviable.
In 1994 young artists at the stylistic cutting-edge of the manga
medium appeared to be too individualistic and self-absorbed.
They were judged to be incapable of producing stories with
universal or social themes, which had mass appeal and could be
published. Moreover, the majority of amateur manga was in fact
parody based on series which had already been run in commercial
nagazines. The amateur manga medium, which had released cohorts
of leading manga artists in the 1970s, was no longer thought of
as a rich source of exploiteble ideas and artists fér manga
magazine publishers. Changes in the intellectual fields within
gsociety directly affected the potential for manga publishing.
The disappearance of even the memory of mass social movements
and accompanying forms of sccial consciousness was a problem for

adult manga publishers.

At the same time as adult and boys' manga magazine editors
perceived difficulties producing commercial magazines in a
period characterised by social fragmentation, other quite
different institutions and large corporations also perceived

what was eventually the same problem, in different ways.

Following the publication of Nihon Keizai Nvimon (Japan. Inc) in
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1986, educational and cultural institutions and large companies
began to adopt and promote manga. Manga became a medium with
whieh they felt they could more successfully communicate their
ideas to employees, wvouth, or soclety generally. Manga was
promoted as a valuable part of natiomal culture. It began to
appear in museums and special exhibitions, and in new forms of
information manga books, produced by large corporations for

educational and public relations purposes.

At the same time, amateur manga genres and young artists were
strongly denounced and depreciated by a negative media cémpaign
and quasi-governmental censgorship movement. Between the two
informal campaigns of depreciation and premotion a new
'official' and social perception of manga was defined and an
institutionalised gystem for evaluating 'good' and 'bad' manga,
introduced. Manga which did not fit the requirements of national
culture - which was too individualistic, sexually deviant, or
feminine in origin - was criticised and rejected. In the public
perception, and increasingly in reality, the manga medium was

bifurcated into two entirely separate currents.

From the middle of the 1980s, there appeared to be a desire
amongst governing corporations and institutions to formulate new
social and cultural values which might help to cohere Japanese
society. Through the promotion of manga to the status of
national culture, Japanese government agencies and institutions
demonstrated, and perhaps tested, the potential for a more
inclugive, modern and flexible style of govermment social

policy, which might have the effect of encouraging broad
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sections of 'pathologically pagsive' Japanese youth - or indeed
all Japanese who grew up in the posgt-war period - to reconsider

their commitment to Japanese society.

For adult manga magazine producers guch as Morning, the new
social perception of manga in Japanese society, and of gekiga-
based boys' manga genres in particular, presented a novel
commercial potential. The enhanced status of manga increased the
possibilities of producing manga magazines for more distant,
older and culturallv-conservative readerships - in fact
precisely the type of people which would not previously have
read manga magazines. The first prometion of manga coincided,
however, with a period in which adult manga magazines gensrally
were actually experiencing their first commercial problems, in
the shape of ghrinking readerships and reduced manga book sales.
Morning editcrial responded to this commercial and political
juncture by an attempt to transform itself entirely into a
cultural medium which could thrive in the new social and
political circumstances. This transformation was one in which
commitment to shrinking traditional readerships and popular
manga themes was gradually supplanted by congservative, political
and social themes, which might appeal to an older and more

political, new manga readership.

In 1994 Morning interrupted the systematic of fice-based system
of commercial manga production. Morning experimented with the
industrial mode of production in a bid to generate a new form of
manga. Production experimentation hinged on contracting

different types of manga artists and manga editors, and altering
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the relationship between artists and editors. The type of new
adult manga which Morning aimed to create wag influenced by the
style of information manga books, and high-quality artistic
(bunkateki) manga, published by corporations, and publishers
such as Asahi Shinbun and Chiid Kéron working in liaison with

government agencies.

From 1986 Morning made a new space for innovative manga artists
to explore their own graphic styles in The OPEN special series
and Afternoon magazine. Rather than being involved in the large
contemporary amateur manga movement, many of these artiszts used
gekiga-inspired drawing styles drawn particularly from the avant
garde magazine GARO, and new wave gekiga. Ironically these manga
genres, which were not directly incorporated into first rate
weekly magazines in the 1970z, appeared, by the mid-19%80s, to be
less commercial and therefore more artisgstic and high-quality. In
envisaging a new form of manga, editors were ingpired by the
ground-breaking and profitable social and pelitical manga dramas
of the 1960s. Morning and other adult manga editorials also
attempted to incorporate the work of fofeign comic artists,
which was also relatively uncommercialised and appeared to be
more artistic. While.contracting foreign comic artists at great
expense, Morning excluded the graphic innovation of the
depreciated amateur manga medium from the pages of Morning

magazine.

The role of editors in manga production wag simultaneously
reinvented. In order to overcome the problem of manga artists

who appeared to be unable to produce manga. stories about issues
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in society, and to develop new forms of political and social
realist manga, editors took over the role of thinking up and
researching new manga series. To increase editorial creativity,
soclal experience, and productive power, Morning introduced
large numbers of contract editors with diverse social
backgrounds and often heightened awareness of social isscues into
the editorial office. Creating a more respectable and cultuied
form of adult manga invelved the concentration of expansive new
intellectual functions in manga editors. The manga critic, Kure
Tomofusa, humorously characterised the chief editor of Morning
magazine, as a "cultural dictator" for his attempt fo create

what might properly be described as editorial manga.2%6

Between the mid-1%60g and the mid-1990s the direction of flow of
ideas in adult manga reversed. From originating amongst
(extraordinary) ordinary individuals in society and moving
upwards during the 1360s - a flow which faltered in the 1970s -
ideas in adult manga started to originate with editors at the
top of society during the 1980s, and filter downwérds into
amateur manga, where they were turned intce parody. The
relocation of the social origins of intellectual expression,
traceable in one of Japan's largest and most intellectually
creative contemporary cultural formations, probably reflects a

broader process of intellectual re-aliognment taking place across

Japanese society.

556Tnterview with Kure Tomofusa at his home. June 1394.
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10.2 Ideas about popular culture theory

Adult manga seems to have been extremely open to a wide variety
of political and individual expression during the 1960s and
1970s. In the 1990s adult manga magazines had become the
intellectual products of manga editors and distinctly
manipulative in their intellectual and political content. This
change shows that the nature of popular culture produced by
culture industries is variable. There is no set formula which
can describe the nature of commercial popular culture. The
potential for ideological manipulation perCeivéd in centralised
popular culture by Adorno and Horkheimer, and the potential for
democratic peoliticisation perceived in mass-reproduced popular
culture by Walter Benjamin, are both simply latent potentials
which may become more or less relevant in different sgpatial and
historical circumstances. Social and political circumstances

dominate the actual nature of the culture industries.

In different media, in different or even the same cultural
products, in different or simultaneous periods, the interplay
between demccratic expression and domination by the social
discourses of intellectual élites, varies greatly. Aspects of
expression in commercial popular culture may be controlled by
social élites, while other elements may be open to the ideas,
even radical ideas, of different sections of society. In the
1990s adult menga has become on the whole more coricerned with
the social discourses and political beliefs of social élites. At

the same time, however, it has also become extremely receptive
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to 'a certain category of purely visual gravhic ianovations and

exciting artistic expression.

In fact, balancing intellectual representation and domination is
a key concern for the adult manga industry, and this is possibly
true for all culture industries. However, the main incentive to
control the intellectual content of adult manga hags not been
commercial - the need to down-grade and simplify cultural
material in orxrder to target large audiences - but politicél.
Simultaneously, the main reason to represent democratically the
social tastes and ideological persuasions of the public have
been commercial incentives. In the circumstances of the 18%60s
the commercial viabllity of popular culture was a barrier to the
direct control of culture and intellectual discourse by the
government, through cultural and educational institutions. Later
in the 1990s government agencies and cultural institutions
limited and channelled the activities of manga publishers, which
were forced to shape their cultural products to suit national
political objectives. The case of Morning also illustrates the
fact that political influences and commercial incentives may
alsc merge, rather than conflict, where culture industries are
able to profit from the government cultural pélicy. Culture
industries censtantly re-assess to what degree they can or
should be representative of their audience, and to what degree
they can or should conform to government policy, and alter the

contents of their cultural products accordingly.

Not only is there no meaningful single theory of popular

culture, but there are no guarantees that popular culture itself
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is anything more than a very particular cultural phenomenon
which emerged at the brief and intense conjunction of post-war
economic growth and the post-war democrafic mass socieﬁies. It
ig possible that we have all become too used to popular culture
and have grown accustomed to assume that it will always be
there. The difficulties which manga publishers faced re-creating
what i1g, in a sense, an archetypal popular culture, in the
1690s, seems to suggest that the cconeept of popular culture
itegelf is largely out of date. The focus on consumerism and
kitsch in Culture Studies hasg already implied that this is the
case. Peopular culture has been gsuperseded by consumer culture.
Rather than having a social influence on the political biasg and
intellectual contents of popular culture, audiences have been
left to merely subvert the meanings of finished cultural
products, at the point of individual consumption - or else buy

kitgch goods.

The influence of political and cultural institutions on the
transformation of adult manga serves as a good advertisment for
more scclological theoriés of culture. The Japanese concept of
‘culture' (bunka) most closely approximates the English concept
of 'art'. The promotion and redefinition of straing of manga as
'‘culture', in particular 'national culture', had an impact on
the form and contents of commercial adult manga, and a powerful
general influence on the structure of the entire manga medium.
The rise in social status of some manga artists was also

directly linked to the promotion of manga to the status of

‘culture'. The case of adult manga 1llustrates the value of the

following proposition put forward by Raymond Williams:
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Indeed Fhe ?irst‘deep form of the social organisation
of art 1s, in this sense, the social perception of art
itgelf, 557

The transformation of Morning magazine shows that the external
"goclal perception" of art or culture, influenceg its internal
mode of production. As manga was promoted within Japanese
society, then manga editors responded by attempting to produce
respectable and 'cultured' manga. The appropriation of manga by
cultural and educational institutions and powerful corporations
was directly linked to the appropriation of key intellectual
functions of manga production by company editors. The social
perception of culture, the social relations of cultural
production, and the intellectual contents of culture, are
entwined aspects of the game cultural process. In the case of
manga, this took place across society and connected individual
artists, companies, institutions and the public. Research which
focuses specifically on the sccial reiations of cultural
production may be the key to the development of more integrated

social theories of contemporary culture.

557Wi1l4ams, R. (1981) Culture, London, Fontana. 130.
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METHODOLOGICAL APPENDIX

Regsearch Activities:

1

Ten months' observation in a Morning editorial office. Between
December 1993 and September 1994 I was allocated a desk in the
office and allowed access to phones, fax machines, and manga
magazines - of which the office contained a comprehensive and
constantly updated selection. I spent several hours each day at my
desk, where I wasg able to talk with editors sitting on my row,
obgerve visitors to the office and meetings between manga artists
and editors, arrange interviews with editors and visits to manga
artists' studios, and read amateur unpublished manga sent into the
office. Discussions with my neighbouring editors varied from semi-
structured interviews initiated by myself, to general conversation
about office rumours and company politics, new manga seriesg, the
latest filme, politics, and so on, initiated by editors

themselves.

2

During the evenings i often went to restaurants or bars with
editors. These periods of general socialising frequently turned
out to be the most exhausting and unpleasant part of my research.
Drinking sessions usually extended until the early hours of the
morning. As some editors became drunk they often encumbered me
with their misogynist beliefs and hatred of white people.
Sometimes I was forced to play a role similar to that of a paid
hostess, while listening to theilr criticisms of, amongst other
things, other editors, manga artists, companies and departments.
In general, however, Morning editors had highly sophisticated and
individualistic characters, and it was on account of this that I

was able to socialise with them so freguently.

3

On other occasions, usually at my own reguest, editors allowed me
to accompany them when they travelled to manga artigts’ homes or
studios to carry out work-meetings. This usually involved a long

commute by train, which was also useful for getting Lo know
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editors, and hearing what they had to say about artists
immediately after meeting them.

4

with a few exceptions I was allowed to attend and take notes in
all editorial, world, and 'creation' (z8kan) meetings, which were
held most weeks. Hditorial meetings were held for Afternoon and
Morning magazine, world meetings were related to Morning's
international project, and ‘creation' meetings concerned the
preparations for launching a new magazine. In fact, editorial
meetings in general did not become ag useful a source of
information as I had expected. These meetings were for thinking
about overall themes and strategies rather than making or
announcing concrete decisions and policies. Conversation was
dominated by the chief editor, and took the form of monologues in
which editors were encouraged to work harder. Other editors'
contributions tended to be light-hearted and rather inane. In
editorial meetings I was struck by the apparent lack of discipline
and professionalism amongst editors, who often digplayed bored and
amateurish attitudes to their work. Editors joked that I was the
only person who was actually interested in what anyone said in

meetings.

5

I participated in two commercial manga competitions, for Afternoon
and Morning respectively. This involved reading around 50 drafts
of amateur manga entered into each competition, £illing out
assessment forms, voting during election meetings, and attending

prize-giving ceremonies held in hotel banguet halls.

6
T also attended the annual manga award ceremonies of Kbédansha and

the Japan Cartoonists' Association (Nihon Mangaka Kydkai), held in

Summer 1994,

7
Whilst based at Morning, I was introduced to Magazine editorial
office in another part of Kédansha buildings, and was able to

spend one week in a similar position, with a desk, in Magazine
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T

editorial. I was also able to attend a Magazine editorial meeting
and work-meetings with artists, all of which were organised quite
differently to those in Morning editorial. Within K&dansha,
Magazine editorial had a competitive relationship with Morning
editorial, and Magazine editors were keen to give me the
impression that their editorial was more open and friendly than
Morning's. This benefited my fieldwork, as Magazine editors
allowed me to attend all of their work-meetings with artists, and
generally gave more direct and revealing answers during

interviews.

8

T also met a number of manga artists independently. I visited
artists in their studios or homes to carry out interviews, which
tended to last several hours. I was able to meet famous artists
including N&j& Junichi, Marud Suehiro, Morizono Milk, Hatanaka
Jun, Ishikawa Jun, and Kobayashl Yoshinori, in this way. These
were often the most interesting interviews ag it was possible to
see artists in theilr own rooms and teo allow the conversation to
wander. Although artists were not hampered by the presence of
manga editors in these interviews, an awareness that I was linked
to Morning editorial made some of these artists cautious about
answering questions concerning their relationships with editors

and experiences with publishing companies.

9

I attended an all-day garden party held by the elderly artist,
Yokoyama Ryfiichi, in his house in Zushi. This was attended by a
large number of veteran manga artists and cartoonists, and a few
other types of artists and manga critics. I distributed a self-
completion questionnaire survey, which asked artists about their
socio-economic background, political beliefs, and fealings about
manga and publishing companies. (Yokoyama Ry(ichi unfortunately
mistook me for a pop-star and insisted that I leave my signature
on the wall of his summerhouse next to other embarrassingly famous
signatures). Older manga artists tended to be individualistic and
highly opinionated; when I attempted to talk to manga critic, Ono
Kései, I was dragged away and told in no uncertain terms not to

talk to that "pathetic person®. This party led to invitations to
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several other equally interesting parties held in the homes of

older manga artists in the outer suburbs of Tokyo.

10

In addition to Morning and Magazine T made regular visits to +hree
other manga editorials to talk to editors: GARO low-circulation
avant garde magazine published by Seirinds, Hime ladies manga
magazine produced by Acbka, and Young Sunday published by
Shégakukan.

11

I also made regular visits to Fusion Productions, the publighers
of amateur manga anthclogies and Comic Box, a manga fan's
magazine. I became acquainted with a circle of people connected to
Comic Box and sometimes went out on drinking sessions with them.
On one occasgion I attended Comic Box's costume-play cherry blossom
viewing picnic party, attended by manga fanatics and specialists,
veteran artists, and even influential intellectuals, such as
Suzuki Kunio. Most Comic Box editors epitomised what are
categorised as otaku (nerds) in contemporary Japan; they were
sometimes dirty, unkempt, and socially inept. My relations with
Comic Box were unfortunately limited by the fact that T was
connected to Morning magazine, which they perceived as something
akin to fascist propaganda, and an élite university (Oxford),

which they perceived in a similarly suspicious light.

12

I attended Comic Market amateur manga conventions held at
Tsukishima, on one day in December 1993 and ohe day in August
19%4. On both occasiocns Comic Market was attended by approximately
one quarter of a million amateur artists and fans. While visiting
Comic Market in August 1994 I chatted to (generally hostile)
amateur manga artists attending thelr stalls, and distributed a

self-completion cuestionnaire survey with attached SAE's.

13
T was introduced to Meiji University manga circle by an editor who

was an alumni member. I was later able to interview student manga
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club members in their manga circle club room and attend one of

their meetings.

14

I was able to make the acquaintance of, and interview, the
organisers of Manga Japan and the Society for the Protection of
Freedom of Expresgsion in Manga. I also attended the Ffirst
executive meeting of Manga Japan, and a party for business
representatives of large companies interested in investing in

manga, which was held afterwards.

Interviews:

Listed below are 63 editors, artists and other individuals with
whom I carried out one or more formal interviews. Most
interviews lasted for several hours and in a number of cases I
interviewed the same Individual two or three times and
established a personal rapport with them. Not included in the
list below are general contacts and editors and artists with

whom I did not have full interviews or useful discussions.

Manga Editors in Morning editorial

1l Doi Takashi

This successful editor in his mid-thirties was an Engineering
graduate from Tokyo University. Doi had launched several
successful geries, including Osaka Streets of Gold (Naniwa
Kiny(idd), but was widely disliked in Morning and Kbdansha on
account of hig arrogant personality and anti-corporate

individualism.

2 Fukumoto Hiroyukil
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This quiet vice-chief editor in his early forties thought manga
was ‘rubbish". '

3 Ichihara Shinii

This 26 year old editor, with a background as a dancer, was a
new company employee and my original contact in Morning
editorial. Ichihara worked closely with the chief editor and was
baing primed to organise Morning's internatiomnal program.
Ichihara was friendly but keen to ingratiate himself well in his

new job, and therefore unwilling to talk in depth,
4 Ishizaka Hideyuki

Ishizaka was in his mid-forties and had recently been moved to
Morning from the literary periocdical, Gunzd. Although he was
very unproductive in the office, Ishizaka wag popular, and
clearly valued for his 'cool' manner, cheeky comments, and

tendency to play the devil's advocate in editorial discussiocons.
5 Kaneda akitoshi

Kaneda, an editor in hig early-thirties, was alsoc considered to
be cne of the 'cool' members of Morning editorial. Kaneda was
willing to be interviewed and to introduce me to his artists and

contacts, but was not generally a source of useful insights.

6 Kihara Yasuo

Kihara was an older vice-chief editor in his late forties, who
though generally taciturn about the office, was an honest and
self-mocking character. As a more senior editor, Xihara was not
so concerned to disguise a certain level of cynicism in his

attitude towards Morning editorial's plans.

7 Kurihara Yoshiyuki.

This was the chief editor of Morning and Afternoon who agreed to

let me carry out fieldwork in his editorial for 10 months, and
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who gave me a desk in the office. Rurihara was a charismatic but
authoritarian chief editor, well-known throughout Kbdansha and
the manga industry gemnerally. Kurihara began his career working
in Megazine editorial, under chief editor Uchida Masaru, editing
an extremely famous series, Tomorrow's Joe, in the early 1970s.
Kurihara launched Morning and Afternoon magazines and continues
to be the source of the projects and editorial policy in Morning
editorial office. Although I was able to interview Kurihara on
three occasions, he was unwilling to give anything other than

abstract, philosophical answers to my guestions.
8 Ogawa Haruki

Ogawa was a successful editor in his forties and the chief
editor of Afternoon, alsc produced in the Morning editorial.
Ogawa was one of the most laid back and friendly individuals in
the office, who greatly asgsisted my research by introducing me
to many people. I interviewed Ogawa several times, and often

soclalised with Ogawa and other Afternocn editors.
9 Shin Kasayuki

This .editor in his early thirties supervised the important
Morning series, Silent Service. Shin was quiet, focused and
intelligent, and was considered one of the best editors in the
office. As the editor of a top manga artist and a series which
was attracting a great deal of political controversy between
1990 and 19%4, shin was discreet and professional, and avoided
talking concretely about any aspect of manga production or the
serieg Silent Service. However, I was able to discuss things
with Shin and accompany him on long visits to manga artist,

Kawaguchi Kaiji's house/studio.

10 Tanaka Hideyuki

A smart, friendly senior editor in his mid-thirties, who
supervised the series Sai. Tanaka was seen as too business-like

because of his use of readerg' gurveys.
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11 Teutsuml Yasumitsu

This senior editor in his forties was alleged to have a
background as a leader of the student movements, and had a
considerable interest in society and culture. Tsutsumi was in

charge of Morning’s international project.
12 Watanabe Kyd

This editor in his late thirties was specifically recruited to
K8dansha because of his unusual personal expertise in manga, and
was called a 'nerd' by cther editors because of his enthugiasm
for animation, foreign comics and girls' manga. Watanabe knew
the amateur manga world quite intimately and had interesting
opinions about manga, though little to say about Morning in

particular.
13 Yamanaka Yusuke

A young successful editor in hig early thirties responsible for
the most popular story in Morning in 1994, Iron Man. Yamanaka
was looked to as a model editor, but was unfriendly towards ne,

explaining that "the editors job cannot be degcribed in words".
14 Yoghida Shéhei

A young, friendily editor responsible for supervising Afternoon’s

most popular seriesg, Aah! My Goddess.
15 Yuri Kéichi

Yuri is a senior editor in his late forties who is famous for
being the editor of the original manga series, AKIRA, which
later became an internationally successful animated film. Yuri
was placed in Afternocon editorial in April 1994, but made his
allegiances to Magazine editorial and critical attitude towards
Morning clear, which must have been quite de-stabilising for

Kurihara Yoshiyuki, the chief editor of Morning and Afternoomn.
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Manga Editors in Magazine editorial
16 Igarashi Takao

Chief Editor of Magazine editorial, which launched the first
boy's manga magazine. Igarashi described himself as a more
traditional type of department chief, who left a great deal of
practical declision-making to ordinary editors, and who worked in
teams. Igarashi claimed to use many theories about Japanese
culture in his work, for example: "Japanese are not
individualists like Europeans and Chinese, we can only work in
groups. So my department 1s split into groups, this is the most
democratic way of working." This is quite unusual in the mass-—
media which tends more to emghasise some form of
'individualism'. I 'interviewed' Igarashi once, during which he
lectured me on hig view of manga production, for about five

hours.
17 Ishii Tohru

This vice-chief editor in his late thirties was so active, comic
and opinionated, that it was not a surprise to find out that he
sometimes appeared on television as an occasional celebrity.
Ighii was infamoug in X8dansha for his conceited personality,
and peculiar personal plan to marry Miss Noma, the middle-aged
owner of the company. Though his persénality wag highly
unorthodox, and his comments politically insightful, Ishii was

profoundly loval to Kédansha.

18 Tokumaru Yoshimasa

I interviewed thig quiet, older vice-chief editor briefly,

several times.

Manga Editors in companies other than Kdédansha

1% Konagai Nobumasa
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This elderly chief editor began his career as an editor in
Shileigha, but was commissioned to create a new girl's manga
company in 1975, whereupon he became the president of
Hakusensha, which publishes 'Yume to Hana' girls' manga
magazine. Konagal asked if I would write a column about him in
Hakusensha's free readers' magazine. Konagai also showed me &

large exhibition of landscape art, executed by himself.
20 Koyama Shikad

This editor in his thirties was the bossg and chief editor of
Aoba, a small production company which makes Hime, Sakura and
Sakura Special ladies' comics. Koyama was enthusiastic about

manga.
21 Tachikawa Yoshitake

This editor in his mid-thirties was the chief editor of Young
Sunday magazine for teenage boys, published by Shégakukan.
Tachikawa was married to a famous female manga artist, and
claimed that he had wanted to be one, but having failed in this,
became a manga editor instead. I met Tachikawa towards the end
of my research but interviewed him at length on three occagionsg.
He was the best interview subject I met - extremely thoughtful
about his role as an editor, and apparently unccncerned about

discussing the role of publishing companies.
22 Uchida Masaru

Uchida Masaru is an ex-K&dansha employee and ex-chief editor of
Magazine, Ffamous in the manga world for introducing gekiga into
commercial childrens' magazines in the 1960s. Uchida had founded
a company on retiring from Kédansha, and launched a new boys'
manga magazine, Manga B@YS, in 1994. Uchida, whom I interviewed
twice, was an unusual character. Uchida had a highly respectable
status in society and gave occasional university lectures on
sociology and the mass media, and high-brow newspaper
interviews. At the same time, Uchida was rather mischievous and

‘vlebeian' in hisg humour and references, and on one cccasion
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showed me around his favourite back streets in Shinbashi
(Tokyo's East End), where he displayed a strikingly independent
aesthetic curiosity and judgement. Although I was introduced to
Uchida by the chief editor of Morning, it was rumoured that they
were 1n fact enemiesg.

Contract Editors
23 Fujisawa Manabu

Fujisawa, a contract editor of Ginnansha in his mid-thirties,
was the successful editor of several series including Depend on
her! (Kono Hitc ni Makeru). Fujisawa was intelligent, self-
consciously conservative, and loyval to K8dansha rather than

Ginnansha.
24 Hayashi Tard

Hayashil was a young new editor from Comic House, who was quickly
allotted the demanding job of supervising the unusual series

Gamurakan. Hayashi was self-contained and confident, and within
months of his arrival in April 1994 appeared in many ways to fit

into the editorial better than most company emplovees,
25 Nishimura Hiromi

Nighimura was a female contract editor in her early forties from
Gauche company. Nishimura was a graduate of Meiji University
where she was active in the student manga circle and became a
manga artist with a poor career. Later, Nishimura gave up
drawing manga and became an editor of small, specialist mah-jong
manga magazines, where she edited artists such as Kawaguchl
Xaiji, who later became very famous. Nishimura was invited to
join Morning editorial by the unusual route of entering her work
into a Morning manga competition and meeting editors who told
her that her drafts were not good enough, but that they were
impressed by her editorial skills. Nishimura had a strong and

outspoken character, and cynical conservative attitudes.
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26 Nonoguchi Takeshi

This young Ginnansha editor working in Afternoon editorial had
been a manga fan since early childhood. Prier to joining
Afterncon, where he was a fairly anonymous character, Nonoguchi
had worked for two years as an editor of Puff, a specialist
manga fans information magazine. Nenoguchi claimed to be no
longer interested in amateur manga since it had become his
livelihood in Afternocon, but I spotted him at a Comic Market

convention selling his own manga books.
27 0jima Ydko

Ojima was a female manga translator, in her early thirties,
working in both the Foreign Rights Divisgion of Shégakukan and in
Viz Communications Japan. Ojima, who had begun her career as a
c¢lothes designer, was gentle, sophisticated, and a Europhile,

but appeared to have little to say about her work.
28 Szilegeti, Pierre Alan

Pierre was an experienced editor of avant garde comics in Paris,
recruited to Morning in 1892, primarily in order to act as a
gocial intermediary who could introduce foreign artists to
Morning. Szigeti's role in the office wae fairly unique and he
did not seem to be aware of many of the issues Which Japanese

editors were aware of.

29 Suganc Yliko

This yvoung female Ginnangha editor worked in Ginannsha offices

doing contract work for other manga editorials. She was a
verzonal fan of manga, strong-willed and critical of Japanese

society. In 1995 she planned to start working for a new Japanese

overgeas NGO.

30 Torigae Takushi
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This male Ginnansha editor, in his late twenties, worked in
Young Sunday editcrial and was an ex-graduate student, whose
speciality had been Asian language and comparative cultures. I

became good friends with Torigae.
Manga Artists
31 Hatanaka Jun

This famous middle-aged manga writer lived in Ch&fu amongst an
enclave of famous artists, including Tsuge Yoshiharu. Hatanaka
came from the same mining wvillage in Shikoku as the chief editor

of Morning, and was solidly working class in background.
32 Ishikawa Jun

Ishikawa, in hies mid forties, had become a well-known media
pergsonality and writer as well asg a manga artist. Ishikawa was
an independent artist who was not popular with editors because

of his apparently arrogant public persona.
33 Ishinomori Shotard

In hisg early sixties, Ishinomori Shd8tard ig probably the most
famous'living manga artist, responsible for Cyborg 009, in the

1960s. Ishinomori is the titular president of most organisations

related to manga.

34 Rawaguchi Kaiiji
This adult manga artist in his forties, producing leading

political series for both Big Comic Spirits and Morning, was

highly valued in Morning as the best adult manga artist in the

industry.

35 Kobayashi Yoshinori

Kobavashi is an unusual artist, whose gsatire series The

Manifesto of Arrogance (Gdmanism Sengen) ils the most popular
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article in Weekly SPA! general affairs magazine. Kobayashi hag
become extremely famous as a social critic and the agent
provocateur of manga. I expected Kobayashi to be very
opinionated when I interviewed him in his studlo, with his also
famous No. 1. and No. 2. secretaries, but in fact I found him to

be rather guiet and unfocused.
36 Morizono Milk

Morizono was a militant female manga artist and television
talent, who had a history of arguing with editors and refusing
to self-censor her erotic ladies' manga. Morizono was beautiful
and charismatic too, and her assistants complained that she
spent all her time socialising instead of doing her work in the

studio. I became fairly friendly with Morizono.
37 Morizono Milk's two assistant artists

I visited Morizono's studio, Milky World, and interviewed two of

her asgistants in her absence.
38 Nagashima Shinji

Nagashima is a famous veteran artist who was originally an
assistant of Tezuka Osamu and who worked for COM and GARO
underground magazines. Nagashima is left—wing and anti-war, and
algo unusual in that his social circles included both manga and
gekiga artists. Nagashima claimed that in the 1960s, he and
Tsuge Yoshiharu, who was also his childhood friend, were amongst
the few leading artists of the period who refused to work for
the new commercial magazines. Nagashima's opus is a manga

autobilography of his childhood marred by the pacific war,
entitled The Crue] Tale of Manga Artist (Mangaka no Zankoku

Monogatari).

39 Narita Akira

Narita is a manga artist in his late thirties who specialises in

realistic documentary-style manga about the sexual encounters of
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men and women who meet through telephone ihtroductory services,
In Narita's studio life-size photographs of his wife, in the
nude, were hung on the walls. Narita presented himself
(professionally} as a sex specialigt and connoisseur, and T went
to an 'orgy' in a hotel suite to observe a meeting with hisg

editor.
40 N8§8 Junichi

I interviewed N6J& once in his studio, but found myself battling
for time, because N§j8 was intent on using me as a source of
ideas to forxrm material for his next love story. Famous
professional manga artists tend to be very isolated through the
nature of their job and their editor's efforts to prevent them
meeting other artists and editors. Just a single social
encounter can be so rare for them that they tend to prey on

conversation as potential reference material for their manga.

41 Otomo Katsuhiro

This artist in his late-thirties is the only internationally

famous manga artist, on account of his animation f£ilm AKIRA. I
met Otomo amongst a group of foreign comic artists. Otomo has
established himself as a private company and produces his own
films, but displays a puzzling posture of subservience towards
Kd8dansha, which raised interesting questions about the gubtle
role of the editor in befriending the artist on an intimate

level.

42 Okada Yikyd

I went out on a long drinking session with this manga artist in

his early thirties, and his editor.

43 Rodriguez

I observed a work-meeting between this young, newcomer manga
artigt and an editor at Young Sunday editorial in Shogakukan,

and afterwards interviewed him alone. Rodriguez was an
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architecture student from a respectable familvy who did not like

manga and had never really read them,

44 Sera Ing

gera was a French-Cambodian artist in his mid-thirties who was
invited to Japan for two months by Morning editorial, where he
produced a series under the supervision of Japanese editors.
Sera was interesting to talk with because of his assessments of
Morning geries' and impressions of Morning's production methods,
which were very different to those in Europe. The majority of
comic artists which I met, who had become associated with
Morning magazine, found the demands of Morning editors
contradictory and technically difficult to fulfil. Sera
perceived himsgelf as an artist and was not pleased to be seen as

a potential contract emplovee.

45 Suehiro Maruo

Suehiro strongly identifies himself with 'underground' (uragawa)
culture and has worked for GARO and low-circulation erotic
ragazines for most of his career. While Taniguchi Jird, N&jd
Junichi and Otomo Katsuhiro have risgen from similar magazines to
the top of the commercial industry, Suehiro's style is
grotesque, and his main themes are incest, torture, rape,
physical decay, and satire of the military. Though he is
considered to be an outstanding artist, he has not been
recruited by the editors of major magazinee, which saddened him,

46 Yahagi Takako

Yahagi is a successful female manga artist in her forties who is

a fine arts graduate of the prestigious Tokyo Art University.

Yahagi began her career as an amateur mangsa artist, producing

3 ! ¥
homoerotica, and has become known as an otaku or comic 'merd'. T

found Yahagi to be friendly and professional.

Others
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47 Berenguer, Josep

Berenguer was the new owner and chief editor of El Vibora, an
avant garde Spanish comic magazine, who had been linked to
Morning for several years, Berenguer, who alsgo helped to
integrate Morning editors in Spain at the time of Barcelona

Comic Festivals, visited Morning for three morthe during 1994 to
digcuss editorial methods.

48 Chiaki Sumi

Chiaki was an ex-manga artigt now working as a teacher on the
Prefessional Comic Artist Preparatory Course at Yoyvogi Animation

Schocl of Further Education.
49 Hara Takao

Hara was an ex-assistant of Tezuka Osamu who had used his inside
knowledge of the manga world to run a media consultancy
business. Hara had founded Manga Japan in 1992 and was

esgentially a business-man.
50 Hiruma Takuma

I interviewed this accomplished young chief editor of Takarajima
30, an intellectual culture magazine, about Japanece youth
culture over the past 15 years. Takarajima 30 is a successful
new periodical targeted at the generation of Japanese now in
their thirties who were involved in alternative youth culture of
the 1980s and were the approximate readership of the well-known
subcuiture magazine, Takarajima, before it itself became a

glossy porn magazine in the 1990s.

51 Isogal Yasuhiro

I interviewed this senior official of Kddansha about manga

circulation statistics.

52 Kamimura Bunzo
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Kamimura i1s the Executive Director of the National Asgembly for
vouth Development, a part-time sociology lecturer and one of the
leaders of the anti-manga movement. Kamimura was friendly and
unexpectedly open about his views and activities during my
interviews, in his office in the National Youth Coordination

Centre (Kokuritsu Seishénen $8gd Centre).
53 Menijd Mitsuro

Menjé had been Tezuka Osamu's editor in COM magazine throughout
its duration from 1968 to 1972. Menid at first sight appeared to
be a fumbling old man, but revealed himself to be a clever,
politically~conscious and slightly sarcastic individual.
Recently Menjd had started a new consultancy job as an advisor
to NHK's 'Comic Project'. I interviewed Menjd twice, at his

chogen location, a café next to a race course.
54 Nagai Katsuichi

Between 1964 and 19292 Nagai had been the founder and chief
editor of GARO magazine. I interviewed Nagai and his wife, who
are now quite elderly, at their home, and found them to be a
gentle and progressive-minded couple with an ordinary social

background, as a soldier and a bar-maid, respectively.

55 Nishimura Shigeo

Nishimura, in his fifties, is a well-known character in the
manga industry, who had been the editor of Jump magazine for
most of his career in Shileigha. Nishimura was a powerful
character who had a range of insighte into the political
controversy that commercial manga production has sometimes

attracted.

56 Okamoto Makoto

Okamoto was +he boss and founder of Ginnansha, the largest

contract comic editor company with 60 employees working in
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Kb6dancgha and Shégakukan. Okamoto, in his early fifties, was the
gon of "proletarian oil painters" and the younger brother of one
of the most famous of all Japanese manga artists, Shirato
Sanpei. Okamoto seemed to be influenced by Marxist ideas, and
had developed a complex understanding of the interrelationship
between artistic creativity and history, which he elaborated to
me at length. On a practical level Okamoto was essentially a

shrewd business-man with a predilection for golf.
57 Saitani Ryb

Saitani was the boss and chief editor of Fusion Press, which
publishes Comic Box and collections of amateur manga artists and
fang' work. Saltani was a serious manga fan, who was especially
fond of children’s animation, and believed that child's play was
a progregsive activity which he linked to other left-wing and
anti-nuclear view pointg. I went out on several drinking
sessions with Saitani, to the Golden Gel area of old-style bars

in Shinjuku, which are scmetimes frequented by manga artists.
58 shinoda Hironori

Shinoda is the boss and chief editor of Tgukuru periodical and
foundexr the Society for the Protection of Freedom of Expression
in Manga (Manga Hydgen no JiyQ wo Mamoru Kai). Shinoda was
difficult to interview seriously.

5% Kure Tomofusa

Tomofusa is 2z media-friendly intellectual, a manga critic, and

lecturer in Japanese literature, at Rikkyo University.

60 Takada Isao

I regularly met this investigative journalist at Weekly SPA!
magazine during the first months of my research, to talk about
the Japanese mass—media and manga generally.

61 Tsuchiya Seiji
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T interviewed Tsuchiya, who was in the K8dansha Department of
General Affairs, to find out about complaints made by the public

concerning the content of the K8dansha manga.
62 Yatabe Shuji

Thig young editor of GARO magazine, whom I talked to when I
vigted GARO offices, heped that Japanese manga culture would

return to a state similar to that of the 1970s.
63 Yonezawa Yoshihiro

Yonezawa is the president and one of founders of Comic Market, a
manga critic, and a part time university lecturer on the media.
Yonezawa had never written manga cr even joined a manga circle
at college, and was more of an organiser of cultural trends than

a participator.
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