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Abstract 

This paper is an analysis and discussion of represenlalions of the “monstrous feminine" in 

the work of seinen manga artist Sakamoto Shin'ichi， as well as how thcsc rcpresentations subvert 

the conventions of the scincn manga genre. Sakamoto debuted in 1990 with Shueisha's .JUMP 

lahel， and having drawn heavily muscled characters until the 1990s， entering the 2000s both his 

art style as well as his story-tclling evolve rapidly. Sakamoto became a best-selling author when 

he created the manga version 01' Nilta .Jiro's novel The Climber， and for this work he won the 

14th .Japan Media Arts Festival Prize of Excellence in the manga category (2010). His next series， 

ImlOcent， is a日ctionalizedbiography of France's most famous executioner， Charles-Henri Sanson， 

and it gained Sakamoto worldwide popularity. In his oeuvre， representations of the monstrous 

feminine and their subversion 01" seinen manga conventions are most prcvalent in Innocent and its 

sequel， 11l11Ocent Rouge， the two series 1 will focus on in this chapter. 
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概要

本稿では、青年漫画家/坂本坑ーの作品における「モンストラス・フェミニンJの表象、そしてその表

象による背年漫画の約束事の批乱を分析・考察していく。坂本は 1990年に『週刊少年ジャンプJ(集英

社)でデビューし、 1990年代は主に筋骨隆々とした主人公を描いてきたが、 2000年代に入ると画風とと

もに物語も成長し、新聞次郎原作 f孤高の人jの漫両化を手がけることによって広く注目を浴びるように

なった。 2010年間作品が第 14(日l文化庁メディア芸術祭でマンガ部門優秀賞を受賞・してから、革命時代の

フランスの処刑人、シャルル・アンリ・サンソン (Charles-HenriSanson)の生涯に基づく fイノサンj

(Innocent)という作品で世界中に知られるようになる。「モンストラス・フェミニン」の表象は主に fイ

ノサンjと続編の fイノサン RougeJで捕かれ、青年マンガの約束事を離した。本稿ではこの2つのシリ

ーズに注目する。

キーワード:マンガ研究、モンストラス・フェミニン、女性性、怪物、イノサン
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Introduction 

This paper 1) is an analysis and discussion of the “monstrous feminine" (see part 2) in the work of 

manga artist Sakamoto Shin'ichi. Sakamoto has been active in the shonen (少年， manga for boys) and 

seinen (青年)manga genres since 1990， and now enjoys worldwide popularity. The seinen genre is aimed 

at a readership of young men， not as popular or well-known globally as the shonen and sh司o(少女，

manga for girls) genres， and is regarded as often fairly misogynist because of its objectification of female 

characters in many series (as well as featuring young women wearing only bikinis-gravure idols-唱nthe 

covers of many issues of seinen manga magazines). 

Sakamoto's current and most popular series however， uses the trope of the monstrous feminine to 

subvert the misogynist aspects of seinen manga， and it is a very timely development， as recent manga 

magazines reader surveys show that over half of the readership of shonen as well as seinen manga is now 

female. 2) Traditional manga genre names no longer represent the genre of the readershipjconsumers 

of manga magazines， but that of the main characters of the narratives (Bauwens-Sugimoto， 2016: 115). 

Sakamoto adds another layer to the shifting of gendered genres and readerships: while the main character 

of his two most recent， and so far most successful series， is male， his role as protagonist became precarious 

throughout the first part of the series， and by the end of it is thoroughly usu叩edby his fictional sister， who 

represents his monstrous side. In another transgression， or characteristic of the monslrous female， she 

usu叩shis role in the narrative and obliterates him when it comes to generating reader interest. Sakamoto 

does not merely cater to a female readership the way many of his contemporaries in the shonen and seinen 

genres do by drawing in a style and using a color palette more appealing to female readers (lbid.， 116)， he 

created a character in which the monstrous isn't othered， but on the contrary celebrated and embraced by 

readers， male and female alike， and a target of reader identification. 

In part one of this paper 1 will discuss Sakamoto's tr司ectoryas an artist， in part two the monstrous 

feminine in his works， and building on that， in part three， his subversive monstrous female character， and 

the most popular character he has created to date: Marie-Joseph Sanson. Analysis and discussion will be 

based on a c10se reading of Sakamoto's two current series， combined with theoretical concepts by Creed， 

Kristeva， Haraway， Genette， and Longhurst. 

1. Sakamoto's evolution as a manga artist 

Sakamoto Shin'ichi (b. 1972， Osaka) is a seinen manga artist who debuted with Shueisha (owner of the 

JUMP label with the number one best-selling manga magazine Shonen Jllmp， and most prominent manga 

publisher in Japan) in the early nineties.3) His earlier art work had a markedly hypermasculine slant， 

with main characters bulky with muscle present throughout all of his works. However， in spite of their 

heavily muscled physique， the faces of these characters were visually often oddly mismatched with their 

bodies; where other heavily muscled superheroes have faces to match， with exaggerated jaws and large 

brow bones， many of Sakamoto's heroes have finely featured， narrow faces that are androgynously pretly 

rather than handsome in a masculine way. Male bodies in Sakamoto's earlier work were coded decidedly 

masculine while their faces were often not. 

In the early 20∞s， over a decade after his debul， Sakamoto's art style matured and evolved. His last 
work with male characters that seem to suffer from muscular hypertrophy is the comical series Mα'Surao 
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(益荒王)，.1)the 1ale of a high school slllucnt who has anxicty abou1 his overly well-endowed genitalia 

and who is afraid that his size makes him too intimidating 10 evcr find a girlfriend. Because of this he， or 

what is in his pants， is regularly describcd as a mons1er. '1'0 remedy his predicament， he turns to a novel 

approach (within the gcnrc): hc trca1s all fcmalc charactcrs with the u1mos1 respect， without expecting 

anything in re1urn. 

Like Sakamoto's earlier work， Masllrao is a series 01' story arcs c1imaxing with young， half-nude men 

duking it out in physical fights， 1he ml1scle-packed bodies he draws on full display. Unlike his earlier work 

however， Masuraδis not just a comedy， bl1t a self-parody in whid】Sakamotolampoons the conventions of 

the genre. The series marked a turning poin1 in his career， and later he wOl1ld fOCllS on more serious work. 

After Masllrao， Sakamoto created the manga version 01' Nitta Jiro's The Climber (孤高の人)， 

serialized between 2007-20日 inthe same Shucisha manga magazine as Masurαδand later published as 

seventeen single voll1mes. With The Climber， for which he won the 14th Japan Media Arts Festival Award 

of Excellence in the manga category (2010)， we see a significan1 departllre from his earlier style. Gone are 

the hypermascl1line， l1nrealistically mllsclcd bodies. What remains is Sakamo1o's penchant for drawing his 

characters with prelty faces. In 1his series Sakamo1o's slyle leans more towards realism， and main character 

Mori Buntaro is handsome， with a physiql1e 1hat is not overly ml1sclllar， but lean and sinewy as reql1ired of 

a professional c1imber. 

The dissonance between the depiction 01' bodies and faces in Sakamoto's earlier work deserves more 

attention， but is beyond 1he scope of 1his paper. Herc 1 would Iike to focus on another characteristic of 

Sakamoto's later work: from 1he evol111ion of how hc draws bodies and mostly male characters with chang-

es in style most apparent in The Climber， to his commitmen1 to an aesthetic that focuses on the beal1ty 

of male characters' faces， to 1hc extent where his slyle makes all characters in Imwcent (2013-2015) and 

Innocent Rouge (20日-ongoing) androgynous， and thc increasing importance of “the monstrOl1S feminine" 

in his work. The depiction of 1hc mons1rolls feminine in Sakamoto's oel1vre first appears in The Climber， 

more on 1his in part two， and is flllly Ilcshed 0111 in his 1wo most recent series， to a point where it is at the 

center of the narra1ive in bo1h Inrwcent and Innocenl ROllge (also discussed in detail in part two)， as well as 

the main attrac1ion for readers. 

It wasn'l until he created Imwcent， the first part of his ongoing series about 1he most notorious 

execu1ioner in French history， that Sakamoto made a name for himseU as a tanbi (耽美， aesthetic) 5) and 

erotic manga artist. In rece川 yearshis work has heen featured in anthologies that focus on contemporary 

erotic (but not hentαi IperverseJ) manga art. The 2014 collection GensδTαnbi，1，αpαnese Eroticαin 

Contemporαry Art-Paintings， ILlllstratiOlls， Dοlls and More (PIE publishing)， featllres only eight manga 

artists among a large nllmber 01' artis1s working in dilTerent media，6) inclllding Sakamoto. The volllme 

Jαpan Comic Art-Eros x Feti品、hism(20日， Genkusha) 7) devotes the middle part of the volllme to twenty-five 

pages of art and an interview by Sakamoto. What stands ollt here， looking jllst at the art， is that it is not 

the famolls historical figure and main charac1cr 01' thc scries， Charles-Henri Sanson who is featured mos1 

in Sakamo1o's erotic drawings， bllt his fictional sis1er Marie-Joseph. Sakamoto's recent work is not just 

renowned among domestic critics for its erotic aspect， bllt for its visl1al slory telling among both domestic 

and foreign seqllcntial art critics. He was among a small nllmber 01' Japanese manga artists invited to 

exhibit at the LOllvre Musellm in Paris.8) There is no official English translation of Innocent and Innocent 

ROllge available yet， but in France all volumcs of 111110cent (as well as Mαsllrao， The Climber， and more of 

Sakamoto's carlier series) have been translated， Innocent ROllge up to vol. 3 (November 2017) and the series 

is frequently discussed on BD (bandc dcssinc仏 Franco-Belgiancomics) news sites like ActuaBD.com. In 
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France， Sakamolo's work enjoys more popularity than i1 does in Anglophone countries. 

2. The Monstrous feminine 

The monstrous feminine is a concep1 lha1 was fir割 usedin Film Studies by Barbara Creed， who builds 

on Kristeva's notion of the abjec1， but increasingly in other fields relating to visual arts， and in particular 

comics studies. Creed locates the monstrous feminine in all that is abject， shocking， terrifying， and horrific 

about being a woman (1993). Therefore， the mons1rous feminine is not merely a monster that happens to be 

female; its monstrosity is localed in its femininity. Grendel， Medusa， and the alien queens from the Alien 

franchise， are all manifeslations of the monstrous feminine. 

The trope was born from misogyny， in par1icular a fear of the female reproductive power， oflen 

combined with a fear of women no1 being“con1ained"， in the social as well as physical sense， a threa1 10 

homosocial order. In 2∞4 Robyn Longhurs1 explored how female bodies have long been excluded from 
physical spaces because they are perceived as leaking fluid， which transgressed ordered， male-domina1ed 

spaces. Female fluids like lhe blood of menstruation (menstrual blood was also discussed by Kristeva as 

abject， 1982) are seen as contaminants. In the Alien franchise， the most famous example of the monstrous 

feminine in日ction(and most discussed in academia)， the alien's acid blood eats through steel as well as 

human flesh， a terrifying manifestation of lhe alien's superiority as a life form. Its blood is as monstrous as 

its ability 10 rape human bodies， regardless of the victim's sex or gender， to use as incubators for its young. 

In Innocent and Innocent Rouge， we see the main characters， all executioners or members of an execution-

er family， though relatively well-off and respected out of fear， are discriminated and seen as contaminated 

by mos1 of the population because of their association with the blood of those they kill. Sakamoto however 

resists depicting the onset of menarche as a crisis: his monstrous female character acknowledges it briefly 

and swiftly dismisses it as a mere nuisance. 

Sakamoto's subversion of the monstrous feminine as empowering rather than misogynist did not come 

out of a vacuum but is parl of a larger cultural trend. Entering the 2oo0s， numerous artists have subverted 

the trope， including pop singer Lady Gaga， known to her fans (the “Iittle monsters") as Mother Monster， 

and one important recent example in comics is writer MaりorieLiu's and artist Sana Takeda's series 

Monstress (Image Comics， 20日ー ongoing)，9)which made the New York Times Bestseller Iist and is hailed as 

a rare and exemplary feminist narrative in comics. 

Liu and Sakamo1o have similar aims creating their narratives: with Monstress， Liu hopes to open up 

a conversation about racism， feminism， and slavery (quo1ed in an interview with McMillan， 2015)， while 

Sakamoto says lhe Innocent series is first and foremost about pr吋udiceand says it is also about thoughts 

he has on gender on an everγday basis: that it's fine for men to cry， and that it's fine for women to be 

strong (interview in Japan Comic Book Art-Eros x Fetishism， 2015: 94). The two stories differ signi日cantly

in the way their main characters relate to their own monstrosity: Liu's heroine Mail但 fearsthe monster 

that lives inside her， it is a separate entity， and she is reluctant to become that monster because it makes 

her eat people. Marie-Joseph on the other hand embraces the monster and never questions her status as 

a killer: she makes sure those around her know that she can and will kill them， often but not necessarily 

with the blessing of the state. Whereas Mail姐 ishunted and threatened by those who seek to possess her 

and her monstrous power， Marie-Joseph destroys whoever seeks to possess her， control her， or even waxes 

poetically about their wish to protect her. When a male revolutionary rambles about how the revolution 

will bring freedom for every man， equalily for everγman， as well as brotherhood， and adds thal every man 
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will be ab1e to marry and protect his woman， an irritated Marie-Joseph Cllts him down and says she doesn' 

t nccd any man and won't bc part of a man's drcams， a proto・feministstatemcnl. 10) She is not interested 

in thc 10fty goa1s of thc rcvo1ution， nor is shc intcrested in maintaining the statlls qllO. She is apolitical， but 

also looking forward to watching thc world bllrn as two powerflll opposing forccs hcad for all-ollt conflicl. 

In this sense， she is similar to lhe Bαtmα1l scrics' Cat Woman， neither villain nor hero， occllpying a morally 

ambiguollS middlc grollnd. As the monslrous female， she is oul and proud ralher than secretive and 

avoidanl about her nature. 

2.1 Predatory female sexuality in The Climher 

The Climber， the manga version of thc novel by lhe samc name by Nitta Jiro， based on the Iife of rock 

c1imber Kato Buntaro (1905-1936)， is a talc of sevcre hardship. It is a non-Iinear narrative where sccnes of 

the climbers' everyday Iives mingle with fcaring they wiII die in a snowstorm， having 10 Icavc wounded 

friends behind to die or risk freezing to death themsclvcs， and witnessing wOllnded climbers cutting 

themselves loose and falling to their deaths， sacrificing their own Iives to savc their comrades. As with his 

manga based on the Iife of Sanson， for thc manga version of The Climber Sakamoto took a lot of artistic 

liherties， creating an intrigl1ing narrative that is significantIy dilTerent from Nitta's novel but visually highly 

interesting， as expressed by the jllry of thc Japan Media Arls Festival under “Reason for Award".II) 

Coming down from a mountain， protagonist Mori Buntaro is regarded as a kind of monsteれasthe only 

sllrvivor of a mounlaineering expedition， hc is seen as suspcct and possible superhuman. Although aware 

of how others see him， he does play thc role of monster well， and later refuses 10 leave the side of a dying 

member of the Fourtccn Mountain Expedition， although thcse members， following their guide's orders， 

earlier had left him behind to die. 

There are sevcral instances in The Climber where the monslrous feminine appears， as a mctaphor for 

the danger of mountaincering， but also as a metaphor of prcdatory female sexuality; in other scenes the 

mountain itself is portraycd as a femme fatale. A crevice in eI rock face is depicted as a women's vulva， 

with the ability to bc welcoming or treacherous， warm or frigid. 

In chapter 51，12) Bl1ntaro is set up on a blind dale by his boss. He doesn'l Iike the look 01' the girl， 

is disgusted by the way she brings food to her mOl1th. and envisions her as a praying mantis，13) feasting 

on him as her prospective mate the way she dcvours her food. He panics， slaps thc money for his part of 

the meal on the table and runs， leaving behind the girl， whc】lookshurt and confl1sed. Later he cannot get 

the image of the mantis out of his mind whcn his boss tells him marriage would bc good for him， and it' 

s no coincidence that the ridges on the mantis' front legs (scgment beneath the tibial spines) make them 

look disturbingly Iike the blade of a pick axe. In Buntaro's imagination， the girl's romantic interest in him 

becomes predatory and potentially lcthal. Buntaro is not afraid or disgusted by eveηr woman throughout 

the series; he has female rock climher friends， and in later chapters he falls in love， marries， and has a 

family. Nevertheless， the first time Sakamoto l1ses the monstrous female， depicting a girl as an insect that 

cannibalizes its mate， does read as an cxpression of thc characler's misogyny， and while visually fascinat-

ing・itis an orthodox， not particularly exiting way of using the trope. 

2.2 The beautiful monsters of Innocent and Innocent ROllge 

Beallty is what makes the monsler dangerolls becallsc bcauty makes it attractive， sedllctive. The his-

torical Charles-Henri is said to have bccn attractive for his age. He was tall， well-nourished， as thc Sansons 

wcrc wealthy， strong bccause his profcssion involves physical labor， and portIy in middle age， which was 

The“MOlIstrous Fcminine" in thc work of Sakamoto Shin'ichi 7 



also regarded as attractive since it was a sign of wealth (Adachi， 2∞3， introduction of the Kindle edition). 
Sakamoto's version of Charles-Henri is a far cry from the portly man of historic record. In the manga 

(drawn Iike this until well into middle age)， Charles-Henri has skin as white as snow， hair as black as coal， 

and Iips as pink as a rose. With long wavy hair down to his hips， he looks much more Iike a cross-dressing 

Snow White than a fearsome executioner. The depiction creates a jarring contrast between the image of 

the monster who killed three thousand people and the young boy who disliked violence and bloodshed 

(a theme both Adachi and Sakamoto come back to throughout their narratives); Sakamoto's Beauty is as 

reluctant a Beast as he is in historic record. 

Becallse Charles-Henri is drawn Iike the archetypical bishδnen (美少年， beautiful young boy) type of 

young man popularized by 1970s shojo manga and later in the shonen'ai genre (boys' love， now BL， malej 

male romance novels byjfor female creators/consumers)， the series' poplllarity among female readers 

grew steadily. As pop culture and fantasyjSciFi critic Kotani Mari says， female readers require monsters 

as well as gender subversion in fantasy (2∞5)， and Innocent provides them with both from the get-go. As 
mentioned before， the seinen manga magazines in which Sakamoto's stories are serialized， often feature 

photographs of young women in bikinis on the cover， objecti町ringwomen's bodies. Sakamoto's art has 

been on the front cover of Grαnd Jump several times， featuring either Charles-Henri or Marie-Joseph. 

While Marie-Joseph is always partly dressed in her bright red executioner's coat， on the cover of the May 

2016 issue， Charles-Henri is completely naked， holding only a sword and a scale， his hair is loose and there 

are lush white roses in the background (also a sh吋omanga convention)， but there is not a stitch of fabric 

anywhere. The magazine has also featured a two-page color spread of a sleeping Charles-Henri， again 

naked and androgynous looking. There have been half nude males on the covers of seinen manga before， 

but these were buff， muscular aspirational models like the hero Kinnikuman [キン肉マン， musclemanJ， 

but it is probably the first time a male character with an androgynous physique， including his lower body， 

is shown flllly naked (his genitals are strategically hidden by the hand that holds the sword). 

When Sakamoto incllldes a homoerotic arc in one of the first volume of Innocent， the work attracled 

the attention of a particlllar group of female readers， fujoshi (腐女子， rotten girls， a self-depreciating 

description of fans of shonen'aijBL narratives). A young Charles-Henri meets another beautiful young boy 

who does not fear or loathe him for his profession. Other than a kiss， they never get a chance to act on 

their mutual attraction; the next time Charles-Henri meets the boy is hOllrs before he has to execute him. 

The boy has been convicted of heresy for the possession of an English bible (as a scapegoat for his father) 

and is barely recognizable after hours of torture and sexual assault by prison guards. Unlike some other 

contemporary seinen manga artists， 14) Sakamoto did not intentionally try to get the attention of fujoshi 

readers. In an interview with a French news site he says that he wanted to include a homosexual storyline 

as a way to talk about discrimination， and that homosexual people are still discriminated against today the 

way people of the lower c1asses were in 18th century France.15) There are however many more homoerotic 

expressions throughout the work. For example， throughout several pages in chapter 36 and chapter 37 of 

Innocent Rouge，16) while Charles-Henri and Marie-Joseph， in spite of their differences， conspire to kill the 

Comtesse de la Motte instead of just brand her for her involvement in the affair of the diamond necklace， 

Charles-Henri's pretty， yOllng son Gabriel is at a salon where an implausibly beautiful Robespierre talks 

politics to him， looking deep into his eyes， their lips c10se enough to kiss. Gabriel is completely taken 

in by Robespierre and blushes. While his son， against his express orders， consorts with revolutionaries， 

Charles-Henri serves as a shoulder to lean on for Louis XVI， also depicted as a beautiful young man， with a 

suggestion that they are holding hands.17) 
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In Innocent， Charles-Henri has his firsl explicitly scxual cncollnlcr with a woman， has several affairs， 

and like his historical cOllnlerparl， marries and has children. Neverlheless， wc see more inslanccs that put 

the adlllt Charles-Henri in sitllations that are homoerotic and opcn to quecr rcadings. Another example is 

his first meeting with the dallphin Louis-Auguste， who will bccomc Louis XVI， and vol. 5 has several pages 

within the initial chapter depicting an adult Louis XVI kissing his death god. Thc historical Sanson did not 

meet Louis XVI until he was middlc agcd， and only met him three timcs during his Iifetime， inclllding the 

day of his beheading (discllssed by Adachi， 2003). In the manga， Charles-Henri first mccts Louis-Auguste 

during a hunt， when the dauphin is still a child. He too rescnts his fate and does not want to become king: 

he wOllld rather die than be king， and Charles-Henri rccognizes himsclf in the child Louis. Louis surprises 

him by kissing him on the mouth， bllt rather than wanting to kiss the man， Louis， who has a clear death 

wish， kisses what Charles-Henri stands for， death. LOllis drcams about abolishing the monarchy， and 

Charles-Henri hopes to be able to do the same with thc death pcnalty. 

Creating intimate relationships between the execlltioncrs and their victims that wcre non-existent for 

the historical Sanson is something Sakamoto does throughout the series， this transmotivation (Genctte， 

1982: 467) is a common narrative devicc llsed in fictionalized accounts of historic events (but also in 

derivative fiction like parody and homages)， to increase the cngagement 01' reader and text by changing the 

motivations of the POV character， and in the case of ImlOcent， to emphasize how tragic Charles-Henri's lot 

in life is; he often has to kill the ones he loves. 

Coming back then to Charles-Henri's appearance， Sakamoto succeeds in normalizing Charlcs-Hcnri's 

preternatural， fail1吋alelike beauty by making almost everγsingle last character in his narrative as pretty as 

the next. Historical characters that were notoriously not particularly physically attractive， like Robespierre， 

Danton， Napoleon and many more， arc all given Sakamoto's bishonen make-over. Marie-Joseph too is 

beautiful， with green eyes and lhe same long wavy hair as hcr brothcr， but blond (Iike Ikeda Riyoko's 

Oscar)， with an undercut that makes her look like a contemporary pllnk rocker rather than an 18th century 

French girl. 8ecause almost eveηr male character is depicted as beautiflll as she is， her beallty in no way 

marks her as feminine， soft， or weak. In Ill1lOcellt and ils seqllel ImlOCellt ROllge， the uncanny beauty of the 

m吋orityof its characters helps establish thcm as truly dangerous monsters， betraying ollr expcctation of 

monsters as ugly and repulsive. 

3. Oscar on steroids: Marie-Joseph Sanson 

3.1 Marie-Joseph as homage to Ikeda's heroine Oscar 

Oscar Francois de J aりayes，the main character 01' Ikcda Riyoko's 1972/1973 series Tlze Rose 0/ 

Versailles (ベルサイユのばら， or berllbara for short)， still enormously poplllar throllghout Japan forty-five 

years after its publication， is only barely monstrous: a girl raised as a hoy to satisfy her father's desire for 

a son， she did not have a say in who she wanted to be， but adapts wcll to the role that is expected of her. 

Oscar's cxistence and her ability to fight Iike a man is a transgression 01' gender roles. The one lime she 

tries dressing like a girl she makes a Fool 01' herself becallse she has an lInrequited crush on Hans Axel von 

Fersen. Marie-Joseph on the other hand chooses to live dressed and working as a man herself， and while 

she prefers male garb， has no qllalms or anxiety about dressing as a woman when the occasion requires it. 

Neither character is transgender， and in a decidcdly anachronistic touch， neither oF them ever makes an 

effort to hide that they are women. 80th talk in a rather gender neutral way， with Marie-Joseph's speech 

slightly more forceful， more direct， and oftcn， in a way that comes over as arrogant， refcrring 10 herself 
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in the third person. Marie.Joseph is a clear homage to Oscar， but at the same time， reads as a stronger， 

updated version， emotionally unaffected by romance， much more ruthless and thus better equipped to 

survive the turmoil of the revolution than Oscar was. 

Marie-Joseph's career path runs parallel to that of Oscar; as Marie-Antoinette's guard， Oscar gets very 

close to the future queen， and as the executioner of Versailles as well as Marie-Antoinette's guard， so does 

Marie-Joseph. Her character is so blatantly an homage to Oscar's character that Marie-Joseph， just Iike Os-

car， has a loyal suitor called Andre who has been devoted to her since childhood. Oscar falls in love with 

and marries her Andre right before dying in the Storming of the Bastille， when she switches allegiances 

from the crown to the people. In contrast， Marie-Joseph scoffs at her Andre's love and takes his loyalty 

for granted. AIthough as good-Iooking， reliable， and competent in battIe as Oscar's AndrιMarie-Joseph 

sees her Andre as nothing but a servant she can rely on in a pinch， at one point calling him back to do her 

bidding after ignoring him for a full ten years. Later we see her change her position， and she will not rest 

until every single last member of the aristocracy is dead. However， while Oscar is in the trenches at the 

start of the revolution and sacriflces her Iife for the greater good， Marie-Joseph sits calmly in a chair and 

nurses her toddler; she plots and kills strategically， but when avoidable， will not risk her Iife or that of her 

child. While Oscar乍 deathcan be read as metaphorical (the first ever kiss in girls manga was that between 

Oscar and Andrιtheir love scene too pushed the genre beyond the boundaries of what had so far been 

possible in media for female adolescents， and it was a good place to end the series)， Marie-Joseph is more 

calculated about avoiding death for herself as well as her offspring. Os舵ca剖訂r乍 marriage was about romantic 

love， a happy end before the end of her Iife; Marie-Joseph has no particular concept of happiness， her 

actions are about survival. Her marriage is as utilitarian as it was for many men of her age: to protect her 

personal freedom， and to produce an heir， not an end but part of a process. Mar匂-Joseph'scharacter， 

while inspired by Oscar， is not a mere derivative， she goes through a pragmatic transformation， and her 

monstrolls characteristics protect her from suffering a fate similar to Oscar. 

In Ikeda's Rose oJ Versailles， one of the most famous and romantic Iines said by Marie-Antoinette is 

that if Oscar were a man， she would have wanted to marry her. This line opens the text up to a lesbian 

reading that is never made explicit by Ikeda. In Innocent， when Marie-Antoinette hints that her recent 

marriage to the young dauphin is sexually unfulfilling， Marie-Joseph starts an affair with her， explicitly 

drawn and including a panel where Sakamoto qllotes Gllstav Klimt's painting The Kiss (1907/1908). Oscar' 

s romance with Andre is also open to queer readings: since Oscar is a cross dresser and was brought 

up as a boy， their relationship can be read as gay， but it can also be read as lesbian (Anan， 2014: 48) 

Shamoon argues that when Andre loses his sight (日rsthe loses one eye in battle， then sight in the other)， 

his complete blindness can be interpreted as a loss of masculinity (2007: 12). Oscar dies after she has 

intercourse just once， the day after her wedding night with Andre. Whereas Oscar's monstrousness Iies in 

her transgressing of gender roles and to contemporary readers is not as controversial as it was in the early 

1970s， Marie-Joseph's is emphasized by her continlled survival， her refusal to pay the ultimate price， or any 

price， for any of her transgressions but in particular the sexual ones， Iike seducing the future queen. 

Ever since the success of Ikeda's series， the French Revolution is a setting that speaks to manga artists 

and its alldiences， and there are more manga series that are set in France dllring the revolution， many 

inspired by bllt none more famous than The Rose oJ Versαilles. Interesting here is that they invariable 

open themselves up to queer readings， and include the monstrous feminine to a greater or lesser extent. 

Sakamoto's Innocent & Innocent Rouge are the only ones that come close to approaching its poplllarity， 

bllt it is llnlikely that they will steal the crown. Other noteworthy examples are Chevαlier (シェパリエ
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一)， a historic fantasy series by Ubukata Tu (author) and Yumeji Kiriko (art)， in which the main character 

is based on the Chevalier (knight) d'Eon， a historically gcnder-bending figure that also served as inspiration 

for the characler of Ikcda's Oscar. 80th Charles-Hcnri Sanson and the Chevalier d'Eon are characters in 

the mobile game ~αtejGrαnd Order (Aniplcx， 2015). A more recent manga series set durin日theFrench 

revolution is Versαilles of The Dead (ベルサイユオプザデツド， 2017， Big Comics)， 18) an ongoing scries by 

Suekane Kumiko， which uscs the current glohally poplllar trend of inco叩oratingzombies into the narrative. 

Like lnnocent， this series is also popular with readers of 80ys' Love narratives as its interprctation of the 

character of Marie-Antoinette is a male imposter， 19) enabling a qllecr reading of the relationship between 

Louis-Augllsle and this secretly male princess. 

3.2 Marie-Joseph as Charles-Henri's dark side 

Charles-Henri Sanson， the historical ligure as well as Sakamoto's lictionalized version， was a devollt， 

stlldiollS yOllng man who resented being born into a family of professional death dealers， the hat of 

the Monsieur de Paris， Paris' official cxecutioncr， handed down from father to son. He followed in his 

forefathers' footsteps reluctantly， and his greatest feat was to rcplace the barbaric execution methods of 

18th century France with a much more modern， much more efficicnt tool: the guillotine. Ironically， in spite 

of Charles-Henri's distaste for tortllre， crllelty and killing， the invention of the gllillotine led to the dcaths of 

many more than could have been killed by the old methods， until France abolished the death penalty and 

the use of the gllillotine in the second half of thc 1970s (the Sanson family worked as executioners until the 

mid 18oos). Known for killing over thrcc thollsand people incJudin日thelast king of France， Sanson went 

down in historical record as a monsteれanimage he wOllld not havc chosen for himself. 

The historically aCCllrate parts 01' Sakamoto's series are heavily sourced from Adachi Masahiro's 2∞3 
biography of Sanson， also published by Shucisha， and to this day (2017/12/13)， almost fifteen ycars after 

it was lirst published， Adachi's book is stHI the number one bestscllcr in its category (French history) on 

Amazon.co.jp， in part due to the popularity of Sakamoto's manga scrics (as mentioned by many rcviewers 

who read the manga lirst and then dcveloped an interest in the historical figure). 

In Sakamoto's narrative， Maric-Joseph， Charles-Henri's ficlional sister， is thc embodiment of 

Charles-Henri's dark side， and his bcttcr (more accomplished) half， lhe anima to his animlls in Jungian 

terms. 80th are frequently referred to as shbzigαmi (死神， death gods) and bakemono (化物， monsters) or 

kemono (獣， beasts). His partner in the killing business， she's the better killer among the two of them in 

spite of their twelve-year age difference. Not only is she less hesitant， as an executioner she displays near 

superhuman strength， succeeding in dilTicult executions20l that Charles-Henri sometimes failed to carry Ollt 

so abysmally he was at risk of the angry mob surrounding the platf(】rmIynching him. At thc age of eleven， 

Marie-Joseph uses a sword to behead thc man who raped her when she was nine. More proactive than Sa-

lome， no one needs to bring her the head of a man who insulted her on a platter: she will go get it herself. 

She is so adept at killing that when she is still a tween， she gets appointed as the official exccutioner of 

Versailles， a tictional position. 

Charles-Henri is a squeamish grim reaper， horrified by thc sufTering of those he must kill or bring 

dishonor to his family， but he resigns himself to his fate. In contrast， Marie-Joseph is a consummate killer 

and docs it with a smile on her facc， rcminiscent of the Batmall scrics' Joker， and she revels in her power 

over Iife and dcath. According to Donna Haraway， the monstcr both iIIl1minates and threatens bOllndaries 

(1992)， and for Charles-Henri， Marie-Joseph is this monster， doing things he sometimes wishes he cOllld， 

but knows hc can't. Marie-Joseph starts out as a little monstcr， a precociolls little girl Charles-Henri loves 
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unconditionally. 1'he very first lime he stands up to his tyrannical， abusive grandmother， is to protect 

his little sister who is being tortured for daring to intervene in executioner duties in spite of her sex， for 

daring to transgress her gender role traditionally defined within the Sanson family. Their grandmother tells 

Marie-Joseph that women are not human， that women are lower than cattle， and daughters of executioners 

grow up to marry the sons of other executioners， as no one else wants to be associated with them. With her 

keen interest in anatomy and her gift for slaughter， little Marie-Joseph is both creepy and endearing. Her 

ente叩risingnature saves Charles-Henri， thus far the point-of-view character， from disgrace when at the 

tender age of six she suggests using sewing scissors to sever the tendons of would-be king-killer Damien， 

who four horses can't seem to draw and quarter， hours after his execution has started. 

The creepiness of little girls in horror narratives is often enhanced by multiplying them， like the Grady 

Twins in Stanley Kubrick's The Shining (1977， based on the novel by Stephen King)， or the group of little 

girls who defeated the monster they were about to be sacrificed to in the horror film The Cabin in The 

Woods (2012). Marie-Joseph however is always better on her own. As a lone she-wolf， she eventually tums 

on her brother， seeing him as too weak to be an efficient executioner， frequently ridiculing how sensitive he 

is. 1'0 Charles-Henri， Marie-Joseph is an inspiration as well as a muse; if she is with him on the execution 

platform， he feels invincible. As a little girl she needs him to protect her and her killer impulses， but he 

soon finds that his little Marie has outgrown him， is beyond his tether and possibly dangerously out of 

control. He gives her a lot of freedom until he has his own family， his own children， and finds that to 

protect his legacy， he himself is tuming into the monster he never wanted to become. 

As Elizabeth Bronfen described in her 1992 seminal work Over Her Dead Body-Death， femininity and 

the aesthetic， the muse is only easily contained when she is dead， and the artist free to mold her image， as 

was the case for the muses of famous artists like Edgar Allan Poe and Dante Gabriel Rossetti， and so many 

before and after them (59， 168-178). It would have been easy for Sakamoto to kill off Marie-Joseph as soon 

as Charles-Henri comes into his own， becomes his own monster， which can be read as Marie-Joseph having 

fulfilled her narrative pu叩oseof pushing him into his rightful role. 1'here is no particular reason to keep 

her around， since the main character is supposedly Charles-Henri， or is he? 

At this point in the series， Marie-Joseph may have had more readers rooting for her than for her 

brother (and Sakamoto and his editor would have known because of the reader surveys publishers include 

with every issue of a manga magazine). Killing her would also be cliche to such an extent that in the 

comics genre this narrative device has its own specialized term:“制dging". 21) 1'his term， coined by comics 

writer Gail Simone，22) is the convention of killing off a female character to enhance the heroism of a male 

character. Sakamoto avoids the cliche by tuming the relationship between Charles-Henri and his sister into 

that of rivals who， when push comes to shove， still have each other's backs， while being at each other's 

throats the rest of the time. In vol. 7 of Innocent Rouge， Charles-Henri conspires with their two brothers to 

execute Marie-Joseph while she is holding her masked， cackling toddler， bUl she survives and culs off her 

brother's arm. At odds through most of the latter part of the narrative， Charles-Henri and Marie-Joseph are 

still two sides of lhe same coin， and their combined elTorts navigating thc treacherous pitfalls of pre-revo・

lutionary and then revolutionary France result in what many， especially those allied with the aristocracy， 

could not: their survival and that of the Sanson family. 

3.3 The child in the iron mask 

True to form， and like the alien monster of the franchise by the same name， Marie-Joseph becomes a 

monstrous mother， birthing monstrous offspring. Sakamoto depicts her wish for a child in a panel where 
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he references Snow While's mothcr. Standing in front of an open window， a drop of blood from her 

日ngerfalling onto the snow on thc windowsill， Marie.Joseph looks wistful; shortly aftcr， she mount臼sher 

hmお‘S油可

her mo町r巾.tもbi】)id副lyobese and bed-占b】011川lJ1(叫dcαo削川u山1民脳川s叫山;i巾ir加n.Jea叩n作1ト-Loui除sfor years. It is a marriagc of convcnience that she 

arranged to avoid getting married to the man Charles-Henri picked for hcr， somconc who wanted to control 

her and someone she killed for having the hrazenness to assume she would let herself be controlled. 

Jean-Louis allows her to do whatever she pleases as a married woman， for as long as she keeps him well 

I"ed. Marie-Joseph keeps her pregnancy and the hirth of the child hidden from her family. In chapter 42 

of Innocent Rouge， she appears at the site 01' an execution with the baby， a burlap sack over its head， 

in a c10sed basket on her back， telling no one what it holds. She puts thc baby in the basket under the 

scaffolding that holds up the brcaking whecl for the blacksmith about to be executed. The baby is baptized 

in blood and crawls out of the baskct. Whcn thc child is a toddler， she makes it wear an iron mask (that 

she as well as her daughter can open， lInlike that of the infamous prisoner of the Bastillc). In sha中 contrast

to what the burlap sack， the iron mask， and the blood baptism sllggest， Marie-Joseph nurtures her child 

tenderly， and Zero grows up withollt fear and a strong attachment to her mother. She is intelligent， calm， 

and in habit of cackling hearing ahout recent political events or witnessing carnage， her creepiness as a 

little girl mirroring that of her mother. Thinking abollt raising her child， Marie-.Joseph decides to pick the 

sidc of the revolutionaries， the Third Estate， that the Sansons， since thcy are not aristocracy， have always 

been a part of. Sakamoto depicts this in a one page panel， markedly diffcrent from his own style， that is 

an homage to Nagai Go's Devilman， a work hc says he has been influenced by as an erotic artist (Eros & 

Fetishism， 2015: 94)， with Marie-.Joseph as winged， naked demon charging， holding her child.23) 

Conclusion 

There is no conclusion yet to Sakamoto's French Revolution epic， bllt the series has now reached what 

is possibly its climax， dcpicting Louis XVl heing taken to the place of his execlltion (chapter 50 in Vol. 7). 

Charles-Henri， who apparcntly has rcconciled with his younger sister aftcr trying to have her executed， 

has her yOllng child， Zero， accompelny thc doomed king. On the last page (228) 01' the volume， the main 

character is the guillotine， who Sakamoto calls a ncw god to replacc thc old， an“otomc" (乙女， girl) who 

has absolutcly no emotions， similar to Marie-.Joseph， but closer to her child， thc “angcl in thc iron mask". 

As the story adheres to most of the signilicant historical events interwoven with the fictional text， it is 

fairly certain that readers will soon see Marie-Antoinette beheaded too， possihly at the hands of her former 

lover， Marie-.Joseph (historically， Charlcs-Henri's son beheaded her). Both series' dramatic retelling of all 

major executions the historic Sanson was involved in (though often taken over by Marie-.Joseph and thus 

lictionalized) adds a layer of intercst for readcrs who want to learn more ahout the Frcnch revolution， a 

topic that also has a sense of nostalgia for rcaders hecallse il is tied to the popularity of Ikeda's early 1970s 

Rose 01 怜rsαilles，still a bestscllcr and known to alldiences born long after its publication more than forty 

years on. 

Marie-Joseph is a model monster， the misogyny we've come to see as inherent and inevitable in 

male-createdjmale-consllmed narrativcs cannot tOllch nor destroy her. Instead， she is celebrated， and 

usurped her brother's main character statllS. Because monsters are transformational and thus full of 

promise， they can become aspirational， especially for female readers (Kotani， 2005: 189). Marie-Joseph， 

like Liu's Maika to a ccrtain cxtcnt， is an aspirational monster. Stronger than Oscar， the most prominent 
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gender-bending rolc modcl for female readers from the 1970s onward， Marie-Joseph has an indomitable 

subjectivity within a genrc where women are often objectified， and seems to exist outside， or in spite of， 

the patriarchy. Set in the late 17oos， this makes the character relatable， and a suitable role model for 21st 

century readers. As another way to connect to contemporary audiences， Sakamoto adds more instances 

of parody， pastiche， and homage to his series. In some chaplers， we get a look at what Marie-Antoinette' 

s Twilter timeline w0111d look like if she had one. In others， we are treated to Charles-Henri cross-drcssing， 

Takarazuka Musical Revl1e style， singing a dl1et with his sister and turning the pages of manga into an 

impromptu musical. As the series progresses， its 0111rageol1sness， innovation， and carnivalesql1e aspects 

become more prominent， and part of its appeal. 

Though Sakamoto is active in a genre that doesn'l have the most women-friendly reputation， he 

succeeds in neutralizing objectification of his female characters by making almost eveηr male character 

in his stories so beal1tif111 that in appearance， they are often indistingl1ishable from the female characters. 

Moreover， as a proto・feministand an anachronism， with Marie-Joseph he created a character that turns 

the biography of Sanson into a visual spectacJe appreciated by a readership for whom cJass and gender 

distinctions are no longer a given the way they were in evolutionary France. Someone like her could not 

have existed in evolutionary France， where it was understood that the ideals of liberte， egalitιand frater-

nite for “aW'， were only for men. The relations between the most prominent characters open the text up to 

feminist and ql1eer readings， actively fostered by Sakamoto's incJusion of gay as well as lesbian homoerotic 

implicit and explicit encounters， as well as heterosexual scenes where the female characters retain their 

subjectivity. Like shojo manga artists of the 1970s who created a revolution within their manga genre， artists 

like Sakamoto are now re-inventing and remediating the shonen and seinen genres， providing alternative 

ways to think abol1t gender not jl1st for girl readers， but for a more general readership. 

Notes 

1) This paper is bascd on the presentation“The Femalc Gaze and Visual Pleasure: Reading Sakamoto Shin'ichi's 

lnnoce11l"， December 16へ2016(Day 2) 5th JSA-ASEAN Confcrence， Cebu， Philippines， Session 5 -C Empowering 
Manga: Women as Charactcrs， Artists， and Consumcrs. 

2) Boys reading less than girls is a worldwide phenomenon; thc drop in thc amount of malc manga readers compared 

to the 19叩sis in part bccallsc of the general decJinc of pllblishing clllture， but also caused by malc rcadcrs getting 

more invested in intcractivc narratives like online RPGs and othcr web-based games. 

3) He was thc winncr of thc 1四o70th Shonen Jump WS Prizc， for his dcbut work Keith! 
4) Serialized in the scinen manga magazine }匂ungJump Comics， latcr pllblished as seven single volumes. 

5) Tanbi denotcs a particlllar kind of aesthetic or artistic sensitivity. It rcfers to a decadent sense of bcauty and is oftcn 

used in connection with fcmalc readership's interest in androgynous male beauty， poplllarized in thc 1970s in shojo 

and shoncn'ai narrativcs (For a detailed discllssion of tant】iand its history in manga， girls and boys lovc manga in 

particular， see Ishida Minori， 2∞8). 
6) The volumc is 320 pagcs long， and features the erotic art of cightccn linc artists， ten illustrators， cight doll makers， 

four ligllrine makcrs， and eight manga artists. 

7) The other six artists fcatured draw in the Boys' Love gen陀， like Nakamura Asumiko， or the erogllro (エログロ，

erotic grotesqllc) genrc， likc Maruo SlIehiro. 

8) Sakamoto as wcll as thc othcr artists featllred in the cxhibition cach contributed a stoηr about thc Louvre， drawn 

in their respectivc styles， Sakamoto incorporating his Maric Antoinette and Charles-Henri Sanson charactcrs. These 

works have becn pllblished both in Japanese， French， and Taiwanese as Les Revellrs dll LOllvre IThc dreamers of 

the Louvre) and wcrc also incJlIded in the cataloglle of the exhibition， titled Louvre No. 9 (漫画、 9番目の芸術， the 

number nine standing for comics as the ninth art) also incJudes Sakamoto's work. 

9) Monstress won thc 2017 Hugo Award for Best Graphic Story. 
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10) Chaptcr 30， :!.'持[の命題 [Rougc'spropositionl， pp. 65-93， vol. 5 or 11ITlOCe1l1 Rouge. 

11) Page archived online: https:/ /web.archive.org/webJ20110919081809/hllp:/ /plaza.hllnka.包o.jp/english/festival/2010/

man符I/KOKONOHITO/(Last acccssed 2018/01/08) 

12)初冠吋 [FirstCrown Snowl， pp. 159-1870(" vol. 5. 

13) In clIltures whcre the black widow spidcr is nativc， women who mate and kill are often referred to as such， while in 

cultures whcre thcy arcn't， thc imagc or thc praying mantis is llscd. Another cxample or this is the 2017 Prench TV 

mini series La M，αnte (1'he Mantis)， featllring a fcmale scrial killer. 

14) Thc hcst cxamplc of a shunen/scincn manga scrics intentionally trying to gct thc attention of flljoshi readcrs is thc 

2011 reboot of TczlIka Osamll's Black Jack scrics. }'01111!J 81ack Jack. Tczllka Prodllctions gave the artist of the series 

Iicensc to crcatc homoerolic panels， covers， fronlispicces and mcrchandize lInrclated to the storyline. in which 

Black Jack thc yOllng町二 amcdical stlldent. is poscd in variolls scnsllal and erotic cntanglcmcnts with his older sclf， 

Black Jack thc lInlicenscd， rogllC sllrgcon. (Sec Ballwens-SlIgimoto， 2016) 

15) Qllotc from thc original Prcnch: “ .Jc vOlllais hriscr 1cs pl吋uges negatifs qui exi 目叫lc忙川c凹叩?リ川11川1lel1cor陀call吋IリIjOll川)r(ザt

parall 企剖1eavec les rapp旧【ortsde c1asse qll'il y avait a 1'&什p】O 【qlle.Lcs nob1es rcgardaicnt de hallt les gcns dll pClIple. C' 

est Ic memc mepris qllc prodllit alljourd・hlliIc raCIsmc 011 I'hornophobic." 
16) Chapler 36，天沫の針.[The nccdle of divine pu川日hmentl，pp. 34-61. and 37，最向存在 [SlIprcmeBcing ; in rcferencc 

to what Robcspierre mcans to Gabriell， pp. 62-説~， Vol. 6 of ImlOcellt Rouge. 

17) lI1ustration published hy Sakmnolo 011 his Instagram feed 011 Dccembcr 9ぺ2017.The caJ】liol1telling llS LOllis knows 
hc is trappcd， hut still hopcs 10 supporl Charles-Henri il1 creating a bettcr fllturc (original .Japancse: i僕にはもう自

由がない…せめてかつて君と夢見た平等で平和な未来に加担させてくれー…J)
18) One single volume pllhlished to date， with thc sccond one appcaring in .January 01' 2018. 

19) In thc sto町.Maric Antoinellc has a twin brother who travels wilh her from AlIstria to Francc. Along thc way， their 

carriagc is attacked by zombics， and only the twin brothcr survivcs. Nol wanting to risk war with Francc for failing 

to prodllcc a sllilablc hride， thc AlIstrian princc pretends hc's his sister and marrics LOllis-AugllstC. 

20) Beforc the gllillotine. bcheadings in Paris wcrc done by sword. and oftcn went horribly wrong bccallse cutting right 

betwccn the vcrtebrac of the ncck on a Icrrilicd. often sqllirmin巳personis difficull and rcqllires months if not years 

of training in addition to signilicant upper hody strength. Whcn Ihings wcnt wrong， some of thc condemncd wcrc 

only half-hehcadcd， or ClIt in the face， and the crowd 01' onlookcrs， thcre to see a spcctaclc as well as justicc servcd， 

did not apprcciate exccutions going aw町 (Adachi.2∞3).
21) In one of the most mcmorab1c instanccs wherc thc tropc was uscd the girlfriend of a characler from the comic book 

serics 71ηle Greell L αalltωemし.was mlln吋【dere刈刈【dand s引11I川11'恥di加ntωoa refrigcrator for him t加of日indam川dt“he stωO η， to cvolve into a 
revcngc plot. 

22) Simonc mai川ainsa list of femalc comic hook charactcrs killed 0町justto e1icit a reaction from a male character on 

her wchsite“Women in Rcfrigcrat(】rs"(hllp://II】y3.com/wir/)

23) Chapter 44. Ifll喰られた道 [Roadpainlcd in bloodl， pp. 36-61， vol. 7 of ImlOcenl ROllge_ 
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