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Introduction

Manga andanime are now part of the cultural habits of different generations of French
readers, and thegrea majorcultural space where images and meanings about Japan and Asia
circulate. From the end of the 19700s, interculturkdtions with Japan developeadainly
through this Japanese media cultuf&e success of manga andme contributed to a strong
interest in differat aspects of Japanese cultubeit there are still fewstudiesof this
sucessful intercultural reception.

This paper is an attemfii analy2 the reception of manga France as an historical process
challengingFrenchtraditional cultural hierarchies. The reception of thgisdal commodities
in Francehas involvedconflicting discourses angpresentationgand hasventuallyresulted
in the productiorand recognitionof a specific set o&ctivitiesand cultural resourcesbout
manga and anim&his Omanga cultureO is however far from being horeoggrand iseen
more and more diverselistinctions and bawdaries have been created within this specific
cultural domain and the perception of manga is shaped by various French stereotypes and
cultural myths about Japawill try to show howthis form of Ocultural capitdi@asbuilt up
and usedand how it ratesboth to an interest indJapanessocietyand toskills related to
Information and Communication Technologies, especially among teenagers and young adults
Two dimensions of thegarocesses will be more precisely developed in this paper

A discourse analysis of the symbolic conflicts betweentradtional cultural
Ogatekeepersid fans, which led to different forms of cultural acknowéedent of manga
andanime.

! See Rafoni BZatric€Le nZejaponisme en Franceale IQinfluence de la culture mZdiatique japoraise
Compar(a)ison, 2, 2002

2| refer here to the sociological concept of Ocultural capitalO elaborated by Pierre BourdiRepimduction,

Minuit (1970) andLa distinction, Minuit (1979). It describes forms of knowledge and skills providing prestige
and a higher social status: this cultural capital can be embodied (dispositions, competences and categories of
perception), objectified (cultural goodsdadiscourses) or institutionalized. This concept has been specified and
applied to the local context of fandom: see Jeffrey A. Brown, OComic Book, Fandom and Cultural CapitalO,
Journal of Popular Culture, 30-4, Spring 1997, p.13. This specific form of mal capitalO about manga and
anime is not generally recognized in the society, but it can operate as a source of prestige and distinction within
the manga andnime fandom, or within peer groups at school. Moreover, fans have mobilized more traditional
forms of cultural capital to produce the cultural acknowledgement of mangaiand



A sociolgical analysis of the culturahd medigracticesof a group of French manga
reackrs,in orderto understand how they appropriatbéeésetextual,visual and technological
materials.

These two levels of analysis are complementary and allow us to understand the interactions
between the individual reading experiences and the collectivdugtion of a Manga
cultureO in France.

l. The symbolic struggles about the reception andhe meaning of manga andinime
in France

First, | will try to analyz the actors and OcultueitrepreneursO tife reception ofmangain
France from the 1990controversy to the current processes of legitimizatimat | would
like to stresdhere is the transforrtian of the frames of reception nfanga over this periodl
will distinguish two moments: between 1988d 1997, the public and media represemntatio
of the Gnanga phenomen@were mainly shaped byraditional cultural OgatekeepersO
(cultural critics, journalists, psychologists, educatonal and political authorities): they
dismissed mangas a OtoxicO produstheeas young fans began to organia Ghadow
cultural economyQo resist this dominant culturiglgitimacy. In asecond momenat the turn
of the centurythe sophisticated cultural capidcumulated by fans became more visiie
produced new forms of legitimacy for mangahanks to seval factors: fansO
Qprofessionaliation] the viablity of the manga andnime markets, th@pportunities offered
by new participatory medigechnologies, the blurring of taditional cultural hierarchieA
whole set ofcompetencesvas involed in the regation of manga, @d the processf its
legitimization took multiple forms.

1. Media panicO and underground fan organization in France between 1988and
1997

The OGnanga boor®in France was largelpased orthe success a§omeanimeon French
private TV chanals engaged in a fierce competition to attract young audiences with cheap
programs between 198&nd 1997Saint Seyia, Dragon Ball, Hokuto no Ken, Sailor Moon

were broadcasted on the major French commercial channel, OT&#@n Tsubasa,
Kimagure Orange Road on OLa CingO, a private shal owned by Silvio BerlusconAn
increase in manga's popularity hi@ken place mostly sincg9941995, when the original
manga linked to these populatime were published. Manga was then visible as a distinct
cultural product.Previously, since the middle of the 19708exet had beemnime on French

TV in the first programs targeting childreRrince Saphir, Mazinger Z, Candy Candy were
successful programs, but were e much perceived as Japanese products, and not
accompanied by manga publishing on a large sddngaand anime only appeared on the
agenda of public problems at the end of the 19800s, when French television system was
deregulated anthe major channgprivatized (1987) numerous articles, talkkhows,special
television reports, commentaries, boékswere produced about the Omanga phenomenonO,
the OmangamaniaQpesally between 1993 and 1997.

% John Fiske, OThe Cultural Economy of FandomDidrldoring Audience, Ed. Lisa Lewis, New York,
Routledge, 1992, p.30



Manga appearethenas derivative®f thesecommercial and cheap TV progranasd stood

in sharp contrast wit legitimate culture, Freh youth literature and comicMangaand

anime were considered a lowbrow commercial form of child entertainment: a Omoral and
media panicO ermpsised theidangerouspsychologicaleffects. e traditional highbne
prejudices agast television andnass cultureresurfaced the same arguments about the
negative effectof this cultural practice were us@dFranceto criticize Oindustrial literatureO

in the XIXth century, American comic books in the 19300s and 19500s, video gd@es in
19800s and 19900s. A moral and cultural boundary was constructed to isolate manga from
more respectabland Opedagogicafdrms of entertainment, more legitimate art forms,
controlled by adultsthe confusion between mangajme, pornography and viehce reached

its highest pointManga wereindeed seen asa purelycommercialand temporary craze,
whereas French Obande dessinZeO (comic books) had reached a more artistic and legitimate
status since the 1970@mnga wereeven opposed to Japaedsgitimate literature and art,

and to traditional forms of OJapanismO in France.

Manga and their commercial propagatiamystallized many anxieties: about toaltural

effects of TV privatizationabout Frach economi€@iecayDcompared withthe rise of Japan

about the transmission of national cultuebouta decline in literacy and moralitgmong

French youthThe advocates of traditional culture feared the invasion oftaratibffer they
couldnOt controthe success of these progratosk place within peenetworks, outside the
traditional structures of aduffjuidance and oversighis Sharon Kinsella wrote about Japan,

Oit is the widespread access youth have had to manga that stimulated concern amongst
political and educational authorities.[E] This debagpressed a sense of insecurity about
uncontrolled and nregulated cultural activitie$O

These cultural critics dominatele public discourseabout manga: they stressed tiggative
role of mangain the imaginative lives of childrenand usedlapaneseepresentations of
fandom (astaku) to describe thees dangersThe people who had the cultural authority to
talk about manga in theediawere psychiatrists, psychologists, cultural crijtios. adults
who had not been sociaéid to such a reading pt@e, and who excluded manga from
official modes of acknowledgnent. One resulof this hostile attention werée censorship
measures against someagon Ball TV episodes andhe interdiction to sell some manga
(Angel by W-Jin, in 1995. Because of this rpssure, the main TV channels stopped
programming anime from 199, replacing them with American or French cartochsme
only progressively reappeared from 26823, mostly on cable channels.

2. The resistance of young French manga fans: the productioand use of a
Ceultural capital Oabout manga andanime

1tOs interesting to see how youfrgnchfans organied themselves collectively to resist this
dominant cultural legitimacy, to promote their passion through associations, faraides,
conventionsMost fan interest in France was stimulated by the releadéiaf in 1991 the
animebroadcastedn French TVand the establishment of tfenzinednimeland in 1991.

These &ns elaborated undgound networks of distributioff.hey resorted mostly t&nglish,
Americanor lItalian translations.Some tudents fromParisianelite universities, mostlyn

* Sharon Kinsella, OAmateur Manga Subculture thrdOtaku PanicQpurnal of Japanese Studies, Summer
1998



scientific and commerciaschools played an important role in that process: they mobilized
their competences in computer and ICT, in managemeBnghsh and Japanese, to orgamiz
the first screenings and conventionghat beginning of the 1990%he @iant robot® anime
were the most popular among these first OanimefansO, in keeping witltutheial
preference$or sciencefiction and fantasy: thert anime screenings took place in the French
sciencefiction and fantasy fandoniThese fansalso strongly advocated Hayao MyazakiOs
animated films: these latter played a major rolthencultural recognition of Japanese popular
culture.

At the beginningof this amateur movement, tipeoblem was also the perception of manga
andanime: the aim of fan associations was to fight against highbrow prejuaincislevision
programming policy. Fansonsidered manga cultural and artistic medium, and ciiitied the
OmutilationsO of aninad manga by commercial publishers ahénnels Their claim to
legitimacy and to cultural authorited them togather accuratpieces ofinformation about
marga, and to build conndohs between manga and Japanese cylina@g and Osequential
artOAs Sean Leonard wrote,nQheir effort of distribution and reproductidhgir aim wa to
reman faithful to the original wor. These Ocultural entrepreneursO produced a secondary
literature and aXollective cultural capit&) about manga:these resources weraade of
various ypes and stocks of informatiomgws, reviews, commentaries, special events
dictionaries, interviews witmangakaE ). This group of pioneers contributed to a new sphere
of economic and cultural activityfhey became cultural experts in their field and bitee
from job opportunities:nany fans started anime companies, becoming the industry leaders
of todayd. As fans grew older, they ga&id access to financial, cultural, organizational
resources to promotnd legitimate their cultural preferencé&geir rise to prominence led to
the diversification of the manga titles available in France, with the introductiomwjoef and
seinen manga.

Fan activitiedirst focused on the distribution infrastructure, amdthe critical commentary
about manga, taking advantage of the possibilities opened up by new technologies
Institutions likethe conventionsthe specializegressthe manga associationglayed a major

role in the formalisation anich the informal trarsmission of a@nanga cultur® Brert Allison
described it very well as ainformal educational practi€"Like any other culture, the task

of anime [and manga] fan subculture is inherently a pedagogical one. Meanings, norms,
frames and the experiencesttitontain them are forged, transmitted, shared, and interpreted
in ways that build an educational basis for a culture's continual perpetuation and thange"
Magazines likednimeland, le Virus Manga, many manga and anime clubs in France,
consideed that tleir duty wasto teach readers how to OdecipherO a manga, to give
informationand points of reference both to the audiencetarmiblishersBut this pedagogy

is no longer restricted to the anime and manga fandom, anoebas to take place inew
culturd spaces and institutions.

3. Different processes of culral acknowledgement of mangas

Adult fansare indeedow in position to produce and publicize a legitimizingcdurse about
manga. Somef themwork as journalistslibrarians or teachers: théyave built many bridges

®Sean Leonard, OCelebrating Two Decades of Unlawful Progress: Fan Distribution, Proselytisation Commons,
and the Explosive Growth of Japanese Animati@di@,4 Entertainment Law Review, Spring 208.

® Sean Leonard, op. cit.

" Quoted by Brian Ruh, OCreating Amateur Manga in the US: Pedagogy, Professionalism and AuthenticityO,
International Journal of Comic Art, 7-2, Fall/Winter 2005, p.376.



and conne@bns between manga and more traditional and legitimate afbstits. Manga is
also perceivedas a legitimate and genuine source of information about Japammany
discourses underline its contribution to visual and cobwok aillture Many libraries and
cultural centrehaveorganized exhibitns and activities about manga: the success of manga
is used toteach young readers a ciiticalO manga literagyand to give them pieces of
information about Japanese history andiety. Manga and animare thus embedded in the
Japanes artistic and cultural history, as well as in the functional and aesthetic definition of
sequential art.

Since 2000, there are many celebratory articles about manga in legitimate magadines
media(like Télérama, ArtPress, Arte, Beaux-Arts magazine, Libération, Les inrockuptiblesE

). A decade ago, some of them delighted in stigmatizing manga and asiOjaponiaiseriesO
(a French word for OJapanese rubbisn@) now on, they applthe legitimatecategorieof
literary or artistic discourseto describesome mangaka like Taniguchi Jiro, or Yoshiaru
Tsuge.They also produceew hierarchies between Omanga dOauteurO (literary seiarga
manga gekiga) and commeral manga for teenagelsnostly shonen manga) Prestigious
literary publishers (Le Seuil, Castermdmve bego to publish these legitimate mangaey
reinforce this cultural hierarchyand contributeto the formation of a Omanga canorilthis
elitist discourse is nonetheless criticized by sonanga fans.

The sopisticated language of Obande desstdZeriticsand specialists was also used to
describemanga as a legitimate and original form of sequentialrathe 19900spme comic
books specialists and scholarsre the first in France foroduce serious analyses of manga as
a medium in the fanzineMangazone. The first general survey in French about manga was
published in 1991L 'univers des mangas, by Thierry Groensteen, a scholar and specialist of
the ONinth ArtO.

Thus, sme categorief mangahave enterednew legitimate cultural spaces, and the
production of a pedagogical discourse abswed them to enter public libraries arahgols.
Some teachers and libi@ns underlinghe intellectual and visual workequired by manga
reading They also put forward the positive effects of identification and emotional resaathing
the construction ofteenagersO personalitfanga have undergonea process of
(pedagogizatio®and OculturalizationO. Different forms of knowledge and legitimate tultura
capital were used in that process, involving a whole set of competences: aesthetic and
semiotic knowledge about manga as an artistic medautyral andhistorical knowledge
about Japanlinguistic competenceddangais no longer seen as a commercralasion, but
sometimesas part of a OnevadanismO, in referentethe XIXth century artistic movement

of Japanisnmn France

All these legitimate discourses about mamgae created new distinctions and hierarchies
between different manga titles and gexnrand different categories of readeffiese
discourseshavefocused on the respect tife artistic integrity of manga, arthve allowed
more analytical an@ultivatedreadingsLike manga studies in Japan, these forms of manga
criticism have Oconferré intellectual respect and cultural value on manga, and provided an
appropriate interpretation of its significance in societyO

Distinctions have alscappearedbetween different generations of manggaders and
animefansThosewho discoverd manga and ame at the beginning of the 90&k&re a more
Oselect@roup of OpioneersO, and some tluhithemselvesas an elite, by contrast with

8 Sharon Kinselladdult Manga, Curzon Press, 2000, p.97



younger generations benefiting from adei availability of mangaThus, manga and anime
are shaped by multiples hierarefiand forms of legitimacy.

4, The GereativeOand participatory appropriation of the manga culture in France

Beyond these evaluative and interptiee skills, a second generation of fahas
beguwn to engage in a wideaviety of Ocreativeshd participadry activities which testify to a
new step in the appropriation of this cultu@French mangaO, cosplay, Japanese fashion and
music are more and more populadeed, gice 19961997, manga fans have begun to create
amateur mangafluencedstories andfanzines, and since 20@®04, some of them have
become professional artistd/rites Brian Ruh about the USA, ddcurent with the rise in
popularity of manga and anime has been an increased popularity of the creative aspects of
anime/manga cultu€® The wider transmission of the Omanga cultureO in Frassnabled
some readers to more actively participate in creating media com&ntictianal books about
manga drawing techniquésmve multiplied and asin the USA, Italy or Germanythere is
now a newgeneration of fench authors who creamanga, othybridOcomic books, even if
there are debates in theanga fandom to know wheth&renchauthor carpretend to create
a OmangaQhe GFrench mangaare Pink Diary, by Jenny,Stryke, by Patricia Lyfoung
Sentai School, by Philippe Cardonna and Florence ToRé&i;e, by Aurore Demilly,Dys by
Moonkey, Dreamland by Reno,Les guerriers du silence, by Philippe Ogaki, and many more.
New Oculturakentrepreneuf3alsotry to develop activities ratedto Japaese music
and fashionthanks to the cultural references of some successful mangalatikeandBeck.

Il. A Sociological Analysis of theQreading career©of a group of French
manga readers

The previous analyses weneostly concerned with fandom institohs and discourses, or

with legitimate public discourses about manga: these representationisthe point of view

of the @onnoisseul@ the most knowledgeable readers, those who are more strongly engaged
in OcreativeO forms of receptitve showed thithere were various forms of cultural capital
involved in the public reception of mandaut tis point of view camonethelessoster an
impression and illusion of homogeneamong manga readers. The catggafr OfanO itself

can imply an excessive colece of the cult@al practices of manga readers: the risk is to
define them only through an exclusive relation to thgngle type of cultural goodlrhe
pervasivesuccess of manga preciselydue to the diversityof readers concerned, from
hardcorefans to ordinary and occasionaleaders, with very different levels of cultural
commitmentto mangaManga readers are also engaged in a great diversity of other cultural
and media practices, and their manga readings are shaped by these different Ohorizons of
expectationsGf common referenceabout manga are widely spread, manga constitute yet a
muchdiversecultural domain, and they are appropriated in variousvieg fans and ordinary
readers.

The interest of a qualitative research about manga readerscisepreéo investigate their
singular reading experiences, and to identify the variations and oppositionsr inste of

® Brian Ruh,OCreating Amateur Manga in the US: Pedagogy, Professionalism and Authetitigity@jonal
Journal of Comic Art, 7-2, Fall/lWinter 2005, p.375



manga. From 2002 to 2004realized20 lengthy interviews with manga readers to understand
how they had discovered this culture, htvey appropriated thessymbolic goods These
readers were young adults between 18 and 25, who had discoveredim#énggaecond half

of the 900s: 10 girls and 10 bdysm different social backgrounds, studying in OscientificO
or literary high schools ral universities. | alsanterviewed some librarians andanga
booksellersThis population iof coursenot representativef a wider manga readership, but
the aim was taexplore the Oreading carg®rof thisspecific group they were among the
teenagerswho discoveredthe first manga published in France in 19995 and they
experienced the explosive growth of the manga maaket the production of the French
Omanga culture@heir personal Isiories with manga aritertwined with the history of
manga pblishing in Franceover the same historical periodnfortunately, statistical or
sociodemographidataabout the manga readership diiicult to find manga publishers do
not disclose these strategiata and manga are not taken into account astecli€ategory in
official surveys about cultural practices in France.

| will briefly develop three pointselated to these reading trajectories and to the different
receptiors of mangathe role of peer growgmand television in thérst appropriation bmanga;

the progressive acquisition of a Omanga cultutie® Omedia repertoiresO associated with
manga reading.

1. The role of television and peer groupin the appropriation of manga

The reception of manga in France participated braaderrenewal ofcultural hierarchies
Surveys about the French cultural practid@®w light on this historical transformati$nThe
success of mandgaasnot beenregulated bytradtional institutions it illustratesthe roleof
peer networks anthe growing importancef the mediaon the Onarket of symbolic good
This cultural and media convergence accelerated in the 19800s in Ftaecananga and
anime were introduced

Traditional literary values of schboulture wereandeedengaged in a fierce competition with
scientific culture, and with other media outside schddius, Iterary reading and artistic
culture have lost their central value in theenchschool systemThe decline inlegtimate
reading practices,jn the faith in French classical culturas accompnied by the
development of new forms of receptiooharaterized by a fluid circulation between different
meda forms:Qhere are many commigations between books, filmlevision,video games,
and the book is no longer the centre of this media urg@erdangaand the cultural logic of
the Omedia mixO fih this new formof cultural socialization marked by therise of
audiovisual media and an earfamiliarisation with a Gcreen cultur® These global
commodities allow younger generations opportasito develop specifiksls and forms of
distinction

The manga readers | interviewed had first discovered the woddpainese culture through
anime broadcasted on TVh the first half of the 900%he mangathey read afterwards
appearedo themas aOprintversiorOof the anime, and were ndistinctively perceived as
Japanese products. Howevehese two xperiences can be disconnectetie tmanga
readeship and the audience for anime are partially distimbe circulation between the

° Donnat Olivier Pratiques culturelles des Frangais, Paris, La Documentation fran-aise, 1998ahire Bernard,
La culture des individus, La DZcouverte,V2004
" Baudelot Christian, Cartier Marie, DZtrez Christiigpourtant ils lisent, Paris, Seuil, 1999



anime seen oflV and thefirst manga readvas stronger for some of the boys interviewed,
who appreciatedragon Ball and Saint Seyia, two of the first manga published on a mass
scale in France.

During the 19900=I¢vision was a privileged media for the appropriaibmanga. This has
sometimes led to specific reading practices of manga in Japanese, where the readers could
only understad the imagesyot the text. The access to this reading practicemediated by

peer networks: high school friends, brothers oressstvhich transmitted their cultural taste

for manga. This collective appropriation of manga by teenagerarked indeed the
participation ina moreautonomousand generational culture, where#tsese young readers

until then, depended moren the choicesind tastes of their parentscench and American

comic books could not allow this game of generational distinction, betaegevere also

read and transmitted by parents, and part of a cultural heritage.

Thus, aime broadcasted on major TV charsiel the 19900s have played an important role
in the social construction of a cultui@hd generational taster manga, and in the beginnings
of the interviewees@reading careersthese manga readergrogressively grew away with
nostalgiafrom this mainstreamtelevision experience, associated with their childhood, and
built a more autonomous manga reading practice, associatedp@athgroups andnore
(adulOanime watchedon video, or on the Internet.

2. The acquisition of a Omanga cultureO

Theseyoung maga readeraveprogressively acquitespeific cultural competencies and
reading skik. This particularcompetence is morénked to the accumlation of reading
experiences thato thereading oftheoretical articles about manga, its history or its |laggu
Certainly, hese interviewedsaveread some magazines about maruge,theydo not always
have a reflexive or synthetic vision of mangagr a precise knowledge of tH@nanga
vocabular®) The most knowledgeablare the most intensive readers, anditiierviewees
(especially girls)who also read a lot diteratureand comic booksand who transfetheir
legitimate categories of perception to the field of mayze of the most efficient ways of
transmitting the knowledge of this specific Japanese bidagy is the particigtion to a
manga or anime club, where fans learn the proper way to read and talk about manga.

Thus, these readehsiveachievel a (practicaOform of Omanga literacyéhd a Ocritical eyeO
they have learrt to decipher the graphic dmarrative conventions, to make distinctions
between differengenres andnangaka, to appreciate the intertextual or visual references
between different manga

The construction of this specific horizon of expectatibas ledthem to discover more
complex manga.Their reading trajectory impliesmideedan evolution in the choice of manga
read and in the ways of reading theiManga allove a great variety of appropriation, and
these readers assign different functions to the different series they reathirentnt,
emotion,meditation or contemplatiohese readers differentiate themselves fearsalled
simpleminded fans owtaku absorbed in the manga superficial action. They can still read
basicshonen manga, but only with an ironic distance.

Contraryto the image of an ephemeral consumption afisposable product, these readers
often read and reead manga. Whereas the first reading is motivated by the impatience to



discover the plot, the seeadings give them the opportunity to contemplate the detathe
setting the graphic, cultural and historical dimensions of the stoteepay attention to a
political or philosophical backgroundh&y alsoconsidermanga a source of knowledge and
cultural openingeven ifthe entertaiment and pleasures aéading come firstThis reading
practice opens up on other cultural pradtite appreciatall the richness and silety of
manga (discovery of Japanese language, food, traditions, historyE).

3. Differences in theOmediarepertoiresO

Differences in readm practices also depend on the media asssciated with mangdhe
interviewees have all distinct Omedia repertoiaes(patterns of media UéeThey also make
distinctions between these media forms according to the rapidity with which they offer the
newest manga from Japan: OscanslationsO eméntare thus sometimes put fordiaBut

other reader§avour the quality of more traditional DVD and manga, in ptdecollect and
preserve them. Thayse the Internet only to get information.

The differentforms of circulation within this constellation of media produce contrasted
readings. A first group of interviewees, mostly boys in scientific disciplines, prefer to watch
anime first, andhensometimesead the originainanga theseinterviewees are alsosmallO
readers, and they consider anime watching easier and more relaxing than manga reading. A
second group of interviewees, mostly gatsd@reaOreadersalways read manga firsthey

declare that manga readirajlows a greaterrole to their imaginaion and dreamsand
appreciate the manga asnaterial object, easier to contempldian anime

Thus, manga reading has taken multiplens since mangwere introduced in Francéhese
historical and cultural variations depeond theculturalresourcesised by manga readers. The
collective production of a specific cultural capital about manga, the diversificatitime of
manga published, have allowed more complex reading practices, amavdheement in
longer reading careers. The acknowledgement ofgmadastify both to the elaboration of
artistic and analytic readings, and to the rehabilitation of the rolenofiens in OordinaryO
readings: e visual and narrative expression of emotiorssgseatasset of mangand a key
to their success in France

12Kees van Rees, Koen van Eijck, OMedia repertoires of selective audiences: the impact afestdartsand
age on media useRyetics, 31, 2003, 46290



