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ABSTRACT

In their effors to understand the historynsinga or Japanese comics, scholars have
struggled determining the timeline of this art foriVhile some historians begin their
narrative as far back as the twelfth century withraples of art that might be classified as
“pre-mangq”’ some academics choose to cite the start poargas timeline in the
nineteenth century with the first usage of the temmanga” Others researchers are even
more conservative, beginning their scopenaingas history with the techniques developed
during the mid-twentieth century which yield artk@ecognizable to today’s aesthetics.
The study ofmangais still in an embryonic state, and the scopéhs genre of art is vast;
these two factors create a challenge in estabfishitimeline formangas history.

Although it would be convenient to consider thedrig of Japanese illustrative art as
a timeline that leads directly to modemanga the myriad of genres and styles complicate
the researcher’s ability to make claims about #ripence of any specific point on that
timeline to the development ofangaas it is known today. The most poignant example o
this isukiyo-e or nineteenth-century Japanese woodblock print$peaking omangaas a

whole, it is impossible to reconcile the exact rolekiyo-eas a parent (or if not father,



perhaps an uncle of sorts) to todayianga At present, the state of the scholarly literatur
on this remains noncommittal, refusing to admityfol deny completely whether or not
mangaowes its history to the woodblock print art of et@enth-century Edo.

The objective of this research is to open the disicun about the roles thi&iyo-e
played in the development of modenmanga This may be achieved through the study of the
works of onanangakaor artist-author omanga Rumiko Takahashi (1957-). Through
studying Takahashi’'s work, one may recognize thgsvira whichukiyo-ewas essential to
mangas development. There are elements of Takahashuik that could not exist if it were
not for the influence and developments that sofrora nineteenth-century woodblock
prints. Through the microscope of the work of pnaific and populamangakait is
possible to initiate a discussionuiyo-és participation inmangas timeline. And perhaps

art historians may broaden the acceptance of ttmseepts to apply tmangaas a whole.



APPROVAL PAGE
The faculty listed below, appointed by the Deathef College of Arts and Science, have
examined a thesis titled “Progenitor or Mere Predsor: A Study ofJkiyo-€s Place in the
Development of ModeriMlangaThrough the Works of Rumiko Takahashi” presentgd b

candidate for the Master of Arts degree, and gettiat in their opinion it is worthy of

acceptance.

Supervisory Committee

Frances Connelly, Ph.D., Committee Chair

Department of Art and Art History

Rochelle Ziskin, Ph.D.

Department of Art and Art History

Burton Dunbar, Ph.D.

Department of Art and Art History



CONTENTS

N = ST I ¥ O PP ii
LIST OF IMAGES ...t ettt et e e e e e e e e e e e e neeeaa e e e eennennns Vil
ACKNOWLEDGMENTS ...t e ettt e e e et e e e e e aee e e e e e e ennaanns X
Chapter
1. INTRODUGCTION... .ttt sttt e e e e et e e e e e abaaaaeeeeeeennnnnns 1
State of Fields of Study; Literary REVIEW. .. .ceeveiiiiiiiiiiiiiieee e eeeeeeeeeeeeeeeeeeeee 3
ContribUtION 10 FIEI. .......uuiiiiiiiiieie e 12
2. MANGAAND UKIYO-EDISCUSSED.......ccooiiiiiiiieeieieii e e 14
Takahashi’'S WOTKS..........uuiiiiii e 14
Tracing Contemporary Creations to Earlier Art............ooooiiiiiiiiiiiiiccieenenn 14
Takahashi’s Career and EAUCALION...........cccceeeeieeeeeiiiiei e 15
ComMPAriSON Of IMAGES. .....ciiiieeieee et ettt e e e e e e e aaaeeeeaeaaas 17
3. UKIYO-ES PLACE INMANGAS DEVELOPMENT ... 27
Features oUkiyo-ethat Carry Over tdlanga............cooovvvereeiiiiiiiiiiiiiniee e, 29
Flat Nature of Japanese Artlikiyo-eand inMangaandAnime................. 29
Subject Matter oMangafrom UKIYO-€.............uueiiiiiiiiiiiiiiiiiiiiiiiiiieaae 32
Interest in the Contemporary World...........coooeeiiiiiiiiiiiiieeeeeeeeiiies 37
Techniques and Approaches that Stem from EarlietkWo..............cccccooeeeiiinnnnnnn. 39
4. UKIYO-ES RELATIONSHIP TO MODERNMANGA......ccooiiiieeeeeie e 46
S. CONGCLUSION. .. ettt e e e e et ae e e e e e e e eraa e eas 56
A Timeline Moving TOWardManga...........coovueeiiiiuiiiiiaeeee e eeeeeeeeee e eeeeeeeeeanaees 56
A Similar Cultural ROIE...........ooi e 58

Vi



Progenitor of Merely Predecessor.........ooovviiiiiiiiiiiiiiiee e 61

IMA GEES ... e s 63
GLOSSARY OF TERMS ..ot e e e e e reee e eeennenes 82
SECONDARY SOURCE BIBLIOGRAPHY .....cooitiiiiiiimmmm e 87
PRIMARY SOURCE BIBLIOGRAPHY ...ooiiiiiiiiiiiiree e 94

YA PP 105

Vii



LIST OF IMAGES

Image Page
I Y U] = ] =T ] ST PP 70
2. Choji-jinbutsu-gigalEsBR AL ......ooeeeee e 70
3. Detail fromThe Great WoVeNn Cap.........ccoovvviuiiiiiiiiiiieie e eeeee e eeeeeee e e 71
0] U ST VN 1Y = o - USSP 71
5. Katte Na YatSUIrHE T- 7250 D )ittt ettt eae e reaneas 72
6. Painted Ogrednu-Yasha ... e e e e 72
7. Inhabitants of the Barbarian Lan#gkusai Manga............ccccooveeeeieeeeeeiiiieeceiiiivieens 73

8. Kagome Pursued by Centipede Demon;Yasha.........ccccceeeiiieeiiiiiiiiiiceceeieeeees 73
9. The three-eyed monster, the monk-musicianf@ondvomen with extenisible necks,
HOKUSAE MANGA. ... .ttt e e e e e eeea e e e e e e e eeaaeas 74
10. Crow DemONINU-YaSH@A........uuiiiiiiiiiiiiiiieiee et 74
11. Demons (Yurei, Yamauba, Tengu and HiHQkusai Manga..............cccceeeevvveeenennnnns 75
12. HyaKu MONOQAtAM{ETHFE) c.ecveeveeeeeeeeeeeeee e eiee e ee e ete e ete e ste e sreenneneens 75
13. Monstrous SouN TENARANMA Y2.........uuriiiieiiiiiieiie e 76
14. Ningy0 NO MOI{TA LD FR)....e ettt 76
15. 300 EpiSOde POStERANMA Y2....ccccvviiiiiiiiiiiiie e e eee et eeeeeeeeee e e e e e e e eaeaees 77
16. The Great Wave off Kanegaram Thirty Six Views of Mount Fuji.......................... 77
17. Ranma YeXtra-1arge POSIEr ... ...iiii e eeeeeeee e eee e e e 78
18. Happosai at the BeadRanmMa Y2..........ccoovvveviiiiiiiiiiiiiiee e eeeeeee e 78
19. Fashionable OCtOPUS GAMES...........icceeeeerere e et e e e e e ae e e e e e e e e e e aaeeeens 79
20. Koga and the skeleton ghost of Kyokotau;Yasha...........cccceeeeiiiiiiiiiiiiiiiiiiieeiies 80
21. Mitsukuni defies the skeleton specter conjunedby Princess Takiyasha..................... 80

viii



22.

23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

32.

Priest Raigo of Mil T@MPIE.......uu e e 81
ZUShi-NezZuMINU-YaSNa.......ccooiiiiiiii e 81
(0] (U STz T, =T g o - TR 82
MEIMEAIA'S GAZE......ciiiieiieet ettt e e e e e e e e e e e e e e s neeeee s 82
Cherry Blossom beneath the Evening Moon ilNtbghern Quarter.................cccce..... 83
Nude Woman with Towel and Basifi £ D 20).....cvveveeiieiiie e 83
Shampoo at BatRaNMa Y2.........uuuiiiiiiiiii et e e e e e e e e e e e eeaaaneees 84
Bare-Breasted Girl-RanmRANMA Y2.........ccoiiiiiiiiiieiiieee e 84
WOMEN at Bath.........cooiiiiiii e 85
IKKOKU-KaNMaiSON TKKOKU...........oociiiiiiiiiicc e 85
THe TalES OF ISE....eeiiieiiie e e 86
One Hundered Years of LOVRYMIC Theater............ccccuvviiiiiiiiiiieee e 86
Woman Admiring Plum Blossoms at Nigff ODHE)..........cooveeeeeiiiiiieeeceeceeie, 87
Kyoko in her YukataylaiSon TKKOKU..........cciiiiiieiiiiiciieceiii e e 87
The Tendo/Saotome HouSENG@ANME Y2........cooviiiiiiieiiiice e 88
Akane, Shampoo, Girl-Ranma, Ukyo, and Koddghnma %...........cccccevvvvvcceennnnnn. 88



ACKNOWLEDGMENTS

This thesis is dedicated to the memory of my mothaura Kemper Fields, without whom |
would never have completed the work. Her loverbfad depth of knowledge has always
been and will always be an inspiration to me. fhed me to meet my deadlines, she

helped me to find motivation, and she never faitedncourage me to always move forward.

| wish to thank my thesis advisor, Frances Connélty.D., thesis committee members
Rochelle Ziskin, Ph.D. and Burton Dunbar, Ph.Dd alt the other professors at the
University of Missouri-Kansas City under whom | wasfortunate to study at the University
of Missouri — Kansas City.

| would like to give special thanks to undergraéuadvisor Lynne Miyake, Ph.D., Pomona
College, for teaching me the scholarly valuenainga not just as an aesthetic enjoyment and
a literary amusement but as beloved topic worthstodly.

| also want to thank my father, Michael D. Fielfis, his support and (often brutal, but
always immensely helpful) editing assistance. uld@sk for no greater inspiration than that
which | received throughout my life from my two pats whose love of art instilled within
me both my appreciation of art and my ability tealp critically about it.

Very special thanks to my wonderful husband, Cdiabhis love and encouragement. And
to my darling twin daughters Evelyn and Mildred,onhspire and make their mother proud

every day.



CHAPTER |

INTRODUCTION

Contemporary interest imanga(i2 #i), or Japanese comics, has led art historians to

explore the development of this genre of sequéntitistrated narratives to its origins in
earlier art forms. Too often, youmgangaenthusiasts regardangaas wholly a product of
the modern era, as if it sprang like the Greek gsddithena from the head of her father
Zeus, fully mature and in its present form. Eua® tnost cursory explorations of earlier
mangapublications reveal thabangatoday is an art form developed from decades,tif no
centuries, of Japanese artistic traditioMangais a modern art form, but it also draws upon
Japan’s traditions of narrative illustrations.

The origins of modermangahave been traced to various landmark examplegalon
the timeline of Japanese art history. No scholdraguivocate with the identification of

Osamu TezukaT-iFei 1) (1928 — 1989), known asanga no kami-sam@e [H O 1H14K),

or the “god of comics? He is themangak, or artist/author ofmanga responsible for
revolutionizingmangain the post-World War Il era into the modern faitmat appears today.
[Image 1] Themangd that was published during the first half of thehiieth century lacks

the inclusion of cinematic techniques that Tezukapéed in his art, techniques that are

! Fred Patter\Vatching Anime, Reading Manga: 25 Years of EssagReviewgBerkeley, CA: Stone Bridge
Press, 2004), p. 198.

2 The termmangakamay be translated to mean artist/authamafga or Japanese comics. Unlike American
comics which employ an assembly line system of ¢tat includes a separate writer, penciller, inkelorist,
letterer, etc., Japanes®ngaare created by a singeangakawho both writes and illustrates the sequential
narrative. The identity of thmangakais crucial to work because the art and story lagecbnception of a
single, unified creator. Although the textual etamhofmangawill not be discussed in this research, it is
important to realize that thmangakas an artist who is working from his or her ownention rather than
reinterpreting the vision of a separate author.

% The reader will note that the temmmanga as a Japanese word, does not have a differantftorsingular or
plural (much like the English nouns “fish” or “d&er Japanese words do not pluralize, therefoig d¢brrect to
write “a manga” (singular) and to write “many mahgalural). All Japanese nouns function in thisywand
the reader will note this at several occasionsufjhout the work.



considered essential to the way that moadeamgais read. Because of this, some scholars
choose to begimangas timeline with Osamu Tezuka, dismissing earlytwieth-century
mangaas propaganda of the militaristic Japanese govemhwof that epoch. Unfortunately,
to do this is to ignore the wealth of Japaneseatiag artistic traditions that existed long
beforemangawas established as a popular art form. One cdregihmangas history with
the revolution of the art form that created “moderangd because Tezuka reinvented
manga he did not invenmanga

To another extreme, the earliest starting pointlierdevelopment ohangadates

back to the Heian peri6q794-1185) with the narrativemakimond#&%:4%), or illustrated

scrolls. [Image 2] The theory centers on the ithad the development of modemangais

the conclusion of hundreds of years of Japanedasaary. Thesenangascholars, such as
Frederik Schodt and Brigitte Koyama-Richard, astet Japanese art history builds towards
the development of the contemporary form of Japaikstrated narrative: modemanga

If mangacan trace its history back to the early exampfekpanese art--those scrolls and
screen paintings that function to tell a story tiylo a series of sequential images using the
distinct abstract language inherent to cartoonthgsn the Japanese art from the Heian period
up to the modermangacreated today can be seen as points on the unbtivkeline of the
mangas history. This approach is more inclusive oftpasistic influences upon modern
mangas evolution; however, this slant tends to overeaspte the participation of Japanese
art history and underplay the necessary influentésreign elements that were imported

from Western popular culture during the nineteeatti twentieth centuries.

* The Heian era, F-221X) is the period from 794 to 1185 at which time ¢agital city was Heian-ky
modern day Kgto. During this era, Japanese culture flourishadien the imperial court, and the Heian jidai is
known for art, particularly literature and poetttyat defined this Classical period of Japanesetyist



The question is really not “iskiyo-e(i# t#:#%) is a predecessor afang®” but rather

“is ukiyo-eis a true progenitor ahang&”. To begin this discussion, one must start fthe
approach that evolution of modemangais the conclusion of a timeline of Japanese aitt th
begins with the Heian periamakimonand arrives at contemporary Japanese comic books.
In this respect, the woodblock prints of the Tokugarad (1600-1868) and into the
twentieth-century are a distinct point of this exmnary progress through which the
Japanese illustrated narrative passed, pickingyligtg form and technique in the
adolescence of its fruition. From this method, oreey explorenangas history with
acknowledgement that this modern art form is agese to the art that precededManga

is a modern art form, bmangadeveloped with the influence of stylistic elementported
from the West and does not owe its evolution sdielgn ancient Japanese process or style.
The unique art form ahangasources a Japanese past inclusive of earlier apaltustrated
narratives, however, including pre-modern art. $yrethesis omangas history in its

modern form can be seen through the studyafigaalongside the Japanese art that

influenced and preceded it.

State of Fields of Study; Literary Review

In the study omangas development, over the last several decadeslynaaart
historians recognize that the sequentially illustlenarratives of today’s Japanese comic
books are the descendants of centuries of Japartes&lthoughmangais certainly a genre
of contemporary art, firmly rooted in the cultufet@day, it could not exist without Japan’s

vast artistic traditions that seem to share anrgiteneed to tell a story through pictures.

® The Tokugawa erdi{) |[F:{%), or Edo periodi{ = F#{t), was established in 1600 C.E. bys§hn Tokugawa
leyasu {)![«5 %) and continued until the 1868 Meiji restorati¢i i ##r). This period is commonly
referred to by either name: the name Tokugawa demttie ruling shgunal family or Edo which signifies the
capital during that era.



Recently, Masako Watanabe, senior research assatidte Department of Asian
Art, The Metropolitan Museum of Art, New York, orgaed an exhibition, “Storytelling in
Japanese Art,” which highlighted the narrative tiorcof Japanese art through objects
dating from the twelfth to the nineteenth-centumngJuding illustrated books, folding screens,
hanging scrolls, and other such formats. Wataeafghasizes the role of the artwork to tell
a story, a tradition that is as much a part of eonorarymangaas with early Japanese art.
[Image 3] In her essay, “The Art of Japanese $#tliyg,” Watanabe underlines the
participation of this historical convention in meodelapanese works. She writes, “Japan is a
land of fascinating tales, with a long and riclditian of pairing narrative texts with
elaborate illustrations—a tradition that contint@s$his day withmangaand other forms of
animation and graphic art."The show and catalog labehngaas an extension of practice,
seen in those early examples of Japanese nareative illustrating a story for the viewer to
experience as art as well to read as literaturasddo Watanabe is one of very few art
historians who independently bring oangain their definition of Japanese art from the
twelfth through nineteenth centurieepwever, Watanabe'’s reasons for repeatedly
mentioningmangain her show has more to do with an attempt to peaknterest of a young
American audience than to present a scholarly aeg@iiabout the evolution of Japanese art
into the popular form afnangaandanime

A discussion ofmangaas a descendant of earlier forms of Japanesearires an
adequate understanding of Japanese woodblockgrtinTadashi Kobayashi provides a

clear definition ofukiyo-ein his book,Ukiyo-e: An Introduction to Japanese Woodblock

® Masako Watanabe, “The Art of Japanese StorytelliStprytelling in Japanese AfNew York: The
Metropolitan Museum of Art, 2011), p. 3

" Manymangascholars cite reference tixiyo-e but discussion of woodblock prints does not neitae
references tonangaby way of definition, as it does the other way.



Prints. Kobayashi specifies thakiyo-ewas only one of many forms of pictorial art of the
Tokugawa era. Kobayashi highlighikiyo-eas the art of the urban middle class of Edo, as a
distinct genre of Japanese art from such stylggamto-ebunjin-ga shasei-gaor yofi-ga.®
Kobayashi identifies illustrated books from Eddfas progenitors afikiyo-e Early

illustrated books called-iribon, literally “books with inserted pictures,” werelgished

using woodblock prints and flourished during theesgeenth century. Unlike thiiyo-e
artists who followed, the anonymous townsmen artissponsible for these illustrations did
not sign their works. Much of Kobayashi's research focuses on tradiegdevelopment of
styles, techniques and genres within the broadispe®f works that fall under the category
of art known asikiyo-e He uses the work of several specific artistgrasent the trends
found inukiyo-eas representative of the artistic ideals of Edochmnt class. Kobayashi
underlines that this type of woodblock print artsvestinctive of a very specific time and
place in Japanese art history.

But the study of Japanese woodblock prints is ivehys clearly delineated. In her
essay, “From Shadow to Substance: Redefining Ukiy&andy Kita, from the University of
Maryland argues that the broad tewkiyo-eactually encompasses several different groups of
woodblock print art that overlap, built on the Isasf definition. Kita identifies the challenge
of studyingukiyo-ethrough these numerous definitions of the terna ashool of art, genre
of art or style of art® Each of these three approaches to understan#ipg-eprovides a

valid method of study with separate criteria fonstituting the work included under a

8 Tadashi KobayashiJkiyo-e: An Introduction to Japanese Woodblock RriMark A Harbison, tr. (Tokyo,
New York, and London: Kodansha International, 199765.

° Kobayashi, pp. 69-70.

19 sandy Kita, “From Shadow to Substance: Redefitlkiyo-e.” The Floating World of Ukiyo-e: Shadows,
Dreams, and Substanadewsom, Iris, ed. (New York: Harry N. Abrams, In2001), p. 27.



broadly used territ: As Kita narrows her definition afkiyo-e she identifies that the
unifying feature of all artwork labeled under thesm is that they are the woodblock prints of
a specific time and place, namely Tokugawa era(Beeenteenth through nineteenth
centuries). She points to the feudalglmal rule and social structure of the merchargscla
as essential to the form, style and content ofubedblock print art? Kita’'s redefinition of
ukiyo-eultimately finds its crux in the portrayal of thkiery specific world of the artist. She
writes, “we might defineikiyoas a here and now perceived via the physical sensa art
in which artists rely on what they can see for thelves with their own two eye$® The
redefinition ofukiyo-e according to Sandy Kita, might be condensedamtoinderstanding
thatukiyo-eis fundamentally the woodblock prints by artistsriking in Edo during the
feudal rule of the Tokugawa &fpunate, creating images that expressed the hundor an
realism of the urban middle class.

Although the termmangaoriginated in the nineteenth-century with the fasiou

Hokusai Mangadt 2772 1), [Image 4] a collection of sketches by thid@yo-eartist

Katsushika Hokusit (1760-1849), few art historians mention moder@ngain their studies
of Edo period woodblock prints. Adam KeriVganga from the Floating World: Comicbook
Culture and the Kibyshi of Edo Japalibrings together the discussion of Tokugawa erat pri

art and the comic book culture of contemporary dapahe same narrativé. Kern

™ For the purpose of this thesis, Kita’s broad défin of ukiyo-ewill be accepted. Rather than separating out
“true ukiyo-& from other examples of Japanese woodblock promhfTokugawa era Edo, this paper will use
ukiyo-eas a general term for Japanese woodblock prints.

2 Kita, pp. 28-9.

13 Kita, p. 60.

14 Katsushika Hokusaigf fifie1L75) (1760-1849) is one of the internationally bestsmn ukiyo-eartists. He is
most famous for highirty-six Views of Mount Fufig 7 =1 /< %) (c. 1831) and is credited for coining the
termmangawith hisHokusai MangaJt77 £ #(), which comprise thousands of printed sketchditaen
volumes, published between 1814 and 1878.

15 Adam L. KernManga from the Floating World: Comicbook Culturedathe Kibyshi of Edo Japan
(Cambridge, MA, and London: Harvard University Rre2006).



discusses the idea that moderangadeveloped from earlier art forms, but he asseds t
studies oimangaare insufficient to draw significant conclusioriRart of this difficulty, Kern
identifies, is the expansiveness of the fielanainga which encompasses a variety of genres.
When speaking ddll manga comparisons that may be drawn between one exashple
mangato Edo period woodblock printing might be contcadd by the features of the style of
anothemanga Kern’s work focuses on the woodblock printed Ipations called
kibyashi,*® a genre of illustrated fiction that was widelydea the late eighteenth-century
Edo culture. He callkibyoshithe ‘mangafrom the floating world.” He concludes that the
connection between Edo ereangaand contemporamnanga “The modermmangais too
broad a phenomenon, and its study still too embcydor meaningful comparisons [to
earlier Japanese art forms] to be made at themtrpsecture.®’ Kern is unwilling to extend
his discussions ahangafrom the Tokugawa definitions of sketches publéhewoodblock
prints into today’s published Japanese comics.

The foremost authority omangais Frederik Schodt. His booklanga! Manga! The
World of Japanese Comicalthough twenty-five years old, remains the gessential source
onmangas form, function and history. IManga! Manga! Schodt explores multiple aspects
of the art form, includingnangas identity as a distinctly Japanese entity. Heeadhat, of
all the nations of the world, Japan alone has dgesl a “comics phenomenon [of this]

magnitude,” and attributes it to the Japanese laggsystem, which incorporates ideograms

18 Kibyashi (53¢ ) refers to a popular genre of illustrated fictibat flourished during late eighteenth-century
Edo culture.Kibysshi was published by means of woodblock printing, &gl frequently categorized as a
subcategory ofikiyo-ebecause it too is inextricably connected to theating world” of the urban merchant
class of Tokugawa period Edo. The term itselfresah from the yellow covers commonkibyoshi

publications.

' Kern, p. 133.



as well as phonetic syllables, and Japanese \asuhliterary culturé® Schodt goes on to
cite early works of Japanese art history as theslfasmangas evolution in contemporary
art, building a timeline fomangathat begins in early Japanese writing and illdstreand
has evolved into theangaof today. Schodt’s self-proclaimed sequzieamland Japan:
Writings on Modern Mangaublished ten years later, focuses onniamgaindustry from
1980 to 1996, but it is Schodtdanga! Mangal'that remains the best “comprehensive
introduction to thenangafield in Japan,” largely due to its devotion thiatorical overview
of mangas roots in earlier Japanese &it.

Anothermangascholar, Paul Gravett, authorfinga: Sixty Years of Japanese
Comics does not begin his timeline of the historynedingauntil 1945 wherManga the first
post-war cartoon magazine, resumed public&floGravett acknowledges the long tradition
of Japanese narrative art with credit to comidsccHusanosuke Natsume’s identification of
“pre-manga” which includes early narrative art from the titlelcentury”* Japanese
emakimongor illustrated scrolls, such as the twelfth-cent@hojizgiga, or “Animal
Scrolls,” by Bishop Toba Safd(1053-1140) are Natsume’s best example ofpasga
however, these works were intended for an eliteesneg, and hence are not a part of the
popular culture that seems essential to the funaifenanga [Image 2] Gravett puts

stronger emphasis arkiyo-eas a progenitor ahangabecause its printed nature made it

'8 Frederik L. Schodiylanga! Manga! The World of Japanese Confibskyo, New York, and San Francisco:
Kodansha International, 1986), p. 25.

9 Frederik L., SchodDreamland Japan: Writings on Modern Man(erkeley, CA: Stone Bridge Press,
1996), p. 12.

2 paul GravettManga: Sixty Years of Japanese Conflasndon: Laurence King Publishing, 2004), pp. 6-7.
2 Gravett, p. 18.

2 Bishop Toba Sojo/{; 1+ 1F) (1053-1140) was a Buddhist monk of the Tendat.Skiis Chojirgiga (5 Ek
[, also written a€hajajinbutsugiga 5Bk A #)5k#) features humorous images of foxes, frogs, ralapits
monkeys, adorned in priests’ vestments, and thetnae presents a satirical caricature of the relig
hierarchy of the time.



more affordable and accessible to the public, thusbably closer in spirit tonanga”?®
However, Gravett’'s analysis of the developmennhahgahinges on his focus thatanga
while being distinctly Japanese, owes its emergémdee influx of Western cartoons,
caricatures, newspaper strips and comics that eathehe opening of Japan to the West
with the Meiji period* and the United States occupation of Japan (1952)1&fter the
Second World Waf® Gravett declaresMangagrew out of an amalgam of East meets
West, old meets new; or as another nineteenth-gentadernization slogan put it, it was a
matter ofwakon ysai—Japanese spirit, Western leaning®."However, the reader must
consider the time at which Gravett writes. Atradiwhemmangawas first gaining
acknowledgement as an art form worthy of scholatigntion, Gravett'#1anga: Sixty Years
of Japanese Comiagas attempting to conquer negative preconceptbosit the art form.
The tone of Gravett’'s opus reads as an aggressfeask fomangaagainst Western
prejudices against this genre of art. GravettesritOften misrepresented as little more than
‘tits and tentaclesmangawere, and still are, open to being doubly dammettié West for
being Japanese, and for being comfésTo Gravettmangais a part of a very specific time
and placemangais post-WWII, post-American Occupation, modernakagse comics.
Although Gravett does not and cannot dismiss tinecgzation of earlier Japanese narrative

illustrations in the evolution ahanga he hesitates to credit nineteenth-century woarkblo

% Gravett, pp. 19-20.

2 The Meiji revolution of 1868 marked the end of fao era (1600-1868) in which the feudal systenhef
Tokugawa sbgunate maintained two and a half centuries of paadapan, allowing for the flourish of the
merchant class in urban areas, such as tgusl's capital in Edo. During this time, the empestill continued
to exist in the imperial capital of Kyoto, but tamperor had no governmental power during this epddte
Meiji restoration period reunited Japan under tbegr of the emperor and opened the country to tvatle
Western nations, such as Europe and the UnitedsSthtAmerica.

% The United States occupied Japan from 1945 uiRlafter Japan’s surrender to the Allied Forcear af
World War Il.

% Gravett, p. 18.

%" Gravett, p. 8.



printing as a parent art form nfanga Gravett instead concentratesroangas growth and
development in the very recent history of the sdduelf of the twentieth-century up to
present day.

Gravett is by no means alone in his focusr@angaas an art form that is, in essence,
a product of modern popular culture. Even Fred8dkodt would not deny the role of
popular culture, consumerism and even commuteur@lin the proliferation afhangaand
its development® However, formalist study afhangaclearly evidences nineteenth-century
Japanese print culture with the appearance of ngaeary Japanese comics. In his
introduction toManga DesignJulius Wiedemann synopsizes the definitiomahgain a
single page, highlighting the typical appearancmoflernmangaas black and white
anthologized series of illustrated narratif®dde notes also thatangahave higher
publication numbers and greater influential imghein the comic book traditions of any
other country in the world, a trend inherited fréme rise in literacy rating in Japan that
began in during the Tokugawa period and has coadirsince that Japan has the highest
literacy rate in the world. Wiedemann makes ndtweide variety ofmangagenres and the
extensive availability oangato the consumer public of Japan.

Both contemporarynangaand nineteenth-centunkiyo-eshare a reliance on popular
culture and consumerism. Although these art faramsbe appreciated as beautiful works on
a purely aesthetic level, they are, and were hestlhy, primarily products that are marketed
to the population for literary and artistic consurop, often to be discarded once consumed.
In 2005, artist and theorist Takashi Murakami pnése his showd.ittle Boy: The Arts of

Japan’s Exploding Subculturas a presentation ofanga andanimestyle art that mirrors

% 3chodtManga! Manga) pp. 25-7.
2 Julius Wiedemann, “Introduction¥Manga DesignAmano Masanao, ed. KéIn, London, Los Angeles,
Madrid, Paris & Tokyo: Tascen, 2004, p. ii.
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Japan’s cultural identity. In his essay “Superilatogy: Greetings, You Are Alive,”
Takashi Murakami asserts his belief that the “mature of art in Japan” is firmly rooted in
Japanese art history yet equally centers on thalaopulture of the present d&y.

Murakami sees Japanese art as a synthesis ofdradid pop culture. Murakami’s
Superflat thesis states that the absence of ihistic space, the use of planar surfaces, and
the stylized features inherent to Japanese agatef a long lineage that conneuatsyo-e
woodblock prints to early modefhiihongapainting and postwanangaandanime®! He
states that these elements characterize the “saiestlyle that is integral to Japanese art.
Murakami relates the work ofiangakaand Japanese Neo Pop artists, such as Yoshitomo
Nara and Chiho Aoshima, to earlier Japanese artistilitions through his concept of
“superflat.”

Takahashi Murakami’s writings mark a readineshiafteld ofmangastudies for
further discussion of the specific ways in whichdammangaechoes its origins in Japanese
art of the past. Although Kern’s arguments oféh@ryonic nature of scholarly research on
mangahold water, it is unfair to dismiss attempts tlate contemporary Japanese comics to
their origins in the history of Japanese narrailiustrations. From the foundation ofanga
scholars such as Schodt, Gravett, Kern, Wiedemadivairrakami, the stage is set for a
discussion to answer the question of whether oukiyb-eis a predecessor and progenitor
of modernmanga The element that has prevented this topic aotiV is a good vehicle by
which to discuss the question. This thesis wietthe approach of studying the topic
through the work of a singlmangaartist, ormangakaby which to better investigate the

influence of nineteenth-century woodblock printiteons on her work. Through specific

3% Takashi Murakamil.ittle Boy: The Arts of Japan’s Exploding Subcugt(iew York: Japan Society, Inc.,
2005), p. 151.
31 Murakami, p. 244.
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study ofukiyo-€és role in one artist/authorimanga one can better see the relationship of

woodblock printing to modermangaas a whole.

Contribution to Field

The state of the field omangaresearch no longer requires art historians tafyust
mangaas legitimate art as was the case at the begimifitiee 2%-century. Althoughmanga
is still dismissed by many scholars as merely aaphreenon of popular culture, a defense of
mangaas art is not necessary as one delves into thealret stylistic aspects of this genre.
Unfortunately, although more secondary sourcepabdished that discuseangaas an art
form, few scholars are able to agree upon the gurest whether or not, or to what extent,
the Edo period’s artistic traditions of printedugtrations, known askiyo-e have shaped
modernmanga

The current published researchroangais ill-equipped to discuss a direct
relationship between modemmangaand Tokugawa era woodblock print art becauseef th
approaches taken to art historical researchhanga Of the published works ananga
particularly those available internationally, thdkbof material focuses on pop culture and
fan literature or how-to guides for aspiring yowargsts who wish to join their favorite
mangakaas the latest and greatest new talent on the dapaomics scene. In the limited
art historical research ananga most scholars approach the topic with a broagesco
attempting to generalizeangaas a single and cohesive genre. This approacksnak
impossible to discuss the similarities in stylentemt and origin betweenangaandukiyo-e
because of the vastness and the diversity of desigrof subject matter in the myriads of

genres that comprise modern Japanese comicswitihighis in mind that a study of a single

12



mangaka work lends itself better to the study of theateinship between modemanga
and earlier woodblock print art.

This thesis takes a different approach to the dsion of the relationship between
earlier woodblock prints and modern Japanese coasid@sorients its perspective through the
work of one contemporampangaka Rumiko Takahasffi. By focusing on Takahashi's
work, rather than attempting to study allmdngaas a homogenous whole, the influence of
Japanese woodblock print art on modermngacan be discussed without distraction of

mangas diversity of style and genre.

%2 Rumiko Takahashi &+ 22 -) was born on 10 October 1957, Niigata, Japan. prefessional career
spans from the late 1970s (she won an honorabléionen Stogakukan’s Shinjin Comic Taishel (=i £ A
=3 v 7 KE), or Newcomer’'s Award for Comics, fdihose Selfish Alieria 1978) to present day.
Takahashi write/illustrateshonen mangd/> 4 i), or boys’manga which are the most widely read comic
magazines in Japan (Schadanga! Manga!l2).
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CHAPTER Il
MANGA AND UKIYO-E DISCUSSED
TAKAHASHI'S WORK
Tracing Contemporary Creations to Earlier Art

A conclusive answer to the question of whetheratrearlier Japanese woodblock
printing is a direct progenitor of modemmangahas not yet been published. Adam Kern
attributes the inability to definitively addressstiquestion to a lack of study; Kern asserts
that the research remains too incomplete at tmis’ti Kern is not incorrect. The published
research omanga particularly in regards to its evolution from k&rJapanese art, is limited
and centralized on a one-size-fits-all timeline.otder to make statements about the
development omangafrom Heianemakimonand Tokugawakiyo-eapply to modern
mangaas a wholemangascholars refrain from going into too much depthbelissh and
stretch connections beyond reasonable scope, and specifics that might yield
contradictions when applied to the sum totahlbmanga Thus, the research gives only a
cursory suggestion that the timeline of mod&angas evolution into its present form
passed througkhe stage of woodblock prints, without providindfiient examples about
the influence of this earlier art form on the sw@itenangatoday.

The problem with present approaches to understgmdodernmangaand its origins
lies in the broad generalizations utilized by ngigiolars.Mangais a well established art
form, and there are countless genres and indivithaaigakaeach with unique styles. It
would be impossible to write about the influenceéalbmangawithout a long list of

exceptions and examples that would muddle evemtyst convincing argument. By

' Kern, p. 133.
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selecting the works of a singeangakaas the examples from which to discuss the inflaenc
of nineteenth-century woodblock printing as predsoeto modermanga one may better
approach the subject. In turn, this argument rhay be used as the basis of a discussion of
mangaas a whole. But without an approach that allowlstailed analysis, it is impossible
to begin a discourse abauktiyo-és participation in the history ahanga

The choice of Rumiko Takahashitsangaas the focus of this thesis is deliberate.
Takahashi’s work representsangawell because of Takahashi’s long and prolific eare
She possesses a strong status as a popular amehegtmangakaof shonenmangd. The
argument of this thesis seeks to discuss the oaksttip between nineteenth-century
woodblock print art and modemangaby studying the work of a singleangakathe
strength of the argument is assisted by the chafiome of the best representatives of the

field.

Takahashi’'s Career and Education

Takahashi’s work was selected from a wide poghahgakavho write and illustrate
comics in Japan today. In Japahgnen mangaccounts for approximately 40% minga
magazine sales, so it follows that the most repitatige example of contemporamanga
might be a part of this genfeWithin the category of boyshangathere are many diverse
genres, including action, adventure, drama, huswence fiction, sports stories and
narratives that reflect day-to-day life, but th@egl of Rumiko Takahashilmangastems

from her use of humor and gags, paired with drasvstiry and true-to-life sentiments (and

“Shonen mangd/> ££1& ), or simplyshsnen is mangamarketed to a young male audien&wnen mangas
regarded to be the most popular formranga by sales both in Japan and abro&t#nen mangas distinct
from its counterparshpjo manga(”> 2 &), which is marketed to girls.

% Deb Aoki, “Introduction to Stnen Manga - Japanese Comics for Boyébut.Com: Manga(web. 17 May.
2012. < http://manga.about.com/od/mangacategorgsipenintro.htm>. New York: About.Com, Part of the
New York Times Company, 2012).
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the occasional love triangle or more complicatelyguans). Besides being an incredibly
prolific mangaka Takahashi is an internationally renowned artighiar, even credited as
one of the firsmangakao achieve fame in the United States of Ametidaumiko
Takahashi's work was chosen as the focus for b@si$’ comparison of modemangato
nineteenth-centurykiyo-eprints because of striking similarities found er lwork as well as
her popularity, prolific professional career, amieation as an artist.

Takahashi is a formally educatethngaka She graduated with a history degree from

Japan Women'’s College(4 % - K=%, Nihon Joshi DaigaKuand studied under the

tutelage of Kazuo Koikat hismangatraining schoolGekika Sonjuki During this course,
she was obliged to create no less than one stonyegek, with the course emphasizing her
ability to create vignettes and full pagesyinga’ Takahashi has stated in interviews that
her career path asnaangakavas determined during her second year of highadiecause
of her love ofshbnen mangahat developed from early childhoBdTakahashi also worked
as assistant under Kazuo Um&zlapan'’s premiere horrotangacreator. Her professional

career began in 1978 when she won the ShogakkanOwewcs Award for hemangashort

* Urian Brown, “FinalAnimericalnterview, taken fromnimericaVol. 13, No. 6, June 2005Rumiko
Takahashi InterviewsRumic World, 2005 (Web. 23 Mar. 2011. <http://widwrinkan.com/takahashi/>), p. 2.
® Kazuo Koike (> tie—%), born in 1936, is a prolific Japanesangakanovelist and entrepreneur. He is best
known for writingKozure Okam{1-i##1Jk), or Lone Wolf and Cupbillustrated by Goseki Kojima|( =[]~/

) (1928-2000), an@rying Freeman(” 7 A > 7 7 1 —~ "), illustrated by Ryoichi Ikegamitfi |-« —)
(1944-). Koike has won the 2004 Hall of Fame EisAiward for hismangawork, and his list of graduates of
his Gekika Sonjukinclude an impressive list aiangakagame designers, writers and artists.

® Seiji Horibuchi, Interview with Rumiko Takahashi%93).Anime Interview: The First Five Years of
Animerica, Anime & Manga Monthly (1992-199%gan Francisco: Cadence Books, 1997), p. 16

" Dylan Acres, tr., “Interview in Italy, taken frokappa Magazinéssue 5, Star Comics, November 1992.”
Rumiko Takahashi InterviewRumic World, 1992. (Web. 23 Mar. 2011.
<http://www.furinkan.com/takahashi/>), p. 2

8 Toshiaki Yamada, tr., “Toriyama/Takahashi Intewi€ake from Tereburu 1986Rumiko Takahashi
Interviews.Rumic World, 1986 (Web. 23 Mar. 2011. <http://wwwifikan.com/takahashi>), p. 4.

® Kazuo Umezuftt[X+7>333) is a horror-genrenangakafamous for his detailed illustrative style. Hdsochi
series (1969) is considered one of the finesténginre.
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story,Katte na Yatsur (#7222 5). In 1980 she won the Manga Awaréh {4 12 i
H) in theshvnen mangacategory for her weekly mandagusei Yatsurg 9 5 22 5),
which ran inWeekly Sbnen Sundayid FII/04-4 > 7 —) from 1978-1987. [Image 5] In
addition toUrusei YatsuraTakahashi’'s major works published $gogakukamclude:
Maison lkkoku s & A —%4), 1980-1987The Mermaid Sag\ £ U — X), 1984-1994;
Ranma %4 5 A £Y), 1987-19960ne Pound Gospéll 7~ > K D& ), 1987-2007Rumic
Theater(/& &4 25 1-#135) 1987-ongoinglnu-Yashd! (K& ), 1996-2008; an®Rinne (i
S® RINNE), 2009-ongoing. As well, her body of worlkcindes several sequentially

illustrated short stories that appeared in singdtallments or limited series nfanga these
short stories are compiled in the two voluRiemic Theatrend the three volumumic
World Trilogy. All of Takahashi’anmangafall under the publication category siftonen
manga but the genres include comedy, romance, adverdackeven the occasional horror

theme. Takahashi’'s body of work is extensive aatihes a wide audience.

Comparison of Images

In an interview by Toshifumi Yoshida fémimericg an American magazine
published for foreign fans ehangaandanime Yoshida noted the many “grotesque”
monsters that occupy the pagesmf-Yasha [Image 6] He asked Takahashi if the monsters
that she creates are based upon old myths anddegenwhich Takahashi responded in the

affirmative. She notes that half are her origeraations, but “the design of the ghosts,

W Katte no YatsurglsF=72<°-> ), or Those Selfish Aliensvere later reprinted in a collection to Rumiko
Takahashi’s short stories entitl®dimic World(% —# - < #o—% &) in three volumes.

Y The full title ofInu-Yashais “Inu-Yasha, a Feudal Fairy Talé# [E#1{in&i1- K%, Sengoku Otogiishi
Inu-Yashg however, for the duration of this thesis, thketwill be presented in its shortened for.
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demons, dragons, and thebi no bakemon kapmemon (snakkappd? demon) are all from
Japanese legend® Study of Takahashi's illustrations inu-Yashareveals a striking
resemblance to the demons, ghosts and monsterd fiounmneteenth-century woodblock
print art. [Image 7]Becausédnu-Yashas an adventure series that features demons from
Japanese myths agdkai tales, the visual representations of the monsparsicularly
those taken from common legend, should be recopl@zaThe influence of the depictions
of demons, monsters and inhabitants of the bam&arads illustrated in Katsushika
Hokusai’'sHokusai Mangaare visible in Rumiko Takahashi’'s drawings.

One of the first monsters that appears in Takalsbhi-Yashas a centipede demon,
who appears as the multi-armed torso of a womaihebody of an improbably large
centipede. [Image 8] The woman’s face on the rt@ons almost devoid of expression with
high, round, applied eyebrows common to imagesarhen in Heian court makeup. The
thick, snake-like body features dozens of legdeskitg through space as the monster pursues
the female protagonist, the junior high school stugdKagome. The reference for this
creature can be found in the illustrationtHzfkusai manga“‘The three-eyed monster, the
monk-musician, and two women with extenisible nécismage 9] Here is precedent for the
combination of misproportioned human and grotesgakéred bodies to creagekai

monsters. The monsters are not overtly terrifyimg,simply unsettling, and even perhaps

12 Thekappa(ii #) are a type of Japanese water sprite typicalpardese folklore. They are aquatic creatures
with webbed hands and feet and an indentation @toih of their heads to hold water, the sourcéei t
power. Kappa appear in stories as mischievoublkeowakers who are said to try to lure people tonhter
and pull them in.

13 Toshifumi Yoshida, thu-YashaComes to America, taken froAmimerica, Vol. 9, No. &une 2001,
Interview by Toshifumi Yoshida.” Andy Nakatani, Rumiko Takahashi InterviewRumic World, 2001 (Web.
23 Mar. 2011. <http://www.furinkan.com/takahaship) 3.

14 Yokai, (#k1) combines twdkanji, or Chinese characters, that translate as “uncamigerie.” The term
yokai has been used since the Meiji peritiiifi#{t.) to refer to supernatural phenomena, eerie feglimg
sounds, and animal or human characters. Monstelgganese art and literature may also be desaniitiedhe
termsbakemond{t#%), henge(Z1t), andmononokeg®) D).
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amusing. Takahashi’s use of the centipede demberastroduction to the fantasy world of
Inu-Yashasets the tone of this “feudal fairytale” (the Esflsubtitle for thenangg. In the
same volume, a crow demon appears, featuring gye® sharp needle-like teeth and a
featherless tail of a rat. [Image 10] This creatis immediately recognizable as a monster,
rather than an ordinary crow, and it specificadigalls the monsters illustratedhokusai
manga particularly theenguand theyurei. [Image 11] The crow reminds the viewer of the
tengubecause of the presentation of beak and feathatrshe eerigurei with its passive,
open-mouthed expression yet predatory pose ardycteainiscent. Hokusai's demons are
clearly visible in Takahashi’s illustrations. Stes borrowed his composite drawings of
different animals, his tone of presentation anchexsxamples directly from the demons in his
pages. Takahashi has intentionally illustrated @esrand monsters that recall Tokugawa
presentations of the supernatural.

Although Takahashi does not verbally acknowledgeinfiuence oHokusai Manga
on her depictions, her interest in creating thegezable monsters of Japanese legend
would logically direct the artist to use famoussias source material for her illustrations.
In Anime and its Roots in Early Japanese Monster Zitia Papp addresses the appearance
of supernatural and otherworldly creatures in Japarart. Although the late Heian period
can be noted as the first appearance of monststscimworks as thidell, Hungry Ghostand
Disease Scrollgffik & 7- Jigoku Zshi, ffi 5.1~ Gaki Zoshi, 5 5.1 Yamai Zoshi,
twelfth century), while theseian emakimonmight be the forerunners of grotesque
themes--and thugkai-ga-these images derived from Buddhist iconographyatallustrate

the folk monsters typical to Japangskai tales as they are known todgyPapp specifically

15 Zilia PappAnime and its Roots in Early Japanese Monster(iient, UK: Global Oriental Ltd., 2010), pp.
25-8.
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highlights the print art of Hokusai--in particuldokusai’sHyaku Monogatar{ 5 #i&), One

Hundred Ghost Storieseries (ca. 1830), which was itself “an importafierence for future
ukiyo-eatrtists [in establishing] an Edo period style dapn of the horrid and the other
worldly, and even influences contemporary sensiédiand aesthetics in Japan in the horror
genre.*®[Image 12]

One clear example of this theory at work can be se®&umiko Takahashi’'Ranma
%, wherein the father will seemingly transform iatononster in the fervor of his fatherly
protective overreaction. [Image 13] Like the mensin Hokusai’'$Hyaku Monogatarithe
character of the father, Soun Tendo, is illustratétl an oversized, looming head, his tongue
lolling out aggressively. His eyes are transforrfrech the benignimangastyle eyes,
inherent to Takahashi's illustrative style, intoga reptilian eyes with slit pupils, hostilely
focused on his daughter’s suitor. Comparing Takaigillustrations to those from

Hokusai’'sHyaku Monogatarione can see a clear reference between the ledtenel

[Image 13] and the first two woodblock prinkghada Koheiji( = (%72 /)~ ) andOiwa
San(¥75 X A), followed by a visual reference in the right-hgrathel to Hokusai's
Sarayashik{= 5<° L %, The Tale of the Dish Mansion), through the usthefcoiling

neck that illustrates the weightlessness of aifigaghost or the deflated Soun.

Several scholars have noted the influence of Jaeamaditions and popular fable on
Rumiko Takahashi'mmanga Takahashi identifies these elements in her waakticularly in
Urusei YatsuraThe Mermaid SerieRRanma “andInu-Yasha Takahashi reasons, “For me,
fables represent a shared knowledge, in the saasée great mass of Japanese readers

remember the stories, and are therefore easydan tb understand. The popularity of fables

18 pappAnime and its Roots in Early Japanese Monster Ar87.
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are important and helpful in comics, in that they @asily understood by the mass
audience.*” Because of the large numbeijid&i geki, or historical dramas, on television,
in movies and in literature, the feudal era setohipu-Yashas not unusual. Takahashi
explains her choice to sktu-Yashan the Sengoku Eta“because it is relatively easier to
extract a ghost story from that time period.... Ha Sengoku Era, there was war, and lots of
people died. For a ghost to appear and kill afigteople in the present day—although |
guess there are someangalike that--but for one of mynanga | thought that if | set it in the
Sengoku Era, it could be portrayed more softlye Thuelty becomes softer, | thinf” A
guestion presented to Takahashi in an interview ®éiji Horibuchi forAnimericalooked at
the historical setting dhu-Yasha Horibuchi questioned whether or not the histdrgetting
of themangawas relatable to audiences. Takahashi respofidéten I'm drawing the
story, I'm drawing it for the Japanese readers, l@atbrical settings don’t matter to them.
Instead, | have to draw a piece that will registethem asnanga”?°

Rumiko Takahashi'#ermaid Sagqd1984-1994) is anoth@nangaseries in which
themangakapresents fictional scenes in a specific historsedling. The plot presents an
ancient legend that one might gain eternal lifejthaand longevity if he eats the flesh of a
mermaid; however, the slim chance of immortalitynes at a much likelier risk of violent
death or hideous transformation into a monster gadimg the poisonous meat. The two
protagonists, Yuta and Mana, wander Japan in sedit@lture for their immortal condition,

and each storyline of the episodic series telheifr encounters with other lives ruined by

Y Dylan Acres, p. 3.

18 The Sengoku Jidaiig[E %), or Warring States era, refers to the periodeaifrty constant political
upheaval and military unrest in Japan’s historygtdy from the fifteenth century to the seventearghtury,
until Japan was unified under the feudal rule efTlokugawa Shogunate in 1868 (which began the Eidd).J
¥ yoshida, p. 3.

2 Seiji Horibuchi, “Interview with Rumiko Takahastii997), taken frominimerica Vol. 5, 1997 Takayuki
Karahashi, trRumiko Takahashi InterviewRumic World, 1992 (Web. 23 Mar. 2011.
<http://lwww.furinkan.com/takahashi/>), p. 2.

21



the mermaid flesh. Yuta is some five hundred yeatsand the stories frequently present
moments in the past, such as the Edo Jidai an@iaiséb period’, as well as various scenes
in an unlabeled moment in Japan’s past. Takahsshioted to state, “IMermaid Forest
have not illustrated my personal world. | wanteel teader to feel the atmosphere of a
typical small Japanese village. One of those gl#icat every one of us visited when we
were little and on which an infinite number of fabland legends were basétl.[Image 14]
Whether her art draws from specific times and awemerely captures “the feeling” of a
scene from the past, Takahashi’s illustrationsanMtermaid Sagaresent a visual reference
to traditional Japan in the same way that thedttee of her stories rely on folklore.

Several interviews with Rumiko Takahashi have nétedinfluence of traditional
Japanese literature and folklore on her work, betd are few statements that indicate an
intentional usage of imagery taken frakiyo-e Although Takahashi has not verbalized a
deliberate use of visuals borrowed from earlier dlmock print art, the illustrative
guotations are plain to see. In a poster that fastai illustrated to commemorate 300
episodes oRanma Y Takahashi depicts all of the characters of her@6me series against
the backdrop an ocean wave that unmistakably re¢eseKatsushika Hokusai's famous
woodblock print, “The Great Wave off Kanagawa” fréwms Thirty-six Views of Mount Fuji
(c. 1829-32). [Images 15 and 16] The treatmeti@fvave leaves no doubt as to Rumiko
Takahashi’'s familiarity with Katsushika Hokusai'®sk. The white foam at the top of the
waves appears tangible with its claw-like shapesieg like fingers from the crests. Large

circles of white represent spray falling from thawss like snow. Stark shapes of white

% The Taish period (KIER#L) spanned from 30 July 1912 to 25 December 1926citting with the reign of
the Emperor Taish The period was known for its liberal politicsstthguishing it from the preceding Meiji
era and the drive of militarism of the &ta period the followed.

% Dylan Acres, p. 5
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crease the ocean’s blue, reminiscent of snow ici@ces of a mountain viewed from a
distance. Takahashi revisits her interpretationl@fusai’'s “Great Wave off Kanagawa” in
several presentation of the ocean. In her larggch poster--which again showcases all of
her characters from tiieanma Yseries, now illustrated to present the four sesstire
Hokusai wave is the primary source of movemenhenrtght-hand-side of the diptych,
ushering the composition from right to left. [Ineafj7] In both works, Takahashi’s iteration
of Hokusai’'s “Great Wave” is instantly recognizablehe use of two colors of blue--dark
and light--with the stark white foam and spay, &l as the shape of the water’s form, all
evidence a conscious use of Hokusai's print asceommaterial for how Takahashi chose to
present the ocean swell.

In the body oimanga Takahashi continues to reference the great nsastakiyo-e
In one of the more comedic characterRanma Y“the lecherous character Happosai--whose
licentious hijinks include stealing girls’ undergsents, voyeurism and groping (on a scale
worthy of his resemblance to the eight-legged clepoal)--Takahashi illustrates a striking
visual reference to one of Utagawa Kuniyoshi’'s huas prints, “Fashionable Octopus
Games” (1840-42). [Images 18 and 19] The visoatmarison between the two illustrations
is conspicuous. Like the octopodes in Kuniyostitsodblock print, Happosai is defined by
his large eyes, furrowed brow and protruding mouthkahashi’s illustration of the old male
character, withered with age, does not presenttangi of frailty or helplessness; instead,
Happosai appears as a humorous, buoyant side tdrarathe world oRanma % The
similarities of Rumiko Takahashi’'s Happosai to ttmtopodes in Kuniyoshi's “Fashionable
Octopus Games” is further emphasized in a brieiset the conclusion of one episode of

Ranma “2volume 8, part 10, as Happosai, swimming in ttean, finds himself face-to-face

23



with an octopus who then attaches itself to Happas# the octopus has found a mate.
Happosai’'s speech bubble underlines Takahashéstiainal design similarities as the
character pouts, “But I'm not an octopuS!”In this example, Takahashi has used the textual
element oimangato further underline the visual similarity betwewser design of Happosai
and an octopus, and they are Kuniyoshi’'s octopfrdes “Fashionable Octopus Games” that
Happosai resembles.

Images from nineteenth-century woodblock printsrerelimited to Takahashi’'s
Ranma %2 Utagawa Kuniyoshi's work reappears in Rumiko dlakshi’s seriesnu-Yasha
an epic adventure series with a storyline set gutapan’s Sengoku Er@&(E kFX), or
Warring States periodnu-Yashas a story that centers upon the demonsyakdi of
Japanese legends and ghost stories, and proviges apportunity for Takahashi to adopt
the representations of existing demons from nimgkeeentury prints. In addition to the
previously mentioned monsters taken from Hokusskitches, full panels within
Takahashi’dnu-Yashareference the prints of the mastéiyo-eartists. Utagawa
Kuniyoshi's famous triptych featuring a gigantieeiton, “Mitsukuni defies the skeleton
specter conjured up by Princess Takiyasha” (184%3fH)ears in “Koga and the skeleton
ghost of Kyokotsu” in the 2%volume of Rumiko Takahashilsu-Yasha [Images 20 and
21] Although the skeletons do not line up as exgglications of one another---each is in a
different pose--the similarities illustrate Takahigsreference of Kuniyoshi’s scene: the size
and scale of the bones; the emphasis on the emptgaekets of the skull and open-mouthed
jaws, which share blank expressions that are battzigal and unnerving; and the notation

of the bony, claw-like, skeletal hand. The wawimich the skeleton is illustrated by

% Rumiko TakahashRanma %2Vol. 8, Part 10 (San Francisco: VIZ, LLC, 1997)166.
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Takahashi suggests more of an interest in reptigdhie feeling of Kuniyoshi’s woodblock
print than creating anatomical correctness as $keletons reveal a stylized curvature of the
ribs that create aesthetically pleasing loops ailitd adhere to an exact portrayal of an
anatomical model. Such a simple comparison camygmnoticed; however, highlighting

the similaries between Takahashi's panel and tHeework yield a pleasing sensation of
familiarity as Kuniyoshi’s terrifying skeletal sgec from his triptych echoes in Takahashi’s
looming skeleton of the withered foe.

In Tsukioka Yoshitoshi®%' “Priest Raigo of Mii Temple” from Yoshitoshi’'s 189
series entitledShinkei Sanjurokuteror “36 Ghosts,” the spirit of the vengeful pri€sigo
returns as a plague of rats and destroys the Miiple. [Image 22]This image reappears
with remarkable similarities in the $%olume of Takahashi'u-Yasha One of many
demons illustrated by Takahashi, theshi-Nezumior shrine rat, appears in the story as a
monster rat who can release swarms of small deatanaonsters from the portable shrine
that he carries on his batk.[Image 23] The two images of a human-sized nesist are
remarkable in their similarities, even so far aswtdude a narrative of destruction from a
plague of rats that wreck havoc in their destriecswarm. The shape of the rats’ heads, the
treatment of the eyes and whiskers, and the lorgefs that appear as neither fully human
nor rodent are all congruent between the two works.

Takahashi is clearly aware of the woodblock prmtlaut it is unclear whether or not

her visual references are intentional. In theainsé of some of these images, there is an

% Tsukioka Yoshitoshifg [if]«54F) (1839-1892) is widely recognized as the last gnesster ofikiyo-g
creating woodblock print art through two eras, Itis# years of the Edo period (1600-1868) and inéo t
beginning of the Meiji restoration period (1868-291 Toshitoshi continued to utilize archaic method
creating his art, despite the move to modern fasfighography and photography of his contemporagad
his work represent the last holdouts of traditiomabdblock printing of the epoch.

% This volume of Takahashilsiu-Yashawas printed in the United States of America iniApBO08 in a left-to-
right format, ostensibly to be more easily readabi/estern audience. Because of this, the imagesheen
“flopped,” and are mirror images of the originabpa and panels from the Japanese publication.
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obvious intention. The use of Katsushika Hokusiatsic “The Great Wave off Kanagawa”
from hisThirty-six Views of Mount Fufic. 1829-32) series shows a deliberate reference t
ukiyo-eart. The addition of textual references to theknad theukiyo-emaster Utagawa
Kuniyoshi with her illustration of Happosai froRenma ¥as an octopus from Kuniyoshi's
“Fashionable Octopus Games” (1840-42) underscorgiser awareness of Edo period
woodblock prints and exhibits her sense of humarsing these references. Still, the
frequent appearance of images that recall sceaestfre great masters okiyo-edoes not
necessarily speak to an intentional retelling obdldock scenes in Takahashignga It is
certainly possible that her artwork merely refeemnthese images as a subconscious
reflection of sources she had seen in her past.thi&idoubtful appraisal yields to the more
convincing suggestion that Takahashi is both famikith ukiyo-eprint art and references
scenes when it enhances henga such as borrowing the skeleton from Utagawa
Kuniyoshi's Mitsukuni defies the skeleton spectenjared up by Princess Takiyasha” or
Tsukioka Yoshitoshi’'s “Priest Raigo of Mii TempleWhether intentional or subconscious,
the reappearance of these Tokugawa era imagekahashi’'s modern illustrations
highlights the idea thahangais an art form built upon the foundation of Edoipe

woodblock prints.
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CHAPTER 1lI

UKIYO-ES PLACE IN MANGAS DEVELOPMENT

Many art historians look to the Tokugawa era (16868) as the origin ahanga
because it was during this epoch that the termosased. Although the worthangatoday
simply means “comics,” the original term is sometnare difficult to translate. Julius

Weidemann explains that it was during the nineteeentury that Katsushika Hokusai used

the twokanji* “mart’ (translated as lax) andy&” (picture) to write the wordnanga or & i,

as the name for his characters and sketches whedknawn asHokusai Mang& [Image
24] TheHokusai Mangacomprises more than eight hundred pages and afmasthousand
motifs, bound in fifteen volumes that were publi$tbetween 1814 and 1878.

Japan possesses a long history of illustrated thagsa stemming back to the twelfth-
century. Thomas P. Campbell, director of the Matiitan Museum of Art, New York,
identifies a direct relationship between contemponaangaand the objects, dating from the
twelfth to the nineteenth-century that were showdas “Storytelling in Japanese Art,”
organized by Masako Watanabe, senior researchiassotthe Department of Asian Art.
Campbell writes, “The popularity of Japanese copnocsnanga and the preeminence of the
graphic arts in contemporary Japan attest to theiag legacy of these tradition$.n his

1983 history oimanga Manga! Manga!: The World of Japanese Comkesederik Schodt

! Kaniji is one of the alphabets in the Japanese languBgese Japanese characters, derived from the @hines
alphabet, represent words and meanings in pictogeard ideograms.

2 Wiedemann, p. ii.

% Jocelyn Bouquillard and Christophe Marqutkusai: First Manga MastefLiz Nash, tr. New York: Harry

N. Abrams, Inc., 2007), p. 8.

* Thomas P. Campbell, “Director’s Forward&torytelling in Japanese AVatanabe, Masako, ed. (New York:
The Metropolitan Museum of Art, 2011), p. vi.
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implies that the Japanese haweeadto tell a story through sequential illustratiohdde
suggests an inherent cultural phenomenon, uniqdagan, which lay the foundation for
mangas emergence from the first caricature art, throtighillustrated scrolls, flourishing
during woodblock prints and finally reinventingatcafter the Second World War.

The reason to highlight the print art of the nieeid-century is accessibility akiyo-
e to the highly literate city dwelling population Bfio, which Paul Gravett identifies as “in
the spirit [offmanga”® Woodblock prints were a mass-produced consunuetuet during
the Tokugawa period. Publication in the woodblpakting business yielded finished prints
being produced from a print workshop at a ratetééast 200 a day on average per prifiter.
In the modern eranangaare the swiftly produced consumer product. Like/o-e manga
are artistic works intended for the pleasure ofrtfass population, quickly produced and
often discarded after they are consumed. In its tave, Japanese woodblock print art was
not considered fine art. Most art historians araifiar with the tale of how Western artists
discoveredikiyo-ethat was inadvertently imported to Europe as parknaterial, evidence
of how casually old woodblock print art was dised Themangaof today function much
as woodblock print art functioned in Edo sociebangaare published quickly and cheaply
(a topic that will be discussed in further detaiQhapter 4) for the amusement of the public.
In addition tomangacarrying on “the spirit” of nineteenth-century wtiock print culture,
several elements of style and visual features agpezrry through from Edo epocikiyo-e

into the modern art form eohanga

® SchodtManga! Manga/ pp. 25, 28-37.
® Gravett, p. 18-20.
" Rebecca Saltedapanese Woodblock Printirigionolulu, University of Hawai'l Press, 2008),1d..
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FEATURES ORUKIYO-ETHAT CARRY OVER TOMANGA

Flat nature of Japanese art inukiyo-e and in manga and anime

It requires no stretch of the imagination for adahto identify a relationship
between woodblock print art amgangaandanime The flat nature of Japanese art is readily
grasped by the naked eye. Despite the use ofitpemto indicate perspective and separate
the areas of foreground, middle-ground and backgtpoeither the art afkiyo-enor the art
of modern Japanese comics attempts to creatdubmii of three-dimensionality. The
characters appear flat and two dimensional on #ige p The flat appearance of Japanese art
does not reflect a lack of skill or technology apdnese art but rather evidences an aesthetic
choice that pervades much of the art from this trgunArtist and theorist Takashi Murakami
presents a theory that the flat nature of Japasase an essentially Japanese construct of the
identity of Japanese two-dimensionafaffhe stylistic element of Japanese “flatness”
precedes contact with Western perspectival aricantinues independently of modernist
movements in Western nineteenth- and twentiethucgrrt.

Takashi Murakami’s concept of “superflat” operadestwo separate and distinct
levels. Murakami uses the term “superflat” to digscthe lack of illusionistic presentation
in space, the visually flat nature of Japaneseaad,to describe “the sensibility that has
contributed to and continues to contribute to thiestruction of Japanese culture, as a
worldview, and show that it is an original conctt links the past with the present and the
future.” Takashi’s agenda in creating art is a synthdsasthetics and creativity and an

awareness of contemporary Japanese art as an ¢lehpapular culture, marketing and

8 Murakami,Little Boy, p. vii; Papp, p. 5
® Takashi MurakamiThe Super Flat Manifesto, in: SUPER FLATBkashi Murakami, ed. (Tokyo: 2000), p. 5.
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commerce? Takashi Murakami's discussion of “superflat” ssential to the argument of
manga’splace in a greater timeline of Japanese artistoition because the same principles
of design and role are present in thengaof today and the woodblock prints of the Edo
period.

In a page from “Mermaid’s Gaze,” a chapter of Rumillakahashi’s three-volume
Mermaid Sagathe flat aesthetic ohangais easily identified. [Image 25] Here the
illustration takes on a flat appearance causeth&yse of black outline and the lack of
illusionistic shading. The absence of shadow @félces makes the artwork appear flat,
much like the woodblock print art of the nineteeo¢imtury. The emphasis on line and
outline, a defining characteristic ofanga comes from Japanese artistic and writing
traditions. Several theorists highlight this festhetic as distinctly Japanese. The flat
appearance of the scene and the use of outlinesanrer from earlier Japanese artistic
traditions, includingikiyo-e If one compares a panel of manga to a ninetesaritury
woodblock print, such as Utagawa Kunisada*€herry Blossom beneath the Evening Moon
in the Northern Quarter,” one notes the lack oftdep each work. Although both scenes
use scale and angles to denote the parts of thescaefining the foregrounds,
middlegrounds and backgrounds, each artwork bypahsecommon use of shade to
realistically suggest depth.

Murakami’'s second meaning of “superflat” reflects interpretation of Japanese

culture. In his essay, “Earth in My Window,” TakadMurakami equates the trends in

19 Margrit Brehm, “Takashi Murakami: A Lesson in $égy (Morphed Double-Loop)Japanese Experience:
The InevitableMargrit Brehm, ed. (Ostfildern, Germany: Hatjen€aPublishers, 2003), p. 36.

" Utagawa Kunisadaf{)!|- [ £1) (1786-1865) is regarded as a great mastekiyb-e In his own time, his
reputation far exceeded that of his contemporaHe&usai, Hiroshige and Kuniyoshi. Kunisada wagarded
as one of the most financially successful, prokifinc popular designers okiyo-ewoodblock prints in
nineteenth-century Edo.
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Japan’s contemporary culture as the direct effetfte@Second World War, citing an absence
of closure to the atomic bombing of Hiroshima oAugust 1945 which pervades Japanese
society and culture. He states, “But everyone s in Japan knows—something is
wrong. Still, it's not worth a second thought...nd\now, Japan is Superflat. From social
mores to art and culture, everything is super tietisional.** Murakami attributes the
childlike culture of Japan--such as the fascinawath kawaii (cute) culture, the
superficiality of consumerism, and even the poptylaf comics--as all owing to the fact
that Japan was occupied in the post-war periochandr permitted to grieve. Murakami
claims that Japan embodies the identity of “LiBley,” reference to the nickname of the
atomic bomb, a heedless culture that embraces inrityat®

In Murakami’s discussion about the superflat warl@dontemporary Japan, he
repeatedly identifies a society that thinks litifeanything but the sensations of “I feel good”;
he might as well be describing the Pleasure QuadkEdo Japan. Murakami’s Superflat
Thesis, which wishes to place the blame for Sugerlommercialism, superficiality and a
consumer culture that places emphasis on graiicatipon the atomic bomb and its
aftermath, falls under Adrian Favell's descriptmfria DIY sociology of post-war Japan
written through the eyes of 1960s and 70s néfdBavell reminds readers in his book,
Before and After Superflat: A Short History of Japse Contemporary Art, 1990-2Q1hat

Murakami, himself an icon of populataku'® culture, graduated from the elite national

12 Murakami,Little Boy, p. 100.

13 Murakami,Little Boy, pp. 100-1.

14 Adrian Favell Before and After Superflat: A Short History of Japse Contemporary Art, 1900-20(Hong
Kong: Blue Kingfisher Ltd., 2011), p. 22.

15 The termotaku (7= < /4% 7) is derived from a Japanese term for another p&r$muse or familyl¢ ).
Otakuis commonly used as a descriptive noun for a pewndth obsession, typically in reference to (but no
limited to) mangaor anime comics or animated shows. The slang term canggsative connotationstaku
might perhaps best translated into English as “gdekvever, many fans have appropriated the tetman
badge of honor.
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Tokyo University of the Arts with a PhD and wasne in classicahihongd®. Murakami
and his sensationalist statements come from a bawkd of education in Japanese art.

In an interview by Arthur Lublow, Takashi Murakafmentioned the pioneering
influence of the eccentric Kuniyoshi, on batiangaand his own giddily off-kilter work*
Utagawa KuniyosHF is known for his dramatic, heroic and powerful i@rand battle
prints, his delicate, graceful and seréijm-ga, or images of beautiful women, and his often
humorous prints that were created simply to amisaudience. Kuniyoshi perhaps best
personifies the popular aspect of woodblock prititsugh any well-knownikiyo-eartist
might exemplify as well that prints were illustrat®r the entertainment of the Edo

populace.

Subject Matter of Manga from Ukiyo-e

The subject matter of Japanese woodblock prirdsisinated by several distinct
genres: portraits dfabukiactors and heroic scenes taken from plaisi-ga, or pictures of
beautiful women; landscapes and scenic images fa#enelements of nature; and
humorous illustrations. Although the tetrkiyo-eliterally means “pictures of the floating
world,” a concept referencing the “illusory or sensworld and the transitory nature of life,”
the subject is distinctly contemporary with veryldi reference to religious imagety.The

wealthy merchant middle class were the creatorscandumers of Edo period woodblock

prints, and it was to that contemporary audieneette images were intended to appeal as

'8 Nihonga( H A<[#i) references traditional Japanese art and trasditteally as Japanese-style paintings.

7 Arthur Lublow, “Everything But the Robots: A Kurtighi Retrospective Reveals the Roots of Manlyaw
York Magazine7 March 2010: p. 109.

18 Utagawa Kuniyoshi®) !l - [E %) (1797-1862) is one of the great master’sikif/o-ewoodblock printing. He
worked in several genres, including images of wastiKabuki actorsijin-ga, or pictures beautiful women,
landscapes and mythical animals as well as crehtingprous works that were illustrated with the msien of
amusing his audience.

¥ salter, p. 10.
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an inexpensive, popular art form and mode of eatarient. The woodblock prints that were
published in Japan from the mid-seventeenth teé#nly twentieth-century were not
considered to be “fine art” during their time obgduction but rather an “urban phenomenon
of a purely commercial naturé® As such, the images were designed as picturesvthad
appeal to the audience and sell.

And certainly the same is true of modemanga Rumiko Takahashi’s prolific body
of work is immensely popular and her series notédog-running, which has made her both
a belovednangakaand one of Japan’s wealthiest citizéhs\umerous scholars identify her
stories as uniquely “appealing” to audiented his appeal is not solely due to her
sophisticated storytelling techniques but alsotduger imagery which employs of beautiful
young protagonists. Because her chosen genmangais shonen or mangaaimed toward
a young male audience, images of beautiful, ofteressed, women frequently appear on
the pages of her comics. The beautiful women ohiRa Takahashi’'snangaare
reminiscent of thdijin-ga of earlier woodblock prints. The emphasis of eetfrfand
idealized female proportion and subtle eroticisrthaut blatant vulgarity recall the beautiful
women of artists from the Edo period, as well aaneples from the later Taister&>. It was

during the Taish that the revival of interest in woodblock printimgthe twentieth century

20 Andreas Marks)apanese Woodblock Prints: Artists, Publishers Brassterworks 1680-1900rokyo,
Rutland, VA, and Singapore: 2010), p. 10.

2L Seiji Horibuchi, “Interview with Rumiko Takahastii993),” p. 16.

%2 Amano Masano, edMlanga Desigr(Kéln, London, Los Angeles, Madrid, Paris & Tokykaschen, 2004), p.
302.

% The Taisb period (K IERF{L) (1912-1926) is the epoch directly following tHeaotic Meiji Restoration era (
BRVEFE(L) (1868-1912) and preceding the movement towardrlege militarism during the Sha period
FHIE{R) (1926-1989). Although artwork from the Taisberiod is outside of the normal frame of referefuce
ukiyo-eand nineteenth-century woodblock prints, examfites this epoch represent a movement that used the
same techniques and subject matter as Edo pekigd-e Because this thesis aims to discuss the infliefic
earlier Japanese woodblock print art on the work obntemporarynangakait is unnecessary to exclude a
good example that meets all other criteria exdepeixact dating. Afterall, because there is naifipeecord

of Rumiko Takahashi modeling her art upon Tokugaveakiyo-e the woodblock prints that may have
influenced her art need not be limited to excludési era prints that represent the reiteration of stylé
technique of those earlier prints.
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with the Sssaku Hangg £l /ERiH), or Creative Prints, movement marked a new géioera

of Japanese artists who began to use the sameadeehkrihat flourished through the early
eighteenth-century to the mid-nineteenth-centuopsidered the peak akiyo-e** The
bijin-ga of Hashiguchi Goy are remarkably recalled in some of Rumiko Takalfmghages
of beautiful women in henanga [Image 27 & 28]

Takahashi’s illustrations of her female characteithe act of bathing are not lewd,
but they are not evasive about the sexual attractiidahe well-figured girls drawn on the
page. Like the prints by Torii Kiyonaffaand Hashiguchi G@7°, Takahashi’s nudes are
beautiful. They are meant to be appreciateijas, or beautiful people. Rumiko
Takahashi’s art revels in the sensuous beautyeofitiman female form without straying into
the realm of erotica. The nude female form appgacsently in the body of Takahashi’s
work. In herMermaid SeriesMaison IkkokyRanma %zInu-Yashaand othemanga the
common act of bathing might appear illustratedlr@mangapage. The artist seems to take
care never to illustrate graphic depictions of tgi, instead covering the private parts of
the body with props (such as a bucket, wash ctathising the rotation of the body to keep

anything “inappropriate” out of view).

% salter, p, 11-12.

% Torii Kiyonaga (5 - i &) (1752-1815) is considered one of the great masiihijin-ga. He is most
famous for his images of courtesans and other feawbmen, but his body of work also includes manmints
and paintings of Kabuki actors and related subjects

% Hashiguchi Goy (K& 1 - 7.3£) (1880-1921) represents a later revivalikiiyo-esubject matter and
techniques. Creating modemishiki-e Goyb personally supervised the carving, printing anblisation of his
woodblock print art from 1918 until his death. Bdtashiguchi Kiyoshi, Gaytook the name of Gaywhile
attending the Tokyo School of Fine Arts, from whithgraduated best in his class in 1905. dGGogs
influenced by classicalkiyo-eartists and studied from books, originals andadpctions. His dominant
interest and inspiration came from the great atasakiyo-eartists, such as Utamaro, Hiroshige and Harunobu,
of whom he authored several articles.
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As in many scenes of women bathing, the figureasafuchi Goys “Nude Woman
with Towel and Basin”i343 > %) (1915), is nudé’ [Image 27] Her body is presented to

the viewer without any clothing, but one very étthf the nudity that would actually offend

the sensitive viewer. Her left breast and its l@@ye clearly visible, but the rest of her
genitalia are hidden by her bent right leg anddmers. She is nude but modest. She is
simply bathing. In Takahashi’'s depiction of “Sharmt Bath” (1998) [Image 28], the
genitalia are similarly concealed by the use otadss of long hair and limbs. As in G&y
“Nude Woman with Towel and Basin,” only the lefebst and nipple are unobstructed to the
view of the audience. The viewer in both workengouraged to appreciate the beauty of the
female form--and perhaps even experience arousakib artist does not present nudity in a
way that is pornographic or lewd.

However, there is no concern about illustratingeenan’s breasts; in some scenes of
Ranma “the plotline revolves around the presentatiothefbody, thus the story provides
ample opportunities for Takahashi to illustrate ltheasts of the female incarnation of the
protagonist. [Image 29] In frequent instancesséhnudes are illustrated with such lack of
embarrassment or modesty as to appear brazenoutde; the storyline d2anma “2which
centers around the identity of the protagonistreadolescent male who frequently (and most
often unintentionally) transforms into a girl, mlielsithe question of how this naked female
form is to be received. In most other examplemfiicakahashi’snanga the nudity of the
female characters appears less frequently, maast oftthe natural occurrence of the

characters at bath.

%" Goyo created woodblock print art during the Taisra, a period later than the other works discugséis
thesis; however, his work intentionally recalled tlineteenth-century masters and the echoekigd-eseen in
his creations can likewise be interpreted to teakbwn into Rumiko Takahashi's art.
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The presentation of bathing is illustrated withawgense of shame or judgment,
reflecting Japan’s culture which accepts persoggidme as an integral element of daily life.
Kenneth Clark, in his booK;he Nude: A Study in Ideal Formiistinguishes between the
terms “naked” and “nude” with regards to nakedressbarrassment that comes with being
deprived of clothing as distinct from nudity’s lackuncomfortable overtorf&. The nudes
in bothukiyo-eand Takahashi’'mangaappear comfortable and natural in their state of
undress. Justin Velgus, who discusses Japan’smogatrary acceptance of nudity in both
media and everyday culture attributes the presentat the nude in Japan to the prominence
of Japan’s bathing culture and to Japan’s acceptdrat sex and sexuality are simply a
natural part of life and existen.The nudes that appear in bottiyo-eandmangaare not
without their sexual appeal, but neither does tmdity have to be overtly erotic.

Torii Kiyonaga’s “Women at Bath” depicts eight womat a public bath [Image 30].
The female figures range in their states of désleaibom the more-or-less fully clothed
woman at the far right to women loosely drapedgirtyukata to several fully nude women
engaged in the act of bathing. Clark attemptastrgjuish the unclothed figures of Japanese
ukiyo-efrom the nudes of Western art when he writes Jdpanese prints [nudes] are part of
ukiyoe the passing show of life, which includes, withoamment, certain intimate scenes
usually allowed to pass unrecorded. The ideafefiofy the body for its own sake, as a
serious subject of contemplation, simply did natwdo the Chinese or Japanese mind, and

to this day raises a slight barrier of misundemitagq.”*° Clark should not be interpreted as

% Kenneth ClarkThe Nude: A Study in Ideal ForfGarden City, New York: Doubleday Anchor Books56%
p. 23.

29 Justin Velgus, “Why Japanese People are Comfertalth Nakedness.” Japan Today: Japan News and
Discussion. Opinions, 12 Nov. 2012 - 06:19AM JSVeb. 27 Nov. 2012. <
http://www.japantoday.com/category/opinions/viewjhpanese-people-are-comfortable-with-nakedness>.
%0 Kenneth Clark, p. 29-30.
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having made an erroneous suggestion that the nndepanesakiyo-ewere not intended to
arouse the viewer. Certainly, Japanese art hgsaieatial to be as bawdy as any
presentation of the nude female form. Rather,iQfates that the Japanese nudes, unlike
those created contemporaneously in Europe, shatldeninterpreted as studies of the

human body for the sake of art.

Interest in the Contemporary World

The art of the Japanese woodblock print is uniquebyesentative in the way that it
simultaneously represents the “real” world of thiesawithout a necessity for a
photorealistic illustrationUkiyo-eis inherently stylized, lacks an illusionistic den of
space, and does not attempt to recreate a facesedation of the landmarks or events of
the scenes the artist presents. However, thd akiyo-eis an artistic account of the
“floating world” of Tokugawa era Japan, a stagirignimeteenth-century Japan on paper.

In her essay “From Shadow to Substance: Redefldkigo-e,” Sandy Kita tackles a
redefinition of the ternukiyo-eto examine this art. Through her many explorationo the
meaning of the term, Kita isolates a featurekifo-eto express the world of the artist. She
hesitates to the use the terealismbecause that term is heavily weighted to mean the
depiction of things and people “as they really ’ahewever, whileukiyo-edoes not strive
towards any sort of stylistic realism, it is inaadply a portrayal of the real world of Edo
Japart® She asserts thakiyo-eis the art of what the artists perceived, thropisical
senses, of the material world of Edo culture. Woedblock prints are a highly stylized
account of the “floating world.”

Takahashi’snangaalso presents a depiction of the world in a segirepresentation.

3 Kita, p. 60.
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Takahashi’dVaison Ikkokua thirteen volumenangathat began in October 1980 in

the biweeklyseinen mangaagazineBig Comic Spirit& v 72 I v 7 AU v ),
was modeled from the artist’s experience as a stdteng in an apartment. In an interview
by Toren Smith, taken frotAmazing Heroes1 1990, Rumiko Takahashi talks about her
inspiration for the setting d¥aison Ikkoku

When | was a poor college student, | lived in Nakéandistrict in Tokyo) in a small

apartment that cost ¥55,000 a month (about $55@3t behind my apartment house,

there was another which seemed rather...er...'strange&o of the people who were

living there often spent hours talking by walkid¢kia with one in his room and the

other just a few yards away on the street (laught)ought they were pretty

annoying, but | was also a little scared and woedevhat they could possibly be up
to.

Once you're thrown into an apartment, you havévi® there--unless you move out
[this is terribly difficult and expensive in Japavhere moving into an apartment
often requires a deposit of six months rent--alfout months of which is non-
refundable]. You can't just reject the people vghare the place with you... you
have to get along with them. | wanted to createrantional human drama centering

around the apartment and its tenafts.

The story and art of her contemporary surroundimgomthe abundant images of the
pleasure quarters that define nineteenth-centygnise woodblock print art. The Ikkoku-
kan, or Ikkoku Apartments, in which the romantienamly story is set, is almost a character
of the story. It is illustrated with attentionrealistic detail, making it instantly recognizable
as a typical cheap Japanese apartment house,haitbdsbathrooms, no hot running water

and reliance on the public baths down the roadhfebathing needs of its tenants. The

%2 Toren Smith, “Career Retrospective, Taken fldmazing Heroe4990.” Rumiko Takahashi Interviews
(Rumic World, 1990. Web. 23 Mar. 2011. <http://wfwwinkan.com/takahashi>), p. 5.
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feeling of verism of Ikkoku-kan iMaison Ikkokus not an accident. In an interview,
Takahashi confirms that Ikkoku-kan is based oreabeilding®® [Image 31] The art of
Maison Ikkokiblends a fictional storyline with a true-to-lifeting. Takahashi identified

that “[readers/viewers] can see themselves infjtbeagonist’s] place* Althoughmanga

is a stylized art form--certainly the use of lagyees, small mouths, and nubile bodies that are
too perfect to be anatomically proportionate laekism--themangakaaims to evoke a true
sense of the real, contemporary world.

The plotlines of Takahashiimangaalso strive to capture the contemporary life @f th
artist. Despite the comedic foibles, amusing misustandings and hijinks, and laughing
tone of Takahashi’s stories, her art presentsanémporary world in both the use of visual
elements and storytelling. Brigitte Koyama-Richardkes special note dfaison Ikkokun
her history oimanga One Thousand Years of Manda state that Yaison Ikkokiiis a
realistic look at Japanese society through the &ffar between a student and a young
widow.”®* Takahashi's artwork is firmly rooted in the plaared time of its creation, much as
Edo period print art is a reflection of the socigym which it was created. In her 1997
interview with Seiji Horibuchi, Takahashi hersetited that she illustrates all of her works,

even the more fantasticalanga with daily observations from the world around.ffer

Techniques and approaches that stem from earlier wh

In addition to continuing an aesthetic traditioattetems fronukiyo-e modern

mangautilizes numerous techniques carried over froniezavoodblock prints.Mangaas it

% Harley Acres, tr., “Another 100 Questions, takeamf an interview between Takahashi afahoo Japari
Rumiko Takahashi InterviewfRumic World, 2008. Web. 23 Mar. 2011.
<http://www.furinkan.com/takahashi/>), p. 5.

34 Smith, p. 6.

% Brigitte Koyama-RichardDne Thousand Years of Manfaris: Flammarion, 2007), p. 161.

3 Seiji Horibuchi, “Interview with Rumiko Takahastii997),” p. 4.
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is known today is very much a product of the comterary world. Its style incorporates the
technological developments that came about afeeMaiji Reformation, particularly the
modernizations of publishing systems, innovationsawspaper printing and formatting, and
early twentieth-century influences from Americamo strips (as defined by the sequential
serial narrative comics with many frames, textdmails and story-telling device¥).
However, despite the many advances that the comtempworld has contributed to modern
manga most art historians agree that the framewonkahgaowes itself equally, if not
predominantly, to the prevangaof earlier Japanese artistic traditions.

Paul Gravett suggests that one way that moodhenngais read might be traced back
to earlier Japanese art, looking well earlier thkiyo-eto pre-moderemakimonascrolls
and to decorative screen paintings. Gravett hagidi the process of how a reader regards a
work on a horizontal scroll, moving from right &ft as the image opens out into a pictorial
narrative. He hypothesizes that this flowing tagha of reading and viewing survives in
mangatoday. In the same way, Japanese screen paistangdited with the use of vertical
white gaps, or “gutters,” imanga The gutters between panels ahangafunction just as
the separation of frames on a screen made the fromages readable as a narrative [Images
32 & 33].*® Scott McCloud, in his discussion of the usearigi-to-panel transitions in
comics, takes this theory one step further to ssigipat Japaneseanga distinctly from
Western comics traditions, inherits a structurahfat from the pre-modern artistic traditions

of landscape paintings and uniquely Japanese ivarmabrks of ar® These theories

3" Fusanosuke Natsume, “East Asia and Manga Culix@mining Manga-Comic Cutlture in East Asidlie
Asian Face of Globalisation Reconstructing Ideasitilnstitutions, and Resourd@$e Papers of the 2001 API
Fellows, part 111, 2003, pp 95-106), p. 98.

3 Gravett, p. 18.

39 Scott McCloudUnderstanding Comics: The Invisible ANew York: Harper Perennial, 1994), pp. 78-82.
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suggest that the act of readimgngais a skill developed from “reading” a scroll oreen
painting.

The actual labor aihangacreation also echoes that of its progenitéryo-e During
the Edo period, the creation of a print was theeandr of a team of creators: the painter, the
engraver, the printer, and the publisher. Theiphbl would commission an artist, providing
the materials (and often the theme). The finigbedting, drawn in ink by brush, was pasted
on a wood block and carved by the engrdVeffter a number of black and white prints (20
or so) were made from the keyblock, these printeweturned to the artist that he might
indicate the use of color and shade on each sinmtably, Rebecca Salter’s in-depth study
of the technical creation of woodblock printing gthts concludes that the artist did not
color a complete print to be used as a masteeference’’ Again, the individual sheets for
each color would be pasted onto wood blocks toubéy the carver. Finally, all of the
blocks--the keyblock for black outline and the Iide¢or each color--were taken to the print
workshop where the production line of printers vebelleate and reproduce the final product
that was trimmed, bundled, published and sold.

In the production of contemporanyanga the process is much the same. The
mangakachooses the subject of his or her work in conjoncuith the publisher§ Like
the ukiyo-eartists, thenangakagenerally might work within a specific genre. Rkm
Takahashi createdvnenandseinen mangavhich aremangamarketed to a young male

audience. Once a story is approved,ntangakawill write and design his or her work and

“0 Although authorship of a work is credited to tkeemed artist responsible for illustrating the iditisawing,
few original sketches survive because of the natfitkis process. Because the carver would pasteriginal
painting onto the woodblock and carve the wood fiprihe procedure necessitated the destructigheof
artist’s fundamental drawing. The woodblock casweere regarded as craftsmen and are generallymetha
and the painter of the original drawing is giveadit as the artist of the complete, printed worlkaf
41

Salter, p. 11.
2 Koyama-Richard, p. 164.
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pass instructions on to a team of assistants. Ruirakahashi considers herself totally
responsible for her work and utilizes her assistanimarily for finishing backgrounds that
she has sketchéd. In her 1992 interview published Kappa MagazineTakahashi
mentioned that she currently employed four asdistaut that there were only three
(including herself) who worked on her earlier pgdgrusei YatsurandMaison Ikkokyand
that she specifically does not employ male asdistao that the girls will work more
seriously if they aren’t worried about boy$.”Althoughmangacreation does not involve the
lengthy process of carving individual blocks foclkea&olor used in the final print--in fact
mangaare published in black and white with only the @ow color--the team of nameless
assistants correlates to the workshops of carvetrpanters who facilitated the creation of
the finished printed pages in the Tokugawa erae artists and workers who create modern
mangaare united under the publisher, just as was theagw in creating nineteenth-century
woodblock prints. Brigitte Koyama-Richard summaszhis parallel i©ne Thousand
Years of Mangas she writes, “In the Edo era, a print was a indeavor between the
painter, the engraver, the printer and the publisktas a situation that has hardly
changed.** The techniques, process and organization of lakbibit parallels between
ukiyo-eandmanga In addition, the publisher’s role of guiding gerand subject through the
fads and popularities of the contemporary audi@ocginues the same organization in
modern Japanese comic book publication that wataire at the height of woodblock print

art/literature.

“3 Dylan Acres, tr. “Interview in Italy, taken froappa Magazindssue 5, Star Comics, November 1992.”
Rumiko Takahashi InterviewfRumic World, 1992. Web. 23 Mar. 2011.
<http://www.furinkan.com/takahashi/>), p. 2-6.

“ Dylan Acres, p. 6.

> Koyama-Richard, p. 164.
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The themes illustrated wkiyo-evaried with the intention of providing a “wide i@
of products, aiming at consumers with a wide raofgaterest” to keep up with the
consumers’ interests and the technologies of thefi But most popular among the
different styles ofikiyo-e one of the most popular genres areldijia-ga, or pictures of
beautiful women. As early as the seventeenth cgnpuints artists developed stylistic
iconography of how to depict the beautiful womerowbere the focus of this genre. Artists
illustrated the figure in a classic pose, lookingiothe shoulder, and never in full frontal
view.*” Later, with the changes in print technology #iiiwed the color printing, from the
mid-eighteenth-century, the standardbijih-ga were further refined. Suzuki Harundbu
defined the presentation of the youthful, anonymiayge-types, illustrated as standing or
seated, in simple architectural settings and arhesip on seasonalify. [[mage 34]
Although by the end of the eighteenth-centoijin-ga ukiyo-eevolved to emphasize the
upper part of the body, moving away from the falimh of the standing or seated figure,
Harunobu’s presentation of the beautiful charastiliremained an iconic formality of the
bijin-ga style.

In Takahashi’s art, the standards of presentateweloped in the Tokugawa period
remain. lllustrations of her female characterstipalarly when they are drawn alone (rather
than within a narrative scene), are predominafitigtrated in a three-quarters profile, often

looking at the viewer over a shoulder, in the samr@malist presentation of a background.

5 Marks, p. 14

*" Richard Wilson, Class Lecture. History of Eastarh “Popular Culture.” (International Christian Wersity,
Tokyo: 2 November 2004), p. 38.

*8 Suzuki Harunobugfi < - #15) (1725-1770) is considered one of the most fanukiy-eartists and the
inventor ofnishiki-e (###%), or multi-color woodblock prints, in 1765. Haabu is best known for hisijin-ga,
depicting the timeless female figure in simple #&eghiural settings.

9 Wilson, p. 37-8
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[Image 35] The same approach of presentinglihim, or beautiful woman, is used manga
that was developed long ago in woodblock print art.

In fact, argument could be made that one of them#seof Takahashi’'s seri@&anma
% is the presentation of a variety of beautiful wom@&he plotline of the comedyanma %2
follows the daily life of the protagonist, a younmrtial artist who bears a curse that he
transforms from a boy into a girl every time thatid splashed with cold water (hot water
returns him to his natural form), but one repeg¢itecenario of the thirty-six volume story is
the appearance of a new female character with ammatial claim on Ranma. Ranma and
his father reside in the home of the Tendo fanaihd it is the two fathers’ intension that the
families merge to continue their martial arts séltbmugh an arranged marriage with one of
the three Tendo daughters. [Image 3ble romantic comedy centers around Ranma’s
relationship with the youngest daughter Akane,aratdst the teenage romance between
these two characters who are yet unready to exgresfondness for one another.
Throughout the story, several additional potemtahantic partners appear, each vying for
Ranma’s affection. These include the exotic, Csensarrior Shampoo, who was beaten by
Ranma in combat (and according to her tribe, iRamazon is beaten by a woman she must
kill her; if she is beaten by a man she must miaimy); the aggressive Kodachi Kuno, the
sister of a school upperclassman, Tatewaki Kuno kwinself desires to date both Akane
Tendo and/or the female Ranma; and the lovely okoyeki chef Ukyo Kuonji, yet another
fiancée, this one the product of an arranged ngerieom when she and Ranma were
childhood friends while Ranma was travelling wiik father. [Image 37Rll of the female

characters present a different appealing archeif/pa attractive girl.
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The archaic cultural influences of Japanese culipmn modermangaare
impossible to ignore. Art historians uniformly agrthat elements of “pr@angd from art
dating back to the Heian era of the twelfth centangy undeniably integral to the
development ofmangaas it is known today. Although Fusanosuke Natswas that it is
“impossible to discussiangawithin a framework based solely on traditionaltatg native
to Japan because the background factorsasfgaare too complicated,” Natsume takes time
to specifically highlight the influence &imishibai®, kadarr?, rakugo?, andsetsuwa’ on
modernmanga>* Early Japanese art established how the artasfgais “read.”
Woodblock print culture established the procedsont the art omangais created.
Likewise,ukiyo-eset a precedent of content, including the focutherworld as the artist

sees it and the visual vocabulary of illustratihgracters.

*0 Kamishibai(#%: &), or picture-card shows, is a method of storytgliihat utilized sequential illustrations to
narrate a story. Scholars believe tkamishibaioriginated during the twelfth century in BuddHistples

where monks would usamakimondo present tales with a moral lessdtamishibaienjoyed their greatest
popularity throughout Japan from the 1920s to ®9&0%, and they credited as “the missing link” ia th
development of modemanga

L Kadan (#%7#%) is a style of traditional oral Japanese storiytglthat developed in the Heian court and evolved
through Japanese society until its decline duriregftokugawa period.

*2 Rakugo(7% ##), which literally translates as “fallen words,”d@scomedic storytelling in which a narrator
presents a tale (usually with two or more speakimayacters) form a seated position on stage.ek oe

images or props beyond a paper fah{ sensu) and a small clotA¢:t tenugui). This type of narrative
presentation gained popularity during the Edo mkénd continues to be performed as a style conteanpo
Japanese theater, a “sit-down comedy”.

%3 Setsuwdg(Fi#%) is a form of narrative storytelling that pre-dathe fourteenth century. This literary genre
comprises myths, legends, folktales, and anecdotes.

** Natsume, “East Asia and Manga Culture,” p. 98.
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CHAPTER IV

UKIYO-ES RELATIONSHIP TO MODERNMANGA

Mangais, first and foremost, a part of contemporaryietyc Not only ismangaa
feature of popular Japanese culture,rhahgareflects the sensibilities of the contemporary
Japanese audience, incorporating aspects of pogiylas and culture into its stories and art.
This statement ahangas place in its contemporary world--rather than iishing modern
mangas relation to Tokugawa enaiyo-e-reinforces the correlation between contemporary
mangaand Edo period print culture becawséyo-eis also considered a product and part of
its own specific epoch and circumstances. Aniatbhical comparison of the mass produced
art in pre-modern East Asia, from the sixteenthuagnthrough the nineteenth-century, notes
that the flourishing of woodblock print art anceliature could not have occurred without the
prosperity, flourishing trade, stable governmengdjagriculture and increased population
into cities that defined the Edo jidaiLikewise, scholars agree thmangacould not have
developed to its current scale without its ownddedpecific circumstances: the influence of
Western newspapers and serialized comic stripsfraruter culture that relies upomanga
as a form of entertainment, and a tradition of &iswarration inherited from Japanese culture.
Both ukiyo-eandmangacan be seen as destination points on the timefidapanese art,
with the timeline of contemporamanganecessarily passing through the woodblock print
art of the Tokugawa era.

In 2011, Masako Watanabe, senior research assaéiite Department of Asian Art,

The Metropolitan Museum of Art, New York, launchead exhibition entitledStorytelling in

! wilson, p. 38
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Japanese Artwhich presented Japanese painted narrativeswimats that included
illustrated books, folding screens, hanging scrallaying cards, and individual printed
pages--with the thesis that “Japan is a land aifi@asing tales, with a long and rich tradition
of pairing narrative texts with elaborate illusibats—a tradition that continues to this day
with mangaand other forms of animation and graphic ari&s art historians begin to
investigate Japanese popular culture, specifigally an interest in the origins of style,
themes and technique, scholars are today findiagthie popular art and literature of
contemporarynangaare truly a part of a Japanesedto express art and story together in
an illustrated narrative. Russian flmmaker Segjeenstein identified a link between the
use of ideograms in Japanese writing as his exiyiamfor the “inherently cinematic” nature
of much of Japanese culture, going so far as te #tat the combination of pictographs to
express complex thoughts in Japanese text wagma ‘Gbmontage that influenced all
Japanese art$."Much of the art presented in Watanabe’s exhibjt&iorytelling in
Japanese Artpredatesikiyo-e however, Watanabe highlights the techniques oftian

that originated in these earlier works of art tlvate synthesized in nineteenth-century
woodblock publications and now actively functiommangatoday.

In his forward to Andreas MarksJapanese Woodblock Prints: Artists Publishers
and Masterworks, 1680-1908 brief essay entitled, “The Buoyant World of akagse
Prints,” Stephen Addiss likensiyo-eprints to contemporary pop sorfgDespite the prized
nature of these woodblock prints today, in thengj these works were merely disposable
popular amusements. Study find theingavolumes receive a similar treatment in

contemporary society asn@angamagazinefts), comprised of the most recent

2 Masako Watanabe, p. 3.
3 Cf. Schodt, p. 25.
* Marks, p. 9.
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installments of several titles by its given pubiighcompany, is purchased (often near a train
station) consumed during the purchaser’'s commautéttzen disposed of once the reader has
finished®> Mangacritic Eiji Otsuka posed the question in the media magaEsné&uruin

1994, “Why weranangaable to surpass, even overwhelm, other media stwar Japanese
culture?” His answer: “Ultimately, the main reasouost surely have been their utterly,
almost hopelessly ‘cheap’ qualit§. 1t was in this postwar era, in 1959, thanga

magazines adopted their modern format whéddfsha, one of Japan’s largest publishers,
issuedShikan Skanen Magazinlid /U4~ 7727 2), or “Weekly Boy’'s Magazine,” the

first of several allmangaomnibus magazine publications. The printed volioignanga

today and woodblock printed books of the Edo jgtare a tradition of cheap publication to
provide an inexpensive, disposable consumer prddutieir contemporary voracious
readers.

The amusing coincidence is that Edo period woodbjmting is often theorized to
have flourished in part due to a desire to keeplycion costs down. Movable-type printing
was available during the Tokugawa era, introducetbO0 by Jesuit missionaries who
imported the Gutenberg technique (invented in 14di6) a second technique brought back to
Japan from Korea after military expeditions in 15882 however, moveable-type printing
never took off as a standard printing techniqui¢ disl in other countries. Most scholars
note the close association between art and litexahat made woodblock printing more
suited to Japanese publication--and facilitatedptiogluction of illustrations as inseparable
from narration--but, Brigitte Koyama-Richard nothat ability to reuse engraved boards

allowed prints to be reissued with minimal cosagher than typography that necessitated

® SchodtDreamland Japanp. 81.
® Cf. SchodtPreamland Japanp. 81.
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compositions be reset when the characters weredéuEdo era book publications written
in a colloquial style and with large-size illustosts, calleckusa-zshi (FXGHK), were
defined by the colors of their bindingska-hon(77 &), or “red books,” comprised legends
and tales, especially targeted to a young audigndsished from 1673 orkuro-hon(:EA%),
or “black books,” were in circulation between 17t 1751a0-hon(# &), or “green
books,” re-told dramas from popular theatre andewperblished from 1745 on; akibyoshi (
HFHMK), or “yellow books,” were the most popular and &lidcirculated and featured
simple texts and extensive illustrations, and apgge&rom 1775 and remained popular until
1818. Other types of Tokugawa woodblock print ®wicludesharebon(ifi % 4%), or
“books for men about town,” which focused on thenlow and entertainment of Edo’s
pleasure quarterkpkkeibon({&f&4), books with comic material, literally translat&bmic
book;” andninjobon (A {&4), which included moral tales and romantic storax] directed

toward young female readers.

From these distinctions of different publicatiorissdo books, one identifies the
development of genres of modenmanga But perhaps more importantly, scholars note the
emergence of Japan--beginning with the merchassdtaEdo, the capital city and center of
Tokugawa culture--as a culture that consumes titeeawhich was necessarily accompanied
by woodblock print illustrations. Art and litera&uas inseparable in illustrated narratives
was enjoyed by an outstanding percentage of thepgBdalation; most scholars cite a literacy

rate of 80% population in urban centers, with nlisgdeacy rate of no less than 85% in Edo,

" Koyama-Richard, pp. 41-2.
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the capitaf While art historians who study modemangacite contemporary Japan’s
commuter culture as a fundamental reasomfangas flourishing popularity, Japan’s
literary culture--which began its renaissance duthre Edo period--deserves ample credit.
In his early studymangascholar Frederick Schodt highlights the impressivmber of
mangapublished throughout Japan. He notes that Japane of the most “print saturated
nations” with over 5 billion books and magazineblmined in the single year of 1984, and--
more impressively--27 percent, or roughly 1.38idml] weremanga(in both magazine and
book forms)? Paul Gravett updated this figure in 2004 to inthcthat nearly 40 percent of
all books and magazines sold in Japan weaega'® Japanesmangais a fundamental part
of contemporary Japanese culture, but this broadership actually finds its roots in the
print culture of the nineteenth-century.

The Tokugawa period of Japanese history marks plog®n of written literature and
a high rate of literary and consumptitnDue to the increased population into large cities
the flourishing agriculture and trade, the staldeegnment, and the relative peace enjoyed
during this time, the Japanese population wastabiievote more time to entertainment,
which became the basis for much of Japanese culfuhe time. The art and literature
illustrate the influence of the pleasure quarteid their importance in the contemporary
culture of the time. The prosperity enjoyed by itierchant class population of Edo and
other Tokugawa era cities gave rise to a literaityuce that consumed printed material with a

voracity reflected in its high literacy rates. Tiigh literacy rate yielded a need for the high

8 Kazuo Asano, “Basic Knowledge for Japanese Culfede Culture.’Syakazuka: Past 500 Years from Kyoto
to Echigo English translation from Japanese. web. 19 Ay@st?2. <
http://www.syakazuka.com/contents_eng/datas /datatl>, 29 May 2002.

° SchodtManga! Manga/ p. 12.

0 Gravett, p. 18.

" Wilson (4 November 2004), p. 38.
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volume of works published during this time, whichtiirn accounts for the vast variety of
content and genre. Japamsngagenres are much more diverse than those of other
countries, a fact thamangahistorians reference as inherited from Edo pepigblications:?

The area in which modemangabest recalls the artwork of the Tokugawa period is
in the area of publication for the mass publicddshi Kobayashi centers his discussion of
“The Development obUkiyo-€' on the movement of art work during the Edo peliito “an
art form for the masses rather than a luxury itemmitted only to the select few® The
ability of publishers to cheaply print numeroustiesis of an original woodblock print made
the artwork accessible to a wide audience, padgibuamong the wealthy merchant class.
Kobayashi credits this broad proliferation of vieshgp to the use of woodblock printsen
iribon ({2 AK), or “books with inserted pictures,” also refertedas “illustrated books.E-
iribon featured new genres within the “pictures fromftbating world,” highlighting erotic
stories and literature&gshoku-bon#4f 4. 4), chronicle of fabulous deeds of heroism
(kinpira-bon 4K or ZA-A), and accounts about well-known Kabuki actors famaous
courtesanshyoban-ki 7F]30).** As the publication industry rapidly expandedidgrthe
Manji and Kanbun erd3 so did the viewership and introduction of gerineskiyo-e

What art historians see in modenangais an even greater proliferation of themes

and genres in the illustrated narratives populainduthe Tokugawa periodMlangds

subject matter reaches far beyaridyo-€és original classification as “pictures from the

12 Koyama-Richard, p. 59-61, 64.

13 Tadashi Kobayashijkiyo-e: An Introduction to Japanese Woodblock ®rillark A. Harbison, tr. (Tokyo,
New York, and London: Kodansha International, 199757.

14 KobayashiUkiyo-e: An Introduction to Japanese Woodblock &rip. 70.

15 The Manji eraManiji gannen 715 7c4E) (1658-61) and the Kanbun eéahbun gannenii 32 jc4E) (1661-
73) are subdivisions of the broader Edo (or Tokumaveriod (1600-1868). The necessity of this didion is
limited. Inclusion of these subdivisions are praed here only to draw attention to the very eadgurrence

of woodblock prints as illustration for narratianthe history ofikiyo-e
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floating world;” however, some of the subgenresibin ukiyo-eés earlye-iribon
publications, such as erotica and epic narratiggsain staples ahangas massive breath of
content. In fact, Brigitte Koyama-Richard noteatttheshungd® is a genre ofikiyo-ethat
directly translates to modemanga with images of pornography and erotic illustraio
capable of shocking and/or exciting contemporadiences.’ Sub-genres of Tokugawa
literature, such asharebon(ili¥% A), kokkeibon(iEF&A), andninjebon (A 14 can be
seen as directly leading uprtangas present-day classifications by genre and audienc
type, such ashvnen mangd/>4-1&#) andshpjo manga(’) %1% %). However, even if one
chooses to be more conservative about drawinglatimes of these woodblock print
drawings as directly influencing the developmentafitemporary Japanese comic books--as
Adam L. Kern would remind readers to be hesitar@doepting too much ehangas origin

as stemming from Edo sources--it is generally atjrgmon that the illustrated literary works
of the Tokugawa jidai are integral neangas development.

Art historians walk a tight-rope between giving jpeo credit tanangas history from
earlier Japanese artistic and literary predecessatsgnoringmangas identity as a modern
artform that owes its identity to elements imporfiean modern cinema, newspapers and
comic books from Western cultures, in additiontsouniquely Japanese history. Adam L.
Kern warns scholars of the pitfalls of inventingrf@nolithic, transhistoricahangaculture

that risks distorting both the modern as well &sgte-modern forms'® Kern scorns

®shunga(#: ), or erotic art, typically refers to woodblock mirirt; however, erotic pictures callsdunga
actually predateskiyo-ewith some examples dating to Heian period handllscr Translated literally, the term
shungacomprises the characters for “spring” and “pictuvéth the idea that this “picture of spring” plsy

upon “spring” as a common euphemism for sex.

7 Althoughshungaand erotic woodblock print art may translate virtib a discussion of modemanga
because Rumiko Takahashi does not illustrate/ygotaographiananga this paper will not discuss this aspect
of comparison.

B Kern, p. 132.
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scholarly attempts to present a seamless histodgdnese comic books that trace back to
pre-modern Japanese illustrated narratives, spaltyfikibyoshi, with an intent of presenting
a myth that elevatemangaas a cultural endpoint on the timeline of Japameshkistory™®
Notably, Kern participates in the same manipulatieat he derides when he titles of his
book,Manga from the Floating World: Comicbook Culturedahe Kibyshi of Edo Japan
Scholars of pre-modern Japanese art and literaggmangato attract modern attention to
their research okibyoshi and other genres of Tokugawa artistic and litefargns while
simultaneouslynangascholars use pre-modern Japanese works to vaidatéarly
attention of this popular culture phenomenon bgit@its history back to its roots in earlier
Japanese cultural history. To avoid stepping tivetine of Kern’s “monolithic,
transhistorical, distorting” presentation, | bebethat discussions ofiangas roots must
distinguish the difference between predecessopargenitor. Frederick Schodt draws
attentionkibyoshias an Edo period form of visual narration thatcfions a predecessor to
manga a possible influencer mhanga but he avoids the pitfall of claiming thabyoshi fed

directly intomanga
In the early nineteenth centulkibyashi, ‘yellow cover’ booklets, were
produced by the thousands. Like modern conkitgpshi evolved from
illustrated tales for children and gradually encasged more and more
sophisticated adult material. Most pages consisteddrawing combined
with the text in a block above it to form an illeted, running stor$?

The parallels betwednbyoshi and today’snangaare noteworthy. Adam Kern, in his in-
depth study okibyoshi, suggests that art historians tend to go too feenithey insist upon a

link of causation betwedtbyoshiand contemporamnanga Kibyashi, which is generally

¥ Kern, pp. 129-131.
20 SchodtDreamland Japan: Writings on Modern Manga 138. See also Scholtanga! Manga/ p. 37.
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regarded as a sub-genre of the larger body of ghdxi woodblock print art/literature of the
Edo jidai, is definitively a predecessor of moderanga however, the distinction that Kern
and other scholars make is tkétyoshi or ukiyo-e(or any individual type of Tokugawa art
or literature, for that matter) is not the soleg@oitor.

Nobuo Tsuji takes the most conservative positiothefrole of Japanese tradition on
modernmangain his essay, “Early Medieval Picture Scrolls axéstors oAnimeand
Manga” when he states thatangadoes not deriventirelyfrom the Western comicbook;
however, most art historians are willing to go fier?* By all means, credit is due to the
influence of European newspapers and magazine®aherican comics and animation,
but the sophistication of Japan@sangaas a comics art form, distinct from any of the
sequentially illustrated narrative traditions of/asther country, must owe to an inheritance
from Japanese culture.

Like any chapter of art history, techniques andestin Japanese popular art
experience an ebb and flow that blurs the linesrigiin. One such example might be the
sophisticated use of sequential illustration tat¥ganel transitions indicating movement
and passage of time in modern Japamesega Scott McCloud highlights Japanese comics’
use of transitions as distinct from Western comitterly unlike the panel-to-panel
transitions employed in American or European puatiéns® The typical discussion of
mangas ability to present the passage of time and mardnn a film-like presentation is
credited to the revolution of post-World Wamlangaby Osamu Tezuka. Tezuka is quoted

from his autobiography to use Western cinematibrigpie in his illustrations.

2 Nobuo Tsuiji, “Early Medieval Picture Scrolls aso&stors oAnimeandManga” Births and Rebirths in
Japanese ArtNicole Coolidge Rousmaniere, ed., Leiden: HotdilRhing, 2001, pp. 53-82.
%2 McCloud, pp. 78-82.
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| began to use cinematic techniques.... French amth&@gemovies that |
had seen as a schoolboy became my model. | exgetéoh with close-ups
and different angles, and instead of using onlyfoame for an action scene
or the climax (as was customary), | made a poimtegficting a movement

or facial expression with many frames, even mamgep®

Tezuka’'s cinematic approach to illustrative stdtitg revolutionized the Japanese comic
industry that had grown stale during the yearsrofyar propaganda, but post-war
innovations of Tezuka do not receive all of theddréor mangas ability to convey
movement, action and time. @ne Thousand Years of Mandaigitte Koyama-Richard
credits Katsushika Hokusai as the “source of idjn for his contemporaries and his

successors alike®

% Cf. John A. Lent, “Japanese Comicsldndbook of Japanese Popular CultuRichard Gid Powers, and
Hidetoshi Kato, eds. (New York, Connecticut and dom: 1989), p. 229.
% Koyama-Richard, p. 79.
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CHAPTER V
CONCLUSION
A Timeline Moving Toward Manga

The challenge of answering the question of wheth@ot the Japanese woodblock
prints of the Tokugawa era can be seen as thet giredecessor of modemangabrings to
focus several central questions. The first quastenters upon placinmgangaat the end of
the timeline of Japanese art history. mangascholars overreach to present the history of
Japanese art as a linear path leading to madangaas its conclusion? Or does it suffice to
simply emphasize a more moderate statement thet fddns of Japanese art participate in
mangas history. Ifmangas history is inexorably linked to its Japanesetphscause
Japanese comiese Japanese and would not exist as they do werectieayed by any other
culture--woodblock print culturis a prominent point on the timeline wiangas
development.

Acknowledgement must be given to criticsnedngahistory. Adam L. Kern is
correct in his assessment that one risks distottiagoles of Japanese art forms if one
attempts to claim a linear path of causality legdmmmanga Mangds creation is owed to
numerous sources, both indigenous and foreign. edewy part of Kern’s objection to the
presentation of a history afiangais largely due to the newnessméngastudies’ Perhaps
the flaw in creating a timeline ofiangas development lies not in attributing its origites

specific moments in Japanese art history but impnegenting an appropriate method by

! The participation of other factonsangas evolution--the innovations from Western printedterial or

cinema, for example--do not diminish the fact tim@ngais distinctly and definitely Japanese. The emecge
of a more global environment in the contemporagyresults in an art historical discourse that nndtide
influences from other cultures; however, despitegarticipation of other factors mangas history, scholars
agree thamangaremains manifestly Japanese, distinct from otbemics traditions in either the West or other
countries in Asia.

2Kern, p. 133.
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which to discuss thmangaitself. Because of the vastnessyangaas a subject, too many
exceptions and blanket statements must be madbofas's attempt to discussangas
development as the whole. The most authoritathelsrs ormanga-authors and art
historians such as Frederick Schodt, Fusanosuksuhiat, Paul Gravett and Brigitte
Koyama-Richard, to name a few,--attempt to avoebséhpitfalls by separating their
discussions of modemangainto genres, seldom speakingnedngaas a whole but instead
addressing the themes, techniques and influenaas specific types ahanga studying
shhnen mangandshsjo mangaas distinct groups, and even separating out snkegdy
topic, such agdai geki (historical drama) oyaoi (boys’ love stories) outside of their
respective types.

The approach of this study is to look at the wdrkme specifianangaka Rumiko
Takahashi. Limiting the scope of investigatiorote artist/author allows a focused inquiry
and comparison afkiyo-és participation on Takahashi’'s work. Rumiko Ta&shi is a
formally educateanangakavho works within theshonengenre. Most of hanangaare
comedies; however, her body of work also includements of horror, romance, and
certainly epic narratives. Takahashi is extraadin prolific, and her career spans several
decades with great popularity from her contempodapanese and foreign audiences.
Takahashi’s artwork makes an excellent represeetédr mangabecause of all of the
aforementioned qualities. A broader statementyapglto mangaas a whole can be
extrapolated from discussions about the influeridedo period woodblock prints upon
Takahashi's art, but this discussionufyo-eandmangaare not contingent upon the

inevitable exceptions that would arise were onattempt to discussmiangaa whole.
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This methodology avoids the failures warned agdgshdam Kern. Kern cautions
against insisting causation while drawing paralbEsveen modermangaand earlier
Japanese illustrated narrative®road statements abamtingaas a whole present a
challenge when discussing the origins and influsreéenangabecause one cannot state that
all modernrmangakaare familiar withukiyo-e because some examples of modaeanga
exist outside of the trends cultivated in conterappdapanese cartooning, and because
speaking abounangaas a whole does not lend itself to specific exasiplThe undertaking
is inappropriate. However, a study of Rumiko Tasdi's body of work yields a productive
discussion of the participation of nineteenth-centuoodblock prints on the history of
modernmanga One finds in her work specific referencesikidyo-eimages, techniques and
a conscious use of historical culture as a paneofcontemporary art. Once it is established
that a popular and prolifimangakacreates her work with reliance upon the history of
Japanese art, it is impossible to banish the ddbegger. Takahashi’s art references a
history ofmangathat highlights Tokugawa era woodblock print crétas a part of its

timeline.

A Similar Cultural Role

Another way to look atikiyo-€és relationship to modermangalies outside of the
debate between woodblock print art as predecesgoogenitor. Moving past the clear
transference of style and technique tmangahas inherited from past forms of Japanese art,
one can identify a similar cultural role in conterrgry Japanese comics that takes the place

of woodblock print art/literature from the Edo era.

®Kern, p. 131.
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Mangds success in Japan--it is noteworthy that Japac@secs enjoy a popularity
and esteem unsurpassed by the cartooning tradiifosrsy other country--is most often
attributed to contemporary Japanese culture. Beaiett writes of a “need” fananga
citing such aspects of society as the strong comnuuiture, as an explanation for why
mangahas grown into such an important feature of Jagmtite? The role ofmangain
contemporary Japanese culture is to be consum#telpopulace. Like the woodblock print
art before itynangais viewed and read and then discard®thngais the inheritor of the
Tokugawa period’s development of recreational negdiArt and literature created as pure
amusement for consumption by the broad populatzge--without the limitations of higher
social or economic status--is the product of Edtuce. This began a trend that continued
into present day Japanese society, madgamay function in the same way thatiyo-e
functioned during the Tokugawa period.

The publication of woodblock prints in the Edo developed two types of literature:

shomotsuZE#), which comprised useful articles, such as schokssays, educational
works or religious texts; ansbshi (F#%), or books for entertainment, which were old dut o
specialist outlets known &mshiya ({2 5fkR).° It is to thesesoshiillustrated works that

many scholars attribute Japan’s high literacy’ratecording to the Central Intelligence
Agency’s World Factbook, Japan now enjoys a litgrate of 99% for all persons, male and

female, over the age of 15 yedrdhe Japanese publication industry, in 2007 atteith an

* Gravett, p. 8.

® Koyama-Richard, p. 40.

® It is estimated that Japan'’s literacy rate attiiime of the collapse of the Tokugawa shogunate §L86s over
40 percent, a level that compares favorably witmyn&/estern nations at the time (“Japanese Education
Literacy.” Asian Info Web. 15 Aug. 2012. <
http://www.asianinfo.org/asianinfo/japan/educatiliteracy.htm>)

" “Field Listing: Literacy.” World Fact Book. CertrIntelligence Agency. 2002. Web. 15 Aug. 2012. <
https://www.cia.gov/library/publications/the-worfdetbook/fields/2103.html>
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annual 406 billion yen (approximately $3.6 billio/$D) to sales froormanga® Mangaare
part of the same concept of massproduced consuim@ugt as the Edo period print culture.
Manga most commonly, appear on newsstands in larganedy similar to a telephone
book, printed in monochrome on inexpensive pafjéesemangamagazines, such as
Shonen JumpShonen ChampionShhnen MagazingandShonen Sundayto name four of the
top boys’ comics magazines, usually comprise ar@ftpages and as many as fifteen
illustrated storiesMangais a significant player in the area of visual ansl literary works
consumed by the Japanese public, and its populsa#yexpanded far beyond the borders of
Japan’s archipelago, reaching fans all acrossltieeg

Contemporary Japanese artists such as Takashi Burand Yoshitomo Nara have
elevated elements of popular culture, suchmaaga into a part of the dominant artistic
identity of Japan today. Adrian Favell, professbSociology at Sciences Po, Paris and
author ofBefore and After Superflat: A Short History of Japse Contemporary Art, 1900-
2011, notes the shift in the official foreign policy ihe 2000s whemangaandanimewere
printed on official brochures as part of tekoso Japan[Welcome to Japan) tourist
campaigns. Contemporary Japanese culture embraces the mamgaandanime and this
consumer art has become emblematic of Japanesé&popliure today. Just akiyo-ewas
elevated from popular diversion to high art by Véestcollectors and art historiamsanga
also has the potential to be regarded as a respactmue of Japanese creativity that defines

its culture, just as woodblock print art did of teéo period.

8 Cube. “200ZE D A 4 7 i k1% 1866(EMH— AT 1 77 UV =A LA EE.” Inside for All Gamesl18
E)ecember 2007. Web. 10 October 2012. < http://wnsidie-games.jp/article/2007/12/18/25855.html>.
Favell, p. 41.
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Progenitor or merely Predecessor

Contemporary scholars are hesitant to definitigtite that the woodblock prints of
the nineteenth-century are the progenitors of modemngabecause of the vast field of
genres encompassed tmanga There can be no doubt tmangareceived influence from
woodblock print art because of the similaritiesiyle, function, and the technical
innovations of creation that undoubtedly stem ftbwse earlier works. When one looks at
the work of an individual artist, such as the camerarymangakaRumiko Takahashi, the
evidence is even more striking as one investigatesfluences ofikiyo-eon her art.
Modernmangais the current incarnation of centuries of evautof Japanese narrative art,
and Tokugawa era woodblock prints are a part gfghime timeline. Hlikiyo-eis not
directly the “father” of modermanga scholars must acknowledge it to be at leasttaofor
“uncle.”

Within themangaof today are the traces of numerous sources. |&shoorrectly
identify the idea of a prerangain the twelfth-centurfChojizgiga, or “Animal Scrolls,” by
Bishop Toba §jo as the beginning ahangadue to the pairing of words with illustration--
which fulfills Fusanosuke Natsume’s definition bétbasic requirements ofanga-and the
use of an abstract visual language inherent to ctwok illustration, such as illustrating a
laughing rabbit with his eyes presented as a culimedas a human face would be drawn
with laughing eyes but which is biologically impise for a rabbit eye to replicatéd.
[Image 2] Mangds history has a starting point that can be debatey of a dozen ways,
with the origin of Japanese comics beginning aly @arthe twelfth-century with Toba

$6jo’s Chojirgiga or as late as the post-war period when Osamu Bemwolutionized

19 Fusanosuke Natsume, “Japanese Manga: Its ExpnemsitbPopularity.” Asian/Pacific Book Development
(ABD), vol. 34, no. 1, October 2003, pp. 3-5), p. 3;Q%wud, pp. 130-1.
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mangainto the style and format that exists today. Wredow between these two dates
comprises eight centuries of Japanese art, andtBeanost conservative art historian must
recognize the participation of Japanese traditionke development ahanga regardless of
its partnership with modern culture and the impdifioreign influences.

It is easy to relate modern Japanesangato earlier forms of Japanese art and
illustration. The techniques of creating and ragdnangaillustrate the participation of
contemporarynangaas part of larger tradition of Japanese art hystdapan has a long
history of artistic traditions, and creation of aith a function to tell a story through the use
of sequential illustrations is a process visiblenany avenues of pre-modern Japanese art.
Hand-scrolls, screen paintings, woodblock print@nd paper theatre are all predecessors to
and influencers of modern Japanese comic bookewlise, Western comic strips, cartoons,
animation and cinema are essential participantsarcreation omangaas a modern
Japanese art formMangaowes its creation to numerous “parents,” but thpart of foreign
influence does not lessen the participatimengas indigenous predecessors. In reality, as
mangascholars such as Adam L. Kern and Fusanosuke Matduave stated in their
respective works, the history of modenangais simultaneously an art form of the modern

era and a tradition stemming from traditional J&s&nculture.
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IMAGES

mangaare read.

Osamu TezukaT-iF i H),
known asmanga no kami-sam@a
12 H D), or the “god of
comics,” is famous for
revolutionizingmangainto the
modern art form known today.
His work is cited as the origin for
the style of large eyes, small
mouths, and small noses that
identify the iconography of
Japanese comics, as well as
introducing the cinematic
techniques into his sequential
illustration that defines how

Tezuka, Osamu. “Tezuka Stamps.” Japanese Postat&et997.

Image 2

B

Toba $jo (551 {8 1F). Choja-jinbutsu-giga(fEk A 2k ), first scroll. Tokyo National

Museum. Tokyo, Japan. 12th c.

63



Image 3
Detail fromThe Great Woven Caghowing the Kamatari's wife, a diver, leaping ithe sea,
attached to the ship by a five-colored rogeshiki no itQ to retrieve the jewel stolen from
Katamari, now hidden in
- = the depths of the sea in
' the Dragon Palace.
Katamari’'s wife is
spotten by a dragon guard
on her way back to
Kamatari’'s ship, but
before she is overcome
by him, she bravely
opened her chest with a
knife to hide the jewel
inside so that it is found
when her body was
pulled from the water,
thus allowing Kamatari to
bring the jewel to
Kofukuji and place it in
the forehead of Shakyamuni Buddha, illuminatingtémaple with his wisdom.
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The Great Woven Capol. 3. of 3). Edo Period (1615-1868), second bhthe 17" century.
Ink and color on paper, each page 9v. ¥/k6n. (23.4 x 17 cm). Japanese MS 106, Spencer
collection, The New York Public Library, Asor Lenaxd Tilden Foundations.

Hokusai Manga(dt.75 2 1#/). Edo period, 1814—1834
Collection of Hagi Uragami Museum.
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One of many scenes in
which the protagonists
encounter monsters and
demons: the protagonists
of Inu-Yashaare
assaulted by an army of
ogres. The ogres have
been conjured by a
painter with demonic
abilities, thus the
presentation of the horde
of creatures to resemble
traditional Japanese art
works is intentional.

Takahashi, Rumiko. “Painted Ogretnu-Yasha. vol. 6. San Francisco: Viz
Communications, 2000, p.150-1.

65



Hokusai’'s
Inhabitants
of the
Barbarian
Lands
portrays
outsiders as
demons and
monsters.

e )
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Hokusai - First Manga Master, p. 130-1 - Inhabgaoftthe Barbarian Lands

Image 8

Kagome is pursued by centipede demon,
who appears as the multi-armed torso of a
woman on the body of an improbably
large centipede.
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Hokusai
¥ manga
# illustration

lad

Hokusai - First Manga Master, p. 132-3 — “The theged monster, the monk-musician, and
two women with extenisible necks”

Image 10

A crow demon watched the protagonists. The
features of the animal are altered to illustrate the
creature is a demon, not just a regular crow. The
demon possesses three wide eyes, a rat-like nalil, a
sharp, pointed teeth within its beak. Although the
viewer recognizes that this creature resembles\w,cr
the overall impression references depictions of a
tengu, such as in Katsushika Hokusai’'s demon prints
[Image 11].

Takahashi, Rumiko. “Crow Demonlfiu-Yasha1996. vol. 1. p. 82.
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Image 11

Four demons from
Hokusai'sHyaku
Monogatari yurei is
in the top left, with a
picture of a Yamauba
underneath. On the
right side in the top is
a tengu, and
underneath that is a
mountain yokai called
a Hihi. Hihi is the
Japanese word for
baboon, and at the
time a baboon was no
less a fantastical
creature than a
mermaid or tengu.

Hokusai - First Manga Master, p. 136-7 - DemonsréY,lyamauba, Tengu and Hini)

Image 12

These images from Hokusai’'s
Hyaku Monogatar{ & #778),

One Hundred Ghost Stories
series (ca. 1830), set the
precedent for the presentation of
the horrid and otherworldly in
subsequentkiyo-eillustrations

Fig. 4.28 Kohada Fig. 4.29 Oiwa San and beyond' The woodblock

Koheiji (ZIXFE/NED)  (BHEA) prints depict several monsters

: and ghosts from famous
Japanese horror tales. Many
scholars, such as Zilia Papp,
identify these portrayals as
responsible for the way modern
mangakanterpret supernatural
figures.

Fig. 4.30 Sarayashiki Fig. 4.31 Shinen Fig. 4.32 Warai

(6 L&, The (L 9 #a/, Obsession) Han’nya (VI AAD
Tale of the Dish %, Grinning Han’nya)
Mansion)

Cf. Papp, ZiliaTraditional Monster Imagery in Manga, Anime and dapse Cineméent,
UK: Global Oriental Ltd., 2011), p. 73.
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Image 13

In several scenes in
Takahashi’'dRanma
1, Akane’s father

seems to
HE SAYS RANMA, PLDQAD'SE momentarily
HETSOGGOO'NG HOW DARE || stay ouT transform into a
you po OF THIS. ifvi
OUT WITH THAT TO MY H terrifying monster

AKANE!?2 as a presentation of
his fatherly
protective fervor.

As a monster, he
takes on the same
traits as the
monsters and ghosts

in Hokusai'sHyaku

Monogatari (5 4%
, : AR %), One Hundred
N N a N &W ' Ghost Storieseries
2L YIZZA N,A\\\ e ‘A\&\\‘f\\‘&\\\ /5 N = : (Ca. 1830),

Takahashi, Rumiko. “Monstrous Soun Tend@dnma “2vol. 19. 1997. p. 134.

Rumiko Takahashi achieved her desired tone of
myth in herMermaid Sagdy setting many of the
scenes in small villages and towns the like of Wwhic
many Japanese readers are familiar. The settiegs a
not specific sites, but instead, Takahashi aimed to
present the “typical small Japanese village” of
legend and fable, familiar to her audience.

In the scene in which the character Mana is
introduced, she recalls her youth in one suchgalja
deep within the mountains and forests, separated
from the outside world and inhabited by the
mermaids. Through her use of imagery, Takahashi
suggests a fictitious place that is believable bsea
the viewer recognizes this type of locale fromyfair
tales and stories. Takahashi uses this familiarity
with folklore to conjure a world that feels veryate

ASHEAE
Bl

Takahashi, RumikoA\ & ® £ (Ningyo no moii. Tokyo: Shogakukan, Inc., 1988. p. 14.
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Image 15

(San Francisco: Viz Communications, 2001), p. 34-5.

Image 16
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Katsushika Hokusait fifi 4t75). The Great Wave off Kanagaviim Thirty-six Views of
Mount Fuji. Color Woodblock print. 25.7 cm x 37.8 cm (10.Xxid4.9 in). c. 1829-32.
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Image 17

Detail of “Happosai,”
cf. Takahashi, Rumiko,
Ranma “4Vol. 8, part 8.
p. 131

Takahasi, Rumiko. “Happosai at the Beadkahma “2Vol. 8, part 10. 1997. p. 166.
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Image 19

Kuniyoshi, Utagawa. “Fashionable Octpus Games#01&2. Color woodblock pringban.
Published by Fujiokaya Kikotar 14 %2 x 9/g in. (36.7 x 24.4 cm). American Friends of The
British Museum (The Arthur R. Miller Collection).
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Takahasi Rumiko. Kogé and the skeleton ghoﬁwﬂkosu.lﬁashavol.%. p. 129.

Image 21

e et e e & — .
Kuniyoshi, Utagawa. “Mitsukuni defies the skelegpecter conjured up by Princess
Takiyasha.” 1845-6. Color woodbloaian triptych, publisher unidentified. 37.2 x 2511,
37 3 25.3 [C], 37.2 x 25.3 [L]. The British Museum.
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Image 22

Yoshitoshi, Tsukioka. "Priest Raigo of Mii Templ&hinkei Sanjurokute86 Ghosts)
series. 1891. Wood-block Print; Ink on Paper™14in. x 9'/s in. (373.06 mm x 250.83
mm). The Scripps College Collection of Japaneset&rClaremont, CA.

Image 23

Takahashi, Rumiko. “Zushi-Nezumilfu-YashaVol. 33. p. 155.
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Image 24

TheHokusai Mangacomprises
more than eight hundred pages
and almost four thousand motifs,
bound in fifteen volumes that
were published between 1814
and 1878

Hokusai, Katsushikadokusai Manga
Image 25

Mangaillustration appears flat due to the
use of black outline and lack of

illusionistic shading. The emphasis on

line and outline, a defining characteristic
of manga comes from Japanese artistic
and writing traditions.

Although a scene might use scale and
angles to denote the parts of the scene,
defining the foreground, middleground

and background, the artwork bypasses the
common use of shade to realistically
suggest depth. The lack of shadow on the
faces makes the artwork appear flat, much
like the woodblock print art of the 9
century. Theorists, such as artist
Takahashi Murakami, have suggested that
this is an intentional reference that reflects
a distinct Japanese cultural identity.

Takahashi, Rumikdvlermaid’s Gazep. 36

75



Image 26
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Kunisada, Utagawa. “Cherry Blossom beneath the iBgevoon in the Northern Quarter.”
Yoko-oban 25.7 x 37.5 cm. Nishiki-e. Published by Yamé#gye Chisuke.

Cf. Fahr-Becker, Gabrieldapanese PrintfHong Kong, Kdln, London, Los Angeles,
Madrid, Paris & Tokyo: Taschen, 2007), p. 160.

Image 27

Goyo, Hashiguchi. “Nude Woman with Towel and Basiif$¥; ® %¢). Taisto Era (1915)
(Taishd 4). Woodblock print; ink and color on paper, Shanga; bijin-ga. Verticaban;
41.8 x 27.7 cm (1616 x 10'%,5 in). Published by Watanabe &abub. Museum of Fine
Arts: Boston, MA.
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Image 28

e s i A .
/ ey Shampoo (center), a Chinese
; +*%  Amazon warrior who was cursed,
MR }{ like Ranma, to change form

BESw /7 whenever she is splashed with

cold water, enters the public baths

. as a cat and transforms into her
| true female body after dousing
herself in hot water as Akane
(right) and other bathers look on.

Takahashi, Rumiko. “Shampoo at BatRdnma “2vol. 11, p. 13

Image 29
.

Frequent mention is made of Ranma’s “lack of
feminine modesty” (somewhat irrelevant since Ranma
is a boy who simply happens to turn into a girl no
actually a girl) in the text dRanma % In numerous
scenes, female Ranma is illustrated without a,shirt
presenting a partially nude female figure withooy a
shame or embarrassment.

Takahashi, Rumiko. “Bare-Breasted Girl-RannmRRahma *2Vols. 1. (San Francisco: Viz
Communications, Inc., 1993), p. 162.
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Image 30
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Kiyonaga, Torii. “Women at Bath.”

Image 31

The setting oMaison Ikkokiwcenters upon a
rundown apartment house, inspired by an actual
building that stood adjacent to Rumiko

R Q&Q\\\ ;a}rglhas.hi’skljoq;;ings While'in co(ljlgtget. Thete
RS uilding is old, in poor repair, and its tenants ar
\\1‘“‘\&““%&%\:‘&\\\ an eccgntric collegtion ofpcharacters. Although
the plotline of the story featured far-fetched
misunderstandings along the romantic comedy
that is its center, the world that Takahashi
presents is firmly rooted in realistic,
contemporary life. Thenangakgpresents a world
that is familiar and recognizable to her audience.

: i BUTE
e = """"l Takahashi, Rumiko. “Ikkoku-kanKaison

Ikkoku.Vols. 1. (San Francisco: Viz Communications, 11€94), p. 112.
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The Tales of IseEdo period (1615-1868), earlyL @entury. One of a pair of six-panel
folding screens; ink, color, and gold on paper128.6 in. x 8 ft. 7 ¥ in. (93.2 x 262.2 cm).
Mary and Jackson Burke Foundation.

Cf. Watanabe, Masak®&torytelling in Japanese AfNew York: The Metropolitan Museum

of Art, 2011), p. 16.

Image 33

Somemangascholars assert that the method
of readingmangais inherited from earlier
Japanese art. The process of reading the
mangaacross the horizontal plane might be
regarded as learned from the process of
reading a handscroll @makimondhat is
unrolled to reveal the progression of the story.
The use of gutters between panels, or empty
space between the outline of each illustrated
scene on the page, might be inherited from
screen paintings, whose folds created distinct
horizontal lines in the art. A narrative work of
art painted on a screen might use the folds to
establish breaks and pacing, much in the way
{ X gy - that the gutters of modern panel structure do in
N SIER Rk mangatoday.

‘ In this page of a short story, “One Hundred
Years of Love,” the story is told through
narrative dialog and the panel (flopped to be
read from left to right by Western viewers)
with the rectangular panels functioning to
move from image to image within the scene.

YOSABURO

MITTEP
SUICIPE ..

Takahashi, Rumiko. “One Hundred Years of LowRumic TheaterVols. 1. (San Francisco:
Viz Communications, Inc., 1996), p. 154
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Image 34

Suzuki Harunobu perfected the representation of the
bijin-ga woman. He created images that depict the
timeless female figure in simple architecturalisgs.
The female characters, particularly when they are
drawn alone (rather than within a narrative sceaie),
predominantly illustrated in a three-quarters peofi
often looking at the viewer over a shoulder, in the
same minimalist presentation of a background

Harunobu, SuzukWoman Admiring Plum Blossoms
at Night(Yoru no umefk ™). Edo period, (ca.
1725-1770). Polychrome woodblock print with
embossing (karazuri); ink and color on paper, 12% x
8% in. (32.4 x 21 cm). The Metropolitan Museum:
New York, NY.

Rumiko Takahashi illustrates women with a timelessuty that

recalls thebijin-ga ideals. The faces of Takahashi’s characters have
similar anonymous quality to the faces if"i@ntury Japanese print
art. The positioning of the head recalls the sthmee-quarters profile
seen in earlier images of women.

In this illustration of Kyoko Otonashi, the femadetagonist of
Takahashi’dVaison IkkokyKyoko appears in a yukata for the local
summer festival. Takahashi intentionally illuststhe character as a
classical beauty.

Takahashi, Rumiko. “Kyoko in her Yukatdvfaison IkkokuVol. 3.
(San Francisco: Viz Communications, Inc., 1995),21
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Image 36

youngest, is a sweet girl with a tomboy exterior.

The first characters presented in
Ranma Yare the members of the
Tendo and Saotome families.
Ranma and his father come to the
Tendo home with the intension of
establishing a union between Ranma
and one of Tendo’s three daughters.
Each of these daughters represents a
different type of modern girl:

Kasumi, the eldest, is the traditional,
feminine homemaker; Nabiki, the
middle daughter is modern, shrewd
and mercenary (her obsession with
money reflects the Japanese
household practice that the wife
manages the accounts, paying bills
and giving the husband an allowance
of his paycheck); and Akane, the

Takahashi, Rumiko. “The Tendo/Saotome Househdle"Art of Ranma ¥Hyoe Narita, ed.
in chief (San Francisco, CA: Viz CommunicationsQ2)) p. 51.

Image 37

Each of the female characters present a
different archetype of an attractive girl. At top
right is Shampoo, the exotic, Amazon warrior;
bottom right is the deadly Kodachi, a student
from an all-girls high school; bottom left is
Ukyo, the childhood friend grown up into a
teenage beauty with a flare for cooking; top left
is Akane, the scrappy heiress to the Tendo
school of martial arts; and in the center is
Ranma in his female form, also a beauty.
The characters are all appealing in their own
ways, providing the viewer with the
opportunity to develop favorites and fantasies
while watching these modehijin play out the
story of Takahashi's epimanga

Takahashi, Rumiko. “Akane, Shampoo, Girl-Ranma, &Jland KodachiThe Art of Ranma
%. Hyoe Narita, ed. in chief (San Francisco, CA: €@mmunications, 2001), p. 86.
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GLOSSARY OF TERMS

Aka-hon(ZR4A): Aka-hon or “red books,” named for the color of their covers, were aegefikusazshi (

FOBE) that comprised legends and tales. The especially targeted g auadience Aka-honwere
published from 1673 on, throughout the Edo Period.

Ao-hon(FA), or “green books,” named for the color of their covers, \aegenre okusazshi (LK)
that re-told dramas from popular theatre. They were pu@aliffom 1745 on, throughout the Edo
Period.

Bijin-ga (3¢ A\ 1)) Bijin-ga literally translates to mean “beautiful person picture,” aigliised as a
generic term for images of beautiful women in Japanese artylarty in reference takiyo-g or
Japanese woodblock print art.

Bunjin-ga(SC A If): Bunjin-ga, also calletlanga(i#§ i) painting, was a style of Japanese painting from
late Edo period Japan by literati artists. Nanga or bgajpaintings incorporated inscriptions and
poetry alongside images of landscapes, flowers and birdsg@iésts that were typical of Chinese
literati schools of painting. Because Japan was, at thatdimeff from foreign contact, due to the
Edo policy ofsakoku(“period of seclusion,” ¢.1639-1853), Bunjin-ga owesrifkience primarily to
Chinese woodblock-printed painting manuals and those pgéntividely ranging in quality, which
had come into Japan previously, rather than to direct obsanaftiChinese art or landscape.

Comics: Comics, also written as Comic Books or Comixdénote the “co-mixture” of art and text), are
sequentially illustrated narratives used to tell a story,llyspairing textual dialog and narrative
description with images that depict the scenes of the plotiivigile “mangd denotes the comic
books specifically from Japan, the term “comic” is a general teatmhight refer to sequentially
illustrated narratives from any country or culture.

E-iribon (f2 AA): E-iribon literally translates to mean “books with inserted pictur&he term refers to
illustrated books. During the Edo period, books pdnising woodblocks featured both text and
images, and the resulting narratives with illustration werg popular among the merchant class
consumers.

Emakimonq#z24&:4): Literally translated as “picture scrolgmakimonpwhich can also be written
simply asemaki(f2%), is a Japanese illustrated narrative form, dating froneltheenth to twelfth
centuries.Emakimonaombine both text and images and are read horizontally on adnatd The
subject matter foemakimonas divers, included stories of romance, famous battlegjoat
allegories, folk stories, and supernatural tales.

Heian Period: The Heian eral*(&Ik#fX) is the period from 794 to 1185 at which time the capitgiveas

Heian-ky, modern day K§to. During this era, Japanese culture flourished undemntberial court,
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and the Heian jidai is known for art, particularly literatare poetry, that defined this Classical
period of Japanese history.

Hiragana (O~ 5 7372): Hiraganais a Japanese syllabary,kamasystems, which comprise the modern
Japanese writing system, along wkdtakanaandkaniji.

Jidai (IF#fX): Jidai is the Japanese word for era

Jidaigeki(FE{E): Historical dramas

Kamishibai(#%.2 J&): Kamishibaj or picture-card shows, is a method of storytelling thitized
sequential illustrations to narrate a story. Scholars belwt&amishibaioriginated during the
twelfth century in Buddhist temples where monks wouldamekimondo present tales with a moral
lesson. Kamishibaienjoyed their greatest popularity throughout Japan frorhi988s to the 1950s,
and they credited as “the missing link” in the development aferromanga.

Kaniji ({%5): Kanji are the adopted Chinese characters used in the modern Japanegeystiém, along
with hiraganaandkatakana

Kappa({il#): Kappaare a water sprite type wfkai common to Japanese folklore. They are aquatic
creatures with webbed hands and feet and an indentation om thietheir heads to hold water, the
source of their power. Kappa appear in stories as mischiewaldamakers who are said to try to
lure people to the water and pull them in.

Katakana(”7 # 71 7°): Katakanais a Japanese syllabary,kamasystems, which comprise the modern
Japanese writing system, along whiiraganaandkaniji.

Kibyashi (3522 #K%): Kibyashi, or “yellow books,” named for the color of their covers, wegenre of
kusazshi (F.%X). Kibyashiwere the most popular and widely circulated and featured simyke t
and extensive illustrations, and appeared from 1775 and rednpdrpular until 1818. Each page of a
kibyoshi features a large picture with dialogue and narrative descriptiag fin the blank spaces
within the art.

Kodan (i##X): Kadanis a style of traditional oral Japanese storytelling that dpeel in the Heian court
and evolved through Japanese society until its decline dimengokugawa period.

Kokkeibon(#E7f& 4A%): Kokkeiborwere a genre of Tokugawa era woodblock print books witiacom
material. The literally translation would “comic book;” howeyit is notable that the emphasis of
these was on humor, not simply an indication of being aeseiglly illustrated narrative, as our
vernacular might designate the term.

Kuro-hon(f£K): Kuro-honor “black books,” so named for the color of their covers, wegenre of

kusazshi (F 3 #K) that were in circulation between 1744 and 1751.

Kusasshi (F 3 #K): Japanese picture books from the Edo period.
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Manga (¥ #): In English, the terrmangameans Japanese comics. (In Japan term simply translates to
mean “comics.”)

Mangaka(i& 1 5Z): The termmangakamay be translated to mean artist/authamahga or Japanese
comics. Unlike American comics which employ an assembly lisesyof staff that includes a
separate writer, penciller, inker, colorist, letterer, etc., Japanasgaare created by a single
mangakawvho both writes and illustrates the sequential narrative iddmtity of theanangakas
crucial to work because the art and story are the conceptionrafi@, ainified creator. Although the
textual element ofnangawill not be discussed in this research, it is importamé#dize that the
mangakais an artist who is working from his or her own inventrather than reinterpreting the vision
of a separate author

Meiji Restoration Periodd{li5#{X): The Meiji revolution of 1868 marked the end of the Edo(@600-
1868) in which the feudal system of the Tokugaw@gshate maintained two and a half centuries of
peace in Japan, allowing for the flourish of the merchant alagban areas, such as thegim’s
capital in Edo. During this time, the emperor still coméid to exist in the imperial capital of Kyoto,
but the emperor had no governmental power during this epidot Meiji restoration period reunited
Japan under the power of the emperor and opened the coutnagieéavith Western nations, such as
Europe and the United States of America.

Nihonga( A A<[): Nihongareferences traditional Japanese art and translates literallysasdagstyle
paintings.

Ninjobon (A& 4): Ninjobonwere a genre of Tokugawa era woodblock print books whichded moral
tales and romantic stories. These books were aimed towareh@ fguale readership and might be
considered the predecessorslafjo manga

OkonomiyakiF34f 7} & ): Okonomiyakis a savory pancake containing meat, or seafood, and
vegetables.

Oni (*): Oni are a type ofokai common to Japanese folklor@ni are variously translated as demons,
devils, ogres or trolls.

Otaku(¥7= < /A4 # 7): The ternotakuis derived from a Japanese term for another person's house or
family (}3£). Otakuis commonly used in slang as a descriptive noun for a paiombsession,
typically in reference to (but not limited tojangaor anime comics or animated shows. This term
carries negative connotatiorakumight perhaps best translated into English as “geek;” however,
many fans have appropriated the term into a badge of honor.

Redsu kommikyl 7 1 —2Z = X 7): Redsu kommikuor “ladies comics,” arenangacreated for an adult

female audience. (The “synonymous” tefjos&i manga €& #(),” which attempts to parallel the
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mangamarketed to the adult male equivalent audiese®en mangds not used as commonly as
redisu kommiky)

Rakugo(7%7&): Rakugo literally translates as “fallen words.” It is a coimstbrytelling in which a
narrator presents a tale (usually with two or more speakimgcters) form a seated position on stage.
It uses no images or props beyond a paperfatf-(sensu) and a small cloti¢: tenugui). This
type of narrative presentation gained popularity during treefdediod and continues to be performed
as a style contemporary Japanese theater, a “sit-down comedy”.

Seinen mang6i 4F{ZH)): Seinen mangs a genre omangathat is named for its targeted audience of
men from ages 17 and into adulthood. In Japanese, theseioeh means "young man" or "young
men,” thus it is “young menimanga” as distinct fromshonen mangaor “boys’smanga”

Sengoku Eraifi[E]ii#X): The Sengoku jidai, or Warring States period, refersei@th of nearly constant
political upheaval and military unrest in Japan’s histosughly from the fifteenth century to the
seventeenth century, until Japan was unified under the faudalfrthe Tokugawa Shogunate in 1868
(which began the Edo Jidai).

Setsuwdiiiii): Setsuwas a form of narrative storytelling that pre-dates thetémnth century. This
literary genre comprises myths, legends, folktales, and anecdotes

Sharebor(iti#% 4%): Sharebon, or “books for men about town,” are a genre kiidawa era woodblock
print which focused on the humor and entertainment of Bue&sure quarters.

Shasei-gq5-2E [H): Shasei-gaefer to realistic sketches from nature, created for studypeasp These
works were often created in small handscroll format and latentaduin an album.

Shsjo manga(’) % #&i)): Shsjo, or shhjo manga is translated as “girlshangd and is a genre of
Japanese comics books thatmurketed to a female audience comprising between the ages of 10 and
18.

Shonen mangd’V 4 i) Shonen, or skinen mangais translated as “boyshangg”’ because it isnanga
marketed to a young male audience, roughly ages 1&then mangas the most popular form of
manga

Shunga##)): Shunga, or erotic art, typically refers to woodblockpairt; however, erotic pictures
called shunga actually predates ukiyo-e with some examples datiejan period hand scrolls.
Translated literally, the term shunga comprises the charactéspforg” and “picture,” with the idea
that this “picture of spring” plays upon “spring” as a comrmeaphemism for sex.

Sosaku-hanga movemer#({EhRiH): The $saku-hanga movement, which literally translates as the
“creative prints” movement, was an art movement in early twéntiettury Japan, during the Taish

and Slbwa periods. Artists of this school advocated the principléself-drawn” (H [#, jiga), “self-

carved” (F %/, jikoku) and “self-printed” @ ki, jizuri) art, placing an emphasis upon the artist and his
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desire for self-expression, as the sole creator of art. Téwedraway from the traditional
collaborative system from which earligkiyo-ewere created, where the artist, carver, printer, and
publisher engaged in division of labor, almost like thembdy line system used by American comics
today (unlike modern Japanesangawhich are the work of one creator).

Taistp Period (RIEFF(L): The Taish Era (1912-1926) is the epoch directly following the cicadteiji
Restoration period¥] 75 F#{{) (1868-1912) and preceding the movement toward Japaneiseisni
during the Sbwa period {F#F1EE(L) (1926-1989).

Tokugawa Eraff)!|F#1X): The Tokugawa Era, or Edo perigd. G #5{L), was established in 1600 C.E.
by Stogun Tokugawa leyasd¥)!|«5 ) and continued until the 1868 Meiji restoratidf iGHE#T).
This period is commonly referred to by either name: the naskagawa denoting the ruling &junal
family or Edo which signifies the capital during that era.

Ukiyo-e (I 1H#2): Ukiyo-e which literally translates to mean “pictures of the floatirmgld,” is genre of
Japanese woodblock print art that flourished from the sevehtdentigh nineteenth centuries.
Ukiyo-ewas created for prosperous merchant class in Edo.

Wakon ysai ‘Japanese spirit, Western leaning’

Yamato-e K F#z): Yamato-6s a style of Japanese painting considered to be the clakgiealese style.

Yaoi: Yaoi,or “Boys' Love,”"mangais a popular sub-genre sfpjo manga These works are usually
created by femalmangakaor a female audienceYaoicenter on homosexual romances and
homoerotic or homoromantic male sexual relationships.

Yokai, (kT%): The wordyskai combines twdkanji, or Chinese characters, that translate as “uncanny” or

“eerie.” The term has been used since the Meiji period to refaptysatural phenomena, eerie

feelings or sounds, and animal or human characters. MoirtstlEgpanese art and literature may also
be described with the terrbakemond/{t47), henge(Z:1t.), andmononoke®) D 1%).
Yukata(t4%): A yukatais a traditional Japanese garment, usually made of cottdnstréight seams and

unlined, and worn as a casual sumkigronoor robe.
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