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INTRODUCTION

The graphic novel boom of the 2000s has put the 
relationship between comics and literature once more 
on the agenda. This is especially obvious in Europe 
and North America, those cultures which set the 
standard for modern notions of literature. In the late 
19th century, Japan’s modernization, partly taking the 
form of westernization, gave rise to purifying fictional 
reading material and even a new name, bungaku. This 
‘literature’ was supposed to develop its own aesthetic 
identity, independent from previous ties to pictorial 
expression that were, for example, characteristic of 
illustrated entertaining novels (kibyōshi) of the Edo 
period.1 Within manga studies, literary critic Tsubouchi 
Shōyō’s essay The Essence of the Novel (Shōsetsu 
shinzui, 1885-86) is often cited in that regard (Miyamoto 
2001: II-296). But when it comes to contemporary 
discourse, manga’s relation to literature seems to be 
less relevant. In contrast to recent currents in English-
language academia where English and French literature 
departments provide a major site for university courses 
and publications on graphic narratives, in Japan, 
manga tends to be allocated to sociology and cultural 
studies, and graduation theses about manga address 
gendered usage rather than adaptations of literary 
texts or literature-derived narratology. This, however, 
does not mean that interrelations between manga 
and literature are scarce in practice (even before and 
beyond ‘light novels’).

Comicalizations of Crime 
and Pun ishment 1953 201 1  .

MANGA AS 
LITERATURE

1 See Kern 2006, also for examples translated into English.
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Adaptations and appropriations of canonic literary works 
have formed a noticeable part of manga since the 1950s, 
taking the form of both works by renowned artists and 
versions clearly positioned as gakushū (educational) 
manga and published in editions such as Famous 
Literary Works in Manga (Komikku sekai no meisaku), 
the Japanese equivalent to Classics Illustrated.2 Still 
vital today, such editions date back to the late 1950s. But 
entertaining ‘manga proper’ and primarily instructing 
texts are not always easy to distinguish. Criteria such 
as authorship vs. anonymity, magazine serialization 
vs. book edition, or manga-specific publication site 
vs. general publisher do get blurred occasionally. For 
example, manga adaptations of the medieval Tale of 
Prince Genji (Genji Monogatari), probably the first which 
come to mind in regard to manga as ‘literature,’ may 
appear instructional due to their employment in the 
preparation process for university entrance exams, 
even if authored by someone like Yamato Waki and 
initially serialized over the course of fourteen years 
like her “Asakiyumemishi.”3 Then again, astonishing 
visual renderings, usually not expected in educational 
manga (fig. 1), may lead the reader astray with respect 
to positioning the book at hand as ‘educational.’ 

2 For a knowlegeable introduction, not focused on literary works, 
see Itō 2013.
3 See previous chapter of this volume.
4 For the respective theoretical framework see Sanders 2006, and 
also Hutcheon 2006.

1_ Manga de yomu meisaku 
editorial board: Tsumi to batsu 
[Crime and Punishment], 
Bungeisha Publ., 2010, pp. 92-93.
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This essay surveys manga’s historically changing 
relation to literature with regards to status and 
media-specific storytelling by using comicalizations 
of Dostoyevsky’s Crime and Punishment as its 
example. Mainly linked to media convergence or, as its 
Japanese variant is called, media mix, the neologism 
‘comicalization’ has become adopted to the Japanese 
language in recent years. As it comprises not only 
adaptations in the strict sense, but also broadly 
understood appropriations,4 it recommends itself 
to a discussion that includes manga from different 
genres and periods like the one below. Aiming less at 
adaptation theory and the pursuit of fidelity towards 
the literary source work but at manga studies and, 
more precisely, the role that literature has played for 
manga, Crime and Punishment suites this essay well, 
on the one hand, because it indicates the fundamental 
cultural hybridity framing narratives in modern 
Japan, and on the other hand, because it has seen a 
remarkable number of comicalizations, not only but 
also in the form of introductions to world literature. 
One of these is the more or less mechanical version 
of the Manga de Dokuha imprint (Variety Artworks 
2007). Created by an anonymous collective for a clearly 
informatory purpose, it stays faithful to the original 
in an illustrative way, while its excessive use of close-
ups and text-spreading dialogue may disappoint 
readers who look for manga-specific pleasure (fig. 2). 
But there are more elaborate adaptations in the same 
‘educational’ field, like the one by Shiomi Asako (b. 

2_ Variety Artworks: Dosto-
yevsky Tsumi to batsu, East 
Press Publ., 2007, pp. 30-31.
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1950)5 for a World Literature Edition in comics form 
(fig. 3), or the overtly nameless volume for the series 
Reading Famous Literary Works in Manga (Manga de 
yomu meisaku) by publisher Bungeisha.6 In addition, 
this essay considers works which are received in Japan 
as ‘manga proper’ due to their publication site and/
or their authors’ reputation as mangaka. Already in 
1953, four years before the first boom of educational 
comicalizations set in, Tezuka Osamu (1928-1989) 
published his adaptation of Crime and Punishment. 
Twenty years later, in 1973, Ōshima Yumiko (b. 1947), one 
of the innovators of Japanese girls comics, serialized 
her “Rodion Romanovich Raskolnikov: From Crime and 
Punishment” in the then revolutionary girls-manga 
monthly Bessatsu Shōjo Comic. In recent years (2007-
2011), Ochiai Naoyuki (b. 1968) appropriated the classic 
in the seinen mode for Manga Action. Titled “Crime 
and Punishment: A Falsified Romance,” this version is 
not limited to one small volume as the adaptations by 
his predecessors but taking up ten volumes in total, 
each approximately 180 pages long. 

JAPAN’S DOSTOYEVSKY

The fact that there are at least six manga versions of 
Crime and Punishment available in Japanese,7 raises the 
question why this particular author and this particular 
novel have attracted so much attention. According to 
Japanese critics, Dostoyevsky has been more popular 
than Tolstoi or Turgeniev in modern Japan. Crime and 
Punishment, initially published in 1866, influenced 
Japan’s very first modern novel, Futabatei Shimei’s 
Drifting Cloud (Ukigumo, 1887)8 (Yokota-Murakami 2006: 
39). More importantly, until the late 1960s, Dostoyevsky’s 
later novels had been read not as translated European 
literature, but as modern Japanese literature; in other 
words, to many Japanese authors and readers they 

5 Initially a girls-manga artist, she has worked mostly in the field 
of ladies’ comics. Manga adaptation of 2002 with preface, character 
gallery and afterword.
6 With a double-spread introducing the characters. The name of the 
(male) artist Iwashita Hiromi appears not on the cover, only among 
the credits at the end of the book.
7 Further, Man-F-Ga Tarō’s gag series (in Monthly Comic@Bunch, 
2012-2013), and Aoki Yūji’s short story “Meguriai” which adopts the 
setting to Osaka (first published in 1997), could be added. Hashimoto

3_ Shiomi Asako: Tsumi to batsu: 
Seigi ka hanzai ka (Komikku 
sekai meisaku shiriizu) [Crime 
and Punishment: Justice or 
Crime?], Futabasha, 2002.
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represented a model of modernity. Critic Matsumoto 
Ken’ichi (1975) even spoke of “Yamato Dostoyevsky” 
in that regard. Already in 1918, a first collection of his 
works was published; the latest translation of Crime 
and Punishment came out in 2008. Adding the fact that 
widely read intellectual monthlies such as EUREKA and 
Gendai Shisō dedicated special issues to Dostoyevsky 
in November 2007 and April 2010 respectively, it 
becomes obvious that the recent manga adaptations 
have not emerged out of a vacuum.9 Admittedly, the 
fields of manga and classic literature are not engaged 
in mutual exchange. Most contemporary Japanese 
university students, who do not major in literature, 
may not have noticed the recent Dostoyevsky boom, 
which differs fundamentally from the past, especially 
the author’s popularity around 1970. Back then, even 
manga critic Natsume Fusanosuke was exposed to the 
novel as he himself admits (1995: 99).

REPRESENTING SOCIAL ISSUES

The recent manga adaptations of Crime and Punishment 
draw attention less to the literary particularities of the 
original, but rather to its subject matter, linking it to 
contemporary social issues. Such a transition to the 21st 
century is also characteristic of Crime & Punishment: 
A Graphic Novel (Korkos & Mairowitz 2008; fig. 4).10 
But while this attempt at modernization invites the 
English-language reader to visit contemporary Russia 
as a nightmarish foreign country, Ochiai Naoyuki tells 
a horrific story about his own society. In his manga 
series, Dostoyevsky’s protagonist Raskolnikov, a poor 
student with literary aspirations in St. Petersburg, is 
replaced by young Japanese Tachi Miroku, the surname 
Tachi (裁) meaning ‘cutting’ and the first name Miroku 
(弥勒) signifying the Maitreya, the future Buddha who 
stays on earth to serve as a mediator between the 

(2011: 122) finds also “DEATH NOTE” (2003-2006) reminiscent of Crime 
and Punishment, conceding that the creators themselves have not 
indicated anything in that regard.
8 Futabatei Shimei (1864-1909) learned Russian and later worked for 
the Asahi Newspaper in Moscow.
9 See Gendai shisō (April 2010) for the Dostoyevsky reception by 
Japanese literary authors, and for a discussion of the general 
phenomenon Hirano & Kameyama (2010); Fukui (2010); Ōe (ed., 2007).
10 With explanatory preface and Dostoyevsky biography at the end.

4_ Alain Korkos & David 
Zane Mairowitz: Crime and 
Punishment: A Graphic Novel 
Illustrated Classics), London/
NY: Sterling Publ., 2008.
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human world and the Nirvana. At the end of volume 2, 
that is, after approximately 300 pages, Miroku murders 
the female high school student Hikaru with a huge 
Japanese kitchen knife (fig. 5). Under the patronage 
of the yakuza, Hikaru—the equivalent of Dostoyevsky’s 
pawnbroker Alyona—had been running a lucrative 
prostitution business exploiting her class-mates, 
first of all, her allegedly best friend Lisa who plays 
the role of Alyona’s half-sister here. Whereas many 
bestselling manga picture phantastic otherworlds, 
Ochiai confronts central social issues of neoliberalist 
Japan: hikikomori (social withdrawal), NEET (youth 
not in education, employment or training), enjō kōsai 
(dating with compensation, i.e. schoolgirl prostitution), 
ijime (bullying), internet malignancy, and the increase 
in seemingly groundless murders resulting from 
alienation in a society which has only recently lost 
the last remains of its traditional communities. Even 
Southeast Asia enters the picture: Sudō Kai, the 
equivalent of Dostoyevsky’s Svidrigailov, is involved 
with a Chinese nightclub owner who employs mainly 
Indonesian prostitutes. Sonya, who has become Echika 
in Ochiai’s manga, is not the daughter but the wife 

5_ Ochiai Naoyuki: Tsumi to 
batsu: A Falsified Romance, 
vol. 2, Futabasha, 2007, pp. 150-
151.
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of Marmeladov aka Ameya Kikuo and raises his three 
children, although, or probably because, it was him 
who contributed to her being raped, and filmed for 
pornographic purpose, by a gang of male students. 
When blackmailed into complicity, Ameya was still 
Echika’s high school teacher, and as such his case echos 
that of Miroku’s father, also a teacher in love with a 
student who eventually committed suicide together 
with his under-age lover. In sum, Miroku is surrounded 
by factitiousness, sexual violence, and dubious 
dealings to come into money (fig. 6). Public prosecutor 
Goi Kurōto, who stands in for the initial Porfiry, is the 
first to introduce him to a different vision of human 
society. In the end, the manga features Miroku’s virtual 

6_ Ochiai Naoyuki: Tsumi to 
batsu: A Falsified Romance, 
vol. 7, Futabasha, 2007, pp. 120-
121.
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rescue of Lisa from being raped in the street (fig. 7) and 
an inner monologue in which he accepts his crime in 
view of Echika. Whether the imposed death sentence is 
carried out or not, remains open.

Compared to Ochiai’s panorama of contemporary 
Tokyo, the outwardly nameless educational manga 
actually illustrated by Iwashita Hiromi (Manga de 
yomu meisaku editorial board, 2010) cannot go that far 
in its modernization of the subject matter, due to the 
format of the series it is framed by. Neither strongly 
historicizing nor ethnicizing 19th century St. Petersburg, 
it employs narration for introducing basic information 

7_ Ochiai Naoyuki: Tsumi to 
batsu: A Falsified Romance, 
vol. 10, Futabasha, 2007, pp. 
210-211.

9_ Variety Artworks: Dostoyevski 
Tsumi to batsu, East Press 
Publ., 2007, pp. 186-187.
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about Russia at that time. But it uses contemporary 
vocabulary for that, including highly connotative terms 
such as “recession” (fukyō) and “stratified society” 
(kakusa shakai) (fig. 8). Pictorially, Raskolnikov could 
pass as a contemporary Japanese student, in keeping 
with mainstream manga’s general inclination to visually 
de-Japanizing Japanese characters. In short, this version 
sets a contemporary tone verbally in the beginning and 
maintains it pictorially thereafter, but without returning 
to the 21st century in the end. By contrast, the Manga de 
dokuha piece jumps abruptly into our time eight pages 
before the end, inserting a dark vision of the ”new 
world” with skyscapers and holy wars into Raskolnikov’s 
Siberian fever dream (fig. 9). The last dialogue line is 
Porfiry’s, who sounds like a teacher when he says: “You 
will make it” (Variety Artworks 2007: 190).

Not only recently has Crime and Punishment attracted 
Japanese artists and readers in times which fail 
to provide ideas to believe in, and which force the 
members of an allegedly homogenous nation to 
accept social Otherness within their own society. In 

8_ Manga de yomu meisaku 
editorial board: Tsumi to batsu 
[Crime and Punishment], 
Bungeisha Publ., 2010, pp.12-13.
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the early 1950s, when Tezuka published his manga 
adaptation, Japanese tried to come to terms with 
the lost war, the abolition of the imperial system, 
postwar poverty and criminality. In the early 1970s, 
when Ōshima’s appropriation appeared, the ritual 
suicide of Mishima Yukio (1970), the ineffectual 
students’ movement and the tragic mutual killings 
of Japanese Red-Army members (1972, Asama sansō) 
were still virulent. But in addition to exploring social 
issues which were not addressed otherwise, Crime 
and Punishment has also mediated manga artists’ 
aspirations to ‘literariness.’ Seen from the perspective 
of Japanese manga discourse, this inclination implied 
at least three aspects: first, manga’s legitimization as 
a field of cultural production in the name of literature, 
which included to reach out for non-infant readers and 
complex stories attractive to them; second, stories 
which do not only require a certain number of pages to 
develop, but are complex also insofar as they involve 
inner monologue (naimen byōsha) and depictions of 
characters’ psyche, first-person narration, alternations 
between subjectivity and objectivity, or ployphony, 
in a broader sense; and third, a reliance on dialogue 
as a means of expression, including an interest in 
figurative language, as well as a multitude of other 
verbal elements, onomatopoetic words included, and 
their increasing distinction by typeface. The last aspect 
formed one particularity of the new girls manga of the 
1970s, created by Ōshima and other female artists of 
the so-called Magnificent 49ers (Hana no 24nen-gumi). 
Tezuka is acknowledged for having pioneered aspects 
one and two.

STATUS, INTERIORITY, AND METAPHOR: TEZUKA (1953)

As a novel, Crime and Punishment takes more than 400 
pages to unfold, depending on edition. In view of that 
length, comicalizations have to be selective, and certain 
scenes recur in most of them, providing entry points for 
comparison: Raskolnikov’s murder of the money lender 
Alyona, his later talks with prosecutor Porfiry and the 
lure of confession—often likened to moth and flame—
and Raskolnikov’s relation to Sonya to whom he finally 
admits his guilt, and who accompanies him to Siberia 
in the end.
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Tezuka’s early adaptation begins with a stage-like 
setting on which the protagonist appears. From 
the second double-spread on, we see him heading 
to the pawnshop in almost identical, still panels 
on the right side, and on the left retrospecting his 
previous visit in thought balloons, which themselves 
contain vivid images as well as speech (fig. 10). Such 
a distinction between exterior and interior was new 
to manga expression: More than half a century after 
its introduction to Japanese literature—by Futabatei 
Shimei’s novel mentioned above—this distinction found 
its way into manga, according to Yokota-Murakami 
(2006). Although Tezuka’s Raskolnikov is otherwise 
presented from a distance and does not exhibit much 
of an interior voice anymore, the opening sequence 
went down into manga history as an early example of 
psychologization (Natsume 1995: 72-82; Takekuma 2001).

While some people assert that “it is fruitless to look 
for the complexity of the original” (Phillipps 2000: 406), 
Tezuka himself was aiming at a “new style of manga 
which will take its readers through a wider range of 

10_ Tezuka Osamu: Tsumi 
to batsu, Tezuka Osamu 
manga zenshū 10 [Crime and 
Punishment, Tezuka Osamu 
Works, vol. 10], Kodansha, 
1977, pp. 10-11. The speech 
balloon in the top-left corner 
reads “I can’t lend you more 
then 50 Yen.”
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emotions such as sadness, excitement, and even 
profound rumination” (Onoda Power 2009: 117). But as 
several critics have pointed out, the actual rendering 
of his Crime and Punishment adaptation undermines 
his own words that he “wanted to introduce to children 
works of world literature by means of manga” (Tezuka 
1977b: 137). The subject matter as such as well as the 
initial English preface and the novel’s Russian title in 
Cyrillic letters suggest that Tezuka had students and 
Dostoyevsky readers in mind rather than elementary-
school children to whom the publication format 
addressed his manga. Back then, in 1953, Tezuka 
was already serializing his Kimba, the White Lion 
(Jungle taitei) as well as Astro boy (Tetsuwan Atomu) 
in magazines in Tokyo. Crime and Punishment was 
his last work for the Osaka-based booklets called 
akahon. But precisely this publication format allowed 
for experiments like those in the opening sequence 
of Crime and Punishment. The use of two double-
spreads—followed by five double-spreads which depict 
the staircase of the pawnbroker’s house—would not 
have been possible in a magazine as those usually ran 
serializations in 6-page episodes at that time.

Apparently, Crime and Punishment attracted Tezuka’s 
interest not only because it provided psychological 
conflict, but also because it allowed for an appeal to 
older readers and, by means of that, for a status claim. 
The latter does not necessarily take the form of deadly 

11_ Tezuka Osamu: Tsumi 
to batsu, Tezuka Osamu 
manga zenshū 10 [Crime and 
Punishment, Tezuka Osamu 
Works, vol. 10], Kodansha, 1977, 
p. 95, bottom tier. Tezuka is 
the man with the black fur hat 
and the glasses (third from the 
right, if counting only the fully 
visible persons).
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seriousness though. Tezuka often inserts humorous 
elements. According to his translator Frederik Schodt, 
“the gags are often slapstick, the puns are often 
‘corny’…” (Tezuka 1990: 133). Inappropriateness seems 
to be the issue here, and Japanese manga historians 
maintain that humour and slapstick in 1950s manga 
also served to mitigate social prejudices against the 
not-yet acknowledged medium. But the considerable 
number of pages which Tezuka dedicated to the Luzhin 
dinner leads, for example, critic Shimizu Tadashi to 
the conclusion that “Tezuka drew attention to a side 
of Dostoyevsky’s which had previously been neglected 
by Japanese authors and critics, that is, laughter” 
(Shimizu 2009: 320). Tezuka himself appears in that 
sequence as one of four beggars (fig. 11), implying a 
parody of his own profession’s reputation by attaching 
portraits of himself and three of his colleagues to these 
characters. Shimizu refers to Bachtin [Bakhtin] when he 
points out the productive role of Tezuka’s apparently 
groundless gags. And he is right: What seems to be 
merely unsettled at first sight, can surely be conceived 
as carnivalesque. Comics in general and manga in 
particular show an inclination to “merry relativity” 
(Bachtin 1990: 62)—they leave it open whether they are 
to be watched or read, taken seriously or not. Some 
of the above-mentioned manga examples intertwine 
also past and presence, or depict their characters as 
both non-Japanese and Japanese. It can, however, 
not be overlooked, that Tezuka was aiming at clear 
distinctions, not only between interior and exterior, 
but also between looking and being looked-at, similar 
to Hollywood conventions of shot/reverse shot. After 
all, he juxtaposed Raskolnikov as a bold and nice 
schoolboy with Alyona as an ugly Disney-style witch. 
Taken all together, Tezuka’s adaptation vacillates 
between a mangaesque lightness and an interest in 
society at large. He puts emphasis on the fact that 
this story takes place on the eve of the revolution, 
and he even turns the country aristocrat Svidrigailov 
into an activist (still pursuing his desires, although 
not the sensual ones). In the end, he does not send 
Raskolnikov to Siberia, but rather presents him as a 
would-be genius who is just one small human being 
among others: His confession goes unheard amidst the 
final spectacular uprising, and there is no salvation 
to be gained. Tezuka’s manga does not exhibit any 
interest in absolute values.
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With respect to intermedia relations, Tezuka’s 
adaptation has so far been related to animation (the 
non-mecha rendering of moth and flame, for example, 
or the silhouette sequence visualizing Raskolnikov’s 
essay and Napoleon, pp. 37ff.), to cinema (specifically 
The Third Man and its deep focus as applied to the 
canalization sequence, pp. 120f), and to theatre 
(theatrical over-acting which seem completely non-
Japanese, backgrounds which look like stage settings 
and, more importantly, a favorization of scenes over 
close-ups). With respect to ‘manga as literature,’ 
however, another aspect is noteworthy: metaphors. 
The talk between Raskolnikov and Porfiry provides an 
excellent example in this regard (Tezuka 1977a: 108-115). 
At the beginning Porfiry, ‘impersonated’ by Duke Red 
from Tezuka’s star system, points with an unmissable 
gesture to a kerosene lamp voicing “Criminals are 
like moths attracted by light” (p. 108, bottom-right 
corner, fig. 12). Then, two more speech balloons with 
his dialogue lines bridge not only the pages but also 
guide the reader from the diegetic encounter between 
the two men into the metaphorical interplay between 

12_ Tezuka Osamu: Tsumi 
to batsu, Tezuka Osamu 
manga zenshū 10 [Crime and 
Punishment, Tezuka Osamu 
Works, vol. 10], Kodansha, 1977, 
pp. 112-113.
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moth and flame, the rendering of which leans heavily on 
Disney’s Silly Symphonies, specifically The Moth and the 
Flame (1938). After three almost completely dialogue-
free double-spreads full of anthropomorphized action, 
the flame morphs finally back into Porfiry’s profile. This 
presents a ‘literary’ approach to comics: Raskolnikov 
and Porfiry are metaphorically replaced by moth and 
flame, as if pictorial elements of comics could be 
lined up like words in a sentence and, on part of the 
recipient, be treated like linguistic units. 

Will Eisner (1983) comes to mind and his claim that 
comics may be regarded as literature because images 
are employed as language. Cognitive linguist Neil 
Cohn emphasizes that, “Comics are not a language, 
but they are written in a visual language of sequential 
images” (2013: 2). Philosopher Aaron Meskin maintains 
that “the visual meaning of comics does not seem to 
be compositional as it is in natural language [… that] 
there is no linguistic entity that can be extracted from 
the standard comic” (2009: 227). And German comics 
scholar Ole Frahm has pointed out, that comics should 
be understood as parole, not langue (2010: 5). Making 
precise distinctions between linguistic signs and 
visual signs, Hannah Miodrag understands only the 
latter as parole; to her, visual signification is highly 
contextual, characterized by “radical heterogeneity” 
(2013: 10): “Visual parole can create new signs, and 
while repetition is possible it is not inevitable as it 
is with inherited language.” (ibid.: 132). The theoretical 
issue of understanding comics as a ‘language’ 
cannot be discussed in depth here. Suffice to say 
that contemporary manga are more often ‘read’ than 
‘watched.’ Neil Cohn speaks even of Japanese Visual 
Language in that regard, dedicating one chapter 
of his new monograph to this subject (2013: 153-171). 
The inclination to treat pictorial elements as highly 
conventionalized symbols, which are supposed to 
hide their materiality, can be traced back to the 
early Tezuka. His Crime and Punishment invites 
comparisons with literature not only in relation to 
status and representational subjects (be it society, be 
it inner thoughts), but also differences in metaphorical 
expression between literature and graphic narratives. 
Not incidentally has the technique which Tezuka 
applied in the case of moth and flame vanished from 
‘manga proper’ since the 1970s. While all ‘educational’ 

Manga as Literature
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manga considered in this essay adhere to the 
juxtaposing of human characters and insect (fig. 13), 
Ōshima takes a pass on the moth metaphor altogether, 
and Ochiai confines himself to inserting a small panel 
that shows not a moth, but a cicada (semi) on a tree 
(fig. 14). In line with his general retelling of the story, 
the cicada indicates, first of all intra-diegetically, a 
typical Japanese summer day, but when a similar 
panel appears again almost thirty pages later (vol. 8, p. 
177), readers who are familiar with the literary source 
work and/or Tezuka’s adaptation may come to regard 
the cicada as a remote echo of Porfiry’s initial moth.

PARODYING ‘YAMATO DOSTOYEVSKY’: ŌSHIMA (1973)

Created and published in the early 1970s, Ōshima’s 
approach to Crime and Punishment has almost the 
same length as Tezuka’s adaptation, and it also shows 
an inclination towards psychologization, although—
as may be expected from a 1970s shōjo manga—to a 

13_ [left] Variety Artworks: 
Dostoyevsky Tsumi to batsu, 
East Press Publ., 2007, p. 133.

14_ [right] Ochiai Naoyuki: 
Tsumi to batsu: A Falsified 
Romance, vol. 10, Futabasha, 
2007, p. 149.
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heightened degree. What goes on in the characters’ 
minds, is rendered here mainly in two forms: flashbacks 
(sometimes instead of dreams) which gain their own 
present tense and actuality thanks to visualization, 
and inner monologues which are placed outside of 
balloons. At first sight, Ōshima’s manga looks much 
more ‘literary’ than Tezuka’s, simply because of the 
amount of words per page which invite reading in 
the conventional, literal sense and slow down the 
visual reception (fig.15). But this manga does not 
recommend itself at all as an introduction to the 
original. Raskolnikov’s ideas stay completely out of 
the picture, which makes it difficult to understand the 
murder of the pawnbroker in the first place. Altogether, 
the narrative seems to be badly plotted, leaving many 
actions unmotivated due to its gaps. Furthermore, 
Raskolnikov as well as the other supposedly needy 
characters do not look needy at all, they only speak 
of their neediness which gives the impression that 
they just make pretence of being needy. In view of 
that, one cannot help but conclude, that this story is 

Manga as Literature

15_ Ōshima Yumiko: Rodion 
Romanovich Raskolnikov: 
Tsumi to batsu yori, Asahi 
Sonorama (Sun Comics), 1976, 
pp. 8-9.
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not to be taken seriously, at least not with respect to 
representational contents. What else then is at this 
manga’s core? 

Aestheticization provides a key. Ōshima’s characters 
do not only look unneedy, but also extremely beautiful, 
or more precisely, beautified. Her manga features 
beautiful people who suffer beautifully. Consequently, 
it refrains from depicting Raskolnikov in Siberia. A letter 
by the now-married Dunya to Sonya evokes his stay 
there verbally, the words being printed on the top of 
a double-spread which shows a slender, long-haired 
Raskolnikov and a nicely dressed Sonya approaching 
each other in a winter-wonderland (fig. 16). Seen from 
a representational angle, Ōshima’s beautification may 
suggest that Raskolnikov can be forgiven. Yet, there is 
another dimension at play here. Not only Raskolnikov, 
but also Porfiry and Svidrigailov are depicted as smart, 
elegant and fashionable men; Porfiry even has a butler. 
Sometimes, their bodies get very close to each other 
(fig. 17). Although nothing happens, some readers may 
take this as subliminal homoeroticism and, furthermore, 
an open invitation to ‘pairing’ (in Japanese ‘coupling’), 
a practice in female manga fandom which has evolved 
since the 1970s, when artists like Ōshima began to 
publish shōnen’ai (Boys Love) stories in girls-manga 
magazines. After all, she published one of the very first 
BL short stories in 1971 (“Dansei shikkaku”/Failed as a 
man, in Shūkan Margaret), which was followed by at least 

16_ Ōshima Yumiko: Rodion 
Romanovich Raskolnikov: 
Tsumi to batsu yori, Asahi 
Sonorama (Sun Comics), 1976, 
pp. 122-123.
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one more in 1973 and two in 1976. And her adaptation 
of Crime and Punishment was serialized in Bessatsu 
Shōjo Comic, the same magazine where Takemiya Keiko 
had published her first BL story “In the Sunroom” three 
years earlier. Apart from original BL stories, parodies too 
have gained momentum since the 1970s. These revisit 
male characters from famous fictions as homosexual 
couples. Ōshima’s adaptation seems to revisit Crime 
and Punishment as an implicitly erotic story about 
the ‘couple’ of Porfiry x Raskolnikov (Porfiry being the 
attacker and Raskolnikov the pressed one). 

Admittedly, this manga is superficial; moral seriousness, 
social issues, and depth of characterization, that 
is, components which usually count for substantive 
literary values (Meskin 2009: 220), are clearly omitted. 
But precisely this superficiality makes Ōshima’s 
manga usable within fandom, transforms the work 
into a medium in the hands of its readers, and thus, 
anticipates one major current of today’s global manga 
culture. Even without taking fandom into consideration, 
Ōshima’s manga appears to be carnivalesque. Although 
it does not aim at relativizing ideological authority as 

Manga as Literature

17_ Ōshima Yumiko: Rodion 
Romanovich Raskolnikov: 
Tsumi to batsu yori, Asahi 
Sonorama (Sun Comics), 1976, 
p. 26, bottom left (facing the 
gutter).
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Tezuka’s adaptation which sheds doubt on any kind of 
‘absolute’ values, and it may therefore be diminished 
as apolitical, it certainly relativizes gender, especially 
masculinity, by consequently feminizing the male 
protagonists of a novel that was crucial to political 
activists around 1970. Ōshima’s adaptation does not 
honor Dostoyevsky’s work, but it does not dishonor 
it either. As less as it exhibits interest in society at 
large, it exhibits interest in the novel as such. Within 
the then-newly established realm of female manga, it 
offered a parody of those who biassed the classic in a 
politicized, masculine manner.

CONCLUDING REMARKS

Actually, the topic of ‘manga as literature’ calls not only 
for a survey of what literature can do for comics (like 
the one in this essay), but also for a discussion of what 
comics may contribute to literature, or in a lowlier sense, 
the study of literature. During the last decade, literary 
scholars have tried to question their own field by means 
of comics, rediscovering literature as “a synthetic art” 
(Kuskin 2008: 5), or exploring “what literature is in a 
culture where boundaries will ceaselessly continue to 
move” (Baetens 2008: 87). This essay approached the 
topic from a different direction, favorizing manga over 

11 Karin Kukkonen (2008), for example, discusses this with respect to 
Alan Moore’s WATCHMEN.

18_ Ōshima Yumiko: Rodion 
Romanovich Raskolnikov: 
Tsumi to batsu yori, Asahi 
Sonorama (Sun Comics), 1976, 
book jacket.
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