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WHERE MANGA IS NOW



MANGA AS A 21ST-CENTURY GLOBAL CULTURAL TREASURE


The media world is now bigger, faster and more diverse than ever before. Japan’s media, including manga, forms a huge part of the global media scene. But it wasn’t always like this.


Fifty years ago, only a few people in the English-speaking world had heard of manga, let alone knew anything about it. Forty years ago, the first English-language book on manga circulated to a tiny audience of comics aficionados and Japanophiles. Thirty years ago, manga was published in English by niche imprints and sold in a few comics shops. Twenty years ago, the delay between manga being published in Japan and made available in English was still months or years, and only a few titles were translated.


Yet today, manga is everywhere: sold in high-street bookstores and available online to read in English within days or even hours of publication in Japan. Although we still don’t see anything like the range of manga circulating in Japanese bookstores, the jump from zero to hundreds of new titles in English every year has brought manga to many more readers of all ages.


So how did we get here? To begin this exploration of manga, we’ll look at what changed, why the changes had such a huge impact on English-language comics culture, and where manga is now in global terms.




[image: The cover of a Japanese manga featuring Astro Boy flying over a crescent moon against a starry sky.]


A Japanese edition of Tetsuwan Atom, known in the West as Astro Boy.







[image: Hands arranging copies of the AI-drawn manga “Cyberpunk: Peach John” on a desk.]


2 March 2023: Cyberpunk: Peach John, Japan’s first fully AI-drawn manga, at the office of comic book publisher Shinchosha in Tokyo.









WHY LANGUAGE MATTERS



The current global spread of manga has two major strands: the way languages have spread across the globe, and recent advances in communications technology and connectivity. To understand this, we need to look back at economic and technological developments over the last 20 years. Since around 2005, both broadband and personal devices – smartphones or tablets – have proliferated at unprecedented speed in markets where capitalism and the quest for profit has driven mass-adoption.


This acceleration in world communications was fuelled by the preceding centuries of imperialism, colonization and trade, which established the English language as a major global communications medium. This was due in large part to the British Empire, which established English as the primary language of its many colonies. Crucially, the US colony retained the English language when it achieved independence. Two centuries later, the world’s two major computer systems (Microsoft and Apple) were designed and marketed by two American companies. This long history of colonization, both successful and failed, gave the English language great leverage in terms of its global spread.


Of course, English isn’t the only language to spread around the world through colonization. French, Belgian and Italian manga translations have been hugely popular since the late 1970s, with Spanish and German not far behind. The colonial history of these countries gave their languages vast areas of influence. For much of the 20th century the ability to translate Japanese was still a relatively rare skill in Europe; it was faster and cheaper to translate from a language where trade had already encouraged widespread communication. Once a text was translated from Japanese into English, French or Italian, it became a source for translation into other European languages. French translations of manga spread across North Africa and the Arab world; Spanish and Portuguese translations spread across South America. Russian elites used to speak French and intermarried with the English aristocracy, so French and English were useful source languages for Russian translations. Each translation into a European language produced more localized translations, and colonial-era maps became conduits for new works and new ideas of all kinds.


It’s no accident that European languages gave manga such a worldwide boost. Many European countries have thriving comics cultures with multigenerational cross-gender audiences. Manga fits easily within these markets, where comics are easy to buy in mainstream outlets and can be read by anyone without disapproval. In Britain and America, despite heroic efforts by small publishers and creators, mainstream comics culture after World War II was dominated by American-style superhero and gag comics and was not considered to provide any wider cultural value. With a few honourable exceptions, mainstream English-language comics marginalized characters who were not white, straight, able-bodied and male. Trolling and gatekeeping sadly still persists in some online spaces, targeting fans who do not conform to an outdated stereotype. But thanks to the spread of manga, almost any reader can now walk into a local chain bookstore or shop online and find a range of comics that they will love.




[image: The French edition cover of Osamu Tezuka’s manga “Barbara,” showing two figures running into a large spiral.]


Osamu Tezuka’s manga Barbara, in a French edition published by Delcourt. The cover style echoes the 1970s vibe of the story.







[image: The cover of Weekly Shōnen Jump magazine featuring characters from “One Piece” in a red car.]


Weekly Shōnen Jump, styled as Weekly Jump in English - Shueisha’s flagship shōnen manga magazine. ©Weekly Shōnen Jump No.24 2025/SHUEISHA









STATE OF THE MARKET


Manga has revived the English-language female comics audience, which local publishers had largely abandoned in the latter third of the 20th century. According to the Manga Market Size & Trends report by Grandview Research, the 2023 global manga market was split between male and female readers 65 to 35 percent, but female global market share is predicted to grow faster between 2024 and 2030. The market for romance and drama manga will grow over the same period, and although both genres are mostly popular with female readers, drama also attracts many male readers.


According to the report, the adult market for manga, defined as readers aged over 16, is the largest, with almost 57 percent of 2023’s $13.7bn global manga market. Action-adventure leads the genres with a third of the revenue and is popular with female and older readers as well as the target audience of younger males. Other popular genres include comedy, thrillers, romance, fantasy, sports, drama, food, and travel. Except for comedy, these genres were almost invisible in the mainstream English-language comic book market before manga became widely available.


Perhaps the key factor highlighted in the report is that online distribution has boomed since the Covid-19 pandemic first made headlines in 2019 and sent many affluent markets into lockdown. A focus on work/life balance and working from home resulted in huge growth in online distribution in digital formats, which accounted for over 72 percent of sales in 2023. However, more than one-third of manga readers worldwide like to collect the works of their favourite creators in physical book form. Online distribution and its relationship with print seems to be functioning in the same way as the Japanese printed manga anthologies; the most popular stories in cheaply printed phone-book-sized weeklies such as Shōnen Jump and Comic Afternoon are collected in smaller, higher-quality formats that fans can treasure and re-read. Online distribution also provides fans with new reading material from which they can curate a personal library to buy and keep.




[image: A Japanese schoolgirl in uniform sits on a train, engrossed in reading a manga book.]


A schoolgirl reads manga on the Tokyo Metro.





Another interesting trend highlighted in the Grandview report is that parents of younger children (under ten years old) increasingly view their child’s engagement with manga as helping to develop reading, comprehension and critical thinking skills. Comics and computer games were viewed as hindering reading development because many children preferred them to conventional books, but the amount of text in both media and the need to relate it to imagery and story development make the act of reading part of a pleasurable and self-directed activity. The under-ten manga market is predicted to grow at an annual rate of 20 percent between 2024 and 2030.


Breaking down the global manga market by region, the report finds that North America (the US and Canada) held a seven percent share of the market in 2023. By 2030, this is predicted to grow by 23 percent, thanks to the large number of bookstores stocking manga and the enhanced infrastructure support of North American fan conventions, which promote and sell manga alongside anime, games, collectibles and homegrown comic books. Europe has a similar model, with well-established national markets, bookstore chains, publishers and conventions. Overall, the European market is predicted to grow by over 20 percent annually to 2030, with UK growth an estimated 21 percent. Indian and Chinese shares of the world manga market are also predicted to grow rapidly.


The predictions suggest an expanding global market as more people worldwide buy manga, mostly online, in their own languages. The Asia Pacific region still held 86 percent of the manga market in 2023, driven by Japan’s creation, publishing and distribution infrastructure and its powerful communication of both fan and industry news. Other Asian nations are developing their own fan infrastructures with conventions and online communication. Given the increasing ease of online production and distribution, it appears that even another global pandemic is unlikely to derail this growth. The world manga market remains vulnerable to other forms of disaster, such as a worldwide conflict, technological breakdown, or natural events such as a major Japanese earthquake, but the shift to online distribution has proven resistant to this century’s first global health crisis. In a welcome development, online distribution also minimizes the impact of production, transport, and distribution on the planet. Although this is balanced against the growing issue of increased costs and carbon emissions from online communications, it could be an overall gain for the environment as well as the market.






DEMAND AND ACCESS


Why did these changes have such an impact on the way English readers consume manga and the amount they consume? Once again, it’s all down to cheap, easy, rapid access. As people outside Japan got more and easier access to manga and anime – the animated TV shows based on manga – they wanted more. It’s difficult to want what you’ve never seen, but once you see it, it creates demand.


Anime penetrated the French TV market in the late 1970s and opened the door for manga and other merchandise. It’s a classic case study. The first screenings of giant robot show Goldorak – the localized title for Go Nagai’s manga and anime hit Grendizer – in the school summer holidays in 1978 made the show an instant word-ofmouth sensation among school-age children. Merchandise was in huge demand and the difficulty and expense of importing and translating manga from Japan led to the distribution of local, unlicensed material at prices young fans could afford.


A typical example is the girls’ manga Candy Candy. This romantic drama by Kyoko Mizuki, with art by Yumiko Igarashi, appeared in Japan between 1975 and 1979. The story was animated and aired in Japan between 1976 and 1979. The anime made its French debut in 1978 under the title Les Aventures de Candy, shortly after Goldorak became a hit on French TV. The TV listings publication Télé-Guide for June 1978 included a free colour booklet with images from the Candy anime and a locally generated cover proudly proclaiming ‘comme à la télé’ (‘as seen on TV’). The booklet was so popular that a series of Télé-Guide editions retelling stories from the anime followed, all locally produced, like the equally popular and successful Goldorak Télé-Guide colour books. Before the end of the year the books were being sold at pocket money prices, generating work for French artists and revenue for French companies as well as feeding the market for anime and manga. It was 1993 before the original Candy Candy manga appeared in France from Presses de la Cité. Until then, unlicensed merchandise helped to feed and grow both the local market and markets in French-speaking countries such as Canada.





EXPANDING DIGITAL PLATFORMS AND GROWING GLOBAL FANBASE ARE KEY ASPECTS BEHIND MARKET GROWTH.


POLARIS MARKET RESEARCH
June 2025





The US distributed comics based on anime from 1965, when Gold Key Comics published a completely redrawn American adaptation of Osamu Tezuka’s Tetsuwan Atom to accompany the anime series aired as Astro Boy. Japanese manga were introduced to the US later, by volunteers seeking to spread a message of peace. Project Gen, a pacifist group, produced an English-language edition of Barefoot Gen, Keiji Nakazawa’s manga about a child Hiroshima survivor. In 1980, Educomics brought out a short-lived US edition under the title Gen of Hiroshima. Alternative comics publishers began to feature short works by Japanese artists working for Garo and other Japanese indie magazines. In 1986, VIZ Communications, an American company set up by Japanese publisher Shogakukan, published translated manga in English. In association with Eclipse Comics, VIZ published Area 88, Mai the Psychic Girl and The Legend of Kamui, then Nausicaä of the Valley of the Wind and AKIRA. First Comics released Lone Wolf and Cub by Kazuo Koike with art by Goseki Kojima. The popularity of manga grew slowly, as more publishers experimented with different titles and formats.


In 2002, VIZ launched a monthly American print edition of Shueisha’s manga anthology Shōnen Jump, with translated hits such as DRAGON BALL, NARUTO, BLEACH and ONE PIECE, going digital in 2008. Printed weekly and monthly manga anthology magazines have been a major feature of the market in Japan for many years but have not thrived to the same extent in the western world. MixxZine from Mixx Entertainment ran from 1997 to 1999, featuring popular girls’ titles including Sailor Moon and Magic Knight Rayearth, but the girls’ market in America wasn’t yet ready to sustain the costs of a monthly print magazine. VIZ also printed manga anthologies Animerica Extra, which ran from 1998 to 2004 and Shōjo Beat, which ran from 2005 to 2009.




[image: The cover of the comic “Gen of Hiroshima, No. 1,” by Educomics at $1.50 showing children looking up in fear at an explosion.]


Gen of Hiroshima was the first English-language edition of Barefoot Gen, translated by Project Gen and published in the US by Educomics. © Keiji Nakazawa







[image: The cover and interior panels of the manga “One Piece, volume 1,” showing the main characters.]


Cover and inside pages from One Piece, the highest-selling manga to date, with over 500 million copies sold worldwide. ONE PIECE © 1997 by Eiichiro Oda/SHUEISHA Inc.




Description

A composite image. On the left is the cover of "One Piece" volume 1, featuring the main characters, including Monkey D. Luffy, on a boat with a Jolly Roger flag. On the right is a sample of interior black-and-white comic panels showing characters in action and dialogue.







Individual printed manga sold better and better as visibility increased. The first Pokémon manga, The Electric Tale of Pikachu issue one, sold over one million copies in 1998, the best-selling single comic in the US at the time. But given the ever-increasing cost of paper, distribution and editorial work, the US manga market faced challenges. Readers, too, were affected. Even though manga was increasingly available in larger towns and cities, and could be sent via mail-order at extra cost, US manga fans living in small towns without specialist comics stores still had restricted access.




[image: A person’s finger touches a tablet screen displaying a digital manga, scrolling through the panels.]


Reading manga through the ComicWalker app on a touch panel at the AnimeJapan 2014 convention in Tokyo Big Sight East Exhibition Halls.









CONNECTIVITY: THE LIGHT AND DARK SIDES


In the year 2000, most people could only use the internet via a computer dial-up connection, which relied on telephone lines. Access was slow and limited. By 2004, broadband, which uses digital circuitry and is always connected, represented about 50 percent of the worldwide connection market. By 2010, broadband carried over 90 percent of internet access in the 34 countries that formed the Organisation for Economic Co-Operation and Development, including the US, Canada, UK and most of Europe and Scandinavia. New technologies such as fibre-optic communication enabled faster transmission over longer distances at lower cost. Today, if you have a computer, a mobile phone or another device that can connect wirelessly, you can upload and download large amounts of data – a volume of comics, for instance – quickly, easily and at minimal cost. Readers no longer have to rely on what they can find in their local bookstores or libraries.


This has brought benefits for creators, readers, publishers and media distribution companies. With broadband access, e-commerce platforms, ebooks, websites and mobile apps have multiplied, giving the reader more choice than ever about where to get their manga, which device to read it on, and how to discuss and share it with other fans. For creators, the refinement of digital drawing tools makes it easier for newcomers to join the field and streamlines the work of established names. Mangaka Buichi Terasawa started using his Mac computer as a creative tool in the early 1980s. By 1992, he had created a complete series, Yamato Takeru, entirely through digital means. Any creator can now publish their work online, with or without charging for access, and build a fanbase without being published in print.


The downside of this amazing expansion of computer power, connectivity and access is that crime is now easier to carry out and harder to prevent or detect. For many creators, the number one crime of concern is piracy of their work. A huge number of people all over the world download manga from pirate sites to read without payment. These sites profit from the ads they run, so that readers are actively funding organizations that profit from stealing creators’ work. International copyright law has failed to keep up with these challenges. Dealing with them involves lengthy processes for creators and publishers, which take time and energy away from the work of making new manga.






THE IMPACT OF AI


The use of work already available online to train AI models complicates things even further. Generative AI image-creation programs (that make pictures based on verbal prompts) are trained and developed by copying published work until they learn to emulate what human artists do. They could not work without the use of models in the specific styles they are asked to copy. If you asked an AI program to ‘Make me a picture of a girl in Russian costume in the style of artist X’, the program could not produce the prompted image unless it used artist X’s work to copy their style. It would also need access to photos or artwork showing girls and Russian costume. If X was a living artist whose work was still protected by copyright, they would not have agreed to or been paid for the use of their work. Nor would the other artists and photographers who created the images on which the AI tool based your picture. All over the world, countries are playing catch-up with the technology, trying to cope with this new challenge. Meanwhile, artists and photographers compete for professional work with systems that have been trained by them without their consent, that don’t require payment, and that can work much faster.


One manga published in Japan in March 2023 illustrates both sides of this issue perfectly. Rootport is the pseudonym of a Japanese manga writer who says he can’t draw to the standard required for professional publication. He decided to use the Midjourney tool to see if he could create art to accompany his new story. Cyberpunk Peach John, published by Shinchosha, is the result. The story is a riff on the old legend of Momotaro the Peach Boy, if Momotaro crashed into the cyberpunk worlds of Ridley Scott’s film Blade Runner and William Gibson’s novel Neuromancer. The art was created through a series of trial-and-error experiments with Midjourney prompts as Rootport refined how he could effectively prompt the system to produce the art he wanted. He created a 120-page full-colour comic, which would have taken a human artist at least six months, in just a couple of months.




[image: A Japanese woodblock print of Momotaro, the Peach Boy, with his animal friends: a dog, monkey, and pheasant.]


The legendary Momotaro and his animal companions in a woodblock print by Tsukioka Yoshitoshi c. 1882.







[image: Four copies of the AI-generated manga “Cyberpunk Peach John” fanned out on a surface.]


Peach John is the hero of Rootport’s 2023 manga, an amnesiac data carrier re-enacting Momotaro’s adventures in a futuristic urban setting.





Rootport shared a guide to exactly how he achieved his results in the comic itself. Generative AI has become immensely more capable since he wrote the guide, but its insights into the language and context of Japanese AI users are still fascinating. They call initial content generation ‘turning the gacha’, referring to the gachapon machines that generate random toys at the turn of a handle, but don’t often give you what you want on the first attempt. Then there’s ‘human fallback’, sifting through thousands of generated images to find the ones that can be strung together to illustrate the story, and deciding on time-saving compromises. For example, if a young Asian girl with wolf ears is a character, the reader will accept any image of a young Asian girl with wolf ears, even if each one has a different face. It’s not what you would expect from a conventional artist, but it enabled Rootport to tell, and sell, his story without waiting for an artist to do the work and take a share of the profit.





IS IT THE SAME SATISFACTION YOU’D FEEL WHEN YOU’VE DRAWN SOMETHING BY HAND FROM SCRATCH? PROBABLY NOT.


ROOTPORT
AFP Interview







[image: The cover of “The Rising of the Shield Hero” manga, featuring three main characters ready for battle.]


The Rising of the Shield Hero by Aiya Kyu. Published by One Peace Books, 2015.







[image: The cover of “The Quintessential Quintuplets, volume 1,” showing two red-haired girls smiling.]


The Quintessential Quintuplets by Negi Haruba © Kodansha.







[image: The cover of “Astro Baby, volume 1,” showing a police officer holding a baby surrounded by red hands.]


Astro Baby © 2024 by Shiro Moriya/SHUEISHA inc.







[image: The cover of “Tezucomi, volume 1,” a tribute anthology to Osamu Tezuka, showing four different art panels.]


TEZUCOMI, published by Magnetic Press, 2024.









MANGA: STATE OF THE ART


Despite these problems and potential future issues, this is a very good time to be a manga reader, or a manga historian. The growing global manga market is still only a fraction of the size of 2023’s $100bn global movie market, but it is in good health. Major entertainment players have bought into it, with a CGI-enhanced live-action version of the world’s biggest-selling manga, Eiichiro Oda’s ONE PIECE, currently streaming worldwide. Online outlets sell huge quantities of manga. Streaming services offer a growing range of anime. For those who like to own physical media, there are plenty of outlets offering manga volumes or anime on disc, from online sellers to convention dealers and second-hand traders to bookstores. All this activity makes Japanese pop culture constantly visible across the internet, and functions as free advertising for manga, in the same way as anime shown on Japanese TV sells its manga and other related merchandise.


Among current favourite titles and genres for western fans, isekai is significant. These are stories set in a fantasy world with a protagonist who has left another life behind. Isekai stories often cross formats, going from light novel (a heavily illustrated story) to manga, anime and beyond. Top-selling isekai manga in English currently include Mushoko Tensei, The Rising of the Shield Hero and The Saga of Tanya the Evil.


In the action-adventure genre, ONE PIECE leads the way as the biggest-selling manga to date, but former champions such as BLEACH, Demon Slayer: Kimetsu no Yaiba and NARUTO are still popular, and newer releases such as Astro Baby are gaining fans. Classic romance and drama titles such as Black Butler attract male and female readers, while more recent stories include Wotakoi: Love is Hard for Otaku, Rent-a-Girlfriend and The Quintessential Quintuplets.


The influence of history is still powerful. Young artists influenced by Japan’s past and the authors they loved in childhood influence fans within and outside Japan, encouraging the republication of classics. In 2023, Neurobellum Productions sought Kickstarter funding for TEZUCOMI, a six-hundred-page, two-volume reprint of a Japanese tribute anthology inspired by the work of the late Osamu Tezuka, who died in 1989. They raised over 12 times their funding goal in 17 days. A further TEZUCOMI re-release, Atsushi Kaneko’s Search and Destroy, appeared in English in 2024 from Fantagraphics. The previous year, Fantagraphics released Susumu Higa’s searing intertwined story collection Okinawa, looking back at the horrors of the Pacific War’s Battle of Okinawa and the impact of ongoing American occupation through the lens of indigenous spirituality. It’s inconceivable that such a work could have been published outside Japan even 20 years ago. Manga’s global popularity has made it possible to translate and publish works that pose challenging questions about Japan and the rest of the world.


Manga and anime have penetrated the wider culture of museums, galleries and universities. The British Museum and the Louvre commissioned new works from manga creators, including Rohan at the Louvre by Hirohiko Araki and Professor Munakata’s British Museum Adventure by Yukinobu Hoshino. This movement towards academic and cultural acceptance of manga culminated in 2019 in the largest exhibition of manga ever held outside Japan, when the British Museum displayed works ranging from manga’s much-debated origins to the present day.


Animator and mangaka Hayao Miyazaki was honoured with a major exhibition at the Academy Museum of Motion Pictures in Los Angeles, US, from September 2021 to June 2022.


In universities and colleges across the world, manga is studied as an art form, a historical discipline or a creative process. In Japan, the Oxbridge of manga education is Kyoto Seika University, with a four-year undergraduate programme and a graduate school. For researchers in manga, Japan’s National Diet Library and the Yoshihiro Yonezawa Memorial Library of Manga and Subcultures, part of Meiji University, offer superb collections. The Gordon W. Prange Collection at the University of Maryland houses the most comprehensive archive of print publications from the Allied Occupation of Japan, including material no longer available in Japan itself.


For the British manga fan this is a golden age. You can read manga on your phone, order collections of your favourites online for delivery to your door, or browse your local bookshop. You can borrow manga from public libraries free of charge. You can study manga to post-doctoral level or take courses in how to make your own manga in college or online. You can go to conventions and comic marts, or access fandom online through vlogs, blogs, podcasts and interviews. It’s never been so easy to get into manga without going to Japan or reading Japanese.


This thumbnail overview has given you an outline of what it took to get manga into your hands so easily. In the next chapter we’ll look at manga’s early history, the debate about its origins and starting points, and the major influences on its development.




[image: The cover of “Rohan at the Louvre” showing the character Rohan Kishibe reaching out with a dramatic pose.]


The English-language edition of Rohan at the Louvre by Hirohiko Araki, published by NBM.
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PREHISTORY OF AN ART FORM


MANGA FROM ITS ORIGIN(S) TO THE PACIFIC WAR


There are three main opinions about how and why modern manga evolved into the form we know today.


The first and longest established view considers manga as a cultural continuity from 12th and 13th-century picture scrolls of Buddhist teachings, through the boom in novels and travelogues among the cultured merchant classes of the 17th and 18th centuries, to the spread of western-style newspaper cartoons in the second half of the 19th century. This created a vibrant manga culture in the early 20th century that involved both the intelligentsia and the middle classes, and which was rebuilt on its old foundations after Japan’s defeat and occupation from 1945 to 1952.


Nobody is saying that modern manga is directly traceable to a particular point in the past, or that manga artists looked at medieval scrolls and thought ‘now I know what kind of comics I want to make’. That’s like saying that the Bayeux Tapestry led directly to French comics, or that medieval wall paintings in English churches gave us The Beano. But many historians support the idea that the cultural and artistic heritage of Japan influenced its later popular culture, including comics.


New research in any field changes our views of the past, and mass communication is enabling new research to be shared and discussed faster than ever. Young scholars are now showing how manga as we know it was powerfully influenced by European and American culture before, during and after the Occupation. This research means that anyone interested in manga is in for a thrilling time. As more and more scholars take advantage of the increasingly available resources for study of early manga, new ideas, hitherto forgotten creators and new views on established names emerge.


The third view is a combination of the other two, a history of manga that acknowledges both continuity with earlier culture, change as manga interacts with innovation in other art forms, and transnational or transcultural influences. Many writers and scholars not primarily focused on manga also contribute to the exploration of these ideas, bringing their own cross-media experience and insights into play.


All three approaches are useful. There’s a powerful cultural current that reaches back from all forms of art into history. Scholars are increasingly willing to engage with the world beyond their nation or their discipline. And there’s a growing willingness to explore every avenue, to find out more about manga and how it interacts with the broader culture in and outside Japan. So read the scholars mentioned in our Good Guru Guide (see here) and others, and use their broad experience and curiosity to form your own ideas about manga history.


Let’s start by digging a little deeper into the prehistory of modern manga to give you a thumbnail sketch of what’s known today.




[image: The cover of “Flash Point” manga, depicting a girl in a social media interface frame holding a carrot.]


Flash Point, translated by Ryan Holmberg, published by Glacier Bay, 2024.







[image: Cover of “The Astro Boy Essays,” showing a cutaway view of Astro Boy’s robotic head.]


The Astro Boys Essays by Frederick L. Schodt, published by Stone Bridge Press, 2011.







[image: The cover of “Manga! Manga! The World of Japanese Comics,” a collage of various manga panels.]


Manga! Manga! The World of Japanese Comics by translator, writer and scholar Frederik L. Schodt, published by Kodansha USA, 1986.







[image: The cover of “Comics and the Origins of Manga,” showing an early 20th-century Japanese cartoon.]


Comics and the Origins of Manga by Eike Exner, published by Rutgers University Press.







[image: Three sections from the Chōjū-giga scrolls showing anthropomorphic animals like frogs and rabbits wrestling and bathing.]


Images from the Chōjū-giga handscrolls attributed to Toba Sōjō but probably made after his death by several different artists and edited and rearranged over the centuries. The pictures show rabbits, frogs and monkeys bathing and cavorting.









THE EARLIEST JAPANESE CARTOONS


Japanese cartoons predate even those medieval Buddhist scrolls I mentioned. Cartoons, probably created by carpenters poking fun at their bosses and customers, were found during renovation work on the back of the ceiling boards of the main building of Hōryū-ji temple in Nara, which began construction in the 7th
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