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tis a great honour to be asked to write a short fore-

word to this important book; a particular honour,

because my own background and school education
in art and design is quite far removed from the world of
manga. A distinctly Western and somewhat modernist
canon characterised my school education. Art education
in school meant a studio-based curriculum; drawing,
painting, clay work and occasionally some craft. | loved
every minute but until going to art school, | had limited
knowledge of the arts of other cultures, lens, time-based
or site-specific work. In addition, popular culture or work
by contemporary artists and designers was hardly ever
covered in the school curriculum. School art education in
Scotland during the 1970s, was just that - mainly art (and
perhaps craft) education although the subject was, and
remains, called ‘art and design'. Curricular reform in
the1980s led to design being equally weighted with art
and the introduction of ‘critical activity’. This opened the
door to, for example, popular visual culture, design
thinking and study of the role of contemporary artists
and designers in society; leading to a more broad-based
and socially engaged curriculum. Despite a thriving
industry of comics and graphic novels, these were not
embraced as a teaching resource by many teachersin art,
or most other subjects, in secondary schools until the
1990s and | do not recall much interaction between
subjects. In the past twenty years however, all of that has
changed and student-centred, interdisciplinary learning
is now common in Scottish schools.

For almost twenty years, manga has been incorporated
into the Japanese national curriculum in art with the aim
of developing visual literacy and thinking skills. In this
book however, manga is explored from wider
perspectives providing the reader with fascinating
insights into its development and vast educational
potential. The relevance of popular culture and manga to
teaching arts in, for example, drawing together visual
literacy and language skills is underlined throughout the
book. Masami Toku and Hiromi Tsuchiya Dollase have
brought together expert voices from different disciplines
and approaches to manga, raising important questions
across a range of themes from social engagement,
sexuality and gender and Japanese folktales to Second
Life. Organised in two sections; theory and practice and

MANGA!: Visual Pop-Culture in ARTS Education V
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peaagogical implementationthe reader is presented with
the historical and cultural context to manga and insights
to ways that manga might be integrated to the
curriculum. The authors, all specialists in visual popular
culture, deftly explore the huge international impact of
manga and point to the enormous potential of visual pop-
culture for arts education in general. As educators debate
new constructs such as STEAM (science, technology,
engineering, art/design and math) or STREAM (science,
technology, reading, engineering, art/design and math),
these essays make timely reading. This book will inspire
and support both teachers and preservice teachers in
their efforts to provide the best possible learning
experience for their students.

VI MANGA!: Visual Pop-Culture in ARTS Education

The International Society for Education through Art
(INSEA) is an organisation that exists to further the notion
of education through artin all educational settings formal
and informal and at all levels from early education to
learning in later life. Since its foundation in the 1950s,
INSEA has built a world-wide community dedicated to
advocacy, networking and the advancement of research
and praxis in art education by providing a forum for its
members to share methods and practices in art
education or collaborate on international projects that
aim to benefit all concerned with art education; in
schools, universities or the wider community. InSEA is
organised and managed by art educators for art
educators, it is a collegiate Society dedicated to peace,
international cooperation and understanding through
culturally sensitive art education.

InSEA Publications

InSEA Publicationsis an academic publisher, established
in 2016, that publishes books, journals and articles about
visual art education and education through art (we also
publish conference proceedings and catalogues for INSEA
congresses and symposia). Our publications seek to
promote good practice and cutting-edge research and
praxis in the field. Publications are normally electronic
and open-access on the INSEA website (www.insea.org).
InSEA Publications seeks to promote a wide range of
research and praxis from a diverse set of educational
contexts from community-based art to more formal
university and school practice in addition to arts-based
educational research.
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y first drawing teacher was a book about how to
Mraw comics, when | was about fourteen years
Id, | found that book and for many months |
practiced the exercises of the book with enthusiasm. Later,
| was introduced to the big authors of ‘Bande Dessinée’
and 'Fumetti’ from Belgium, France and Italy. After | gradu-
ated in Fine Arts, in the eighties, | created a couple of
graphic novels, | didn't go in that direction , as a creator,
but always admired and appreciated this genre of litera-
ture in the borders. Later, as a teacher and a trainer of
teachers | used many times this visual arts media in my
teaching practice to explore visual narratives in terms of
drawing techniques and critical reading. Being trained in
Europe, | had more access to Western history and critical
analysis of comics and graphic novels rather than Eastern
types such as manga graphic novels and comic strips. | only
discovered Manga graphic novels through my students in
the nineties. However, Eastern pop cultural products such
as the proliferation of manga related animation, toys, TV
series, computer games, and film are still the main cultural
stream in the lives of many western students and | believe
we, as teachers, need to know more about their aesthetics,
semiotics; production channels and audiences. Masami
Toku and Hiromi Tsuchiya Dollase by editing this book are
contributing to my and others, need for knowledge and re-
flection about this topic in education. They provide us with
a rich overview of the development and characteristics of
manga integrating theories and examples of manga narra-
tives in educational curricula.

This publication brings up many questions worth exploring,
their authors present the educational value of manga be-
yond disciplinary and cultural specificity. Manga has its
own unique language and due to its enormous cultural im-
pact all around the world, needs the attention of curricu-
lum developers and educational workers from a vast array
of disciplines and especially from art educators. InSEA is
committed to the encouragement and advancement of
creative education through art and crafts in all countries
and the promotion of research and praxis about art edu-
cation to foster international understanding, and in this
context promoting cultural diversity and constructing
bridges for knowledge is crucial. Eastern cultures, specially
the Japanese visual culture pervaded with manga are not
very well known by art educators, Manga characters, as
any other literature characters, may be objects of desire;
ways to know more about a different culture; means to un-
derstand how different we are and how valuable is such a
difference as long as we analyse it within its historical and
cultural media contexts in the educational framework. By
publishing this book INSEA , once again, open up horizons
of learning for art educators across the globe. (Viseu.
03/06/2020)

MANGA!: Visual Pop-Culture in ARTS Education VI
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Introduction

Masami Toku & Hiromi Tsuchiya Dollase

VIII MANGA!: Visual Pop-Culture in ARTS Education

is book explores the power of visual pop culture,

‘ l in particular, manga, discussing theories and
practices for incorporating its study into diverse
educational disciplines. It presents the value of education

through manga, showcasing ways in which manga can be
a very useful pedagogical tool in educational curricula.

Manga is usually translated as “comics” or “graphic
novels.” But the idea of manga is vague and its definition
has been a topic of debate. Manga can be roughly divided
into two periods: historical and modern manga. In
historical manga, the literal meaning of the word manga
(¥2M) is “humorous picture,” the origin of comics. Some
people find its origin in simple caricatures such as the 12t
century Chojugiga (animal scroll) and early 19" century
Hokusai sketches (Schodt, 1996, Shimizu, 2001, Natsume,
2003, Saikibara, 2019, et al).

Focusing on manga'’s characteristic sequential drawings
accompanied by text, some consider kibydshi picture
books at the end of the 18th century to be the roots of
modern manga. Japan certainly had a cultural base that
was “receptive to manga” (Natsume, 2003, p.1). The
modern manga era started with story manga, also called
"graphic novels." The influences of other cultures,
especially American culture including Disney Animation,
was unavoidable right before and after World War Il. It is
well known that Osamu Tezuka, father of modern manga,
was highly influenced by Disney and developed the
unique usage of Komawori (frame works) that represent
movements on the 2D surface of paper. Since the late
1980s, Japanese (modern) manga has taken the world by
storm: first Asia, then European countries, and finally the
USA at the beginning of the 21st century.

Manga culture developed in tandem with the adv-
ancement of printing technology, the development of the
publishing business, and increases in magazine reader-
ship and circulation. Over time, the world of manga
prospered and expanded into animation, TV series, light
novels, films, toys, computer games, etc. Manga keeps
evolving, ceaselessly developing and attracting fans.

Today, manga is recognized as an influential global
popular phenomenon. Manga publications such as
Dragon Ball(1984 - 1995), Naruto (1999 -2014), and Sailor
Moon (1992-1997), to name a few, fascinate young
children, and, for those who grew up reading these
stories, the characters in them hold special positions in
their childhood memories.

In any discussion of today's global youth culture, it is
impossible to ignore manga and anime. It has permeated



the visual and performing art world. There are many art
museums dedicated to manga and anime. Recently, the
British Museum in London had a large manga exhibition
in 2019, featuring about 70 works by 50 manga artists.
The Guardian newspaper acknowledged the popularity
and cultural influence of manga, stating that “manga has
indeed earned its place in the British museum” (Barnett,
2019).

Shojo Manga has been hugely popular in Asian and
European countries since the 1990s. The same phen-
omenon has begun in the United States at the beginning
of the 21th century. In June 2005, the monthly shojo
manga anthology NANA began publication, two years
after a monthly shonen (boys’) manga anthology, JUMP,
began publication. Thus, In 2005 the hottest item in US
publication was Japanse manga, especially shojo manga
(girls' comics). The New York Times has said that shojo
manga has become one of the hottest markets in the
book business. Two publishers, Viz Media and Tokyopop,
have been the leaders in the American manga market,
which has more than doubled since 2002, helped along
by a $5 billion business in related animated films, TV
series, and licensed products like dolls and action figures
(September 18, 2005).

At the same time, a touring exhibition of Shojo Manga!
Girls' Manga began and travelled to 9 sites in North
America (Canada and USA: 2005-07). It continues to travel
the world even now in 2020, supported by the Japan
Foundation and the Japanese embassy of individual
countries in South America.

It may not be an exaggeration to say that manga has been
promoted from the center of Japanese visual culture to
the center of children’s visual culture worldwide. The
characteristics of manga often appear in pictorial worlds
created by children, as the semiotic signs in the visual
images directly and strongly influence their aesthetics.

Education through manga is an emerging topic. In 1998,
the Japanese Ministry of Education and Science adapted
the characteristics of manga into its national curriculum
in art education to enhance children’s visual literacy and
visual thinking skills, publishing an art textbook (7th & 8th
Grades) including the essence of manga and anime in
2001. In 2015, The Nippon Foundation started a project
called Koremo gakushd manga da (This is also Learning
Manga); its online database categorizes manga into
different genres such as Literature, Art, Society, Occ-
upation, History, Science, Sports, etc., which makes it easy
to access for educators and students. The term
“Edutainment” (a compound term combining Education
and Entertainment) was used to describe the attempt to

INTRODUCTION

help young people acquire knowledge through manga
while they enjoy reading them. The popularity of manga
in education is also evidenced overseas. For example,
there are books on how to use manga in K12 classrooms
in order to develop students’ artistic skills. In the field of
Japanese language study, teachers, who have begun to
recognize manga to be a great cultural and linguistic
resource, have published manga based textbooks to help
motivate students to learn.

STEM (Science, Technology, Engineering, and Math) is
now incorporating Art, creating the new concept STEAM,
and with the addition of Reading, STREAM. Art helps
spread science information creatively and effectively, and
art brings people together to strengthen community.
Now is a better time than ever to discuss the imp-
lementation of this visual pop culture with its world wide
appeal into educational curricula in diverse disciplines.

Educators in different fields rarely interact with each
other because of barriers which compartmentalize them
based on their disciplines. Manga, which consists of
cultural information and visual, linguistic and narrative
art, is multidisciplinary in nature, and therefore could be
a crossroads at which educators of various disciplines
come together. We want to remove the barriers which
separate educator from educator, researcher from
researcher, with our ultimate goal of finding educational
value in manga. Through articles written by experts of
various disciplines and backgrounds, we hope that this
book will offer good educational and research resources.

The book’s content is composed of two parts: 1) theory
and practice in ARTS (visual and performing arts)
education and 2) manga in cultural, language, and media
studies, with particular emphasis on pedagogical aspects.
In 22 chapters, 24 authors who are specialists in visual
popular culture in their respective disciplines share their
knowledge and experiences of how to incorporate the
value of manga into their academic subjects.

We hope that this book will contribute to the further
advancement of education in visual pop culture and that
a wide range of readers, including students who wish to
become teachers in the near future, will use it as a
springboard to spread our belief in “education through
manga across disciplines.”

MANGA!: Visual Pop-Culture in ARTS Education IX
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Part I. Manga in Visual and Performing Arts
(edited by Masami Toku):

Chapter 1. The Grammar of Manga: Manga’s Inherent
Hydgen ‘Stylistics’ (by Fusanosuke Natsume, Gakushuin
University, Japan)

All visual artworks can be described with the basic
components that represent the language of art: line,
shape, color, space, and so on. There is also a language
of comics including picture, word (with or without
bubbles), and frame in general. Manga (Japanese comics)
are not an exception; however, this usage of language is
quite different from that of other comics. Manga has its
own unique language constructed of images, panels, and
language. Images serve as the expressive ‘content’ of the
text, panels serve broadly as the containers for this
‘content,’ and language serves as an independent form of
expression outside of either images or panels. In
particular, this chapter discusses the uniqueness of
manga's language, and how & why the characteristics
developed a significant style of comic that has attracted
and influenced other comics all over the world after the
1980s. This chapter is partially excerpted and sum-
marized from the original article, “Manga no Bunpo
(Grammar of Manga)” published by Asahi Shinbun
Shuppan Japan in 1997 in Mook Special edition Comic-
gaku no Mikata (literally means, How to Read Comic
Study).

Chapter 2. Manga's Influences: New Direction of Artistic
and Aesthetic Developments in Children's Pictorial World
(by Masami Toku, California State University, Chico, USA)

Children's artistic development is a classic but also
innovative theory in researching universal visual patterns
that appear in children's pictorial worlds as signs of
children's mental and physical growth as a result of
cultural and social influences. The theory has been
discussed since the mid-20th century. A current and
trend topic of artistic developmental theory is the
influence of visual pop-culture on children's minds and
society. Especially, the power of manga, which is a visual
pop-culture of Japan, has been discussed as one of the
most influential communicative tools for their artistic and
aesthetic development since the beginning of the 21st
century. This chapter is based on an original doctoral
thesis from 1998, "A Cross-cultural Study of Children's
Artistic Development Between Japan and USA," and also
summarizes the literature reviews of the theory from the
1980s to the present. This chapter also discusses the
uniqueness of manga's language and how & why the
characteristics have been influencing children's visual
literacy, along with the case study of a boy's pictorial

X MANGA!: Visual Pop-Culture in ARTS Education

world (1 to 12 yrs. old). Questions of new directions in
artistic development with the influences of visual pop-
culture will also be introduced.

Chapter 3. A Look at Manga in Japanese Public Education
(by Osamu Sahara, Tokushima University, Japan)

The Japanese Ministry of Education (MEXT: Ministry of
Education, Culture, Sports, Science and Technology) first
publicly announced that image-media would be included
in the national curriculum for art education in 1998. Manga
was included as a part of image-media, and art textbooks
began to include focus on principles of art theories in
manga from that time. In more recent years, there has
been a shift in most art education textbooks in Japan
towards approaching manga through comparison between
ancient Japanese drawings and modern manga tech-
niques. Another change has been that manga is now
combined with other image media fields such as
animation and the amount of attention dedicated to
manga itself has reduced in the most widely adopted
Japanese art education textbooks. One insight from a
textbook editor indicated that manga is treated more
lightly now because it consumes a lot of time to teach and
often symbolic expression is avoided by local teachers.
Therefore, textbooks have been revised to reflect local
teachers' perspectives on the subject of manga in the
classroom. Concern was also raised that art education is
conceptually far from children’s actual life experience. In
this chapter the author more fully describes how manga
is treated in Japanese public education and introduces V-
TISK theory to promote manga expression effectively as
a bridge between traditional art education expression
and contemporary manga expression.

Chapter 4. Lessons Learned from Manga High:
A Pedagogical Approach for Educators (by Michael Bitz,
Ramapo College, USA)

This chapter introduces a pedagogical approach to
developing and publishing manga in classroom settings.
Based on the youth-developed comics featured in Manga
High: Literacy, Identity, and Coming of Age in an Urban
High School/(Harvard Education Press, 2009), the chapter
presents a pedagogical method that can be replicated by
educators worldwide with the ultimate goal of educators
connecting to students’ personal interests and identities.
The chapter begins with an examination of the role of
manga in the decade since Manga High was originally
published. Readers are introduced to the students of
Manga High and learn about the methodology that
organically unfolded as a result of their daily manga
practice. The chapter provides a review of manga
pedagogy from the literature followed by a detailed



pedagogical method beginning with character and story
sketches and culminating in printed publications and
community-based exhibits. The key elements of the
manga pedagogy introduced in the chapter are
encouraging creativity with manga, creating high quality
products, and publishing and presenting original manga.
The chapter concludes with some broad implications for
pedagogy and teaching.

Chapter 5. Becoming and Unbecoming a Mangaka:
The Informal and Formal Pedagogy of Fame (by Brent
Wilson, Pennsylvania State University, USA)

Japanese visual culture is pervaded with manga. When
Japanese children draw stories their characters, whether
human, animal or imaginary, are modeled after those in
the comics they consume. Japanese teenagers form
themselves into groups to produce doujinshi - fanzine-
like manga that they sell to eager fans in hundreds of
comic markets held throughout Japan each year. It would
seem that these comic markets would be the places
where scouts from the major manga publishers would
identify the next mangaka - the next famous manga
artists. But this is not the case (although the former
doujinshi group CLAMP is the exception); manga
publishers organize contests to identify talented visual
narrators, enter them in publishers’ schools, assign the
most promising among them to editors who mentor and
groom them until they are ready to be published.
Through interviews with editors and teachers from the
major manga publishing houses this chapter examines
the mentoring processes. Some mangaka who feel
constrained by their publishers and editors leave the
manga publishing houses in order to sell their more
personal manga in doujinshi comic markets. The chapter
also explores the ways in which, in the past, a mangaka
such as Keiko Takemiya established her own pedagogical
routine that led to recognition and fame - and how she
has established a program for aspiring manga artists at
the university level.

Chapter 6. Manga as Childhood Visual Culture (by Ryan
Shin, University of Arizona, USA and Jihyun Sohn, Seoul
National University of Education, South Korea)

In this chapter, we share and discuss our own experience
of reading and watching childhood manga, recollecting
and reflecting on our personal, social, and cultural
aspects of manga. Each author chose and wrote reflective
stories about two most influential mangas on our
development as a boy and a girl in the 1970s. After
reading and watching them again as an adult, we analyze
our current experience reading them as adults and art
educators to explore the educational potentials of
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rereading childhood manga. Our personal reflections
resonate with or contextualized in the current re-
emergence and popularity of childhood manga in Korea's
renaissance of retro culture, resulting in the development
of various museum or community education programs
based upon childhood manga. We analyze manga
explore the pedagogical implications of manga as
childhood visual culture and suggest that art educators
explore retro manga books and films as an essential
resource to analyze childhood visual culture and develop
educational programs and projects, which can facilitate
intergenerational learning, cross-cultural exploration,
and manga exploration for cultural identity and social
justice.

Chapter 7. Manga Mashup on Second Life: Kawaii Cute
Clothes, Creatures and Creeps (by Mary Stokrocki,
Arizona State University, USA)

When people of all ages lose interest in art, they seek
alternatives for expressing their ideas, such as
animation, comics, manga, and virtual world mashups.
Searching for manga on Second Life, one of the most
popular virtual worlds, reveals 239 results consisting of
sims, shops, groups, clubs, hangouts, etc. Surprisingly,
many of these art forms include costumes, stuffed
animals, robots, books, games, and posters for sale.
Through qualitative participant observation, | explore
the concept of manga, its appeal on the virtual world, its
hidden offensive elements, Disney influence, and the
transforming mashup of art forms and pop cultural
influences. Included are avatar interviews of an
anonymous pig and skunk. Students would love to
invent their own manga mashup. The new economy
demands that they also critically discuss the offensive
and twist the attractions for social good. How else can
teachers navigate this tempting transition of deviant
interests?

Chapter 8. Youth Animé/Manga Ddjin /Fan Art as a Hybrid
Space: Rethinking Creativity and Learning (by Jin-Shiow
Chen, National Chiayi University, Taiwan)

A new frontier formed in the world of animé/manga. Not
the realm of established publishers and artists, it is the
space of ddjin/fan circles where young artists collaborate
and grow in self-exploratory development of their own
artistic style. “Dgjin,” a Japanese term for groups of
people who share a common interest, provide that space
where fan art thrives. These dojin/fan groups meet coll-
ectively at huge conventions such as Comiket, sharing
their self-published fan art (called “ddjinshi”) and
mingling with cosplayers (fans dressed as animé/manga
characters). This author focused on a qualitative study,
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tracking four young dojin/fan artists, looking at changes
in their artworks over time. The process of learning and
making dojinshi and cosplay combined with the mixing of
dojin/fan artists who participate in conventions show an
unfolding cultural practice where hybridization of art
takes place. These elements help create a hybrid space
for artistic development, leading to a rethinking of how
we might foster creativity and learning in art education.

Chapter 9. Imaginary Depictions of Sexuality and Gender
Construction in Manga- A Case Study of Three Manga
Fans (by Hsiao-ping Chen, Grand Valley State University,
USA)

This paper focuses on three American manga fans'
identity construction, specifically how they construct their
gender and sexuality through the eyes of man-
ga characters as drawn from manga images and stories.
Lacan's Imaginary-Symbolic-Real registers demonstrate
that identity is a struggle for recognition, not only
constantly driven by the desire to fulfill a lack (search for
unity), but ultimately a méconnaissance- an illusion of
seeing oneself seeing oneself. Manga sets object a’s
relation in motion, serving as a fantasy of the mirror,
providing the subject for alternative gender ideals, as well
as a survival mechanism for the subject to protect itself
(example of camouflage), an escaping exit for itself to
confront the gaze of the Other (i.e., homosexuality).

Chapter 10. Questioning the Racial Question: Scenes
from Manga, Theater Auditions, and Other Unlikely
Places (by Natsu Onoda Power, Gerogetown University,
USA)

There is a question — often dreaded, and feels a little
dated — that a manga scholar in the United States often
encounters from a casual reader: “Why do characters in
manga look more white than Asian?” While there is no
“straight answer” to the question, the author maintains
that the question emerges from, and reveals, the gap in
the Japanese and Western (specifically American) ideas of
race and its pictorial representations. Interrogating the
question itself, rather than trying to answer it, is a more
productive endeavor. Using the question as a point of
departure, and drawing on J.L. Austin's idea of
performative utterance (J.L. Austin), the essay explores
the ways in which race has been represented, depicted,
and discussed in Japanese and American contexts,
through case studies that range from manga, to
television talk show to plays. A self-reflexive, multi-
disciplinary approach to the question may allow us to
“see race” differently in the contexts of visual and
performing arts in the United States.
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Chapter 11. We are now United by the Common
Language called “Manga” (by Machiko Satonaka, Osaka
University of Arts, Japan)

Prolific, award-winning manga artist Machiko Satonaka
recounts here both the history of manga in Japan and her
own personal development as a manga artist, which were
the two threads converging on her inspiration to break
the convention and draw self-reliant heroines that could
empower women. Satonaka later reaches beyond Japan
to illustrate manga's reception by international aud-
iences, her interaction with sequential art and artists
abroad, and the founding of the non-profit organization
Manga Summit to harness manga'’s potential as a global
common language to tackle contemporary issues around
the world. Manga transcends the simple storytelling
medium as a bond that can unite even very different
people. Satonaka celebrates the diversity of manga today
and the wide topics and appeal to audiences around the
world. She attributes the popularity of manga to the
artistic freedom of its creators, regardless of their
technical skills, and challenges aspiring manga artists to
focus on self-expression through this art form.

Part Il. Manga in Cultural, Language, and Media Studies
(edited by Hiromi Tsuchiya Dollase):

Chapter 12. Manga as a Teaching Tool for Enhancing
Learning and Understanding of Japanese Classical
Literature (by Paola Scrolavezza, University of Bologna,
Italy)

This chapter focuses on my experiences teaching
Japanese classical literature. The title | have chosen for
my course is Canon Formation, Cultural Identity, and
Classical Japanese Literature, because my primary aim is
to provide students with some basic tools to approach
Japanese literary texts in order to facilitate the under-
standing of the most representative authors from the
Nara period to the end of the Tokugawa era, and to
stimulate the critical analysis of some fundamental
notions such as "classic" or "literary canon." There are
many re-writings of classical narratives and history in
contemporary pop culture; first of all the many manga
versions of the masterpiece of Heian period Gerji
monogatari (The Tale of Genji) offers a perfect starting
point for discussing those topics and involving students
in various interactive activities which can make the
classroom more dynamic and creative, a real hermen-
eutic community. Moreover, the increasing development
of web communication networks and technologies play
today a fundamental role in spreading and penetrating
Japanese visual popular culture into everyday exp-
eriences of new lItalian generations. That's why using



popular culture as a teaching tool results in stimulating
students’ active participation in learning processes and
helps enhance the understanding of complex concepts
and theories (i.e. both cultural and social issues and
critical approaches).

Chapter 13. Toward “Reciprocal Legitimation” between
Shakespeare’'s Works and Manga (by Yukari Yoshihara,
University of Tsukuba, Japan)

There are numerous cases of Shakespeare's works
adapted into manga/anime, including Tezuka Osamu’s
Robio and Robiette, a tragic love story between two
robots, Harumo Sanazaki's Macbeth narrated from a
female point of view, and Op#elia, not yet where Ophelia
survives because she is a backstroke champion. This
article will attempt to contextualize the complex
negotiations, struggles and challenges between
Shakespeare and pop culture, between authoritative
cultural products and consumer products (such as
animation), to argue that it would be more profitable to
think of the relationships between highbrow/lowbrow,
Western/non-Western, male versus female, heterosexual
versus non-heterosexual, not simply in terms of
dichotomies or domination/subordination, but in terms
of reciprocal enrichment in a never-ending process of
mutual metamorphoses. In an attempt to explore
possible cases of what Douglas Lanier calls “reciprocal
legitimation” between “highbrow, middlebrow, and
popular culture,” | shall try to record some of the recent
cases of Shakespeare remade in glocalized manga and
animations. In that process, this essay will try to
showcase the ways in which Shakespeare’s works and
Shakespeare comics/manga/animation can compete in
productive ways, with both as globalized/localized
cultural capital.

Chapter 14. Looking at the Human World through the
Eyes of Yokai in Natsume’s Book of Friends (by Hiromi
Tsuchiya Dollase, Vassar College, USA)

Yokai characters - spirits and monsters from ancient
Japanese folktales - appear in books, manga, and anime
today. One highly acclaimed yokai manga is Midorikawa
Yuki's Natsume'’s Book of Friends. The yokai in this manga
are scary but adorable, and they all possess emotions like
human beings. Each episode picks up one ydkai and
relates a sad story resulting from human mistreatment or
unrequited love with humans. A human boy, Takashi,
listens to their stories with great compassion and
releases the yokai from their emotional sufferings.
Midorikawa’s yokai are never portrayed as evil “others,”
enemies in conflict with humans. They are social victims,
sympathetic beings who possess delicate feelings and
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emotional fragility. The physical deformity of Mido-
rikawa’s yokai does not indicate a “lack” of humanity, but
is a symbol of their social and cultural marginality.
Japanese yokai tradition has evolved, and been re-
imagined for today's diverse audience.

Chapter 15. Girls in Boys' and Men’'s Manga (by Mia Elise
Lewis, Stanford University, USA)

For educators looking to use manga in the classroom, the
prevalence of depictions which objectify and disempower
female characters poses a challenge in choosing material
for classroom use. The goals of this chapter are twofold:
to examine the predominant trend in boys’ and men’s
manga of depicting both fictional and real girls and
women in misogynistic and sexually objectifying ways,
and to examine the recent rise of popular manga
challenging these trends. This chapter is divided into
three sections. The first briefly introduces manga's
gendered genres and who reads them. The second
examines how boys’ and men’s manga magazines blur
the line between eroticized drawings of fictional girls and
photographs of real girls, thereby framing both real and
fictional girls as objects rather than role models. The final
section analyzes a recent boom in popular boys' and
men’s manga with feminist themes. These manga defy
and parody their genres’ misogynist trends, and
demonstrate the potential for a feminist manga future.

Chapter 16. From Fukushima to Hiroshima: Teaching
Social Engagement through Manga (by Tomoko Aoyama,
Queensland University, Australia, Kenko Kawasaki, Rikkyo
University, Japan and Lucy Fraser, Queensland University,
Australia)

This chapter discusses texts that deal with nuclear
disasters, namely the 1945 atomic bombing of Hiroshima
and Nagasaki, and the March 2011 Fukushima Daiichi
nuclear power station meltdown triggered by the
earthquake and tsunami. We identify the “post-
Fukushima framework”; that is, the ways in which the 3.11
triple disasters affect not only the interpretation of
Fukushima-themed texts, but also audience engagement
with prior historical events as well as possible futures. We
particularly argue for the importance of adopting a “post-
Fukushima framework” in the classroom in the face of
widespread “forgetting” of 3.11 in Japan, and we model a
reading of manga and other texts centred on a sense of
post-3.11 “hope.” We suggest two approaches to teaching
nuclear disaster and post-3.11 “hope,” directed at
Japanese studies and popular culture courses, using
translated materials. The first is the “thematic” approach,
which is exemplified here through an examination of
food, cooking, and eating themes in manga about nuclear
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disasters. The second approach is one of comparison and
contextualization, which we model through cross-generic
and cross-media comparisons of a pre-3.11 manga, set
during the Second World War, and three hit Japanese
films from 2016 related to war and nuclear disaster. We
argue that these two approaches are appealing and
particularly well suited for developing the critical capacity
of university students, who are already equipped with
intertextual reading abilities and are often familiar with
the practices of the Japanese “media mix."

Chapter 17. Teaching the 3.11 Earthquake and Disaster in
Japanese Language Classroom (by Hiromi Tsuchiya
Dollase, Vassar College, USA)

On March 11, 2011, an earthquake of magnitude 9 struck
off the coast of Northern Japan, and the subsequent
massive tsunami damaged a large area and deprived
many people of their lives. It was the worst natural
disaster recorded in modern Japanese history and is now
referred to as “3.11.” The topic of the Japanese 3.11
shinsai(earthquake disaster) is a salient part of Japanese
cultural history and its memory must be passed on to the
future. It is important for language teachers to make a
conscious effort to teach Japanese language learners of
this traumatic event and also to make sure that they
acquire cultural sensitivity in dealing with this topic. In
2018, | taught an advanced Japanese language course
built around the theme of 2011 Tohoku earthquake and
tsunami. | introduced students to various reading
materials such as newspaper articles, children’s tales,
literary works, and manga, in order to help them learn
about the catastrophe from multiple perspectives. Using
Hagio Moto's manga “Nanohana” as an example, this
chapter will discuss how the disaster was contextualized
in this course. Manga is an integration of visual and
linguistic arts, and offers the opportunity for multiple
language learning activities through which students can
learn to appreciate works written in Japanese language. |
will showcase some examples of language activities |
implemented.

Chapter 18. The Japanese the Japanese Don’t Knowin the
Japanese Language Classroom (by Nathen Clerici, The
State University of New York, New Paltz, USA)

Umino Nagiko's series, The Japanese the Japanese Don’t
Know (2009-2013), follows the interactions between a
teacher at a Japanese language school and her foreign
students. 7/T/DK is a “comic essay” that veers into the
genre of educational manga, and which uses the students’
mishaps to educate Japanese readers about the quirky or
obscure aspects of their language while providing a
pretext for the celebration of Japanese culture. In the
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language classroom, 7/7/DKis useful as a supplement to
a regular curriculum; it is fun, features short vignettes
and essays, and the language level is not too advanced
despite being made for a domestic audience. Though
given to broad stereotypes and shallow treatment of a
topic, 7/T/DKis good for introducing aspects of Japanese
society and culture, such as part-time jobs or otaku, and
it can be used as a platform from which to delve into the
meaning of Japaneseness - and of self and other - and
how language plays a role in identity formation. Add-
itionally, 7/T/DK was adapted into a 12-episode drama
series in 2010, which is helpful for listening activities, but
also provides instructors with a chance to talk about
media (e.g., manga vs. drama conventions). Since 7/TDK
was not created for a non-Japanese audience, instructors
will need to tailor assighments and create supplementary
materials in some cases, but incorporating 7/7/DK into
intermediate-level and above courses adds dynamism to
the classroom and motivates students.

Chapter 19. A Japanese Manga Literature Textbook for
Developing Communicative Competence (by Mitsuaki
Shimojo, University at Buffalo, The State University of
New York, USA)

This chapter discusses a manga literature textbook
Botchan (Masuyama 2011), a manga-based textbook
based on the novel by Natsume Soseki, and explores
merits of the manga-based textbook in the use of the
communicative approach to the teaching and learning of
Japanese as a foreign language. For this purpose,
particular attention will be paid to the textbook as a
resource for developing the learner's communicative
competence. The textbook represents a broad range of
textual variables such as narrative and conversation,
formal and informal, sound-symbolic expressions,
modern and contemporary, masculine and feminine, and
central vs. local speech varieties. With these variables
combined with the manga format, the textbook serves as
a valuable resource for developing the learner's comm-
unicative competence concerning genre-app-ropriate
use of coherent and cohesive texts, which is an important
component of communicative competence to be
developed but often overlooked in the teaching of the
language.

Chapter 20. What Can We Do with Emotive Adjectives?:
Manga as a Visual Facilitator of Empathetic Expressions
(by Sayaka Abe, Middlebury College, USA)

Japanese has numerous so-called emotive adjectives (cf.
Murakami, 2017), e.g., ureshii ‘happy,’ as well as other
lexical items of emotion, such as verbs and ono-
matopoeia. Expressions that are readily available in a



language are considered windows into the culture of its
speakers (Wierzbicka, 1992, 1999). In everyday speech
and writing, however, speakers’ (or writers’) feelings are
not necessarily conveyed overtly, e.g., ureshii (desu) ‘I'm
happy, if they are expressed at all. In fact, we more
frequently find nuanced and fragmented expressions (cf.
Maynard, 2005), a characteristic that also applies to
language used in manga, especially given its abundance
of visual information. Using a linguistic approach, the
present chapter argues that the medium of manga—
precisely because of this implicit nature—could serve as
a rich resource of “emotivity” for Japanese pedagogy.
Here, emotivity is broadly defined as including feelings
(e.g., anger, happiness) and sensations (e.g., pain, tastes).
The chapter presents the linguistic and contextual
features of selected gourmet manga to demonstrate
possible ways in which learners can talk about others’ (in
this case, characters’) internal psychological states. It
suggests that visual, linguistic, and contextual cues, or a
lack thereof, in manga can invite empathetic discourse
that involves the use of emotion words. The usage of
these words often necessiates certain linguistic devices
required by Japanese grammar for indicating psych-
ological distance between the self (speaker) and others
(described characters), such as evidential markers.

Chapter 21. Manga in the Mix: Naruto and Media
Specificity (by Rachael Hutchinson, University of
Delaware, USA)

Exploring Japanese media with students, | use manga in
my culture classes to show how manga, anime and
videogames are deeply interconnected in the context of
Japanese visual culture. This essay uses Naruto as a case
study to show the remarkable consistency of Kishimoto
Masashi’s visual style across all three media. Kishimoto's
work is able to move fluidly across media thanks to the
fidelity of all texts to the original vision, in terms of
characterization, narrative, worldview and consumer
appeal. The essay first describes Naruto’s popularity and
legacy, before considering factors which contributed
most to its success, namely its visual consistency, and its
positioning of the consumer vis-a-vis the text. | argue that
the reader/viewer/player is able to situate themselves
within the text, with varying degrees of agency depending
on the medium. | examine specific ways in which reader-
character identification is established in the manga, and
how this carries through into the anime and videogames,
particularly the manipulation of emotional affect
regarding Naruto’s own story. | then consider how
videogames stand apart as an interactive medium, with
differing degrees of linearity and authorship, as well as
player-character identification and disjunction, based on
player choice. The essay concludes by examining
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Naruto’s simplicity of design, and how ‘mass-produced’
and ‘simple’ need not be seen as negative terms,
indicating the accessible and relatable nature of the
Narutofictional universe.

Chapter 22. Teaching Manga: A Medium Specific
Approach to Manga/Comics beyond Area Studies (by
Shige (CJ) Suzuki, Baruch College, The City University of
New York, USA)

This chapter has two objectives: First, it addresses the
potential and limitations of existing English-language
manga scholarship in North American academia and
problematizes the status of studying manga in such a
context. Second, this chapter introduces a method for the
formal analysis of comics called “mise-en-page analysis”
that can be applied in classroom settings to analyze
pages of manga/comics from any “country of origin.”
While it is true that the formal and visual elements in
comics are by no means separate from local comics
conventions and cultural mediations—i.e., comics often
continue and replicate historical and accumulated
cultural conventions in specific social, cultural, and
industrial contexts—this chapter proposes the mise-en-
page analysis as a means to avoid particularizing
manga/comics into national or regional contexts. Rather
than historicizing manga specifically, this chapter
attempts to situate manga in a larger category of comics
by arguing that manga came into existence as a modern,
culturally hybrid medium, thus resisting the lingering
influence of earlier and current scholarship’s tendency
toward nationalization or exoticization of manga. | have
written this chapter—especially its latter half—with
instructors who teach comics/manga in classroom
settings in mind. As a whole, this chapter highlights the
medium specificity of manga/comics for storytelling and
other types of communication while proposing a method
of formal analysis as a way to enhance students’ literacy
in multimodal media, including comics.
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Chapter 1: THE GRAMMAR OF MANGA

‘comic’ to refer to mainly post-war manga narratives.

In discussing a theory of the ‘grammar’ of manga,
what is first of all assumed is its serial panel based
structure and the relationships between image and text.
However people became aware of a problem - namely
that from the latter half of the 1960s to the 1970s when
post-war manga narratives were targeted at younger
people and opened up new expressive possibilities
criticism although it addressed the themes of the manga
did not address manga itself (Ishiko, 1970). However,
there were attempts to make the term ‘manga’ refer to a
unique object (Hashimoto, 1979; Aramata, 1994).

gn this paper, | will use the term ‘manga’ rather than

Since manga are objects that are composed through line
drawings and are divided into panels, it is impossible to
critically evaluate them if one doesn’t concretely make
reference to these aspects. Thus, the themes and the
period of the manga should be referred to within such a
framework. What follows is a background on this ‘in-
herent grammar’ of manga. | myself, use the term
expressive theory for the area of research that decodes
the grammar of manga.

Manga, divided broadly, contains two aspects: it is a
commodity and an expressive object. Within the com-
modity aspect of it are analyses that deal with market and
media structures, with purchasing strata and so on. As
such, it becomes necessary to take a broad social view
that incorporates other analytical fields, including those
of anime and games. That is to say, it means up opening
up the analysis to include audiences to whom manga is
distributed as a commodity.

On the other hand, as an expressive object, manga exists
within a relationship between the style of the manga and
how it is written and read.

However, this does not mean that manga as a commodity
exists separately from manga as an expressive object.
Authors and publishers produce a given manga as a
commodity, however, concurrently these authors are
also composing the same manga as an expressive object.
Readers buy manga as commodities but read them as
expressive objects.

If we take commodities to be manga’s social face, we can
then call expression the personal (or private group) face.
If manga’s commodity aspect is taken as a horizontal axis,
then the expressive aspect is the vertical axis. We can
summarize the elements of the structure of manga’s
expressive style into the

following three points.
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Chapter 1 THE GRAMMAR OF MANGA

1. images

2. panels

3. language (there are silent manga which have
absolutely no language, however mainstream
manga are overwhelmingly those with linguistic
interventions)

This three-element compound appears both when
manga are being drawn and when they are being read.

Symbolic Images

Now let us proceed to a concrete discussion of each of
these elements. | would like you to first consider Figure 1,
which is one panel of Ozawa Satoru’s Submarine 707. The
images in this manga are easy to understand and still
retain the sensibility of 1950s shonen ‘youth’ manga.

Figure 1. Ozawa Satoru. Submarine 707. Shénen Sandee. Serialized
1963 - ?. Akita Shoten. Vol 1 (1967 Ed.). pg. 161.

| feel that most readers recognized that the right-hand
scene is of nighttime. But why? It is because the waning
moon is hanging in the sky. However, the sky is white and
there are no shadows - not even on the battleship. If one
were to actually film a live action [movie] scene of a ship
sailing, the sky would be black and most certainly one
wouldn't be able to see below the surface of the water.
And it is here, in fact, where we find the sgjutsu ‘trick’
which manga images possess.

First of all, the fact that it is night is expressed only with a
waning moon, and although originally it was dark and one
shouldn’t be able to see anything, both the battleship and
the surface of the sea are drawn as clearly as though it
were midday. It is in this way that an easy to understand
image comes to be produced. The human figures in the
top left panel are also well-lit [bright] as though it were
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noon. Nevertheless, this is does not particularly mean
that this is an ‘infrared’ manga.

Next, the submarine that is submerged below the sea’s
surface is drawn in the same image plane as battleship
that is on the sea’s surface. Of course, if this were actual
filming, such a composition would be impossible. What
makes this possible is that manga are essentially sym-
bolic images produced through line drawings. While
readers are not conscious of this, it seems that they feel
that this is a night scene through nothing more than a
waning moon and they know that it is below the sea’s
surface through the clearly composed line segments of
solid black.

As for the surface of the sea itself, the billowing gradation
of is made symbolic through a composition in which the
inner sides of waves, which are woven through with lines,
are blacked out and the tips of the waves are white. Such
sea surfaces have become, in a sense, conventionalized
expressions ever since the publication of Tezuka Osamu'’s
mangas.

Since the round circle in the sky is partially missing, we
know that it is not the sun but the moon and we know
that the belt shaped objects that are drawn with fine lines
are clouds. Similarly, through the abstraction of lines
expressing something symbolically and through their
integration, we know that the ocean is the ocean. If the
black sections are the ocean, then the white surfaces that
are below it depict the region below sea’s surface. And
there, a black ob/ ‘belt’ like object is drawn. One can easily
guess that this shows the flow of the tide under the sea’s
surface.

In this work, special weapons, the submarines, are drawn
exceptionally realistically for their time. Furthermore,
compared to the waves above the sea’s surface, the tides
below the surface of the sea seem more gentle and this
unconsciously imparts in readers a kind of reality. How-
ever, this reality is only demonstrated via manga’s sgjutsu
‘tricks’.

However, this nothing more than a small fraction of the
images in manga. What makes the image of the right-
hand panel a manga is actually jikan ‘temporality’. If it is
the case that readers can sense ‘temporality’ in this image,
then where do they sense it? Is it the waves and the wake
of the boat? It is those things as well, but if it was only that,
then they would be the same elements as in paintings.
Rather what we have to pay attention to is ‘language.’



The free transgression of onyu'lit. sound metaphor’

There are three varieties of language in Figure 2. There
are spoken lines in speech bubbles, onomatopoeic
sounds and the name of the boat. It's an obvious thing to
say, but humans hear language as sound. Even if it is
written letters, people will feel the temporality of sound -
indeed, making meaning and reading itself takes time. At
any rate, the language that is in the pictures converts into
‘time/temporality’ in the consciousness of readers. How-
ever, the name ‘Yamanami' that is written on the warship
doesn't contribute to the sense of time because it is read
as part of the background, like the letters on a billboard.

First of all, what makes one feel a sense of time in the
right-most panel are the onomatopoeics, i.e. zaa and go
£0 go go. Because onomatopoeics are sounds, when they
are read, one feels a constant temporality since they
stimulate the sense of hearing. The mimetic words that
can be made from such 'sound’ metaphors, also richly
construct manga’s ‘temporality.” Mimetics and ono-
matopoeia together are onomatope ‘term encom-
passing both sound and quality sound symbolic
elements,’ and are important expressive units for manga.

For example, imagine a scene in manga where one is
surprised gyo’'hard, forcibly’ or where it becomes shin
‘deathly, extremely’. The onomatope that are written
there cause the reader to efficiently pick up the psych-
ology and the circumstances of the scene. For narrative
manga, such efficient expressive language is truly useful.
And more than just being useful, the fact that it is written
by hand is also important. The zaa in Figure 2 has sharp
tips and somewhat ripped edges, like the edges of an
onbiki 'sound lengthening'’. This rip causes a feeling of the
sound of water bursting forth as the ship sails by.
Additionally, the go go go go sound, as metaphoric of the
muffled sounds below the sea’s surface, is written in a
roundish style.

The impression of the images of handwritten characters
heightens the effect of onomatopoeia in the manga.
Hand-drawn onomatope while they are ‘language’ are
also images. Images and language, which are the basic
elements of manga, overlap in this way in certain places.
The spaciality of images and the temporality of language
are thus being expressed concurrently.

There are times, in manga, when just an exclamation
mark, “I", or a question mark, “?”, is written on the plane
of the image. Although it is just one part of a sentence,
the fact that we treat this accompanying unit of functional
speech as a stand-alone element is itself part of the
extraordinary technique of manga. It is also perhaps
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because manga treats language as a detachable image.
This freedom is not by virtue of onomatope being
inserted into sentences, but rather by activating unique
functions as onomatope in manga.

Here, | will, in order to distinguish ordinary onomatope
from the onomatope that is found in manga, refer to it as
onyu [lit. figure of sound, playing off the Japanese word
hiyu'figure of speech, metaphor/simile’ ].

Manga, in this way, freely incorporates subtle feelings
and nuances into its expression. Onomatopoeia and
other positionally close linguistic expressions symbolize
the peculiar transgressive freedoms of manga, and the
productive power of ambiguous images which spread out
around the language.

Speech Bubbles and Kejyu[lit. ‘shape metaphor’ playing
off of hiyu‘figure of speech, metaphor/simile’]

Now, the written lines in the right most panel of (Figure 2)
are such that you are forced to read in them that an
urgent situation is approaching. However, what shows
this urgency is actually not the meaning of the sentence,
but rather the shape of the speech bubbles that surround
the sentence. Actually, the meaning of the written lines
just conveys that something is approaching the ship from
the front, however, there isn't in and of itself a sense of
tension. Rather, what depicts the tenseness of the
situation is the shape of the speech bubble, jaggedly
composed as though it had been torn.

This jaggedness contains many sharp points. The line
segments that form these jagged points bring to mind in
the reader of sense of heightened mood and urgent pace.
We can recognize this easily if we compare them to
normal ‘balloon’-like speech bubbles. However, the im-
pression which these speech bubbles convey make use
of and are composed of the impressions that the shapes
themselves, that is to say the circles and sharp edges that
are composed through lines, induce. For example, the
speech bubble of the top-left panel depicts timidness and
weak-willedness via its limp, flabby shape.

Meanwhile the sense of urgent temporality of the right
panel, is coaxed out by means of the meaning of the text,
and the shape of the lines of the speech bubbles.

Speech bubbles are not linguistic elements. They are
images. But, although they are images, they are not the
usual kinds of images. They are conventionalized sym-
bols, which have a function of displaying lines of dialogue,
which only exists in manga. Speech bubbles are in a
manner of speaking images and at the same time they
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are expressive units that embellish and regulate varieties
of language.

The naval vessel and the sea are drawn using lines that
are not essentially different from each other, however, in
manga they are conventionalized symbols of different
levels. Normally, the characters in manga can’t materially
see and touch the speech bubbles (although it's non-
sensical to make an issue of this). Speech bubbles are
symbolic images that are drawn in such a way as to make
visible that which is not visible to the eye.

Drawing the things that are not visible to the eye is a
technique in which manga is skillful. For example, the
flow of lines of the left bottom panel, which shows the
force of the flourished hand (the line segments that were
drawn on both sides of the hand) conveys speed and
direction by making into them line segments that actually
cannot be seen with the eyes. Further, the band of many
black objects that are drawn in the upper-half of the
panel are conventionalized elements, which in order to
convey a feeling of tension and excitement, are drawn
such that they, in a manner of speaking, make visible the
pressure of the air.

In addition, the sweat that is flying off the faces of the
characters in the upper left panel is really an ‘impossible
sweat’. No matter how hard of a time one is having no
one flicks off their sweat like this.

Sweat itself is visible to the eye, but as the cold sweat of
a tense moment it is turned into a symbol that indicates
bewilderment. In a manner of speaking what is hap-
pening is a change that is similar to how onomatopoetics
[sound symbolism] are made into mimetics [shape
symbolism] and used to express psychology. Manga
developed a large quantity of conventionalized symbols
of this type and optimized them as psychological and
environmental descriptors.

Conventionalized symbols which can be treated in-
dependently, i.e. the flow of lines the sweat and so on, are
of a different level than for example knowing that a circle
is the moon because it is chipped. Speaking metaphor-
ically, the waning moon is like a noun which points to an
object that exists there [in the panel], while the flow of
the lines and the sweat are like nominal modifiers. |
distinguish these modifying symbols from other images
and refer to them for the time being as keiyu ‘shape
metaphors'.

The function of speech bubbles is to show divisions in the

complicated lines of speech of characters in the manga.
In this way their role resembles that of lines that segment
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multiple panels. Supposing that speech bubbles didn't
exist, then the complex lines of narrative manga would
melt into the images and would be difficult to be read.

We can say the same thing about the boxes that enclose
commentary and narration. However, commentary and
narration are also written into the image without it being
enclosed in a box or are written into the blank space
between one panel and the next (Figure 2). Further, as in
(Figure 3) they are inserted into boxes that are distinct
from panels and which may overlap with panels. These
are narrations or commentaries, but if we consider them
from the perspective of the story that progresses inside
the manga, they are a kind of transcendent language that
comes from the outside.

F/;g,;ure 3. Artwork by Hiroaki Yamada and story by Ryo Mizuno.
Rohdosuto Senki - Faris no Sejjo[Record of Rhodos Island War].
PC Engine. Serialized 1991-92. Kadokawa. (1994 ED). pg 72.

Commentaries and narrations carry out an important
role in the processes through which manga come to tell
stories with a high level of complexity. On the other hand,



panels are enclosures for images that usually segment
time and are also apparatus for guiding readers’ reading
direction and reading time. From the perspective of the
ornamentation, the commentary in (Figure 1), precisely
because it isn't an actual panel, segments the reading
time in the same way as regular manga panels.

In this case, then, can we say that the boxes that enclose

commentaries and narration are very similar to panels?
No, in truth we need to consider them as an in-between
territory between panels and speech bubbles. This is
because among the various expressive experiments in
post 1970s shdjo ‘young girl' manga, these panel-like
boxes started to be used as enclosing devices for
characters’ present-tense inner monologues.

In the upper half of (Figure 4) while the main female
character is speaking to a male character her present
tense inner monologue is inserted into panel-like boxes.
These boxes subtly overlap with the frames of the panels,
clearly segmenting the surface of the image. Thus, while
the boxes function as a kind of panel, they also carry the
speech that is uttered within the story. In the old days,
this kind of internal speech was usually expressed via
bubble-shaped speech bubbles with trailing ends (Figure
5).

Figure 4. Sabe Anoma. Motoko sensei no ba'i [The case of Teacher
Motoko]. Gals Comic DX. Serialized 1981. Shufu no
Tomosha. (1982 Ed.). pg. 118.
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Figure 5. A traditional image of bubbles

Speech bubbles that are actually bubble-shaped and
boxes that are shaped like panels are after all different
from readers’ sense of distance towards narrative pro-
gressions within manga. The former (i.e. speech bubbles)
arein factincluded within the progressing story, the latter
(i.e. boxes) stand outside of the story. However, in shdjo
manga this sense of distance is used to emphasize the
gap between the inner and outer aspects of characters,
and thus created possibilities for complex, multilayered
psychological descriptions. At present, this kind of tech-
nique has become commonplace and can be observed
even outside of shdjo manga.

In this way, if we follow the boxes and speech balloons
that enclose speech in manga, before long we have
entered a territory that is very close to that of panels.
Which is to say that speech and panels occupy over-
lapping territory within manga.

The Action and Effect of Panels kaihoo ‘emancipation’
and a’shuku ‘constriction’

What are panels? If one considers the example in (Figure
1), the panel is a box that encloses the image and the
structures of box arrangements segments the temp-
orality of the story. It's not actually quite such a simple
story, but actually [such structures] aren't [themselves] so
simple.

The panel in (Figure 1) is structured so that the gaze of
the reader moves from the large panel on the right to the
two small left-hand panels. This direction is regulated by
the directions in which books are read in China and Japan.
This is because often times letters are themselves written
vertically and the book is opened from the right and is
read towards the left.

Western comics are, on the other hand, opened from the
left and proceed towards the right.

In the distance on the right we are shown the condition
of the sea’s surface and the sea itself. After this, in the
upper left panel, we visually close in on the ship on the
surface of the sea and the people sailing on it, and then
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come to a close up of a character's hand in the bottom
left panel. If we stop here, we could compare the division
of panels here to scene cuts in films. In fact, many critics
try to discuss manga panels as metaphorical of scene
cuts in films. However, when described solely in this way,
an important expressive element of manga is lost.

Certainly, it appears as though the pictorial image
switches from a shot of a distant view to one of the
characters and it appears as though the viewer is closing
in on these images from above. However, in a film, even
if the shot changes, the screen’s oblong framing doesn't
change. If we are talking about this with respect to manga,
it would be like a static panel structure in which there is a
continuation of same sized oblong panels. However, this
structure only arises in four panel mangas or when there
is particular need [for this structure] within the narrative.

The basic surfaces of manga are regulated in the first
place, by books' rectangular page surfaces. Because
these page planes are divided and used to make panels it
is normal for the size and shape of narrative manga
panels to shift within a page.

Of course, older manga, prior to Tezuka Osamu, were
constructed through simple repetitions of identically
sized panels. However, as the narratives became more
complex, panels boldly came to manipulate differences in
size and length and width as expressive elements. In the
panelin (Figure 1), a difference emerges through changes
in the size of panels, which are both otherwise square
shaped. Because the righthand panel is at the upper
extremity of the page, the reader’s eyes naturally turn to
this wide-open image. Then, the panels become smaller
giving the reader the impression that their field of vision
is becoming narrower, strengthening the illusion of the
line of sight closing in on the characters. The sea is
composed on the large right-most panel and because of
this, the reader gets the impression that their field of
vision is liberated, while in the left two panels they get the
sense of it suddenly being constricted. The relative size of
the panels have the effect of impressing on the reader a
feeling of emancipation and constriction. In films, there
are no ‘emancipation’ and ‘constriction’ effects that arise
from changes in the framing of the image. This is
expressive form is unique to manga.

Consider the panel in (Figure 4) one more time. In the
upper row there is a series of long, narrow vertical panels
of the same shape. Here, the field of vision is compressed
into comparatively narrow panels, which are organized
such that one is psychologically drawn close to the
appearing characters. The repetition of narrow panels of
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the same size imparts a rizumu ‘rhythm,” like being
enfolded in the exchange taking place in this scene.

Furthermore, creating an accent through the repetition of
same-sized panels are boxes that enclose inner dialogue.
The boxes are on top of the panels and are composed
such that they are located subtly out of alignment [with
the panel], giving a sense of gradually deepening char-
acter psychology. Additionally, what the reader, who is
now in sympathy with the characters sees next is the
horizontally spread out middle row panel, a complete
change from the narrow panels [in the top row].

The reader moved their gaze in the left horizontal
direction in the upper row, but suddenly in the middle
row their gaze drops down. The structure of the panel,
which freezes this dropping gaze, spatio-structurally
expresses the change from vertical to horizontal and the
arresting of something coming from above. By way of
experiment, erase the images and look just at the
structure of the panels - you will understand this clearly
(Figure 6).

ooy E

....................................

Figure 6. A direction of how to read (from right to left and top to
down)

It is the case that the difference from the constriction of
the upper level panels to the emancipation of the middle
level panel is not just determined by the relative size of
the panels but also by their shape. In addition, the
emancipation to the width of the middle level makes the
reader sympathize with the moment where the female
despairingly confesses her love.



The middle level rectangular panel opens up width-wise,
but with respect to the page as a whole, it is vertically-
speaking quite narrow. In other words, in the top and
bottom panels there is sense of compression, and the
reader is made to feel that they are peeking into this
panel.

There, ‘line’ effects, emitted from behind the character,
come to life. This panel renders the feeling of
spaciousness that arises in the instant when something is
released from the depths of one’ heart. Furthermore, in
the horizontal panel in the bottom row, the panel
becomes bigger than it was before, and the image is
composed such that it fills up the page to its edges.
However, the top and bottom edges of the page are not
so much frames for the panel, but really the edges of the
page of the book itself.

It is as though the panels and images are spilling out of
the page. This kind of drawing style is called tachi-kiri'lit.
cutting apart’ - here the bottom row is composed using
tachi-kiri in order to make the feeling of release even
stronger. Such expressive forms, which come about
through these kinds of panel constructions, are im-
possible at the moment except through manga. Until this
point, we have been able to grasp the differences that
arise through panel structures as [so-called] ‘eman-
cipation’ and ‘constriction’ effects. Here | would like to
fully claim that the function of panels based on their
expressiveness is temporal segmentation and emanci-
pation/constriction.

Inter-panel Nuances

Such ungraspable expressive forms primarily come ab-
out after the shdjo manga revolution. For example,
consider (Figure 7). Does this panel, which is a segmented
image of woman waving her hand, show the seg-
mentation of time? No, because what has been seg-
mented is merely a single scene of a woman waving her
hand, we cannot say that this is the case.

However, if we then say that this is nothing more than
some kind of decorative spatial segmentation, then that
too is wrong. It rather creates something like a faint
fadeout of hand-waving and saying goodbye and brings
forth a subtle sense of temporality.
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Figure 7. Sumeragi Natsuki. Sen-se-ta-ryon. Mystery DX. 1993.
Richoh angyohki. Kadokawa Shoten. (1993 ED). pg.123.

We cannot grasp this through classical temporal mecha-
nisms as in (Figure 1), however, it can be understood as
the ‘nuance of instantaneity.’

At the same time, there is a subtle temporality here that
is not like this. What this panel, in which time is being
segmented little by little, is trying to express is a kind of
temporal segmentation and a kind of indescribable
temporality. Such panels structures, which cannot be
described as functioning for temporal segmentation, are
being employed these days not only in shojo manga but
more generally.

Furthermore, what's important to pay attention to in
(Figure 7) is the small panel in the top right, which shows
the main character's departing companion. This small
panel overlaps with the lower panel in which female
character is waving her hand. It is a panel which is a
compressed longitudinally into a small space and shows
the man, who is separating from the female receding into
the distance, and then flips and shows in large scale the
face of the women who is waving her hand to the man.
Here the readers’ eyes move first from the viewpoint of
the woman to the man, almost peeking in on him, and
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then through the broadly emancipated panel so that they

end up being drawn psychologically nearer to the woman.

The small panel that features the man is enveloped within
the large panel featuring the female character. Thus, the
readers are induced to read the panel from the emotional
perspective of the female character.

Panels are traditionally arranged horizontally and
vertically and not only represent temporal order but can
also overlap with nearby panels and be enveloped within
other panels. In addition to temporal segmentation,
constriction, and emancipation, other nuances are added
to panel functioning through for example superim-
position and enclosure. Furthermore, the panel that is at
the left edge of the set which gradually decrease in size
and depict the female character as segmented, does not
contain any image. If we look at it just as it is, it is merely
an empty box. However, this frame expresses the
lingering temporality of parting, gently rendering a soft
fade out cut.

In this story, this page is composed as a scene which
starts from a flashback of the lady who met the male
character, a traveler, while he was passing through the
village. It then shows the present day return of this male
character who has come back to the village once again.

While the cut returns the scene back to the tera‘Buddhist
temple’ where the male character is currently staying, the
change itself is constructed through panels showing

distant views of the temple building and Buddhist statues.

What divides the character's reminiscences from the
present, are not so much the presence of images of the
temple, but rather are the pieces of blank space that are
arranged underneath the center of the page.

............ o | e—
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Figure 8. A map of frames/panels (1 to 7) of Figure 7
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Figure 9. A meta-cognition of frames/panels (1 to 7) in Figure 7 & 8

Utilizing blank space as structuring for panels is a
decorative method that was developed mainly by shojo
manga and it is within these [developments] that over-
lapping and enclosed frame structures exist. Considering
only the frame of the panel in (Figure 7), note that in the
scene cut of the sixth panel all of the frame edges are
removed and it becomes blank (Figure 8). This panel
structure can be interpreted such that the blank space of
the cut is actually a frameless page-sized tachi-kiri panel
in which the other frames are enclosed. That is to say, we
can grasp and easily understand this kind of technique as
one in which panels overlap images similar to anime cells
(Figure 9).

Additionally, with respect to the blank space of the sixth
panel, here the blank space between one panel and
another is, on the contrary, expanding - we can think of it
as pictorial images being inserted into the blank space.

Japanese manga has come to create a rich expressive
language through the free utilization of the space
between one panel and another. The space between
panels is not merely a gap but can be the location of an
‘eloquent vacancy’, so much that it's possible to call this a
particular characteristic of Japanese manga.

Panels were originally frames for enclosing images and
so the space between one panel and another was nothing
more than the temporal gap between the previous and
following image. However, in contemporary Japanese
manga, this space between panels has been expanded
and it is presently possible to freely modify the interior
and exterior of panels.

The gap between the sequence of panels in which the
female character is waving her hand (Figure 8) (the



second to fifth panels) do not behave merely as temporal
segmentation. The blank space in the fifth panel also
gives rise to an effect that can be broadly interpreted as
a function of the blank space between one frame and the
next. We can also see it as making use of the blankness
itself.

If we think about this kind of manga expressiveness, then
a language through which one can positively evaluate and
treat the space between one panel and the next becomes
necessary. Thus, | have termed the space between panels
mahaku'lit. space that is white'. This is because | believe
that in doing so we become able to make the express-
iveness that takes advantage of this blank space in
Japanese manga clearer.

In the example in (Figure 10) there are no traces of
traditional mahaku. However, the space where the
interior speech of the female character, ataka/ ‘warm’
and so on, is inserted is not a panel in its traditional
definition. Rather it is more natural to regard it as the
expansion of mahaku. This not merely a gap, it is a lo-
cation of nuance, of moments in which the panel is
moving forward temporally, in which there is no clear
boundary between interior and exterior (between
internal aspects and reality).

Figure 10. Erika Sakurazawa. Aru yo no dekigoto [One Night Thing].
ST special. 1988. Dairenai senka. Shueisha (1988 ED). pg 132.
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The fearless structure of panels, which is based on the
expansion of mahaku, loosens up [once] distinct
temporal segmentation functions of traditional manga
and creates illusory domains in which intra-narrative
boundaries are not well-defined.

The expressiveness of manga is a result of being able to
tell a story through the evident segmentation of panels,
images and language, however, after the 1970s it was the
rather the case that these lines of segmentation were
progressively being transgressed. We can say that [such
manga] have come to acquire new nuances.

The basic elements of manga expression

In the preceding, | have described the basic elements
which compose manga expressions, that is to say images,
panels and language, and their reciprocal relationship.

For further, more detailed, concrete analysis, | urge the
reader to consult other works besides mine.

Here, | will summarize the three elements as follows.

1. images: fundamentally they are composed via
lines and contain elements that clearly show
subjects such as background characters etc.; and
include modified symbols such as speech
bubbles as well as hand-written onyu lit. sound
metaphor’, which cross into the territory of
language. One can call them manga’s expressive
‘contents’. They can be understood as comp-
arable to linguistic parts of speech.

2. panels: they are ‘forms’ or containers into
which ‘contents’, i.e. images and language, are
inserted. They possess a syntactic function,
controlling temporal segmentation and spatial
structure. If we describe them linguistically, they
are like grammatical constructions. However, as
in Tezuka Osamu's work, they also partially
behave like images. In other words, characters
can dangle from the mahaku ‘lit. space between
frames’, and panels can be made flexible like
rods, and they can broken up.

3. language: even within images, they can stand
independently of the image and can appear
outside of the panel. If we exclude background
sign lettering and so on, letters behave as
though they are relatively independent from
panels and images. On’yu frequently transcend
images and panels and are even crowded out of
the page and internal dialogue can act like glue
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connecting other image containing panels. Fur-
thermore, original manga narratives do not
emerge as ‘works of manga’ directly, but can be
considered as the language which supports
manga'’s expressiveness at a meta-level.

In this way, the analysis of manga'’s particular expressive
structure has, objectively speaking, just begun.

10 MANGA!: Visual Pop-Culture in ARTS Education

References

Ishiko, J. (1970). Gendai manga no shisoo [The idea of manga].
Tokyo: Taihei Shuppansha

Hashimoto, O. (1979). Hana saku otometachi no kinpiragobé
[The chopped burdock root dish of flowering
maidens]. Tokyo: Hokusdsha

Aramata, H.(1994). Takano Fumiko to koma-gire no péji
[Takano Fumiko and the panel that divides the pagel]
in Manga and Life. Tokyo: Shueisha, 1994.



Manga's Infuences:

New Direction of

Artistic and Aesthetic
Developments in Children's
Pictorial World

Masami Toku
California State University, Chico

Masami Toku has been a professor of art education at CSU,
Chico since 1999. Her research interest is the cross-cultural
study of children’s artistic and aesthetic developments and how
visual popular culture influences children’s visual literacy. She is
working internationally as a curator, educator, publisher,
researcher, and speaker. She has been the producer and general
director of the international touring exhibition project of Girls'
Power! Shojo Mangal, with which she has traveled all over the
world since 2005 (15 countries as of 2020). She has published a
number of articles, book reviews, book chapters, and books on
these themes. Since 2009, she has also been the executive
director of NPO Amamina, an organization that culturally bridges
Japan and the USA.
https://www.csuchico.edu/art/people/faculty/toku-
masami.shtml

Chapter 2: MANGA'S INFLUENCES

Te educational curricula are different from
country to country based on their social diff-
erences: however, one should not be judged
better than the other since each curriculum is developed
in response to specific needs. In spite of the fact that each
country may choose a different style of educational
curriculum, it is also true that all programs including art
education respect artistic and human development.
Understanding the theories of artistic development is
essential. Otherwise we, art educators, will not be able to
create appropriate lesson plans that support children's
and adolescent's mental and physical growth. In this
paper, the major artistic developmental theories, their
char-acteristics and current issues in the theories will be
introduced.

There are various trends of thought concerning children’s
and adolescents’ artistic and aesthetic development.
Think about your own personal development in art and
aesthetics based on the theories of children’s dev-
elopment presented below. Do you still create art? Were
you an artist as a child? Do you still have artistic ability?
Did you ever think that you were not good at art and so
stopped creating because you thought you didn't have
talent? Who and/or what made you think so? According
to theories of artistic development, all human beings,
including you, are great artists as children! Everybody!
Yes, you! Why did we start creating art and when? Why
might we have stopped creating art? Is there a universal
tendency in artistic development? Does everybody,
everywhere, develop in the same way? Or is there cultural
specificity in artistic development? Does the person’s
cultural environment affect her or his development?

Literature Reviews: Implications of Contemporary Issues
for Children's Artistic Development

It is a well-known fact that children’s pictorial presen-
tation starts from a toddler's scribble and develops to
concrete and complex shapes with refinement of motor
activity, experience, and cognitive development. This
tendency is universal; however, the patterns of rep-
resentation in children’s drawings are not always
universal. Furthermore, the period of occurrence of the
specific representation differs from researcher to re-
searcher according to the approach used to find the
characteristics of graphic forms.

For example, Piaget and Inhelder (1956, p.77) define the
development of children’s drawing with a time span
related to Piaget's theory of cognitive development.
According to Piaget, children’s artistic ability also has
constant regularity and direction. He divided the
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children’s developmental progression of drawing into
four stages. The first stage is characterized by topological

relations of proximity and separation, of order, enclosure,

and continuity. In this stage, children cannot discern the
size and shape of objects and cannot differentiate these
dimensions in drawing. The first presentation in the
drawing is the closed shape, the circle. At this stage,
children cannot yet draw or copy a square or a triangle.
In the second stage, children of three and four tend to

ignore the proper proportion, length, distance, and shape.

In this stage, they cannot create space in the pictorial
world nor do they try to produce it on the two-
dimensional drawing surface, although they recognize
depth and space in their cognition. G.H. Luquet (1913,
1927) called this lack of ability “synthetic incapacity, " a
term Piaget adopted. The next stage, from ages four to
seven or eight years, is characterized by Piaget as
“intellectual realism,” also a borrowed term. Goodenough
(1926) says that children tend to draw what they know
rather than what they see. In this stage, children can draw
more details in their drawings. However, topological
principals still predominate in children’s representation
of complex objects. They still ignore the object’s true
shape, size, and proportion. In the case of simple shapes,
Piaget observes the emergence of Euclidean and
projective relations; for example, in the copying of a
square at four years, a triangle at five years, and a
diamond at the age of six or seven years. In addition,
childrenin this stage fail to use “occlusion” to indicate that
one object stands behind another one that partially
obscures its view. Visual realism is the final stage
discussed by Piaget, and it emerges during the concrete
operational stage from approximately eight to twelve
years. Projective and Euclidean relations develop from
the earlier topological ones and begin to be organized
according to a coordinate point of view. Relations of left

and right, of in-front and behind, can now be represented.

From now on, the viewpoint of the observer is respected
and from age nine years on the child begins to draw
objects in correct perspective. Thus, Piaget analyzes the
presentation of children’s artistic development in their
drawing with his theory of cognitive development.
Seemingly, there is some universality.

Kellogg is well known for analyzing children’s scribble
patterns in artistic developmental schema (1969). Based
on the Kellogg's research (1969) on the beginning of
children’s artistic development, a Japanese researcher,
Nagasaka (1989) constructed the development of
children’s drawing in four stages within different periods.
Nagasaka divided the four periods into scribble period
(ages 1- 2 1/2), symbolic activity period (ages 2-3), early
schematic presentational period (ages 3- 4 and 5), and
schematic presentational period (ages 4 and 5-7 & 8).
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