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Bunka-Cho (Agency for Cultural Affairs) supports promotion of Japanese films from various viewpoints, including
supporting film production, facilitating distribution and exhibition, as well as human resource development. As part
of such efforts, Bunka-Cho holds the “Bunka-Cho Film Week” during the period of the Tokyo International Film
Festival. It considers “films” from multiple angles and provides opportunities for many people involved with “films”
to participate in the Film Festival.

This year, at the eighth occasion of the Bunka-Cho Film Week, the following events were held: an awards presentation
ceremony to commend excellent documentaries and individuals who have supported Japanese films for many years,
a commemorative screenings for prizewinners, and a symposium (“MOVIE CAMPUS”) with various people from
the film industry. There was also a talk show event (“Film Navigators™) in which non-filmmaker guests served as
“movie navigators.” March, 2012
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The Bunka-Cho
Film Awards 2011

Documentary Film Category
Shoji & Takao

Satoumi Story of Hachiro Lake

Dream & Melancholy
—Yoshino Keiji and lwanami Productions

Film Merit Category

Kazuko Okayasu (Negative Cutter) / Tadashi Kanada

(Stills Photographer) / Kitaro Kanematsu (Cinematographer)
Shichiro Kobayashi (Animation Art Director) /

Toshiyuki Sasatake (Artwork Type Designer)

Toshio Takashima (Film Lighting)
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Svymposium
— MOVIE CAMPUS —

Session 1:
The Japanese Animation Industry
—Present and Future

Panelists: Yuji Nunokawa (Board Chairperson, The Association of
Japanese Animations/President, PIERROT Co., Ltd./Visiting Professor,
Tohoku University of Art and Design) ./ Kanji Kazahaya (President and
COO, in addition to director of the International Department of TOEI
ANIMATION CO., LTD.) / Hiroyuki Okiura (Animation Film Director)
Aya Suzuki (Animator) / Ryusuke Hikawa (Animation Critic)
Moderator: Mitsuko Okamoto (Producer/Professor,

Department of Animation, Graduate School of Film and New Media,
Tokyo University of the Arts)

Session 2:
The Challengers that Continue to Make
a Breakthrough in the Film Industry

Panelists: Shuji Abe (Producer/Executive Producer, Abe Shuiji, Inc./
Founder and Adviser, ROBOT COMMUNICATIONS INC.) /

Genki Kawamura (Producer) /

Aya Umezu (President and CEO, GEM Partners Inc.)

Moderator: Morihiko Saito (Film Journalist/Analyst)
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Film Navigators

“Honda Naovyuki-Ryu: Leverage Eiga-Jutsu”

(Naoyuki Honda-Style Leverage Filmmaking)

Guest: Naoyuki Honda (President and CEO, Leverage Consulting, Inc.)
Moderator: Sascha (J-WAVE Navigator)

Unforgettable Women

Guest: Keiko Kojima (Radio Personality)
Moderator: Hitomi Matsuoka (Movie Personality)
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Date: Oct. 22, 2011 (Sat) 18:00
Venue: Grand Hyatt Tokyo, Roppongi Hills

Date: Oct. 23, 2011 (Sun) 10:30
Venue: Cinemart Roppongi Screen 1

The awards presentation of the Bunka-Cho Film Awards (six
people in the Film Merit Category, which recognizes the
outstanding achievements of those working in the film industry,
as well as three films for the Documentary Film Category,
which recognizes outstanding cultural documentary films) took
place on October 22. Commemorative screenings of the award-
winning films were held on October 23.
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The Bunka-Cho Film Awards 2011 Winners

The Agency for Cultural Affairs (Bunka-Cho) has established
the Bunka-Cho Film Awards in order to contribute to the
progress and the development of Japanese film. There are
two award categories: one is the Documentary Film Category,
which recognizes outstanding cultural documentary films. The
other is the Film Merit Category, which recognizes those who
have contributed greatly to Japanese cinema.

Based on the deliberations of the respective selection committees,
in the Documentary Film Category there were three films that
received awards (one for the Documentary Grand Prize and two
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for the Documentary Award). Each film’s producer was given a
certificate of merit and a cash prize (2,000,000 yen for the Grand
Prize and 1,000,000 yen each for the other two). In the Film
Merit Category, six people were selected and given awards by
the chief of the Agency for Cultural Affairs.

Bunka-Cho Film Awards:
Winners of the Documentary Film Category

Documentary Grand Prize
Shoji & Takao
Director: Yoko Ide
Producer: Yoko Ide

\ 4

Documentary Award

Satoumi Story of Hachiro Lake
Y Director: Masanori Iwasaki

Production company:

GUNZOSHA PUBLISHING CO., LTD.

Dream & Melancholy

7) — Yoshino Keiji and Iwanami Productions
Director: Shuntaro Katsura
Production company:
Documentary Film “Dream & Melancholy: Yoshino Keiji
and Iwanami Productions” Production Committee

Bunka-Cho Film Awards:
Winners of the Film Merit Category

Kazuko Okayasu (Negative Cutter)

Tadashi Kanada (Stills Photographer)
Kitaro Kanematsu (Cinematographer)
Shichiro Kobayashi (Animation Art Director)
Toshiyuki Sasatake (Artwork Type Designer)
Toshio Takashima (Film Lighting)

The Bunka-Cho Film Awards 2011 Selection Committee
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Documentary Film Category

Keiko Akechi (Editor-in-chief, Kinema Junpo) ./ Tomomi Katsuta (Journalist,
Mainichi Newspapers) ./ Takeshi Tanikawa (Visiting Professor Graduate School
of Political Science, Waseda University/Film Journalist) ./ Kiyomi Nakajima
(Secretary General, Japan Association of Audiovisual Producers, Inc.) /

Masaaki Nomura (Film Critic) .~ Mine Fujihisa (Broadcast Critic) /" Izumi Yamana
(Executive Committee Member, Sukagawa International Short Film Festival)

Film Merit Category

Yoshio Kakeo (Executive Director, Kinema Junpo Film Institute) ~/ Naotaka Kacho
(Secretary General, Motion Picture Producers Association of Japan, Inc.) /
Mitsuo Degawa (Former Director, Association of Production Designers in Japan) /
Yonezo Maeda (Director of Photography/Lecturer, Nikkatsu Visual Arts Academy)
/" Yasuo Yamaguchi (Animation Critic)
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Director: Yoko Ide
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Selection Committee Comments

The small town of Fukawa, Ibaraki suffered a robbery-murder
in 1967. Accused of the murder, Shoji Sakurai and Takao
Sugiyama spent 29 years in prison. This documentary follows
the 14 years since they were released on parole. Revolving
around their journey for a retrial, we witness the gradual
emergence of two middle-aged men committed to their society.
While it handles a variety of serious themes, including wrongful
accusation, the legal process, and time lost, this masterful
exposition humbly presents an unexpected view of humanity

through its two main protagonists. (Keiko Akechi)
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Comments at the Screenings

I usually make commissioned films for a living, and I happened
to be asked by an acquaintance of mine to document some of
the support concerts that were being put on for Shoji Sakurai
and Takao Sugiyama. That was when I first learned that the
two were maintaining that they were innocent. Up until then I
knew absolutely nothing about the Fukawa incident, and I only
had a general interest in the concept of false accusation. So 1
didn’t exactly set out to make this film about that theme. What
piqued my interest was that when I first became involved, the
support concerts had already been going on for ten years, and
I wondered about why so many people supported these two,
and also about what they were actually like. That was the start
of this film.

What I felt most strongly when making the film was how
far apart the general public and the judicial world really are.
Even among residents of Tokyo, I think there must be many
people who don’t know that the Tokyo Bar Association and
National Police Agency are right next door to each other in
Kasumigaseki. And most don’t really understand legal terms
like “Tokubetsu Kokoku” (special appeal) or “Kakuteishin”
(final and binding decision). So in making this film, I hoped
to encourage the public to take an interest in the legal system,
if only even a little. That is why I structured the film to follow
the trial.

Despite there being no concrete evidence linking these two men
to the case, they were arrested, and were robbed of their civil
rights for 44 years. There were many times during the filming
that I felt that I wanted to give up. What drove me to complete
the film was the desire to have everyone know the truth of this
case. Even in such a difficult situation, the two of them were
somehow cheerful. With no real experience working, the two
look like old men, but they have the hearts of twenty-year-
olds. They are so earnest and pure. They give an extraordinary
impression. Through their story, I want to communicate that if
you live with hope, at some point, eventually, help will come
—the clouds will part and the sun will shine through. So many
people have gone through hard times recently because of the
Great East Japan Earthquake. I believe that everyone can really
sympathize with the way these two have lived.
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Director: Masanori Iwasaki

(2011/88min.)

BE: SRR R HXSUPES

Production company: GUNZOSHA PUBLISHING CO., LTD.

© 2011 GUNZOSHA
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Selection Committee Comments

Once the second largest lake in Japan, after Lake Biwa, and
praised for its bountiful catch of fish, Hachiro Lake is now a
reservoir measuring only a fifth of its former size; a considerable
sum of money was invested to drain and reclaim land in order
to increase food production after the war. Director Masanori
Iwasaki, well-known for his animal films, has painted a vivid
history of Hachiro Lake that recalls its storied past —from
the policy of trimming rice production following reclamation
to the decline in water quality. The gradually recovering
ecosystem offers a sliver of hope following the Great East

Japan Earthquake. (Masaaki Nomura)
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Comments at the Screenings

I was born not far from Hachiro Lake, which is the setting of this
film, in Oga City, Akita Prefecture. I lived there until high school.
I used to go play around the lake before the government drained
it, and I remember these times fondly. Back then, you could find
clams by just looking at your feet, and you could catch fish with
your bare hands. Having had that kind of experience and since
this area is also my home, I have always thought that if I had
the chance I wanted to make a film set in Hachiro Lake. Those
with interest in the area know that the troubles of the agricultural
sector are reported on a lot, but I don’t think there has ever been a
film or TV program made from the point of view of the fisheries
industry, or rather the lake. Although Akita Prefecture didn’t
suffer that much damage during the Great East Japan Earthquake
this year (2011), it’s also located in Tohoku, and so I can’t help
but feel a deep connection to the event, and for this reason, I am
so pleased to have heard from viewers that the film inspired them
to have hope for reconstruction.

I have always been particular about the titles I use for my films.
I don’t think that the term “satoumi” is even in the dictionary.
Right now a lot people are talking about revitalizing satoyama
(undeveloped woodlands in the Japanese countryside), and on TV
you can see examples of so many different efforts that are going
on for this. There have even been some books of photography
published on the subject. I believe that the issue of satoyama and
the issue of satoumi are fundamentally similar in the sense that
they both involve the relationship between people and nature.
There was once a deep connection between Hachiro Lake and the
way people in the area lived. And for that reason I wanted people
to consider the idea that we also have saroumi, that satoyama are
not the only natural environments worth thinking about.

I have always like wild animals, and I have a persistent interest
in their ecologies. So the thing that I was most surprised about
was the ecology of the animals around Hachiro Lake. I have
to think that this was something no one expected when they
started draining operations, not the national government, not the
prefectural government, and not anyone else. I really felt strongly
the tremendous power of nature when I was making this film.
And I have the feeling that this is just the prologue. I’'ve reached
my 70s, and I can’t know what will happen in the future, but if I
can, | want to continue making films around Hachiro Lake.
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[BLEE ~EHEE &S RBE~]
Dream & Melancholy —Yoshino Keiji
and lwanami Productions

EEIHAKE S ONE[PLEE —FHRRCAERE] BFERESR

Director: Shuntaro Katsura

Production company: Documentary Film “Dream & Melancholy: Yoshino Keiji
and Iwanami Productions” Production Committee

(2011/122min.)
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Selection Committee Comments
Jointly produced by the Documentary Film Preservation Center
and the University of Tokyo, this film is based on the many
resources assembled by the Center. Leaving a legacy of superb
films, Iwanami Productions ended its half-century history
in 1998. This film follows the history of its founder, Keiji
Yoshino, and the company through images and the testimony of
related individuals. Beginning with the company’s birth out of
idealism and passion and the notable personalities that got their
start there, it traces the company’s many films, which remain
a valuable reflection of their time, and it concludes with the
bitter irony of Yoshino’s fate: The science he trusted could not
save him from SMON (Subacute myelo-optic neuropathy), the
illness that would take his life. From the vantage of documentary
films, we are presented a page out of modern history.

(Tomomi Katsuta)
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Comments at the Screenings

Shuntaro Katsura (Director)

I did not start off with the intention of making this into a film;
rather, my motivation was to learn more about the fascinating
Yoshino Keiji. Most everyone related to who knows about
people from Iwanami Productions, and particularly those who
knows Yoshino Keiji, is over 80 years old. That is why I thought
the film lacked film appeal when it was finished. However, just
as the film portrayed, everyone is really full of energy and
tremendously proud of the films that they have been involved
in. In the interviews everyone listened very carefully to what
I said and shared a lot with me. The interviews were greatly
beneficial for me.

Until now directors have been the center of attention in the
film industry. There are even various books about the films
and lives of certain directors. However, the person that works
in the shadows to support the production of a film —i.e., the
producer— is also in charge of a substantial role. Some have
even referred to our day and age as the “era of the producer,”
but I do not think that is accurate. Yoshino Keiji —a man that
fulfilled a role tantamount to that of a producer— remains
uncelebrated. That is why I felt the urge to introduce Yoshino
Keiji to society. Seen in that light, it is the ideas of Yoshino
Keiji that form the core of Iwanami Films’ spirit. I think it
is safe to say that Yoshino’s ideas operated in various ways
to actually allow Japanese documentaries to take on a certain
degree of “diplomatic air” in their connection with the world.

This story in the film ends in 1972, the year that Yoshino Keiji
passed away. For my next film I want to tell a story about the
events after that time. At the same time, while the director has
been the center of attention in the past, I want to make films
that basically focus the spotlight on the producer. It is no secret
that films take a lot of money to make. I hope to make films
that draw attention to the person that is in charge of gathering
funding and staff and putting together the supportive skeleton
of the film —the producer— again drawing attention to the
hard work for which producers are responsible.
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Kazuko Okayasu
(Negative Cutter)

Achievements

In 1955, Kazuko Okayasu entered the production department’s
editing division of Nikkatsu Studio as the head of negative
cutting. Moved to Chofu City, Tokyo, the previous year, the film
studio was lauded as the Hollywood of the East. A link in the
post-production process, negative cutting involves cutting the
film negative into its final, edited form, and requires meticulous,
careful work. After leaving Nikkatsu in 1970 and working for a
time at Mifune Productions, she founded Okayasu Promotions,
a film and TV editing company, in 1979, where she has been

ever since. Films she has worked on include G.I. Samurai
(Kosei Saito, 1979), The Adventures of Kosuke Kindaichi
(Nobuhiko Obayashi, 1979), The Ballad of Narayama (Shohei
Imamura, 1983), Black Rain (Shohei Imamura, 1989), A Scene
at the Sea (Takeshi Kitano, 1991), The Eel (Shohei Imamura,
1997), Godzilla 2000 (Takao Okawara, 1999), and Women in
the Mirror (Yoshishige Yoshida, 2003).
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Tadashi Kanada
(Stills Photographer)

Achievements

Tadashi Kanada entered Shochiku in 1959 as a contracted
employee and was assigned to the Kyoto studio’s advertising
department as the head of stills photography. The following
year marks his first step as a stills photographer in A Showdown
against Life (Tatsuo Sakai). Stills are an invaluable element of
film promotion, being adopted in the main visuals of posters,
flyers, press releases, and newspaper advertisements. After
transferring to the Obune studio in 1962, he fully headed up
their stills, and took photographs for a great number of famous
directors, including Nagisa Oshima, Koichi Saito, Kinji
Fukasaku, Noboru Nakamura, Shigeyuki Yamane, Yoshitaro
Nomura, and Keisuke Kinoshita. His long-term involvement
with Yoji Yamada, continuing even today, began on the 41st
installment of Otoko Wa Tsurai Yo (Otoko Wa Tsurai Yo: Tora-
San Goes to Vienna). Additional projects of his include Three
Resurrected Drunkards (Nagisa Oshima, 1968), The Wonderful
Ones (Koichi Saito, 1968), If You Were Young: Rage (Kinji
Fukasaku, 1970), Love and Death (Noboru Nakamura, 1971),
Living Together: Kyoko and Jiro (Shigeyuki Yamane, 1973),
Castle of Sand (Yoshitaro Nomura, 1974), Big Joys, Small
Sorrows (Keisuke Kinoshita, 1986), Otoko Wa Tsurai Yo:
Tora-San Goes to Vienna (Yoji Yamada 1989), and About Her
Brother (Yoji Yamada 2010).
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Kitaro Kanematsu
(Cinematographer)

Achievements

Kitaro Kanematsu entered the film division at the Shochiku
Ofuna studio in 1957, where he studied under Yuharu Atsuta
and Masao Kosugi. He worked on Director Yasujiro Ozu’s
final masterpieces, Equinox Flower (1958), Good Morning
(1959), and Late Autumn (1960). Additionally, he was also
involved on Akitsu Springs (Yoshishige Yoshida, 1962), Pale
Flower (Masahiro Shinoda, 1964), The Ki River (Noboru
Nakamura, 1966), etc. In 1970, he left Shochiku and became
a cinematographer, and worked on numerous projects, from
feature film and TV films to commercial film and large-scale
images. During this time, he was elected as director of the
Japanese Society of Cinematographers in 1988, and worked
diligently to bolster the organization’s management. In 1998, he
was elected as vice chairman of the board of directors, and in
2002, he was elected as chairman of the board of directors. He
proposed many projects that aimed to expose Japanese cinema to
the world and train personnel. He also helped establish a training
seminar to foster new assistant cinematographers, which was
initiated to train the organization’s own successors. In addition
to being head of the training program, he found himself in many
positions of leadership. The seminar celebrates its eighth term
this fiscal year amidst high acclaim. Spanning many genres,
his major film projects include The Adventurers (Takase Usui,
1975), White House on the Shore (Koichi Saito, 1978), Troubled
Youth (Koichi Goto, 1980), You, the Sea: The Early Years of
Nipponmaru (Yukio Ninagawa, 1981), I Lived, But... (Kazuo
Inoue, 1983), and Carefree Goddesses (Teruhiko Kuze, 1987).

TEREZITIBFMEABE

14 Bunka-Cho Film Week 2011



T Bhid ThY528F9, Film Merit Category

Ihi&

TAF 41 AL B 2 At [ 43 EFREM IR T By 7 > 3
YRBN L. TV =Xkl vwbh b [y o k] (]
50) D, TEA—=TarBIKRLBE D AEEF BRI,
WIZT = A= a vy OFH L EMOLED JI ik LEIE L) 7z
BHRFIRAOBNFICHHE L 52, HEFLLTD, BHEE—
MCIHET 24 OEFLREMEBLZERLTBY, 7=A—-T3
YRANOFERRIZIEFITRE VG, K 20 0513, T 224 TR
KFEOZEBHZLHBOT VD, ERBEEGIC [VWv = 3
UAAruOM] (FIEE 1B S54) [ReET) (MK 1B S5)
[HLinva—2] (KK B56) [H28%220562 Ka—
FATN - FY—=—] (#HIF W59) [BMEL Fonk
ToZh»E] (MK BE39) [FyF BFESOLEVWZ—X]
BHFHTu— Wel) [Pdmr7F TRy ABR
FE) GRIEHE F11) REedd 2,

IAEBRB (ZIEXPL LB SD)
TP A= a/%EfM
Shichiro Kobayashi
(Animation Art Director)

Achievements

Shichiro Kobayashi entered Toei Douga in 1966. He
established Kobayashi Productions in 1968, and released
numerous animation masterpieces, including the famous TV
series “The Adventures of Gamba” (1975). His persistence to
challenge the animation art form has become a great influence
on the next generation. His contributions to the animation
world are immense, training numerous prominent art directors.
Since 2008, he has been a visiting professor at Kobe Design
University. His major works include Lupin the Third: The
Castle of Cagliostro (Hayao Miyazaki, 1979), Nobody’s
Boy: Remi (Osamu Dezaki, 1980), Tomorrow’s Joe 2 (Osamu
Dezaki, 1981), Urusei Yatsura 2: Beautiful Dreamer (Mamoru
Oshii, 1984), The Adventurers: Ganba and His Seven Friends
(Osamu Dezaki, 1984), Touch: The Ace without a Number
(Gisaburo Sugii, 1986), and Adolescence of Utena (Kunihiko
Ikuhara 1999).
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Achievements

Toshiyuki Sasatake entered TOHO in 1958 and was placed in
the studio’s art department. In the fifty-some years since, he has
been devoted to letter and character design. The art of film title
design specializes in creating the letters and characters that
grace the film screen —from the title and displays to signs,
documents, and notes. A master of a multitude of font styles,
highly praised for his beautiful characters and their balance,
he is still involved in production today, in addition to training
young assistants. His main works include High and Low (Akira
Kurosawa, 1963), Izakaya Choji (Yasuo Furuhata, 1983),
Tokyo: The Last Megalopolis (Akio Jissoji, 1988), Onmyoji
(Yojiro Takita, 2001), Always: Sunset on Third Street (Takashi
Yamazaki, 2005), Love and Honor (Yoji Yamada, 2006), Kabei:
Our Mother (Yoji Yamada, 2008), and The Sun that Doesn’t Set
(Setsuro Wakamatsu, 2009).
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Toshio Takashima
(Film Lighting)

Achievements

After working at Hokushin Electric Works Limited, Toshio
Takashima entered TOHO Studios in 1945 as a lighting
assistant. After working as a lighting technician on Director
Shiro Toyoda’s Evening Calm in 1957, he worked on 54 films
for TOHO, alongside many great directors, including Kihachi
Okamoto, Ishiro Honda, Yasuki Chiba, Furusawa Kengo,
Hiromichi Horikawa, and Shiro Moritani. Upon the founding
of the Japanese Society of Lighting Directors in 1969, he
became the director of publications, working hard to bring
about the release of their bulletin, “Image Lighting.” Serving as
executive director from 1990-1993, he was heavily involved in
the management of the society. Additionally, he was dedicated
to the education of the next generation, serving as an instructor
at the Japan Academy of Moving Images (currently the Nippon
Eiga Daigaku). His main works include All About Marriage
(Kihachi Okamoto, 1958), Mothra (Ishiro Honda, 1961),
Different Sons (Yasuki Chiba, 1961), King Kong vs. Godzilla
(Ishiro Honda, 1962), You Can Succeed, Too (Eizo Sugawa,
1964), Goodbye, Moscow (Hiromichi Horikawa, 1968), The
Sound of the Waves (Shiro Moritani, 1971), and Mt. Hakkoda
(Shiro Moritani, 1977).
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Symposium Theme

MOVIE CAMPUS is a symposium that introduces new
approaches or film culture movements from an academic point
of view. Our theme for this year is “Connecting People through
Films” and it consisted of two parts. In part one, we focused on
animation and what the animation industry needs, as well as the
challenges that face the industry. The panelists also discussed
the direction that the industry should be heading in. In part
two, we discussed the power of films, and looked at various
approaches that are being made to connect people and films,
and the possibilities that these approaches hold.

Session 1: The Japanese Animation Industry
—Present and Future
Panelists: Yuji Nunokawa/Kanji Kazahaya/
Hiroyuki Okiura/Aya Suzuki/Ryusuke Hikawa
Moderator: Mitsuko Okamoto

Session 2: The Challengers that Continue to Make

a Breakthrough in the Film Industry
Panelists: Shuji Abe/Genki Kawamura/Aya Umezu
Moderator: Morihiko Saito
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Symposium —MOVIE CAMPUS —: Session 1

The Japanese Animation Industry
—Present and Future

Panelists: Yuji Nunokawa (Board Chairperson, The Association of Japanese Animations/
President, PIERROT Co., Ltd./Visiting Professor, Tohoku University of Art and Design)
Kanji Kazahaya (President and COO, in addition to director of the International Department of TOEI ANIMATION CO., LTD.),/
Hiroyuki Okiura (Animation Film Director)  Aya Suzuki (Animator) ~ Ryusuke Hikawa (Animation Critic)
Moderator: Mitsuko Okamoto (Producer/Professor, Department of Animation, Graduate School of Film and New Media,

Tokyo University of the Arts)

"BAER Aya Suzuki

* XN Ryusuke Hikawa

“taw)

EFL—4— . ﬁ*%.f?— Mitsuko Okamoto
[ L

ShiTERET

MC: Thank you for waiting. It is my pleasure to commence
“Symposium — MOVIE CAMPUS —.”

“Movie Campus” is a symposium that introduces new
approaches or film culture movements from an academic point
of view. Our theme for this year is “Connecting People through
Films” and it will consist of two sessions. In Session 1, we will
focus on animation and what the animation industry needs, as
well as the challenges that face the industry. The panelists will
also discuss the direction that the industry should be heading in.
In Session 2, we will discuss the power of films, and will look
at various approaches that are being made to connect people
and films, and the possibilities that these approaches hold.

To begin, let’s hear a word from one of our organizers, Yayoi
Komatsu, director general, Cultural Affairs Department,
Agency for Cultural Affairs.

Komatsu: Hello, everyone. Thank you for taking the time
to participate today. Additionally, I would like to express my
deepest gratitude to UNIJAPAN, who worked tirelessly to
facilitate this symposium, and The Association of Japanese

Animations, whose cooperation is greatly appreciated, not
to mention the Japan Animation Creators Association and
everyone else involved.

The Agency for Cultural Affairs is devoted to promoting

Japanese film by supporting its production and
internationalization, cultivating valuable personnel, assisting

in film preservation, and a host of other activities. As a link
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Session 1 Panelists:
Yuji Nunokawa (Board Chairperson, The Association of Japanese Animations/President, PIERROT Co., Ltd./

Visiting Professor, Tohoku University of Art and Design)

Born in Yamagata Prefecture in 1947, he graduated from the Japan Design School in 1967. After graduation, he entered
Animation Tomoe Pro as an animator. After spending time at Mushi Production and Studio Jack, he entered Tatsunoko
Production, marking his transition from animator to producer. Six years later, he founded Studio PIERROT in April 1977. After
producing “Maya the Bee,” he established PIERROT Co., Ltd. in May 1979.

From his first production, “The Wonderful Adventures of Nils,” he has been involved in over 72 TV series and 15 feature films.
In May 2002, he became the auditor of The Association of Japanese Animations upon its establishment, the standing director
in 2003, and assumed the role of vice president in 2007. Subsequently, he became the president in May of 2009, a position he
has held since.

Kanji Kazahaya

(President and COQ, in addition to director of the International Department of TOEI ANIMATION CO., LTD.)
Entered Itochu Corporation in 1985. Participated in the establishment of Japan’s first cable TV station, TITUS Communications.
In 2004, he entered TOEI ANIMATION CO., LTD. and handled global licensing as director of the international department.
Coupled with TOEI ANIMATION’s global expansion, he also served as a board member on a licensing subsidiary for the West
and Asia. Accompanying the organizational change of February 2011, he has worked to expand overseas licensing as head of
the global licensing and business department, in addition to actively promoting joint productions with foreign companies.

Hiroyuki Okiura (Animation Film Director)

Born in Osaka Prefecture in 1966. He entered the production company Anime R in 1982. He made his animation-director debut
in 1984 with TV series “Star Musketeer Bismarck.” After serving as key animator for AKIRA (1988, directed by Katsuhiro
Otomo), “The Adventures of Peter Pan,” Old Man Z (1991, directed by Hiroyuki Kitakubo), and other films, he moved to Tokyo
in 1991. On the 1992 film Run, Melos! (directed by Masaaki Osumi), he headed character design, animation supervision, and the
storyboard. After working on character design and animation supervision on the 1995 film Ghost in the Shell: S.A.C. 2nd GIG
(directed by Mamoru Oshii), he released his directorial debut JIN-ROH: The Wolf Brigade in 2000, which has won numerous
awards at film festivals, including the Jury’s Special Prize at Fantasporto 1999 and the Fantasporto Fantasia *99 award for the
best anime. In 2001, he was involved in the production of Cowboy Bebop the Movie: Knockin’ on Heaven’s Door (directed by
Shinichiro Watanabe), working on the storyboard, production, and key animation of the opening scene. In 2004, he worked on
Ghost in the Shell 2: Innocence (directed by Mamoru Oshii) as character designer, animation supervisor, and key animator. He
has since begun work on A Letter to Momo (slated for an April 2012 release), his second directorial effort.

Aya Suzuki (Animator)

Learning animation in the U.K., Aya Suzuki is an international animator. She majored in film and animation at The Arts
Institute at Bournemouth in the U.K. In 2005, she earned her bachelor’s degree. Wooden Island, her graduation project, was
shown at the Annecy International Animated Film Festival (France), the Hiroshima International Animation Festival, the KROK
INTERNATIONAL ANIMATED FILMS FESTIVAL (Russia), and the International Festival of Animated Films AniFest, and
was nominated for numerous awards. After graduating, she spent four years working at Django Films on Sylvain Chomet’s
animated film The Illusionist (2010) as animator and head of storyboard.

In 2010, she moved to Tokyo. She worked at Madhouse on Satoshi Kon’s The Dreaming Machine. She is currently involved as
animator on Mamoru Hosoda’s latest directorial effort, Wolf Children: Rain and Snow (released July 2012). She often teaches
at art institutes and technical schools as a guest lecturer. Additionally, she has experience as an illustrator.

Ryusuke Hikawa (Animation Critic)

Born in Hyogo Prefecture in 1958, he graduated from the Department of Electrical and Electronic Engineering at the School
of Engineering, Tokyo Institute of Technology. During that time, he was involved in camerawork, album composition, and
writing in the field of animation and special effects media. After working as a technician and in a management position at an IT
company, he established himself as a writer. His work has appeared in a host of media, including magazines, videograms, and
the Internet. He hosts “Anime Maestro” on the TV program “BS Anime Night.” His work can be found on Bandai Channel’s
Internet offerings and he additionally serves as an instructor at the Ikebukuro Community College. His books include “Twenty
Years of Zambot 3” (Ohta Publishing) and “AKIRA Archive” (Kodansha).

Moderator:
Mitsuko Okamoto (Producer/Professor, Department of Animation, Graduate School of Film and New Media,

Tokyo University of the Arts)

Professor at the Department of Animation, Graduate School of Film and New Media, Tokyo University of the Arts. After
entering NHK in 1987, she has been involved in program development, data broadcasting, and development of Internet and
cell phone content for NHK Program Production, NHK BShi, and others. Since 2000, she has been dedicated to discovering
and nurturing young creative artists as chief producer of “Digital Stadium,” a TV program that solicits digital art. In 2010, she
teamed up with Masahiko Sato to establish “2355” and “0655,” two NHK Educational TV mini shows, working as their chief
producer.
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in our efforts, we are proud to host this symposium during the
Tokyo International Film Festival as a venue for the discussion
of pioneering approaches and cinema culture within film
production and screening.

Our theme for this year is “Connecting People through Films.”
Listening to today’s introduction, I have no doubt that we will
be treated to a fascinating discussion today.

Also, I am sure you saw it on your way in, but outside the venue
is stationed an area introducing the activities of Cinema Yell
Tohoku, a group employing the power of film to the Great East
Japan Earthquake recovery efforts. It is our desire to increase
awareness and support for worthy initiatives like this.

Lastly, it is my hope that this will prove a fruitful symposium
for all and will contribute to the further promotion and
development of Japanese film. Thank you very much.

MC: Thank you.

I would now like to begin Session 1 of our symposium: “The
Japanese Animation Industry —Present and Future.” Our
moderator is Professor Mitsuko Okamoto, from the Department
of Animation, Graduate School of Film and New Media, Tokyo
University of the Arts. So, without further ado, I would like to
ask Professor Okamoto to start us off.

Okamoto: Welcome and thank you all for coming. As
mentioned, my name is Mitsuko Okamoto, and I am a professor
in the Department of Animation, Graduate School of Film and
New Media, Tokyo University of the Arts.

The theme of Session 1 of our symposium, “The Japanese
Animation Industry —Present and Future,” is a rather far-
reaching topic. We would like to have our five panelists consider
the current state of and challenges facing the animation industry
and attempt to reveal some hints for the future. As we have
quite a line-up today, I would like to begin by introducing our
panelists.

First, we have Mr. Yuji Nunokawa, Board Chairperson of The
Association of Japanese Animation and President of PIERROT
Co., Ltd. Hailing from a background in animation, Mr.
Nunokawa offers his broad expertise, from the ground level
all the way up to management. Mr. Nunokawa, thank you for
coming today.

Nunokawa: I have been in the animation industry for over 40
years. Nearing on being called a “living fossil,” I would like to
speak from the various experiences that have served to guide
me over these many years.

Okamoto: Next is Mr. Kanji Kazahaya. After entering Itochu
Corporation, he transferred to TOEI ANIMATION CO., LTD.
in 2004. He is in charge of global licensing and international
joint productions as director of the International Department.
Thank you for being here today.

Kazahaya: I differ a little bit from the other panelists today in
that I come from the sales field. In that regard, my contributions
will tend to center around “selling.” While this might not sit

well with the creators of our group, I look forward to our
discussion.

Okamoto: Next we have Director Hiroyuki Okiura. Director
Okiura released JIN-ROH: The Wolf Brigade in 2000. In 2004,
he worked on Ghost in the Shell 2: Innocence as character
designer, animation supervisor, and key animator. And this
year (2011), he has wrapped up work on his new film, A Letter
to Momo. I have great respect for him as one of Japan’s few
directors of original pieces. Thank you for being with us
today.

Okiura: I think I must have been invited today to represent
the ground-level side of production. I will do my best to piece
together something coherent.

Okamoto: Next we have Ms. Aya Suzuki. A graduate of
The Arts Institute of Bournemouth in the U.K., Ms. Suzuki
worked as the key animator of Director Sylvain Chomet’s
The Illusionist. After returning to Japan, she worked on the
production of Director Satoshi Kon’s The Dreaming Machine.
She is currently involved as an animator on Director Mamoru
Hosoda’s latest work, Wolf Children: Rain and Snow (to be
released July 2012). Thank you for coming today.

Suzuki: Being up here with the other panelists, I'm not sure
someone as inexperienced as me deserves to be here, but I hope
to contribute as someone who has experienced the field both
overseas and in Japan. Thank you for having me today.

Okamoto: Next is Ryusuke Hikawa. A respected animation
critic, Mr. Hikawa is with us today as the official writer for the
Agency for Cultural Affairs’ “Project A,” a program developed
to cultivate young animators. Thank you for coming today.

Hikawa: While I operate under the title of “animation critic,” I
think of myself more as connecting the viewers and producers
through the written word. 2013 is actually the 50th anniversary
of “Astro Boy”s TV broadcast. I was five years old when it
was first broadcast on TV. Marking the spread of animation to
a wider fan base, “Space Battleship Yamato” came out when |
was 16 years old.

In addition to being on the viewing end of a half-century of
Japanese animation, I have also had the privilege of knowing
many individuals on the production level. I am very excited to
participate in today’s symposium. As fifty years have passed in
my own history of watching animation, I am definitely aware of
the necessity of thinking about its future. Thank you.

Okamoto: We would like to break today’s discussion into five
main parts. The first topic will be “Planning and development,”
where we discuss what can be done to increase the planning
and development strength of Japanese animated film. We
will then move to “Production systems and methods,” where
we will discuss what can be done to further improve our
production system. Moving on, “Exporting Japanese Anime,”
where we will discuss what can be done to facilitate the export
of Japanese animation, as Japan’s domestic market continues
to shrink in the face of its lowering birthrate. Moving on, I
feel that an industry that does not raise its own does not have
a bright future; in “Nurturing Resources,” we will discuss the
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issue of training youth with the ground-level producers. Lastly
is “Developing the foundation of the animation industry,” where
our discussion, facilitated by panelists hailing from a variety
of backgrounds, will supersede the limits of approaching this
topic from within a single corporation or school. I would now
like to turn the discussion over to our panel members.

“Planning and development”

Okamoto: To begin, let us watch the trailers for Director
Okiura’s newest project, A Letter to Momo, and Studio
PIERROT’s latest film, Legend of the Millennium Dragon, two
films with striking similarities.

<A Letter to Momo and Legend of the Millennium Dragon
trailers>

Okamoto: They are both fantastic films. Director Okiura,
when will A Letter to Momo be released?

Okiura: At the end of April of next year (2012).

Okamoto: T am greatly looking forward to it. Legend of
the Millennium Dragon, on the other hand, has already been
released and is making waves. We will discuss the similarities
between the two films, but, first, please look at this graph
(Figure 1 in Japanese).

The graph in the upper left is the number of TV-broadcast
titles. While it looks like it is going to keep going up and up,
after peaking in 2007, it makes a pronounced dive to the bottom
right. The graph in the bottom left displays the change in the
number of anime titles released in the cinema. While there are
various ups and downs, the general trend is one of impressive
growth. The decrease in TV-broadcast anime is attributed to
the effects of the falling birthrate, which stands in contrast to
the robust growth of cinema titles. Mr. Hikawa, what types of
anime are released in Japanese cinemas and what trends can be
ascertained?

Hikawa: T think they can be broadly divided into three
categories. The first is the group of “Doraemon” and “Crayon
Shin-chan,” which represent the staple series that has continued
to put out an annual offering for the past ten years or more. The
second is that which has its roots in a popular TV series, but has
been re-edited for the cinema, positioned as a sequel, or simply
refined for the big screen. This includes such famous titles as
“Space Battleship Yamato.”
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The third category is that of the stand-alone, original piece
or the theatrical version of an original story that would be
classified closer to the literature genre. This stands in contrast to
the theatrical versions of bestseller manga. In other words, this
category represents films whose original stories have diverged
from typical anime pieces. They often represent original works
or are teeming with the originality of the director. In recent
years, this would include Summer Wars, Mai Mai Miracle, or
Colorful.

Out of these three categories, the most suited for theatrical
success is the third. The third category is the most rewarding
of attention, considering the future of the animation industry,
uniqueness within the industry, and concept of the director as
an “author.”

Director Mamoru Hosoda is truly fantastic — anyone will allow
that. But I was worried that if Summer Wars, which was Director
Hosoda’s original story and production, did not prove to be a
success, original animation would not have a place in Japan.
That is why I assisted where I could. Thankfully, it proved to be
a hit, which meant a bright future for Japan’s animation.

Okamoto: I hear that A Letter to Momo is Director Okiura’s
completely original piece. Moreover, while JIN-ROH: The Wolf
Brigade was based on a piece originally by Mamoru Oshii, I
feel that Mr. Okiura was able to infuse the film with his own
flavor as director. Can we hear about what kind of development
went on at the planning stages for each film?

Okiura: A project I was working on before A Letter to Momo
fell through; right when I was thinking about what I could do
next, the idea just came to me. So I talked to the president of
Production I.G., the production company of the film, and he
sounded very interested. The next steps were writing up the
project proposal and beginning the scenario development.

Okamoto: Was the story something that had always been in
your head?

Okiura: No, I hadn’t thought of the intricate details at that
time. I, of course, knew what I wanted to express, however.
While I have been an animator for close to thirty years, ever
since becoming a professional artist, I have not done much
exercise in writing stories. Since a lot of difficulties arise when
you try to actually think out a story, I relied on those around me
and took my time in working out the intricate details.




Okamoto: Now, JIN-ROH: The Wolf Brigade was originally
Mr. Oshii’s story, is that correct?

Okiura: Yes. JIN-ROH: The Wolf Brigade was originally
supposed to be made as a video series called “Kerberos Panzer
Cop.” I was invited to work on the production of one of them.
Before [ knew it, though, it was evolving into a theatrical anime.
I asked Mr. Oshii if he couldn’t make this into its own original
story, and he developed a relatively unrelated story for the film.
With that as the base, I was able to infuse my own feelings into
it. I entered the actual production trying to think of ways to
make it all easier for the viewers to understand.

Okamoto: Mr. Hikawa mentioned that there are still only a
limited number of stand-alone pieces in Japan’s repertoire of
feature-length animated films.

Hikawa: Tying this into the theme of the symposium, what
exactly is the “future”? The future is something unseen in the
past. I take this to mean that the concept of something “original”
is very important to the future of anime.

Okamoto: Mr. Nunokawa, I understand that Legend of the
Millennium Dragon was originally based on a novel. I imagine
that the director and screenwriter and all the other staff digested
the original novel and set to working on the screen adaptation,
which, in a way, seems like it could very well be considered a
stand-along original work in that regard. On the other hand, the
“NARUTO” series, which I greatly enjoy, is originally based
on a manga. As someone with experience working from a
manga original story and one’s own original story, what do you
consider the strengths and weaknesses of either approach?

Nunokawa: Regardless of whether the material is from a manga
or the director’s own original story, we on the management side
need to feel the creators’ passion for the project to get things
moving toward production.

Legend of the Millennium Dragon was a joint project with
America. This was also Studio PIERROT’s first experience
in engaging in a joint production. The film is heavily imbued
with fantastic elements unique to Japan, which caused trouble
with the American side of things at the scenario- and story-
making stages. The steps for creating things in Japan and
America differ. Regardless of which is good or bad, Japan
tends to create based on momentum. Add in the time difference
between us and America, and the project took a very long time
until completion. It made us realize the difficulty in creating
something internationally. In that sense, it was a major learning
experience. Also, as it was released in April of this year (2011),
the Great East Japan Earthquake, which occurred in March,
prevented us from doing any promotional work, which leaves
me with some regrets. But just a little bit ago, Director Mamoru
Oshii told me that he enjoyed Legend of the Millennium Dragon,
and I felt relieved.

Okamoto: Mr. Kazahaya, are there any merits when marketing
a film overseas to having it being an original story?

Kazahaya: Japanese anime actual has a pretty small base.
What most children are watching is animated films from the
likes of Disney. So, considering this, as original animation

from Japan, I think that Studio Ghibli is doing a wonderful
job. I think their acceptance overseas stems from the fact that
they are family-friendly, in addition to not being too much of
a niche interest.

What needs to be realized as Japan’s anime expands overseas is
exactly that Japan’s anime is viewed as a niche interest. Getting
the originality of Japan’s anime across, then, is going to require
a great deal of energy. What is necessary is for each creator
to approach the project with an unyielding determination to
bring the project to fruition. I think that this determination will
make films with originality a reality. These original works are
undoubtedly the pillar that will support Japan’s anime culture
from here on out. This cannot be done, however, in our spare
time. If we don’t invest a considerable amount of energy, the
originality of the projects won’t get through to the audiences.

Okamoto: Films originally based on manga have long been
the staple supporting directorial debuts. For example, Mr.
Hosoda made his debut with the Digimon Adventure film and
Mr. Keiichi Hara was able to produce a memorable project with
“Crayon Shin-chan.” Manga-based films have played a very
important role until now. Mr. Nunokawa, at Studio PIERROT,
how are you considering the balance from here on between
manga-based projects and original films?

Nunokawa: I don’t know if this will answer the question, but
from the time of Osamu Tezuka, Japan has mostly seen manga
artists heading up anime production. With this as the roots of
anime production, it has been almost impossible to discuss
Japan’s anime apart from manga.

Of course, Japan’s anime has a variety of genres. “Sazae-San”
has been a staple of the family demographic for 41 years.
This helped bring about “Doraemon” and “Anpanman” and
a host of other family-marketed series, forming a distinctive
genre. Additionally is the genre tied up with the merchandise
manufacturers. Representative series include the “Gundam”
series. Next is the genre of films based originally on manga.
Lately, there is a genre of anime growing in popularity that is
broadcast late at night. Japan’s anime covers a considerably
broad variety of genres.

Returning to the previous graph, 195 titles are broadcast on
TV and 55 titles are released on the silver screen a year. The
Association of Japanese Animations is made up of almost 70
companies, but as not all of them are production companies, I
do not know how many production companies are involved in
producing these numbers. But I, in the anime industry, cannot
help but be surprised at this number. While the world is a large
place, that Japan alone is sustaining this large a number of
productions must be considered threatening to other countries.

We also realized from the graph that the number of anime
being broadcast on the TV is shrinking. But are they actually
shrinking? They could actually just be returning to their normal
levels. Just looking at the numbers, you may think that a peak
period is the best for the animation industry, but this is not
necessarily true for production companies. Pumping out films
in the end just lowers the life expectancy of the genre. I think it
is relatively difficult to keep productions to a reasonable level.
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My company mainly produces animation for TV, but it has
been fairly difficult to make original projects for the TV. With
the declining birthrate, toy manufacturers are having trouble
keeping the same pace as before. This means that tie-up
projects with merchandise manufacturers are a bit unrealistic.
Late-night anime is usually sold straight on video, but the
video industry has been sluggish. With the anemic economic
conditions, sponsors are also difficult to pin down. So for a
variety of reasons, I think it is a very difficult environment to be
making anime for TV; as a business, it is not viable.

However, we are beginning to see artists and directors like Mr.
Okiura pushing forward with original projects. While we need
to think about how to channel this passion and energy into
business, I consider it a ray of light for the future of Japan’s
animation industry.

Okamoto: As a director and as a creator, Mr. Okiura, what
do you think we should be considering in order to raise our
planning and production ability?

Okiura: That is a good question. I think that my case is a tad
unique. The pictures that I draw are very plain and simple,
meaning that I need to design projects to fit —there aren’t
projects already out there that fit with my style. No matter
what, in order to secure an enjoyable work environment, I have
decided that I need to be able to control the base of the story.
In my case, if we start making the project, I need to draw it
myself. As that is a major requirement, the issue of how to
create an environment to make this work with people who
have similar perspectives as me becomes very important as we
create the project.

Okamoto: When I asked Director Okiura why he came up with
the original story for A Letter to Momo, he said that he would
have used an existing one if it expressed the same type of world
that he had wanted to express. Since one didn’t exist, he had
to pioneer it, himself. This really stuck with me. Talking with
him, his passion for bringing his film to the world was apparent.
The creator’s passion and the efforts by the managerial side, so
invaluable to support the process, were in complete harmony
— it made me hopeful for the further evolution of the planning
and development system.

“Production systems and methods”

Okamoto: We will next move on to our next topic, “Production
systems and methods.” We will begin our discussion after
watching the trailer for The Illusionist, which Ms. Aya Suzuki
worked on.

<The Illusionist trailer>

Okamoto: When I first saw this film, I was deeply moved
by the sad, pure image of Alice (the main character of the
film). I had no idea that Alice’s picture was drawn by a young,
attractive woman like this. It is amazing that someone in their
20s became the key animator for a film’s main character. Ms.
Suzuki, how did you become the animator for Director Sylvain
Chomet?

Suzuki: At the time, I was studying animation at a university
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in the U.K. Through the recommendation of the university, I
was participating in animation festivals over summer vacation
and other long vacations. Being able to speak English, I was
working as a volunteer interpreter at the Hiroshima International
Animation Festival when I became Sylvain’s interpreter. That
was the start of it all.

At that time, Sylvain was actually in the planning stages for
The Illusionist and was searching for an animator in the U.K.
Since I was living in the U.K. and studying animation, I had
a chance to show him my work. He liked what he saw and
invited me to work on Alice from storyboard to design. Unlike
Japan, the U.K. has adopted the “character system,” where one
animator will stick with one character throughout production.
So I worked with Sylvain for two years on the project.

Okamoto: Listening to the story just now, I was surprised by
one thing. You had to market yourself to Sylvain Chomet, a
famous director. Is that typical in the U.K.?

Suzuki: In the UK., studios do not normally search for
people. Perhaps if someone was an extraordinarily famous
animator, but it is not typical for studios to head up the search.
People normally go to animation festivals, such as the Annecy
International Animated Film Festival, and have to search for
work themselves. You won’t find a job if you don’t do your
own PR work.

Animators usually have their own portfolios and demo reels
of original work. That is a necessity for animators in the U.K.
People who don’t take the effort to promote themselves will
have a difficult time finding work in the overseas animation
industry.

Okamoto: Among the audience at the venue today there are
many students who aspire to become creators, but apparently it
is extremely difficult for animators to find work abroad.

Animation films are not created by the director or the producer
alone. In fact, they are the result of teamwork, so staffing is
very important. Here, I would like to ask Director Okiura about
his approach to selecting and organizing the staff of A Letter
to Momo. 1 heard that a lot of big names have participated in
the project.

Okiura: To begin with, I always try to select staff that best
matches the work that I have in mind. For instance, for A
Letter to Momo 1 chose people suited for that project. First,
I visualize these people. Next, together with the producer, I
contact them, arrange a meeting, and explain the project. We
confirm schedules to see if they would be able to join the team
and take over the proposed tasks. In most cases it is the director
and the producer who recruit the staff.

Hikawa: There is a category of animation professionals
who are known among animation fans as “super animators”
or “charismatic animators,” and if we draw a list of the best
ten such animators, probably at least seven of them will be
members of the staff that created A Letter to Momo. That is
how exquisite the lineup for this work was.

Masashi Ando of Spirited Away was the sub-director. The



animators’ team includes Toshiyuki Inoue (AKIRA, etc.), Ei
Inoue (The Cat Returns, etc.), Takeshi Honda (Ponyo, etc.),
as well as Tetsuya Nishio (JIN-ROH: The Wolf Brigade, etc.)
and Hiroyuki Aoyama, the animation director of Summer
Wars. Obviously, the animation department staff features an
impressive lineup of creators that can send any animation fan
reeling with excitement.

Okamoto: When I spoke previously with Ms. Suzuki about
staffing, she told me she was extremely surprised to hear
that Japanese animators receive work requests from the film
studios.

Suzuki: That is right. When a studio contacted me with a
proposition for work, I thought that Japan was a heaven for
animators. As illustrated by the diagram, the number of
animation works in Japan is still quite large. There are many
animators, but also quite a few animation works. Abroad,
the number of hand-drawn animation works is really small.
In Europe, it can be counted on the fingers of one hand. The
balance between the number of animators and the number of
works has deteriorated significantly. There are many talented
animators who cannot find work.

In this respect, The Illusionist is an untypical case for a foreign
animated film, as it was created by a team of extremely talented
animators. In fact, the previous work of most of these creators
had nothing to do with hand-drawn animation. They had worked
with 3D animation, or shifted to illustration work. Some, like
the one who worked as a bus driver, had been unable to find
any animation-related work. Animators abroad find themselves
in a situation where they cannot get work unless they create
their own portfolio and demo reels and proactively approach
the animation studios.

Nunokawa: In 2011, a wonderful animation film called Trois
Petits Points won the Grand Prix in the category for open
entries at the Tokyo Anime Awards, a competition sponsored
by the Tokyo International Anime Fair. It was created by Alice
Dieudonne, a 20-year old college graduate.

Recently, she came to Japan to attend the awarding ceremony,
and I had the opportunity to speak with her. When I asked her
what she was doing now, after graduating from university,
she told me she could not find work. She pointed out my
misconception that in France artists receive subsidies from the
government to create various works, explaining that the French
animation industry was extremely undersized. Her words

surprised me a little. I realized that looking at things from the
outside is quite different from actually working on the inside.

Okamoto: But wouldn’t you agree that a portfolio alone does
not give a clear idea of an artist’s true abilities and competence?
From a manager’s perspective, I believe there are some risks
there. What is your opinion, Mr. Nunokawa?

Nunokawa: In June 2011, I attended for the very first time
the Annecy International Animation Film Festival. There, I had
an opportunity to observe the works of students of the French
Gobelins L’Ecole de L'Image. Their skillful drawing truly
amazed me. I had never before in my life met artists in their
early 20s who could draw so well. I realized there was quite
a difference between Japanese schools and foreign schools in
terms of the level of their students. One of the Gobelins students
won the Grand Prix at the Tokyo Anime Awards in 2011. It is
a fact that most foreign animators love Japanese animation and
are quite fascinated with it.

In our line of work, smooth and fluent communication is an
indispensable element of successful work, so any language
or expression-related barriers stand in the way of the creation
process. Compared with the situation in the past, these barriers
have become lower, but they still exist. In meetings with
animators, it is vital to properly convey each single nuance,
so I believe that if the participants use different languages or
belongs to different cultures, it is rather difficult to correctly
convey nuances. What do you think, Ms. Suzuki?

Suzuki: Every now and then, when I work at a Japanese studio,
I compare the situation in Japan and abroad, and I feel that in
Japan the language barrier is more of a mental sort.

In the case of The Illusionist, the studio was located in
Edinburgh, the U.K., but there were almost no British
animators on the team. Half of the animators were Spanish,
and almost all of them spoke no English. When the studio was
recruiting human resources, English language proficiency was
not required, and instead the focus was on animation skills. In
principle, the workflow for creating animation films overseas
is different from the Japanese system, in which a storyboard is
distributed to all team members, who read it together and then
draw each scene. Instead, foreign animators use animatics as
visual material in their meetings, and thus they do not need a
common language.

Okamoto: Animatics are animated video storyboards, right?
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Suzuki: Correct. Professional animators are able to understand
each other even without words, just by looking at these animated
video storyboards. Their professional sense comes into action
here. Japanese, on the other hand, take the approach “If you
do not speak Japanese, we cannot work together.” I have many
foreign friends, who aspire to work in Japan, but cannot get
work because they do not speak Japanese. This kind of mental
barriers block the development of animation technology in
Japan.

Okamoto: We just heard an explanation of the creation process
based on animated video storyboards called animatics. I'd like
to ask Mr. Okiura about the creation process in Japan.

Okiura: In Japanese animation, in principle the director creates
storyboards based on the script written by the scriptwriter. The
storyboards are almost completely edited before the start of
the animation creation. This is one of the biggest differences
between animation and live-action films.

Animation must be roughly edited at the storyboard stage.
The drawings that describe what each cut is about need to be
supplemented with text, which explains the action, and with
the lines necessary for the cut. Next, these drawings have to be
organized in storyboards that cover the entire animation film.
Based on these storyboards, animators, staff members in charge
of background art and shooting, and other relevant personnel
hold meetings. As for the scenes that are not included in the
storyboards, the director explains orally and with gestures what
these scenes are about, and has the animators draw the scenes.
If the finished drawings are not exactly what the director had
in mind, animators are issued further instructions and asked to
revise their drawings. I believe this is the process for completion
of animation works in Japan.

Okamoto: This means that all explanations and lines on the
storyboards are in Japanese, right?

Okiura: Correct.

Okamoto: I have one more question for Ms. Suzuki. I believe
in the UK., too, young animators fresh out of college or
graduate school join the actual creation process, but how is
their development fostered at the worksite?

Suzuki: The almost universal rule in the British animation
industry is that rookies begin their professional development as
animation assistants, a position equivalent to that of the person
in charge of 2nd Key Animation in Japan. Normally, they are
assigned to specified animators.

Of course, animators are skilled professionals, so when they
are given assistants, they usually pass their work onto the
assistants. So rather than fostering new human resources,
they have to make sure that the assistants perform their tasks
properly. The idea behind this system is that even if animators
do not make conscious effort to foster their assistants, they
naturally end up doing so.

Okamoto: So they use the assistants within the limits of their
responsibilities in order to complete the work they are in charge
of, is that correct? Mr. Okiura, in the U.K. each animator is in
charge of a single character. How are things done in Japan?

Okiura: There is no such system in Japan. This probably stems
from the Toei Douga tradition for full length animation projects,
but animators were assigned to scenes, and not characters.
Hayao Miyazaki would do a scene, Yoichi Kotabe would do
another, and Yasuo Otsuka would do yet another. People still
talk about these classic scenes, and the animators’ names are
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associated with them. I have no idea why it started this way,
though.

Suzuki: When the animators are paid per project, you have no
choice but to assign per- scene. In the U.K., where the majority
of the crew is employed by a company and work on salary, it is
rare that you find that kind of pay-per-project system.

Nunokawa: There are also time constraints. As you saw in
the chart, 55 animation features are made in a year. Scheduling
is tight and the productions have to work on multiple projects
at once. It’s not possible to have a system like they do in the
U.K. The staff who work at my company are also swamped.
The per-project system might have been a factor, but I think
the reason we have the system we do now is mainly because of
time constraints.

Hikawa: In Japan people are assigned to a cut. When that
cut is completed, their assignment is completed. Those cuts
are ultimately fit into the whole feature in accordance with
the storyboard like jigsaw puzzle pieces. With this kind of
workflow, it’s better to assign the animators to a cut rather than
a character. If they were assigned a character and they stalled,
it would be impossible to complete the puzzle. The industry is
mass producing and there is not time for stalling. I think that
is one of the reasons we assign people to scenes. Of course, it
is not exactly the same for theatrical animation features and
TV projects.

Okamoto: In this kind of per-cut system, it is hard to train
the next generation of animators. So perhaps we are over-
producing. Having too many projects also means that you can’t
take the risk of hiring newcomers, correct?

Suzuki: Outside Japan, animators have assistants who work
on easier cuts. Assistants hone skills by working on projects
like this, so there are many who later become animators. When
I work on a Japanese project and go through dozens of cuts, I
see that there are cuts that are hard to tackle and easy cuts that
I can do in half a day.

I think both systems have their advantages and drawbacks.
There is no right way of doing things. But when working in
a Japanese system there are some jobs that would be more
beneficial for those aspiring to be genga animators (key
animators). So, in Japan, there is a lot more work assigned to
you that you don’t necessarily feel the need to do. I think that’s
one of the drawbacks.

On the other hand, with The Illusionist, 1 had to work on the
same character, Alice, for 4 years. By the end of 2 years, I was
already fed up with her. I didn’t want to draw her anymore
(laughs). I wanted to move on but I couldn’t. That’s the
drawback in that system. It drains the animator dry.

Okamoto: I suppose each system has its historical
backgrounds, and it’s not a matter of which is better. But it
seems that the Japanese system prioritizes efficiency more, and
that is why we have arrived at this system.

Hikawa: Also, outside Japan, animators are looked upon as
actors. That is how Disney works. Having the animator carry the

character from start to finish gives the character the animator’s
personal touch, and brings a unity to the whole project. I think
this was also an important factor in molding the system in the
West.

Suzuki: Exactly. Animators are supposed to be actors. I also
studied acting while in college. Disney also offers acting
classes. In Japan, where people are assigned to cuts, you're
more of a director than an actor. That is a huge difference.

“Exporting Japanese Anime”

Okamoto: Let’'s move on to the third topic, “Exporting
Japanese Anime.” What with the “Cool Japan” fad, Japanese
animation is becoming a popular export. But there are also
voices saying that animation in turn, also needs to be keener
to overseas needs. Let’s talk about this. We’ll start with Mr.
Kazahaya.

Kazahaya: Overseas cartoons are mainly personified animals.
Japanese anime on the other hand, mainly depict humans. This
means the character’s vast cultural background is a big part of
him/her, and of the whole piece.

Manga is a magnificent form of art that Japan gave birth to.
It melds cultural background into the imagery and the story.
Animation served as a form that elevated manga to a higher
realm. This is fine if we’re just thinking about the art form in
Japan. But when we turn to look overseas, we realize that it’s
the Japanese cultural aspect that hinders accessibility.

Mr. Nunokawa’s Studio PIERROT has created animes like
“NARUTO” and “BLEACH” of which the “samurai” and
“sword” elements are big part. Those are very accessible
overseas. But it does have its problems. If one was to ask
what the sword is for, to which the answer is of course, to slay
people, that means censorship. That makes it less marketable
to mass markets as a children’s anime. You can show blood and
liquor on Japanese TV, but not as much overseas.

The racial aspect can also be a hindrance in taking an anime
overseas. So it’s still easier to globalize robot franchises, or
programs like the “Power Rangers.”

Presently, the anime industry is heavily dependent on TV. That
means it has to be viable as a business to recoup TV costs.
But robot anime business schemes are usually limited to boys’
action figures, so revenue is limited. So, Japanese anime
productions need to think outside the box. They must come
up with an original scheme. And the government must support
these efforts to make the business more accessible for the
generations to come. That way, we can protect our culture.

Even live action period pieces are harder to make these
days. Production costs are much higher than contemporary
pieces, which makes it harder to attract sponsors, especially
in the present economy. So TV broadcasters are now showing
period pieces from other countries instead. I think we need
to acknowledge this as a critical situation. Now is the time
to start thinking about how we should protect our culture.
By “culture” I mean period projects, or projects like those
of Studio PIERROT. With more substantial support from the
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government, namely the Agency for Cultural Affairs, we can do
this, and push our industry into the next phase.

One stark difference between TV programming is the rating
system. In the West, every program is rated, but not in Japan.

So it would help to have the Agency for Cultural Affairs rate
and certify each program with a seal saying “ages 2 to 4” or
“ages 3 to 6” etc. If a program is certified by the government as
recommended and educational it would help us take programs
like “Shimajiro” and “Anpanman” overseas, and greatly help
the industry.

In the West, the strong film industry makes it easier for cartoon
franchises. Iconic Marvel and DC franchises can be softened
for TV so that it can be rated for children to see, but can be
made more action oriented for the cinema. So there is a nice
bridge that goes across multiple media. In Japan, the content is
already action oriented for TV, and the creators have to enhance
that to offer more stimulation for the audience. This makes it
less approachable for foreign distributors as they presume the
content is too violent.

That’s why I think it’s important to establish a rating system in
Japan. But a Japanese rating system would not be enough. For
example, the Agency for Cultural Affairs could create a rating
system by using as a reference ratings for Disney features
shown in Japan. If the Agency for Cultural Affairs set a certain
rating for a picture that was equivalent of a Disney picture, and
make it an international standard, it would be a good guideline
for production. This would make it easier for us to make more
exportable pictures.

Okamoto: So, a rating system would make animation more
accessible for foreign distributors?

Kazahaya: Yes. Disney has its own rating system. But it won’t
disclose the criteria because it changes from time to time.
That’s because their ratings follow FCC regulations, and they
must make adjustments in accordance with FCC orders. So it
would make sense to have the Agency for Cultural Affairs first
establish ratings for Disney films, and have a Japanese anime
rating system that mirrors that. We need a rating system that is
independent of international assessment.

Animators have to continue drawing, even at low wages. They
have to earn a living, so they take what they can get. But it is
important to have a creative core, and to be clear about what
you really want to create. As Ms. Suzuki said, animators in
Japan may have more security compared to those in the U.K.,
but that leads to lack of ambition. The ideal is to have both
security and ambition. It is a great feat keep your identity and
sense of direction, and still make a living out of it. I respect
that.

TOEI ANIMATION is producing a 3D piece called “SPACE
PIRATE CHAPTAIN HARLOCK” which is very successful
internationally, especially in France. The main character is
named Albator in the French version. We decided to go ahead
with this project because we wanted to breathe life again into our
legacy. It’s a remake, but it has a new look of its own. Of course
we do have approval from Reiji Matsumoto, the original author.
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Looking towards the future, TOEI wants to create more
internationally oriented projects like this one, and gain
international partners to create good synergy. I think this will
help rejuvenate our work.

Okamoto: Today I've asked a big favor to borrow the trailer
for the new 3D film SPACE PIRATE CAPTAIN HARLOCK, so
I’d like to have you all watch this.

<SPACE PIRATE CAPTAIN HARLOCK trailer>
*Actually filmed in 3D —shown today in 2D

Okamoto: Thank you.

Just this year (2011), Innovation Network Corporation of
Japan announced a new company, “All Nippon Entertainment
Works.” This company will remake Japanese stories/characters
and market them on a global scale. As Mr. Kazahaya just said,
I think the remake of old stories is a new trend in Japanese
animation industry.

Mr. Nunokawa, what do you think makes films like “NAURTO”
popular?

Nunokawa: If I knew that, I"d be able to erect a building here
in Roppongi (laughs).

However, Japan entertainment used to all be focused inward.
We didn’t think what we made for these 130 million people
would leap to overseas markets. Anime is typical. It makes me
excited to think about how popular it has become overseas.
Of course we just noticed this overseas market in the last few
years. One may think Japan has a strategy for holding on to this
market, but that’s not certain.

It will be important to focus on overseas while to value the
domestic market. I mentioned that at the beginning, there were
mistakes in our overseas strategy for Legend of the Milennium
Dragon, and 1 think that this was training for us to keep the
overseas market in view. The preview of SPACE PIRATE
CAPTAIN HARLOCK is completely aimed at the overseas
market. Japanese anime has reached a transition. This is a time
to consider the future including human resource development.

Japanese animation has evolved amid stiff competition.
I’m proud that this has produced a successful approach to
production. Now I think that this should be applied more and
more not only domestically, but also focusing internationally.

Okamoto: If the overseas market were focused on too soon,
I feel that the Japanese market might be lost. It might have
a Western flavor or neglect to convey Japanese nuance. Does
anyone have any opinions about this?

Hikawa: I strongly agree. The reason Spirited Away won an
Academy Award was not only because of animation but also
because of is traditional Japanese content. It looks very exotic
to Western eyes. It shows them that there are other cultures than
Western. I think this would have been lost had it been tuned too
much to international tastes.

Nunokawa: I think one of Japanese animation’s strengths



is its variety of genres. Legend of the Milennium Dragon was
appropriately based on Japanese history and culture.

The voice team for “Sazae-San” received a merit award at the
Tokyo Anime Awards. The scene of the 7 family members
kneeling around the table has continued for 41 years. It may
not receive appraisal overseas, but it’s been in the top 10 for 41
years. This is also an anime genre.

In Europe, there is none who doesn’t know of “Heidi, Girl of
the Alps.” But long ago, European child educators were quite
amusing. Look at her big eyes, round cheeks, big mouth. Other
Europeans thought they were disparaging their own culture,
but when actually broadcast, it seem that image took root. I
think these different genres are one of the strengths of Japanese
anime.

Okamoto: Ms. Suzuki, do you have any thoughts on overseas
expansion?

Suzuki: I strongly agree with Mr. Hikawa. I thought Spirited
Away was very interesting to audiences and strongly promoted
Japanese culture.

Aardman Studios is putting much effort into overseas expansion,
but they are strongly pushing English culture, trying to sell it.
This is the reason that Flushed Away, with the mouse, went into
the red right away (laughs).

Meanwhile, in their “Wallace & Gromit,” the main character
Wallace is the most popular. The old, country English Wallace
fascinates people around the world. People like it as a product
represnting English culture. Of course, culture is not something
sought for in watching films, but something felt from films.
So if you try to sell a film by omitting culture, you won’t get
customers.

Pixar Animation Studios reflects American culture. American
history is still new, so it doesn’t have a strong flavor. I think
Pixar products are based in American lifestyle and culture.

We think America when thinking overseas expansion, but
European culture and length of history are similar to those of
Japan. Filmmaking methods are also similar. In Europe, the film
is the director’s work, not something made for the producer and
money. So it’s better to focus on European markets in overseas

expansion.

Okamoto: Director Okiura, do you have any comments on
development?

Okiura: I think one other reason for the success of “Heidi, Girl
of the Alps” is that skilled animators created it.

If Japan now tries to create reality-based anime as done
overseas, there will be obstacles. First, we don’t know the
life customs of the country. There was an example of a small
window beside a door that turned out to be for scraping mud off
shoes. Some things might not even be apparent from research
trips. It’s difficult to draw that type of lifestyle detail. It’s saying
you can express the people who live that lifestyle.

Before talking about promoting the positives of Japanese
anime, I think we should realize that the risk of screening
reality-based anime overseas is higher than it used to be. If so,
I think we should expand with Japan and Asia. Or, I think one
method would be to go with fiction, such as sci-fi, that anyone
can understand.

Okamoto: Mr. Kazahaya mentioned remaking old stories
—this is to be based on Japanese anime, correct?

Kazahaya: I think the important thing is who the subject is and
what the subject wants to make. “SPACE PIRATE CAPTAIN
HARLOCK” was popular in France as well as Japan. People
influenced by it will want to go on to make other things, and I
think this is connected to the creation of 3D films.

Even with global information so easy to obtain, you’ll fail if
you think you’re global yourself. Those raised with Japanese
culture interpret it in their own ways, so I think Japanese people
can help with some parts.

Japanese products are transmitted to Europe. Europe has many
areas, and by specifying the target area, products can be better
made to spread to others. Rather than being tied to the world
“global,” I think it’s important to ask what you want to make
and who you want to have help you.

“Nurturing of Resources”

Okamoto: The next topic is “Nurturing of Resources.” First,
I'd like to have Mr. Hikawa explain the “Young Animator
Training Project” that the Agency for Cultural Affairs started
last year.
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Hikawa: Every year the “Young Animator Training Project”
takes four production companies that are members of the Japan
Animation Creators Association (JAniCA) and offers training to
young animators through creation of a 30-minute TV program
(a 24-minute project). JAniCA manages the project office.

It’s easy to misunderstand the name ‘“Young Animator
Training Project.” One misunderstanding is that one will
be able to see work made by young animators. There is also
the misunderstanding that the project is a form of financial
assistance for young animators with low wages.

This project is different. The four companies that are selected
are each able to product their own work. The strength of this is
that it is guaranteed to produce four original works.

The project implements a system created by veterans, by which
young animators are trained. The training process draws out
know-how that will become central in the training of future
industry resources, and this is shared even with companies
who do not participate, becoming a common asset. Once
my misunderstandings about these things were corrected, I
resonated with it and began to assist.

The word “culture” relates to the word “cultivate.” As shown
the number of Japanese anime titles will increase, but I think
everyone understands that the soil will become barren. The
“soil,” the essential vitality of animation may be very barren at
this time - about 50 years since the beginning of TV anime, a
critical juncture in the industry, and an important time to review
the current situation. It was with this in mind that I wanted to
assist.

However, this project won’t end in a single year, and it will
produce four titles per year. I think that having production
companies produce their own work in the form that they want
makes this a project that literally draws the future.

As a writer, I help create printed materials, and rewrite catch
copy, etc. What’s important there is the sense of creation of the
future. The name “Young Animator Training Project” focuses
on the “training,” so from this year (2011) it’s not that, but it’s
become the creation of an “Animemirai” brand with a “Anime
Future Creation Project.”

The results of 2010 are already ready, so I’d like to have you
watch these four films.

<Trailers created by “Young Animator Training Project”
Participants>

“Kizuna Ichigeki”

(Director: Mitsuru Hongo/Production: Ascension)

“Ojiisan No Lamp” (Director: Teiichi Takiguchi/Production:
Telecom Animation Film)

“Banno Yasai Ninnin Man”

(Director: Masayuki Yoshihara/Production: P.A. works)
“Tansuwarashi”

(Director: Kazuchika Kise/Production: Production 1.G.)

Okamoto: What did you learn through making these four
films in the first year?
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Hikawa: I was impressed at how these 4 different companies
came together to make films that showed such variety and
variation in Japanese animation.

Most Japanese animation doesn’t use a large number of images.
Normally, animators create films from 3,000-4,000 images. In
this project the minimum number of images used was four to
five times that amount. I felt that this was a kind of experiment
to see what would happen if the limited animation limiter was
removed.

For large number of titles, the trend is division of labor among
animators. For example, you have several levels of images,
or a layout person. If labor is finely divided, people forget
what they’re dong. Schedules are tight, jobs must be done
immediately. We’re going back to the style of the time when the
veteran animators were just coming on the scene, when it was
still creative work. We’re trying to make workplace progress
director-centered. So at this late hour I was impressed with
the strength of Japanese animation. We’re going back to the
essence of a type of animation. This may not have been the
intention of the project, but I’ll be happy if the project can be a
source of nutrients in today’s barren soil.

I personally met the animators who participated in this project.
All were in their 20’s, and had bright faces. If these young
animators continue on, they will perhaps brighten our eyes
with surprising works in 3—5 years from now. If that’s the case,
I feel that this project is significant as a future vision.

“Developing the Foundation of the
Animation Industry”

Okamoto: The Agency for Cultural Affairs is considering
construction of an Anime archive. In my position as a teacher,
I often think about how great it would be to be able to get films
from the archive to show to students.

This was a subsidization program for the Agency for Cultural
Affairs to create animation with domestic capital, but from
2011 sponsorship of international co-production will begin.
(Attachment 3, only in Japanese).

UNIJAPAN is an organization that supports creator participation
at overseas film festivals. The Agency for Cultural Affairs
selects from films that UNIJAPAN considers to be appropriate
for co-production, and pays grant money for it.

Mr. Nunokawa, I think you know that there are things that only
one company cannot provide. What do you think is expected by
the government and administration?

Nunokawa: Some anime films from the early years of its 50-
year history exist —35mm, and then it changed to 16mm. The
originals are deteriorating, so if an archive is possible, it should
be built quickly.

Films made in these 50 years, are being digitized to preserve
them for the future. This is possible for large companies, but
most companies cannot afford it. So the request from the
industry is also for support for digitization.



Archiving by the Agency for Cultural Affairs began in 2010. It
of course began with creation of a database, but much time is
required for archiving. This is not something that can be done
in only a few years, so I ask that this be ongoing for as long as
possible.

Okamoto: Ms. Suzuki, what are the expectations of government
and administration regarding infrastructure development?

Suzuki: 1 feel that people overseas are accepting Japanese
anime as Japanese culture. I think that the government’s
direction is important here.

I think it’s amazing that it’s free to enter art galleries in the
U.K. When families go out, most go to films, art galleries, or
museums. The government is skillfully directing the culture of
the people. The U.K. as a country considers English culture,
history, and art to be important.

I feel that government leadership is important in showing that
animation is current Japanese culture that is important and will
remain. This is a bit neglected.

Okamoto: Mr. Kazahaya, do you have anything to say?

Kazahaya: Japanese people live in severe climates, so they don’t
take it for granted. So I don’t think they expect to understand the
level of speech politeness used at government offices.

Whether in the U.K. or France, animation permeates people,
and I think the power of this culture will spread around the
world. Japan is coming to be assessed overseas, and rather
than having anime recognized as Japanese culture, I'd like
the government to actively promote anime as Japanese culture
through organizations like the Agency for Cultural Affairs. I
want to create that framework.

Okamoto: Mr. Hikawa, anything?

Hikawa: “Future” was a keyword, and this means “to come”
in Japanese characters, so many people may think Japanese
people think “time passes arbitrarily.” But in English, the word
future includes the sense of “will.” So, some people feel the

need to create the “future.” I think that if we keep looking
forward there will be positive results in the future.

The future doesn’t exist on it’s own. The present becomes the
past. Past, present, and future are connected. 50 years is a long
time for anime. Isn’t it time to systematize that to give it a
history?

I was unhappy to hear the media report the attention that
anime was getting overseas. Why do we need to be evaluated
from the outside? Have the country itself declare it with self-
portraits like, “Japanese-made anime has this history, these
characteristics, and differences from overseas products,”
“Japanese created it with these ideas in mind, and will continue
to do so.” Make it a universally-historical word. Even if anime
doesn’t become a word, Japanese has a characteristic power
of language so clearly defining this self-portrait will connect
it to that intention. If that happens, a definitive future can be
drawn.

Okamoto: Lastly, Mr. Nunokawa. Do you have anything?

Nunokawa: I went to the Ottawa International Animation
Film Festival in September, and went to the National Film
Board of Canada while I was there.

When I began animation, I always kept a text by Norman
McLaren, a great Canadian artist, at hand. He was like a god to
me. I was exited about being in this anime palace. The National
Film Board of Canada is a government institution, so the edifice
was huge. It also houses various Academy awards for films it
has won. People interested in anime production would be so
envious to see that environment.

We have come to this far without government aid. However,
when thinking of the future, there are limits to how far
independent productions can go. So I think it’s important for
the government to support the animation industry.

Okamoto: Thank you. This symposium allowed us to exchange
many views. Thank you, panelists, for your time.

(The above text is an edited extract from the symposium.)
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Symposium —MOVIE CAMPUS —: Session 2

The Challengers that Continue to Make
a Breakthrough in the Film Industry

Panelists: Shuji Abe (Producer/Executive Producer, Abe Shuji, Inc./Founder and Adviser, ROBOT COMMUNICATIONS INC.).”
Genki Kawamura (Producer).” Aya Umezu (President and CEO, GEM Partners Inc.)

Moderator: Morihiko Saito (Fiim Journalist/Analyst)

L R R

JI¥t ST

MC: Let’s start our second section. We will talk about connecting
through films, and the pioneers in today’s filmmaking.

Our moderator for section 2 will be film journalist Mr. Morihiko
Saito.

Saito: The first section was very academic, but section 2
should also be thrilling, as we have many prominent speakers
here with us. So let’s start by introducing them.

Abe: I'm Abe. I'm a film producer.

Kawamura: I'm Genki Kawamura, and I'm a producer
for TOHO. I'll try to be as hard as I can on Mr. Abe today
(laughs).

Umezu: I'm Umezu from GEM Partners. At our company
we provide analysis on potential, marketing strategies, and
monitoring services, not only to producers like Mr. Abe and
Mr. Kawamura, but also to marketers and promoters. I might
be able to offer a different perspective from my fellow panelists
here today.

Saito: I think Mr. Abe and Mr. Kawamura stand out of the
crowd in terms of their development process.

Choosing material for a film is going to be a huge issue from
now on. From my work as a journalist, the sum of what people
are saying is that the market, which presently comprises
3,400 screens, is going to shrink. There will be many cinema
complexes that will leave the market or be sold. There will be
lesser investors for films. There are still great directors who
want to make films, and there are still projects to be realized,
but not enough investors, especially after the Lehman shock.
This usually ends up in the disbandment of projects. Many
people are saying this trend will hurt big and small films alike.

The production, distribution, and exhibition process is
becoming increasingly digitalized. But one thing you can’t
digitalize is the ideas. Ideas come from the mind. What Mr.
Abe has produced stems from his taste. I think that’s the most
important ingredient in a project.

Today, I’d like to ask these two producers how they came
about their projects and how they developed them. I’ve been
a film journalist for 24 years. A journalist is able to cover
the shooting, distributing, and exhibiting process, but project
development goes on behind closed doors. So I'm very eager
to hear your stories.
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Session 2 Panelists:

Shuji Abe

(Producer/Executive Producer, Abe Shuji, Inc./Founder and Adviser, ROBOT COMMUNICATIONS INC.)

Born in Tokyo in 1949. After graduating from Keio University in 1974, he entered DAIICHIKIKAKU CO, Ltd. After being
placed in the company’s Design and Production Department and working as a writer, CM producer, and creative director for
numerous commercials, he founded ROBOT COMMUNICATIONS after retiring in 1986. In 1993, he also established a Films
Department, becoming involved in the production of numerous films, including Love Letter (1995, directed by Iwai Shunji),
Juvenile (2000, directed by Takashi Yamazaki), ALWAYS: Sunset on Third Street (2005, directed by Takashi Yamazaki), and
Space Battleship Yamato (2010, directed by Takashi Yamazaki). In 2010, he became the founder and adviser for ROBOT
COMMUNICATIONS, established Abe Shuji, Inc., and has since focused on film production. His recent productions include
RAILWAYS (2010, directed by Yoshinari Nishikori), CROSSROADS (2011, directed by Masatoshi Kurakata), friends: Naki on
Monster Island (2011, directed by Takashi Yamazaki), Wild 7 (2011, directed by Eiichiro Hasumi), and ALWAYS: Sunset on
Third Street 1964 (2012, directed by Takashi Yamazaki).

Genki Kawamura (Producer)

Born in 1979. After entering TOHO CO., LTD. in 2001, he planned and produced Train Man (2005, directed by Shosuke
Murakami), which became a major hit. He has subsequently planned and produced Ski Jumping Pairs (2006, directed by
Riichiro Mashima) and Detroit Metal City (2008, directed by Toshio Lee). In 2010, he planned and produced Villain (directed
by Lee Sang-il) and Confessions (directed by Tetsuya Nakashima), which ranked in the two top spots on the Kinema Jumpo
Best Ten and shared various Japan Academy Prizes. Additionally, he was selected for the “Next Generation Asia 2010” by the
U.S. magazine The Hollywood Reporter, and in 2011, he was awarded the Fujimoto Prize, becoming the youngest recipient
in history.

Aya Umezu (President and CEO, GEM Partners Inc.)

After graduating from the University of Tokyo Faculty of Law in 1997, she entered the National Police Agency. In 2000, she was
awarded an LL.M (Master of Laws) at the law school of New York University and passed the New York state bar examination.
After entering the Japanese branch of McKinsey & Company as a consultant in 2002, she has been active in start-up ventures,
marketing, improving business operations, and promoting organizational change as a manager in the fields of communications
and media. In March 2008, she founded GEM Partners Inc., whose operations include the support of marketing strategization
for the major and independent sectors of the film industry, based on research and analysis.

Moderator:

Morihiko Saito (Film Journalist/Analyst)

Born in Shizuoka Prefecture in 1961. After working as a reporter (later editor in chief) for Tokyo Transmission, a film trade
journal, he became a freelance film journalist and analyst in 1996. He has since published in numerous cinema pamphlets,
Kinema Junpo, HiVi, The Television, Nikkei Entertainment!, Space Magazine Uchusen, Japanese edition of Starlog,
INVITATION, and Tokyo Calendar. He currently writes a column (“Special Effects Laboratory”) for the anime business site
Anime Anime Japan, in addition to “Strategic Film Marketing” for Financial Japan, a business magazine for investors.

He published “Japanese Film, Collapse: The End of the Japanese Cinema Bubble” in 2007, “Why is Miyazaki’s Animation
Popular: How it Became More Popular than Spielberg” in 2008, “Why Do Movie Tickets Cost 1800 Yen?” in 2009, and “The
Effect of Bayside Shakedown on Japanese Film” (co-author) in 2010. Additionally, he has published “An Illustrated Guide
to Contents Business” 1-4 (co-author) and “Sonorama MOOK/Godzilla, Mothra and King Ghidorah: Giant Monsters All-
Out Attack” (format and content). Furthermore, he released “Japanese Cinema: Breakthrough and Bewilderment in the Past,
Present, and Future” as a digital book in September 2011.
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From BATADEN to RAILWAYS

Saito: Let’s start with Mr. Abe. When did you set up your own
company, ROBOT?

Abe: I founded the company in 1986. So we’re in our 25th
year.

Saito: Then you left the company?

Abe: Yes. I started out at an ad agency, DAIICHIKIKAKU
(presently Asatsu-DK Inc.) for which I worked for 12 years,
then set up ROBOT and worked for 24 years, and then I left.

Saito: Now you have your own production, Abe Shuji, Inc.?

Abe: Yes. Someone mentioned that he envied me because
with ROBOT, there was no retirement age, since 1 was the
founder. On the contrary, I didn’t want to be doing the same
thing forever, so those words lingered in my head. So, I decided
to start anew, and set up a new production. ROBOT had also
become a huge entity, which means you have to prioritize
business over creating. I always saw myself as a creator, so
I wanted to concentrate on creating film rather than running a
business. I decided my baby, ROBOT had grown up, and it was
time to leave.

Japan’s population is said to be estimated to shrink to 90 million
in 40 years, which means the film industry will also shrink.
This is one thing our production has to take into consideration
in contemplating the future of the industry.

Saito: Is it mainly project development that Abe Shuji, Inc.
does?

Abe: Yes. We develop the projects and then hand them over to
ROBOT for production.

Saito: This coming December 3rd, you will be releasing
CROSSROADS, the follow-up to RAILWAYS. Shochiku is the
main producer for this film, but was it you who brought it to
Shochiku?

Abe: Basically, yes. The “RAILWAYS” series was originally
a project under a different title. The project for the first film
was presented to Shochiku by its director, Yoshinari Nishikori.
It was to be a film about the Ichibata Railways in Shimane,
so it was titled BATADEN. But the title wasn’t appealing to
Shochiku, and they were about to turn the project down. So |
just came up with the idea right then and there to tell them that
BATADEN was only a tentative title, and that the film was to
be officially titled RAILWAYS. Then they liked it. A title can be
very attractive.

As was with ALWAYS: Sunset on Third Street, atitle is imperative.
It has to be catchy. I always had that title at the back of my head,
and that’s why I think I arrived at the title RAILWAYS for this one.
Ultimately, we decided the first film should be titled RAILWAYS
49-sai de Densha no Untenshi ni Natta Otoko no Monogatari
(RAILWAYS —the Story of a Man Who became a Conductor at
49). It was easy to push for this title, as [ had earned trust with
ALWAYS: Sunset on Third Street.

Business wise, the first “RAILWAYS” did not do that well. Yes,
it was a hit, but I had higher expectations for box office sales. So
I feel very happy to have been able to make the follow-up film.

Saito: Who did you envision showing RAILWAYS to?

Abe: Being a railway fan myself, I'd thought there must be
many like me. [ was wrong. No, no that was a joke (laughs).

Before starting RAILWAYS 1 remembered reading an article
mentioning that the railway business was immune to economic
stagnation. It wasn’t a huge business, but it was a steady one
with many fans. Being a fan myself, I wanted to make a film
about railways, and I was looking for a project. Then Nishikori
came in with the BATADEN project, probably because he
knew I liked trains. So we ended up bringing the project to
Shochiku.

The Importance of a Title

Saito: What do you usually include in a project proposal?
Abe: Usually, a synopsis, main target, and cast list.

Even in the proposal stage, the title is intrinsic. There is a back
story to ALWAYS: Sunset on Third Street too. It was originally
titled Sunset on Third Street. Everyone seemed fine with it, but
it didn’t sit well with me. I was determined to put ALWAYS in
the title.

Saito: I heard there was much opposition against the project.

Abe: Everybody was opposed to it. They all said, “there’s

>

no market for this,” or “who wants to see a film about tiny
4 tatami-mat roomed houses?” And the baby-boomers who
actually experienced that era depicted in the original comic

were the weakest demographic in terms of film-going.

The only key we had to create the film’s image was the original
comic series. So we made a pilot to show what this world
would look like. I think that was a key turning point. We also
kept saying that we need to create a new market. That it’s not
that people “are not going to films,” but that “there are no films
to see.” If we made a film for them to see, the baby-boomers
were sure to come to the cinema. It’s said that this generation
has a population of 6 million to 8 million. So we said it’s time
we make a film for them, and then we were finally able to start
production.

I find I have an affinity for titles in alphabet, like ALWAYS: Sunset
on Third Street, CROSSROADS, Wild 7, friends: Mononoke
Shima no Naki (friends: Naki on the Monster Island). Not that
all this was intentional, but again, the title is intrinsic in initiating
a project.

Saito: And you’re not just talking about one film, correct? You
need to brand these as a package, and you need to convey the

entire universe it depicts.

Abe: Yes. It’s the ones that instantly tell you what it’s about,
that attract the audience.
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Saito: Maybe you are putting the tactics you learned in your

ad agency days to good use.

Abe: Yes, titling the film is like copywriting.

Trying to Create a Series

Saito: Why did you decide to make the follow-up when you
knew “RAILWAYS” wasn’t a huge success?

Abe: First of all, I wanted to make a completely new type of
series. Series like “Otokowa Tsuraiyo,” “Bayside Shakedown”
or even “Umizaru” have the same cast, crew, and story setup. I
wanted to create a series that has the same main title but different
sub-titles, with different cast and different setting every time.

The first “RAILWAYS” film earned much accolade, so it
was Shochiku who came to us the second time around. We
had willing investors too, to make it possible. I do hope that
“RAILWAYS” becomes a long living series.

This decision is underscored by the advancing depopulation
of local regions, demonstrated by the increasing number of
deserted neighborhoods and progressing subsidence. When
creating the first film of the “RAILWAYS” series in Shimane
Prefecture, I was driven by the ambition to provide a source of
vital energy to regions throughout Japan by featuring different
local railways and thus creating exciting opportunities to foster
momentum for development. In that sense, my intention was to
create a completely novel film series.

The story of the second film of the series, CROSSROADS, takes
place in Toyama Prefecture. In fact, the local private railway is
popular among railway aficionados all over Japan. I was sure
that by using it as a set, I would secure the success of the film.

When we approached the Toyama railway company with the
project, however, they responded very negatively and refused to
cooperate. Later, we learned that their president was a huge fan
of the film, and hoped to see the Toyama railway featured as a
set. The timing of our proposal was so perfect, that it made him
suspicious. He thought we were con artists. Today, the railway
company staff and local people are very excited about the film
and provide full cooperation. That is why I want to make it a
nation-wide series that will feature various local railways, and
then will serve as source of invigoration for local regions.

Saito: So the first condition for a regional town to be chosen as a
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setting of the film is the existence of a local railway line, right?

Abe: Correct. After all, the title of the film is “RAILWAYS.”
Nowadays, the management of such private local railways is
extremely tough, but Shimane is enjoying the economic effect
of the first film, demonstrated by a 10% increase in the number
of passengers, and a rise in the number of visitors. Going
forward, however, it is essential to not let this momentum fade
out as a one-time festivity, but to utilize it as an engine for
steady development.

Now I am considering where to shoot the third film in the
series. Of course, first the second film must perform well in
the box office.

Saito: So what do you consider a good film project?

Abe: That would be a project that can create new markets.
A high-quality project that transcends genre limitations and is
received with critical acclaim. I'd be happy if I could create
such a film that will please spectators.

Saito: So you are not looking to make a hit film, right?

Abe: Right. Not every film has to be a hit. Our job is to make
films that please spectators regardless of the genre.

Saito: Thank you.

Next, we will screen the trailer for the Mr. Abe’s spirited second
film of the “RAILWAYS” series, and the trailer for Wild 7.

<CROSSROADS and Wild 7 trailers>

Abe: The two film truly belong to the different ends of the
spectrum. I recommend that men go see CROSSROADS by
themselves, and women go see it with friends. If married
couples see it together, they may get into too much thinking.

Saito: What kind of audience is Wild 7 made for?

Abe: I believe Wild 7 (released on December 21, 2011) is a
unique film in Japan’s film history. We timed its release so that
it roughly coincides with the release of Mission: Impossible
— Ghost Protocol, (December 16, 2011), and I hope spectators
will compare both films. Our goal was to create a film that will
fascinate spectators and will not be second to Hollywood action
films, so I recommend it to all cinema fans.

The Difficult Path to Making Moteki

Saito: Genki Kawamura, congratulations on the success of
Moteki.

Kawamura: Thank you.

Saito: I understand that the process by which it came to be made
into a film was completely different than the usual production
committee method of various people doing their sums and

calculating whether it would be a commercial success.

Kawamura: That’s right. Moteki was originally a manga by



Mitsuro Kubo, who is a big fan of Hitoshi One, the director of
the TV drama and film. Mr. Kubo said on Twitter that he would
like “Moteki” to be made into a film only if Mr. One was the
director, to which Mr. One half-joking replied that he should
appoint him as the director if he got a film offer. Then an offer
did actually come.

But the difficulties still lay ahead. To make the “Moteki” TV
drama, Mr. One’s own proposal and screenplay was taken to
various TV stations. Finally, TV Tokyo showed interest and it
was decided to dramatize it within the framework of the late
night “Drama 24” program.

I had wanted to work with Mr. One for many years. On reading
the first draft of “Moteki,” I thought his use of music, imagery,
and the overall style were really interesting and I sent him an
email asking if he wanted to make a film.

I had wanted to make J-POP musical-type films, but “Moteki”
on TV, contained all of these elements so I talked to him about
merging my proposal and Mr. One’s TV drama. At first Mr. One
was completely opposed to the idea (laughs). Mr. Kubo also said
he would not create an original story for a film, while the TV
lead, Mirai Moriyama, said he didn’t want to appear in the film.

The chief editor of “EYESCREAM” magazine arranged a joint
interview piece with myself, Mr. One, and Mr. Kubo, during
which we started talking a little more enthusiastically about
making a film of Moteki. It took an unexpectedly long time
until everyone was on board.

Focusing on Screenplays

Saito: So you didn’t think of making a film on first reading
the screenplay?

Kawamura: In “Moteki,” the main character falls successively
in love with four women. When I read the original story, I
thought it would fit a drama series but couldn’t be done as a
two hour film. It was then dramatized, directed by Mr. One. I
enjoyed each week from a comparatively objective standpoint.

Saito: But the viewing figures in its late night slot were just
3%, and your company, TOHO, is known to be very sensitive
about viewing figures. How did TOHO react to your proposal?

Kawamura: When I proposed Villain, Confessions, and Detroit
Metal City, the reaction in TOHO was always, “What?” I always
try to convince people that my proposal is actually a safe bet, But
in fact, I am even not sure until I complete the work.

When I mentioned I wanted to make a film out of “Moteki,” I
was asked, “What are the viewing figures?” and when I replied
“3%,” they would give me a strange look (laughs). However,
once they watched the drama their opinion changed, and they
told me that Hitoshi One was a talented director. They started
thinking that it was worth making the film if we make a quality
screenplay. After that, Mitsuro Kubo and Mr. One worked
together and the storyboard and screenplay went ahead at the
same time. About a month later, the first draft of the screenplay
was completed and so we presented it to the company and got
the green light to go ahead.

Saito: So you made an in-company presentation once the
screenplay was more or less completed?

Kawamura: TOHO is very focused on consensual decision-
making on screenplays. In TOHO every member of the film
committee meets for a presentation on a proposal, which will
include details on the screenplay, director, and main actors.
They read the screenplay, and together they decide whether to
go ahead with film.

I remember when Kamikaze Girls came out, the director,
Tetsuya Nakashima, wasn’t very well known. The story was a
buddy film between a Lolita girl and a Yanki girl, with Kyoko
Fukada and Anna Tsuchiya cast in the lead roles; but many were
skeptical about turning it into a film. But a TOHO executive
read the screenplay, loved it, and immediately decided to make
the film.

A Project Starting with a Sense
of Disconnect

Saito: I see. I have read “Moteki, the Diary of a Director” by
Mr. One and he says in it that he wanted to be the director only
if TOHO, which has more than 200 screens nationwide, took
on the project. He was imaging a major release for a late night
drama with viewing figures of 3% on a TV channel.

Kawamura: My impression was that the world had yet to
discover “Moteki” but it had film potential. There was a sense
of disconnect, and we started a project to find out why such a
good drama had only a 3% viewing figure.

“Confessions,” a film was very similar to this. I am less motivated
to make a film for a project that everyone wants to buy.

Mr. One also thought that “Moteki” could take shape and be
a success. We both agreed that there is no point making a film
in single-screen independent cinemas out of a late night drama
with 3% viewing figures.

Saito: Did Mr. One expect that as this was a TOHO project, it
was going to be a major release?

Kawamura: I think so. He has a good producing sense.
Sometimes you would sell your soul just to get a film made,
but he didn’t think there would have been much point unless it
was done by a major company with 200 cinemas like TOHO.
He thought that if TOHO didn’t give us the go ahead, it was
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better not to make the film. This is pretty much the risk you
take with all films and I think that Mr. One thought that the film
was worth taking a risk.

Adapted Screenplays and
Original Screenplays

Saito: Looking at all of the previous projects you planned
and produced, they are all adapted screenplays. Is it because
you are interested in finding the reason why some interesting
works are not popular? Or do you want to create an original
screenplay?

Kawamura: That is always talked about. Everyone likes
talking about writing an original screenplay (laughs). I
have two basic reasons why I make a film from the adapted
screenplay. The first is I personally love films from adapted
screenplays, including overseas films. For instance, I like
Clint Eastwood’s Mystic River, which was based on a novel.
More recently, I really liked Paul Thomas Anderson’s There
Will Be Blood, based on the novel “Oil!” by Upton Sinclair.
Usually the overseas films that I like are adapted screenplays.
For me, what is interesting is the combination of the original
author and the creative team commencing with the director to
produce films which surpass the original works. For example,
I think that an adventurous film like The Dark Knight would
be difficult to make without the foundation laid by “Batman.”
Personally, I have always liked these adventurous films built on
such a platform. Of course, I write some original screenplays.
But I don’t think it’s necessarily admirable. The sequence of
events for an original screenplay should be that there is a story
that we want to tell, but as there is nobody available to write it
so we write it ourselves. I think it is wrong to praise something
just because it is original. What is important for a film is that
the audience enjoys it; it has nothing to do with whether it is
original or adapted. The original screenplays I have been doing
are for projects I wanted to do but when I researched them,
found that no original existed so had no choice but to get a
screen writer and creative team together and for us to do it
ourselves. So I am not that concerned whether a film is adapted
or is original; rather, what interests me is whether the story is
worth telling.

Saito: Don’t directors or writers tend to be more preoccupied
with having an original screenplay?

Kawamura: But Tetsuya Nakashima makes films with an
adapted screenplay, doesn’t he? He writes the script himself, he
is a genius script writer. Nakashima has a real eye for images,
but I think he is also perhaps the most talented script writer in
Japan today, his scripts are incredible.

If I said to him, “Let’s make films with original scripts” he
would reply, “In which cases I would only be able to make a
film once every four years. I like to make films once every two
years, so I use adapted screenplays.” I agree with this. Creating
an original screenplay for a two hour film requires about ten
hours worth of story, which is then condensed into a screenplay
of about two hours. If this is not done, the story will be weak.
So as this takes extra time it becomes impossible to make a
lot of films. Therefore we use both adapted screenplays and
original screenplays.
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Saito: Mr. Abe, what is your opinion on adapted screenplays
and original screenplays?

Abe: My opinion is a little different. I think that fundamentally
a film should be an original story. For example Juvenile by
Takashi Yamazaki was entirely original. However, I understand
that in today’s film business it is difficult to make original-
screenplay films.

ALWAYS: Sunset on Third Street had an original story, but the
film can be said original screenplay. It borrowed story elements
from the manga “Sunset on Third Street.” My thought for this
project was that I wanted to see Tokyo Tower being constructed
first in the film. So this was original. However, this alone was
insufficient on which to base a film, so we borrowed the themes
from the manga that depicted precisely that period of time. So
we went to see the manga’s author, Ryohei Saigan, and sounded
him out about turning “Sunset on Third Street” into a film.

Sothere are works that skillfully combine an original perspective
with an adapted screenplay, such as ALWAYS: Sunset on Third
Street, and entirely original viewpoints, such as Juvenile and
Returner. Takashi Yamazaki, just like Tetsuya Nakashima that
Mr. Kawamura previously mentioned, is an incredible script
writer as well as being a director and I would like to make an
original film with him. I feel that in this business, films have to
be a collaborative effort.

Kawamura: Yes, I think it’s difficult to have success with
a simple original screenplay. Previously, I only wanted to
do J-POP musical films, but then we invented a story and a
structure for the manga “Moteki.” It succeeded as a project by
combining my plan with an original story. Similarly, Water
Boys was based on a true story, to which the director added his
own story elements. Hula Girls was the same. A project won’t
be approved thanks only to a single factor, whether based on a
true story. I think putting creativity into the film is essential to
produce successful project.

Abe: 1 was impressed with you Detroit Metal City project by
Mr. Kawamura. That was the first time I had seen your work.
Nowadays, everybody is talking about you.

Kawamura: Thanks. But isn’t Detroit Metal City completely
outside your area of interest, Mr. Abe?

Abe: That is why I was so impressed by it. I was working for
ROBOT when I saw it and called a subordinate and asked if he
could do a project like that. I was quite shocked when I saw
your plan.

Kawamura: A film we plan is ultimately an extension of the
films you have seen and enjoyed, don’t you think? I think that
you probably like Hollywood films, Mr. Abe. My favorite films
are Trainspotting and those by Stanley Kubrick or by Alfred
Hitchcock in Hollywood films.

Abe: I like Hitchcock (laughs). As for Japanese films, I really
like the series performed by Crazy Cats. I think they are proper

films. I don’t only like Hollywood films.

Kawamura: I like films that are in comparatively bad taste.



But I think both Mr. Abe and I find it interesting when our work
Crosses Over.

Liking the Word “Planning”

Saito: Your title on your business card, Mr. Kawamura, is
‘film planner,” but on your profile today it states you are a
film producer, which I think are two different roles. Do film
planners also produce at TOHO?

Kawamura: T often am credited with planning. Maybe you
agree Mr. Abe, but I think that the planner often takes the most
pride in the film. The person who says “I think the film would be
interesting if we do it in this way” is extremely important. This
person is sometimes the director, sometimes the producer, and
sometimes the actor. A film starts with a plan, so it is something
I like to be involved in. In the pre-production stage, planning
plays an enormous role in determining how interesting the film
is going to be. I really feel that I have played a part when I see
my name next to planning in the credits. But for me, planning
and producing are the same. I go to the set, work with the
director on editing or publicity; basically I work on everything.
So for me, my work isn’t that much different if I am working
as a planner or producer.

TOHO President Yoshishige Shimatani has also said this, but I
like the word “planning;” that “I like the feeling I get surprising
people when I put this film out in our world.” Actually, they
are not that surprised (laughs). I like to think about the design
of a film.

Saito: I think we first heard your name, Mr. Kawamura, on
Train Man. Had any of the projects you submitted before that
been turned down?

Kawamura: Yes, lots. When [ was 23, I worked in a department
responsible for organizing and planning films. I didn’t have to
do much in my first year so I mainly read manga and novels
while I manned the phones. I think I read about 500 books or
scripts in that year. As I had nothing else to do, I searched for
ideas.

One day I realized that senior producers had already made a
best-selling story into a film, and that I had to find ideas for
films that they would never come across. So I thought, what
about a film on the Internet? I then realized that there was no
one anywhere in the world making films of true stories on the
Internet. Today we have films like The Social Network, but at
that time I thought that it would be something totally original.
At precisely that time I saw Lost in Translation and loved it.
But I was surprised to see a film about Shinjuku told from the
viewpoint of a foreigner. As Shinjuku had already been the
setting for films, I started thinking about what other locations
would be interesting for a film and I thought, Akihabara. Today,
thanks to groups like AKB48 Akihabara is flourishing, but at
that time it was considered a slightly strange place. So I started
looking for ideas for a love story set there and I came across the
adapted screenplay for “Train Man.”

A Great Project for Genki Kawamura

Saito: What is a great project for you, Mr. Kawamura?

Kawamura: 1 also like projects where you feel you are
designing the film. For example, when I heard about what Mr.
Abe’s next project I thought that was the kind of project any
person in the industry would want to do; to elaborate, a project
that the average person would say, “I really want to see that
film.” I think that the ‘design’ is very important in achieving
this. On one, level planning is about having an interesting story,
but on another level, it is about what director to use, the casting,
and as Mr. Abe said, what title to have. All of these elements
are essential. Mr. Abe hit on this when he talked about whether
the project would get the green light based on just the title,
“RAILWAYS.” This is a very film-insider type discussion, but
I think it is very important. I enjoy this sort of planning, when
I am involved in the overall design. I think ALWAYS: Sunset on
Third Street was such a project.

Abe: And for that reason it was a really difficult project to
start up.

Kawamura: Planning for a story that nobody else wants to
touch (laughs). However, the plan already was for Mr. Yamazaki
to direct it.

Abe: Of course, Mr. Yamazaki loves sci-fi and VFX films. He
wanted to be a director after watching the “Star Wars” series.
But even for a master of VFX like Mr. Yamazaki, I thought that
if his third film after Juvenile and Returner was also a sci-fi,
he would unfortunately end up being labeled as just a sci-fi
director. At first, Mr. Yamazaki didn’t want to make the film at
all; he was born in 1964, so it was a story from when before he
was born in a Tokyo that he had never seen. However, James
Cameron made Titanic after Terminator and Terminator 2. So
we persuaded him that nobody but him could make ALWAYS:
Sunset on Third Street. We said that his specialty may be
creating a world out of his own imagination, but wouldn’t it be
a good idea to film the real world too? The hardest job on that
film was persuading him to be the director. But without him, I
don’t think it would have been a success.

Kawamura: That was your biggest planning task; so by the
time you started working with Mr. Yamazaki on that film,
maybe about half your work as a producer was already done?

Abe: No, about a quarter (laughs). But I was 100% convinced
that the film would be a success. I don’t think it would have
been a hit if it had been made by any other director.
Kawamura: I agree.

The Reasons for the Success of Moteki

Saito: Can we now watch the Moteki trailer, which Mr.
Kawamura planned and produced?

Kawamura: It has opened (as of October 28, 2011) and been
favorably received, I think people should go knowing that men
are going to be particularly taken with it, as I imagine it is a
story that men up to 50 years of age are going to find familiar.

<Moteki trailer>

Saito: Have the Moteki box office takings surpassed 2 billion yen?
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Kawamura: They are around 1.9 billion yen (as of October
28,2011), so it looks like they will surpass 2 billion yen. (As of
January 1, 2012, Moteki had taken 2.22 billion yen).

Abe: That’s incredible.

Saito: As the producer, can you point to the reasons why the
film has been a success?

Kawamura: I love films and there have been times that I
made the films I wanted to see and weren’t being made. In
the past, even in general entertainment films, there were erotic
elements, don’t you think? For example, there was an erotic
element in “From the North Country, 87; First Love” in the
“From the North Country” series. So in films, including those
films from Nikkatsu in olden days, there used to be an element
of eroticism. Recently, this element has increasingly been lost
and general-entertainment films with an erotic element are no
longer are being made. So I wanted to make a film that was
funny but also erotic, in a dignified way.

The eroticism is actually a central theme in Moteki, although
this was not readily apparent in the trailer. So I think that films
in genres that recently we have not seen, or in genres that
are considered a little indiscrete, can still succeed as general
entertainment. When I saw the “Moteki” TV drama, I felt that it
had perfectly captured this sense of eroticism and that if this was
accepted by viewers, it would probably be a hit. But initially, it
didn’t seem to have much chance of being a hit.

Today, there are not many works in this genre. This year, many
of the films being made in the west and in Japan seem a little
serious. Therefore, the playful Moteki stood out within this
line-up of serious films and it proved to be a big hit among the
younger audience who go to the films for a fun night out.

Abe: The film was a hit with young people nationwide, even
though the TV drama was shown on TV Tokyo, which is not
a national network. Did word of mouth spread among young
people on forums like Twitter?

Kawamura: Yes. The audience has to work hard to see a film
compared to other forms of entertainment; they have to catch
a train, go to the cinema, and then pay 1,800 yen. So we were
constantly thinking about how to attract a film audience for a
TV drama only shown after midnight. As the viewing figures
were only 3%, our target audience seemed pretty small. We
began to think we couldn’t comprehensively target the kind of
person who watches a late night drama while also targeting
the kind of person who chooses a certain media or form of
entertainment. So we ruled out people who from the start had
no interest in this kind of film.

Abe: Despite this, the film has taken around two billion yen
and about two million people have seen it, which is incredible.

Kawamura: That’s right. We thought if we could expand the
potential audience to those who watched Fuji Television’s
“Getsuku” drama or the “Harry Potter” films, or listened to
EXILE, then we might have a hit. So we took care not to make
it too laddish. It was very difficult to achieve the right balance.
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Saito: friends: Mononoke Shima no Naki, on which Mr. Abe
and Mr. Kawamura collaborated, will be released in the 2012
New Year. Did you two discuss when making this film?

Abe: We did not really have any specific discussions. The
project took off thanks to Mr. Yamazaki. This was his first
animated film.

Kawamura: Mr. Yamazaki had a project within a company,
Shirogumi to create a CG anime film. He had written story and
created characters adapted from “The Red Ogre’s Tears” (a
fairy tale by Hirosuke Hamada). The story was so wonderfully
interesting so that it took 6 years for us to finish it.

Saito: It took 6 years?

Abe: In the end, yes. Obviously when we started we hoped
it wouldn’t take that long. The project would lose and gain
momentum, but finally it was finished.

Kawamura: Yes, it took a long time to write the screenplay,
so in the end it took 6 years. But for this reason I think it has a
really strong story.

Abe: T think it shows exactly how for Japanese anime has
come.

Kawamura: Shirogumi Inc. has amazing technologies. This
film has already been sold to 6 or 7 countries based only on a 5
minute digest version; not the complete version. It is definitely
the case that animation is an easier sell overseas.

Saito: So let’s watch the trailer for friends: Mononoke Shima
no Naki.

<friends: Mononoke Shima no Naki trailer>

Declining Box Office Revenues

Saito: I don’t think that either Mr. Abe or Mr. Kawamura are
that involved with the marketing side of things, but moving to
the practical side a little bit, Ms. Umezu is going to explain to
us the current marketing situation in Japan.

Umezu: Hello everybody. This year, revenues have been
declining. While I think you all know this fact, and the reasons
vaguely, I would like to analysis the decline using the figures
compiled by the staff at my company from a range of data. As
we can see in this graph (Figure 1 in Japanese), 2010 was an
extremely good year for box office takings, at 221 billion yen.
In comparison, starting in January, this year (2011) takings have
consistently trended an average of 19% lower. If they continue
in this manner, revenues for the year will be 178 billion yen.
As you may know, the film market is about the same size as the
beni shoga (red ginger) market. To give you another example,
the annual turnover of the Isetan Shinjuku Store is 240 billion
yen, which again is about the same scale as the film market.

Various reasons have been put forward for the decline in box
office takings, including the bursting of the 3D film bubble, the
Great East Japan Earthquake, and also the lack of any hit films.
Management in the film industry is very concerned about these



problems and has been researching whether they are structural
in nature.

First, let’s look at a graph showing the impact of the earthquake.
This graph (Figure 2 in Japanese) shows how overall economic
activity trended from March onwards relative to February,
which is set as zero. There are a lot of lines, but if you look
at the thick line that shows the trend in the lifestyle services
and entertainment industries, we see that compared to other
industries, this sector has dramatically declined. Within the
entertainment industry, the decline experienced by the film
sector is actually not as severe as that experienced by other
sectors.

In this graph (Figure 3 in Japanese), February is again set
as zero. The thick line shows the number of people visiting
cinemas, and while numbers declined slightly in March, by
April they had already started to recover, with some subsequent
months being even higher than February. The sector of the
entertainment industry suffering the most is amusement and
theme parks, while we can see that compared to the other
sectors, the effects of the earthquake on the film sector have
been limited.

Next, let’s look at the impact of 3D films on figures. The left
side of this graph (Figure 4 in Japanese) shows the totals for
the top 5 films in terms of box office takings in the first half of
2010. The right side shows the totals for the top 5 films of 2011.
We see that not only are there less 3D films, but the average
revenues per film have also dramatically declined. 3D films
in 2011 seem to be utterly failing to attract an audience. The
total box office takings of the top 5 films of 2010 were about
34.6 billion yen; but this year, they are around 17.4 billion yen,
down about 50%.

Another major factor is the poor performance during the
summer holidays and Silver Week. This graph (Figure 5 in
Japanese) shows the takings of the top 10 grossing films
released in the July to September period. The left side shows
the 2010 figures and the right side are 2011°s. The darker part
shows films opened last year and this year from the same
studio. Pixar Animation Studios (Toy Story 3, Cars 2), Studio
Ghibli (The Secret World of Arriety, From Up On Poppy Hill),
and the “Pocket Monster” series all opened both last year and
this year.

Looking at the graph, we see that the “Pocket Monster” films
took about the same amount each year, but comparing Toy Story
3 (10.8 billion yen) and The Secret World of Arriety (9.3 billion
yen) in 2010, with Cars 2 (3 to 3.3 billion yen) and From Up On
Poppy Hill (4.5 to 5.0 billion), in 2011, then takings decreased
dramatically, by about half, or around 12 billion yen.

This graph (Figure 6 in Japanese) shows revenues and the
extent of the change for each month in 2010 and 2011. As
mentioned, total revenues were down 19%, or 38 billion yen
in total; of which, 17 billion was due to the bursting of the
3D bubble, 2 billion to the earthquake, and 19 billion due to
the poor performance in the summer holiday and Silver Week
periods.

The next two graphs show whether this phenomenon has ever

occurred before. This graph (Figure 7 in Japanese) compares
the monthly box office takings of 2010 with figures from
2006 to 2009. Takings from 3D films and during the summer
holidays and Silver Week were strong in 2010, and total 2010
revenues were about 20 billion yen higher than the average for
the 2006 to 2009 period.

However, in comparison, in 2011 (Figure 8 in Japanese) takings
were down about 12% in the January to September period,
and are forecast to fall 23 billion yen for the entire year. Even
when accounting for the earthquake (about 4 billion yen) and
the poor performance in the summer holidays and Silver Week
period (about 9 billion yen), it still does not account for the
approximately 23 billion yen decline. In other words, the fall
cannot be explained solely by these two negative factors (Figure
9 in Japanese). So what were the other reasons; a change in
publicity, in the films, in the audience? After looking at the
possible causes from a variety of viewpoints, we identified the
following negative factors.

The graph (Figure 10 in Japanese) shows the changes in the
rates of awareness and TV exposure for films. Those of you in
publicity will be very familiar with this, but when publicizing
a film the awareness rate is a very important indicator. It
expresses the percentage of people who are aware of the
film being publicized. The left side of the graph (Figure 10
in Japanese) shows data for how much the average awareness
rate increased for films released on 100 screens or more up for
the start of publicity to the time they were released in 2009,
2010, and 2011. It reveals that the rate slightly declined each
year. In other words, the percentage of people aware of films
is gradually declining. Accordingly, the number of people
visiting cinemas is also gradually falling. We can extrapolate
that the decline in the awareness rate is causing the percentage
of people wanting to visit the cinema to decline.

People get information about films from the TV. The right side
of the graph (Figure 10 in Japanese) shows the extent to which
films are publicized on TV, expressed as an index calculated by
‘the timeslot in which it appeared’” multiplied by ‘the viewing
rate for that timeslot.” It shows that exposure from both ads and
within programs has declined. In other words, we can conclude
that the film awareness rate has fallen due to a decline in TV
exposure.

Often, the films that we want to go to the cinema to see are those
that TV stations have invested in. In the next graph (Figure 11
in Japanese), the left side shows the trends in film releases in
which TV stations did or did not invest, while the right side
shows the takings in films’ opening week. From the graph,
we see that the number of films in which TV stations invested
has decreased and accordingly, their total box office takings
have also declined. In contrast, the number of films in which
TV stations did not invest and their total takings have slightly
increased, but not enough to compensate for the decline in
those in which TV stations did invest.

Next, how have audience numbers changed? This graph (Figure
12 in Japanese) shows the number of films watched per person
during 2009 and 2011 and the participation rate (the percentage
of people who visited a cinema within a one year period). The
left side shows the data for men and the right side for women.
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We see that while the number of films watched per male has
hardly changed, their participation rate has decreased. On the
other hand, despite the fact that the number of films watched per
female has decreased, their participation rate is about the same.
In other words, the declines in the number of films watched and
the participation rates are slightly different for men and women.
What is the reason for this? About 60% of cinemas are adjacent
to or within a shopping mall and recently shopping-mall sales
are slightly down. Considering consumer behavior, then we can
imagine that the decline in shopping mall sales is one factor
behind the above data. In addition, men and women economize
in different ways. When a man economizes, he tends to give up
little luxuries like going to the films. Conversely, women tend
to reduce the number of times they consume these luxuries, but
continue to consume them at a lesser extent. These consumer
behaviors are typical of men and women. This graph (Figure
12 in Japanese) precisely reflects this behavior, so it seems that
the different ways men and women economize is another factor
behind the data. However, this has not been corroborated in
any way.

The next graph (Figure 13 in Japanese) shows consumer
behavior; specifically, data for men and women who frequently
went to the cinema from 2009 to 2011. We see that fewer men
are going to the cinema with women; in other words, less
people are going to the cinema on dates. However, the numbers
of both men and women going to the cinema by themselves
have increased. While it depends on the type of film, normally
the tendency is for box office revenues to increase when people
go to the films with others, so this is a negative change in
consumer behavior.

So this structural change in consumer behavior has exacerbated
the negative factors of the collapse of the 3D bubble, the effects
of the earthquake, and the poor performance in the summer
holiday and Silver Week period. Consequently, compared to
2010, takings in 2011 declined by around 43 billion yen (Figure
14 in Japanese). Unexpectedly, the impact of the earthquake on
revenues wasn’t that large. We can speculate that rather than
affecting the number of people visiting cinemas, the impact of
the earthquake will be felt most creatively, in much the same
way that 9.11 is continuing to influence directors today.

Toward the Future

Umezu: The next graph (Figure 15 in Japanese) shows forecast
revenues for 2012. The structural changes will continue next
year; therefore, the forecast is for revenues to fall below the
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2011 figure of about 178 billion yen. The breakeven point in
the film industry is relatively high, so if sales drop by around 15
to 20%, it will have an enormous impact. So the film industry
has to bounce back at any cost, but what can be done? For
example, as previously stated TV exposure is decreasing and it
cannot easily be increased. It would be useful to think of more
effective publicity techniques. These days, many people use the
Internet to buy tickets, so we need a variety of measures to take
advantage of this. However, I think that planning is extremely
important (Figure 16 in Japanese).

No matter what you multiply it by, zero stays zero and so
something must be done to restore box office takings. For
example, the reason why 3D films were hits in 2010 was not
because people were interested in this technology; rather, they
appealed to filmgoers by showing them a new world they had
not seen before. To restore box office revenues, films that can
create this new world must be planned. This graph (Figure 17
in Japanese) shows trends in box office revenues in the last
20 years. The dark colored bar chart shows the years where
revenues grew 5% year on year, while the line shows the
increase in screen numbers. We see that revenues are not really
correlated to increases or decreases in screen numbers. The
tendency is to think that an increase in screen numbers will
significantly affect revenues, but it is not the case that revenues
increase in proportion to the rise in screen numbers. Rather,
the years when revenues increased 5% year on year were those
in which there were fresh and innovative films, about which
people say, “That year was when that great film was released.”
Even looking at the last 20 years, we can see that the fall in
revenues in 2011 was relatively substantial. Going forward,
new types of films are required to regenerate the film industry.
Which leads me to conclude that to achieve this, we have to put
our hopes in planning, which is the source of films’ value and
that can take the audience to this new world.

Saito: Thank you. Revenues from the 2011 summer period
were considerably down, between 15 to 20%. I often hear that
families have completed stopped going to the cinema. If we
consider the financial burden imposed on a family going to
watch a 3D film, then we can understand why demand for these
films seems to be sated.

Umezu: For a family trying to economize, the cost of 3D film
tickets is high, which is probably a major reason for the decline
in summer box office revenues. After buying tickets for everyone,
popcorn, and so on, the cost will exceed 10,000 yen.

Saito: Wasn’t From Up On Poppy Hill originally intended to
be a family film?

Umezu: I am not sure who the target audience was, but it was
very popular among older males. I cannot recall the exact figures,
but the percentage of this audience who wanted to see it was very
high. This is a different trend than usual for Ghibli Studios.

Saito: So Mr. Abe and Mr. Kawamura, what do you think of
the situation for the launch of your 3D family film, friends:

Mono no Keshima no Naki at the start of 2012.

Abe: Nothing but bad news (laughs).



Kawamura: It’s about planning, nothing more nothing less.
Planning must be coordinated with marketing, as poor planning
can undermine marketing. But based on the data, then I think
we must slightly change our publicity approach to take into
account the tough conditions and the avenues by which people
get information.

Abe: I think that the ticket price of 1,800 yen is high, that
people would watch a film for 1,000 yen. But I am not sure if
audience numbers would double even at this price.

Kawamura: So you are among those that thinks that ticket
prices should be lowered?

Abe: This would be difficult.

Kawamura: Based on the data, there is a strong argument
that audience numbers would not increase even if ticket prices
are lowered. Roughly speaking, the sort of person who says “I
would go to the films if tickets were cheaper” is not the type
who goes to watch films.

Abe: Yes. But a question I have had for a long time is, how
can a ticket for a film made in Japan cost the same as for a
Hollywood film that cost 10 billion yen or 20 billion yen to
make? I believe this gives a bad impression of Japanese films.
Including promotions, I think that a considerable number of
people are visiting places close to cinemas. But, that final push
to get them to actually go and watch a film is lacking. I think
that overcoming this final obstacle is difficult and that one
reason for this is ultimately the 1,800 yen ticket price. I hope
we can overcome this problem through planning interesting
films.

Film Making is Changing

Saito: Recently, the way films are being made is changing,
other than in planning. Can we talk about this a little?

The Dream Pass system uses flash marketing in its publicity.
For example, Dream Pass customers might nominate The Dark
Knight as a film that want to see again on a big screen. The
tickets for this film are then sold on the Internet and once a
certain quantity of tickets has been sold, arrangements are
made for it to be screened. But if this threshold of ticket sales
is not met, it is not screened. So films that are screened are
decided by the number of requests. The Dream Pass system,
which has been used for more than two years, is run by Bluem
Inc., who uses the Dream Pass system to fund the production
costs of new films in its Path to Dreams project. For example,
in about three weeks, it sells 416 tickets (of 1,000 yen), and
the names of the people who bought a ticket will appear in the
credits of the film they helped to fund. So using this method,
films are being made by raising funds from customers.

The film process is divided into three parts; production,
distribution, and revenues. So the customer is responsible for
revenues when it goes to the cinema to watch a film. So let’s
think of how this applies to Mr. Kawamura’s Moteki. The people
who can experience the thrill for this system are those paying
to watch films. So we are seeing a trend when the people who
pay for tickets are also funding the making of films.

United Cinema, part of the Sumitomo Group, has been
conducting the UNITED CINEMA PROJECT for several
years, through which it privately funded the film Penguin Fufu

ga Tsukutta Ishigajima Rayu no Hanashi, to be released in
the spring of 2012. I understand it has prepared a manuscript,
formed a production committee, and has raised its production
costs. It would seem extremely difficult to make a film by raising
funds from filmgoers. However, the enthusiastic production
staff of this film have gone to Okinawa, the setting for the film,
many times, raised the funds, and are pressing ahead with the
project; I think this achievement is worthy of our attention.

Also, in addition to production costs, a film needs to pay for
P&A, which are the costs of print production and advertising.
For example, it costs around 300,000 yen to make a single print
for a two hour film. Moteki will be shown at around 270 screens,
so 270 multiplied by 300,000 is 81 million yen. P&A costs are
usually covered by the production committee, but nowadays
there are various trial schemes in place overseas to meet these
costs. Ms. Umezu, could you tell us about these.

Umezu: A French company, PeopleForCinema, is community
managed over the Internet and raises funds from the community
users. Music Securities, Inc. is active in the music field in Japan.
Since the earthquake, a system of social funding to support
fund raising via donations from individuals and corporations is
being increasingly used.

PeopleForCinema raises funds for publicity costs through
‘excellence points’ by using this system in the film field. In the
majority of cases in the past, funds were raised for production
costs, but in this case, funds are raised to publicize films that
have already been made. This is an important point. Helping
to fund the publicity costs of a film already completed enables
the time from which it is ready until it appears in cinemas to
be very short.

In addition, as the funds are for advertising, a mechanism can
easily be created for raising funds from customers to cover
advertising costs at the same time as carrying out this advertising.
The reason for this is that word-of-mouth is effective during the
advertising period, with those who have donated telling other
people about it. PeopleForCinema, which manages this Internet
platform, does not only help to fund independent films, but
also major works, such as the release in France of Pirates of
the Caribbean. 1 think this company is doing something very
interesting and that has not been tried before.
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Saito: So the P&A costs for opening Pirates of the Caribbean
in France were raised by this company?

Umezu: Yes.

Abe: P&A costs can be considerable, depending on production
costs. For example, a film that costs 250 million yen to make can
have P&A costs of 300 million. Therefore, when considering
P&A and other costs, it is a difficult task to recoup the money
spent on making a film. For example, if a film has production
costs of 1 billion yen, it will need to take 4 billion at the box
office to cover its production and P&A costs. I don’t know if
the method used by PeopleForCinema can take hold in Japan,
but my feeling is that it will be rather difficult.

Q&A Session

Question 1: Films have the power to entertain. Where do you
think the value that is unique to films resides?

Kawamura: I think the appeal of films is that the audience can
enjoy the story, the images, and the music. The screenplay is the
foundation on which the music and the images are combined. If
this foundation is not solid, then the film ‘house’ cannot be built
on it. So the combination of these elements is a prerequisite
for an enjoyable film, but I also think the screenplay is very
important.

Question 2: T have some projects that I want to make into films.
But is it possible for a screenwriter to propose these projects?

Kawamura: Yes, of course. If you have written a screenplay
yourself, then please apply for the Kido Prize Scenario
Contest by the Motion Picture Producers Association of Japan.
Screenplays submitted are read by producers, including myself,
working at companies like TOHO, TOEI, Shochiku, and
KADOKAWA. All the producers on the Steering Committee
read the screenplays submitted to it. So I think that submitting
an entry to the Kido Prize is an opportunity to get you name
known among people making films. The ten finalists are invited
to a party on December 1, where you will can meet and talk with
the producers. So even if you don’t win, you may find yourself
being approached by a producer who likes your screenplay. So
I think the first step is to submit an entry.

Question 3: Could you tell us your opinion on and motivation
for overseas film collaborations?

Abe: Japan has a large population of 130 million people, so the
Japanese film industry at the moment can survive independently.
However, Japan’s population is set to steadily decrease and
the market will shrink, so I think overseas collaborations will
increase. For example, the population of South Korea is about
40 million people, so I think their motivation to collaborate
and have its films shown overseas is higher than in Japan. But
in the future, as long as the conditions in terms of situation and
setting are in place, then we can imagine that the number of
overseas collaborations is likely to increase in Japan too.

I'have not yet made a film as an overseas collaboration. However,

when considering the shrinking size of the Japanese market, I
think that it is a good idea for young directors in Japan wanting

72 Bunka-Cho Film Week 2011

to make films to consider overseas collaborations.

Kawamura: We often have offers for overseas collaborations,
but my opinion on them differs a little to Mr. Abe. In the
majority of proposals, priority is given to the collaboration and
then it seems the story and a cast of overseas and Japanese
actors is decided upon as an afterthought. For many plans, 1
find myself thinking, “Do they really want to make this story?”
This applies to the previous debate on having original story, but
I think the priorities are the wrong way round. First you should
have a story and a project you want to make, then you decide
whether an overseas collaboration is needed. If this is not the
order of priorities, I absolutely do not think the film will be a
success.

For example, in previous Japan—South Korea collaborations, I
didn’t know if they were kimchi (Korean) flavored or soy sauce
(Japanese) flavored. I would be happy if a director like Bong
Joon-ho, for example, came to Japan and made a film with
a Japanese cast. But it would have to be a Japanese film. In
the same way, if a Japanese director went by himself to South
Korea and made a film with a South Korean creative team and
actors, then it is fine to say that it is a South Korean film, but
also it should be made for a South Korean audience. I don’t
think that films that mix the different national preferences are
that appealing for audiences in either country. I believe that
overseas collaborations are important if they essential to the
planning and story and result in a more enjoyable film for the
audience. But I think this should be the order of priorities.

Abe: That is completely opposite to what I said, but I think both
opinions are valid. My feeling is that a story can be constructed
later once the collaboration has been decided upon. This would
ultimately still enable the collaboration to take place, don’t you
think Mr. Kawamura?

Kawamura: Yes. There are lots of different opinions on this.
But I think that ultimately people will not decide to see or not
to see a film just because it is a collaboration. But we are in a
situation in which Japanese market is shrinking and we have to
look to overseas markets.

Abe: At the current rate of decline, I have heard the Japanese
population will have shrunk to 90 million people in 40 years
time. But even if the population shrinks to this extent, we can
still find new markets in neighboring countries, such as the 40
million people in South Korea, the 12 million people in Taiwan,
and the thousands in Hong Kong.

Saito: The Japanese market is going to be smaller in size then
the red ginger market; an unpleasant thought.

Abe: Indeed.
Saito: Hopefully, we can discuss the performance of the film
industry this year with the same panel members next year. Let’s

conclude the symposium here. Thank you to all the panelists.

Abe, Kawamura, Umezu: Thank you.

(The above text is an edited extract from the symposium.)
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W Organized by: Agency for Cultural Affairs (Bunka-Cho)
@ Co-organized by: UNIJAPAN

W Oct. 24, 2011 (Mon)/Oct. 29, 2011 (Sat) 19:00-20:00

W Venue: TIFF movie cafe % Fee: Free <Guests Only>

Symposium Theme

Film Navigators was a film culture talk show event held during
the Tokyo International Film Festival (TIFF) at TIFF movie
cafe which featured figures from outside the film industry as
its main guests. Guests acted as “navigators,” and through
their unique perspectives and words explored the depth and
secrets of the generation-spanning entertainment of cinematic
works. Our concept for this year was “Learning from films, and
discovering from films.”

Guest: Naoyuki Honda

(President and CEO, Leverage Consulting, Inc.)
Moderator: Sascha (J-WAVE Navigator)
Date: Oct. 24, 2011 (Mon)

Guest: Keiko Kojima (Radio Personality)

Moderator: Hitomi Matsuoka (Movie Personality)
Date: Oct. 29, 2011 (Sat)
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Film Navigators

Guest: Naoyuki Honda

(President and CEO, Leverage Consulting, Inc.)

Moderator: Sascha (J-WAVE Navigator) Date: Oct. 24, 2011 (Mon) 19:00-20:00

Guest: Naoyuki Honda (President and CEO, Leverage Consulting, Inc.)

After working for foreign-based companies such as Citibank, Mr. Honda took part in management at Backs Group, leading the
company to its listing on the JASDAQ as its managing director. Currently he is undertaking investments in US and Japanese
venture firms and at the same time offering advice on leverage management, which offers high returns for little effort.

Mr. Honda is currently employed as a Director at such companies as the Financial Academy and Corporate Advisers Accounting
in Japan, and Global Vision Technology in the United States. He splits his time between being based in Tokyo and Hawaii. He
is the author of a number of books, including the best-selling “Leverage” series.

MBA from the Thunderbird School of Global Management/Wine Advisor, Japan Sommelier Association/Lecturer, Academie
Du Vin/Part-time Lecturer, Sophia University

Moderator: Sascha (J-WAVE Navigator)

Born in Hesse, Germany on Sep. 22, 1976. Lived in Germany with his German father and Japanese mother until the age of 10,
moving to Japan after that.

As a trilingual fluent in German, Japanese and English, he works as a navigator on the J-WAVE program “Hello World” (Every
Friday, 22:00-). He is an active performer, doing narration for the NHK General TV program “Connect” (the first Saturday of
the month, 25:00-), narration and the voice of Kumacchi for the NHK Educational TV program “Terebi De Doitsugo” (Every
Tuesday, 23:25-), working as an MC for the NKH-BS1 program “NEXT Weekly” (Every Saturday, 21:45-), performing as a
presenter on Nippon TV’s “Happy Music,” and doing narration work for the touring performances of the musical artist Sound
Horizon. He has also been in charge of reporting on bicycle races around the world, including the Tour de France, for the past
eight years, and is very popular with fans.
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“Honda Naoyuki-Ryu: Leverage Eiga-Jutsu”
(Naoyuki Honda-Style Leverage Filmmaking)

Best-selling author and innovator of new lifestyles and work styles maximizing the “leverage”
theory. With his books, Honda continues to influence readers. Today, we focus on Honda

NaoyuKki’s style of leverage filmmaking.

Sascha(S): Hello everyone. “Film Navigators” welcomes
people of note from outside the film industry to talk. Today we
have one of my long-time friends, Mr. Naoyuki Honda, author
of the popular “leverage” books. Hello Mr. Honda.

Honda: Hello.
S: I understand you’re quite a film fanatic.

Honda: Yes, I watch a lot of them. I've been a fan since
college. I think that’s when I saw the most films. But I still
watch many today.

S: Any genre in particular that you like?

Honda: I watch a lot of documentaries. Other than that, films
that have to do with nature or surfing. And I also like comedies.

S: That’s nice. I personally seek films that heal or provoke
thought. Are you the same way?

Honda: I suppose so. When it comes to in-flight films, I prefer
entertainment. I fly at least once a month, and when you’re on
a plane, you usually watch films, right? I sometimes end up
watching three. So that alone adds up to 30 films a year. When
I’m not on a plane, I usually watch documentaries.

Favorite films of 2011

S: Which film in 2011 would you recommend?

Honda: For comedy, I would recommend The Hangover
which was released last year (in 2010). I also like the sequel
The Hangover Part Il released this year (2011), but the first
one was still better. There’s another Todd Phillips film, Due
Date, which I also liked. The Social Network, the film about
Facebook, was good too.

S: What did you like about The Social Network You're an
entrepreneur, so you might have a different perspective from
mine.

the social network

The Social Network
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Honda: I'm sure it included some dramatization, but when
someone runs a company, or a venture business like that and
on that kind of scale, it is bound to be full of stories. I think
people running businesses are likely to have stories to tell every
day. It’s entertaining to see that on film, and you can learn from
it. You can hypothesize about what you would do in the same
situation. That’s exciting. I’ve read books about Facebook, but
to read that story would take about three days. A film only takes
about two hours out of your time, which I like.

S: I understand you also recommend
The Tourist?

Honda: Yes. The Tourist stars Johnny
Depp and Angelina Jolie. I saw this on
the plane too. It has a surprise ending
so I can’t talk about the story. I saw that
there’s an unexpected side to Johnny

Depp, so that was interesting to see. I
. The Tourist
wasn’t aware of the cast before I saw it, © founs

so it took me a while to realize Johnny Depp was the star.

The film is a remake of the 2005 French film Anthony Zimmer
starring Sophie Marceau. I saw the original on a plane too. The
Sophie Marceau I was familiar with was from a very long time
ago, so [ was impressed at how she had matured (laughs).

S: If it’s a remake it must have the same basic storyline. You
think they’re both good films?

Honda: Yes. The surprise ending still grabs me.

S: I would recommend Rise of the
Planet of the Apes. I've always been
a big fan of the “Planet of the Apes”
series. The first film was made in 1968,
which was during the Vietnam War. As a
whole, there wasn’t much of an anti-war
sentiment in America back then, aside
from the musicians who sang anti-war

songs, of course. The film was heavily

Rise of the Planet of the
Apes

funded by Hollywood, so naturally
they could not advocate any anti-war
messages. “Planet of the Apes” is originally a French novel
by Pierre Boulle. The narrative in which the ape rules man but
does not kill within its own species is in fact a cry against war
and what was happening in Vietnam. That was the subtext of
the film. Seeing the subtext, you gain a completely different
perspective of the film and can enjoy it all over again. What is
your criterion in choosing a film to watch?

Honda: If I'm on a plane, I want to see the most recent one.



During flights, you can see films that have not opened in Japan
yet. So I start with those. When I want a change of pace, I'll
look for a comedy. Once in a while, I’ll look for an emotional
film. I used to watch a lot of those when I was younger, but I
feel myself becoming weepier as I age. I don’t want the cabin
attendant to come and ask me what’s wrong. So nowadays,
when I’'m on a plane, I basically don’t watch those types of
films.

S: What film made you cry recently?

Honda: My Sister’s Keeper starring

Cameron Diaz. The topic was a Mo

somber one, but it was a great film. If : b= ’d
. . g Tl ¢ Ly

you’re looking for a tearjerker, I would : & -

recommend it. I'm terrible at retaining
the details of a film, so I only vaguely

remember the content. I also like “The
Godfather” films, and have seen them

over and over.
My Sister’s Keeper

Honda’s Top 3 Favorite Films

S: Well, since you mentioned The Godfather, let me ask you,
what are your top 3 favorite films? I suppose The Godfather is
one of them?

Honda: Yes. The first time I saw The
Godfather was when I was in college.
I was in a phase where I was watching
Academy Award-winning films and The
Godfather was one of them. Back then,
films were on VHS and not DVD. It
was such a long film that it had to be

contained on two cassettes. I figured
it would be a good way to spend the :
time, and I found it to be a great film. The Godtather

For all its dark tones, it still manages to depict all the drama
and the bonds within the family. Robert De Niro and Marlon
Brando give great performances and I was simply bowled over
by the whole film. That led me to a chain of Mafia films. I
saw most of them like Once Upon a Time in America and The

Untouchables.

S: 1
Chaplin’s

would recommend Charlie
Modern Times. 1 think
depicting how industrialization can kill
emotion and humanity was a great feat,
especially back in those days (Modern
Times was made in 1936). He made a
film that spoke of a warning that still

resonates today. Chaplin was also a

great composer — he composed the song

Modern Times

“Smile” which you hear during the end

credits. That message —to simply smile whatever the situation
may be— is also what makes Modern Times a great film. 1
think all Chaplin films are great, but if I were to mention one,
it would be Modern Times. So, what is your second favorite
film?

Honda: My second favorite film is DINNER RUSH. It’s about
a restaurant in New York. It didn’t have a very wide release

here but it’s really interesting.

I like to dine out, and I’ve also been
involved in the dining business. Back in
those days, there was a very interesting
food trade magazine called “Arigatt.”
The magazine hosted a screening for
DINNER RUSH, and 1 loved it. I've
seen the film so many times now. It’s

DINNER RUSH

a film about running a restaurant, and

the majority of the scenes were shot in a restaurant. A man
runs this Italian restaurant which the son now wants to take
over. The father is stubborn about this, but the son is a gifted
chef, also with a talent for creating nouveau dishes. So the core
storyline is how the ownership is handed from father to son, but
there are many gimmicks and subplots which you don’t know
how they are related up until the very end. When it’s over, you
finally say to yourself, “Oh, so that’s what it was about!” The
storyline and all the bustling in the kitchen and on the floor
make the film exciting, but there is also a big surprise at the
end. I would highly recommend it. It could also be good as a
gift. I like to give DVDs to friends as gifts, and I’ve given about
10 copies of this film to friends.

S: That many? Then you do highly recommend it. So having
had experience in the same line of business, you can sympathize
with the characters’ hardships?

Honda: Yes. I can understand their struggles and conflicts. It’s
excellently paced and done with good taste that adds a certain
something to it. It’s a very good film.

S: My second favorite film would
be Star Wars Episode V: The Empire
Strikes Back. I’'m a huge fan of the “Star
Wars” series. George Lucas directed
the very first Star Wars film and the
recent three films (Star Wars: Episode
I —The Phantom Menace, Star Wars:
Episode Il —Attack of the Clones, and
Star Wars: Episode 11l — Revenge of the
Sith). I think he is a great storyteller, but
surprisingly, he’s not adept at portraying
characters. For The Empire Strikes Back though, he had his film
school teacher Irvin Kershner direct. Lucas wanted his mentor

Star Wars: The Empire
Strikes Back

to direct. That’s why it’s the most human film in the series. It
also shows the love triangle between Han Solo, Princess Leia,
and Luke Skywalker.
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There is a famous scene towards the end where Princess Leia

says “I love you” and Han Solo replies “I know.” The way they
shot the characters was excellent. Oftentimes people talk about
“Star Wars” only as a sci-fi picture. The story telling is great
too, but few mention about how the characters are depicted.
But in The Empire Strikes Back you can see how subtle the
dialogue and the acting are. The three newer films have more
straightforward lines. The Empire Strikes Back, on the other
hand, has a bit of a twist to it.

Honda: You really look closely into the films you watch. Do
you remember all the storylines?

S: I've seen the “Star Wars” films about a hundred times. I
remember most of it.

Honda: I could see a film a hundred times and still forget
the storyline (laughs). I’ve seen the “Star Wars” series several
times too, but I don’t remember it well. But that means I can
watch it all over again and enjoy it (laughs). It doesn’t matter
how much I like a film.

S: (chuckling) That’s because you have a lot to do and a lot to
remember.

Honda: But now that you mention “Star Wars,” it reminds me
of an interesting book titled “Screenwriting 101.” It’s like a
text book that teaches you the tricks to writing a successful
screenplay. I read this book over and over when I wrote my
own book. It analyzes various films, and it also talked about
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“Star Wars,” and how many films after “Star Wars” gleaned
from its formula.

S: Meaning how the storytelling went?

Honda: Yes, the storytelling. This book can be useful to you
even if you’re not aspiring to write a book or a novel. If you
want to tell a story, or run a business, there is a lot you can
learn from screenplay writing or storytelling methods. It’s a
thick book, but it can be an interesting read if you can pick out
certain chapters that catch your attention.

S: You're saying it’s important to learn about appearance when
you do a presentation, for example?

Honda: Yes. You have to own your story before you let others
hear it. You can convey it better that way. You discover that
there are certain methods in telling a story to someone. If
you’re familiar with the films mentioned in the book, it makes
it all the more accessible. You might not understand the book
alone, but if you can use those films as a reference, then you
start to see the principles that underpin certain films. You can
learn a lot from it.

S: That sounds interesting. I’ll have to check it out. So, what is
your third favorite film?

Honda: My third favorite film is a

hilarious one called jackass. K jackass

S: jackass! That was originally an MTV

1
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TV series where the main guy tries to do
the most outrageous things. It hurts to
even look at it. But you end up rolling
on the floor laughing.

jackass
Honda: You laugh at those people

going through all that pain. It’s nonsense. But pure laughable
nonsense is fun, and can be a good breather. If you want a
break, want to kill time, want to laugh at nonsense, I would

recommend jackass.

S: My third favorite film is Good
Bye Lenin! I'm half German and half
Japanese, so I wanted to throw in a
German film, too.

The film starts with the reunification
of East and West Germany. The main

A
Fa e, L2t

=]

character’s mother is a communist,

so she supports East Germany and )

. Good Bye Lenin!
condemns West Germany, but her son is

part of the younger generation, so he joins anti-communist and
anti-fascist rallies. The mother is so appalled when she sees this
that she faints right there and slips into a coma. Meanwhile, the
Berlin Wall comes down and Germany becomes one country
again, and everyone becomes anti-communist. But then the
mother wakes up from her coma. She’s been in shock once
and is now at risk of death if she has to face another shock.
So the son can’t let her know that East Germany no longer
exists for fear of losing her to shock-induced death. Everyone
manages to keep lying as if East Germany is still there, while



keeping the mother in her hospital room. They pull stunts like
stripping away the Coca-Cola ad they can see from the hospital
window.

The film is full of laughs like that, but it’s also about the
importance of connecting, and of community, and of spending
time with your family instead of working night and day. It
alludes to the idea that maybe the old times had good aspects
like that. It isn’t necessarily about whether communism is good
or bad. We’ve been through the Great East Japan Earthquake
now, so I think we are at a stage where we have to heavily
question our values. This film poses questions like “What is it
to be truly happy?” or “What is most important in life?” You
laugh a lot and cry a lot in the end. Personally, I think this is the
best German film of all time.

“Inspiring Documentaries”

S: Now that we’ve covered your top 3 favorite films, let’s take
a look at your article in the Nikkei Business Associe magazine
(chart). You write about “dividing your time into chunks and
watching inspiring documentaries.” I think this goes along the
lines of what we’re talking about now.

Honda: 1 suppose so. I touch on how I watch films here. I
think my film watching style is close to yours. I don’t limit it to
watching at home. I take my films with me sometimes.

S: Right. You can start watching on Apple TV and pick up
where you left off on your iPad.

Honda: Apple TV is great. It can be a great time-saver.

I write about films I recommend in this article, too. I often
watch documentaries, though. I watch them in the same way I
read business books. Of course documentaries also need to be
entertaining to be a film, but there is so much you can learn from
them. In this article, I mostly touch on documentaries or films
based on true stories. These films teach us about how people
think and act when they are pushed into extreme situations,
or hit a serious wall. By watching these, you can put yourself
in their shoes. It’s also two hours of fun. I also watch films as
pure entertainment, of course, but I seek a different experience
from documentaries.

Films will depict people in the worst situations — situations
so dire and beyond your imagination. In running a business, I
bump into situations too, in both my professional and personal

life. But films give me perspective. I can say “What I'm
experiencing now is nothing compared to those people on the
screen.” or “It won’t do any good to brood over this.” or “My
problems are so trivial.” That being said, I basically don’t dwell
over things.

Films visualize the situation, so compared to books, they
make a more solid impression on you. It’s easy to associate a
particular situation with a certain film you saw once. I'm the
forgetful type, so I don’t associate experiences with past books
immediately, but film images are imprinted in your memory.
Sound also helps you remember.

S: Are there any documentaries or true story-based films that
you recommend?

Honda: My first recommendation

would be e-dreams.
<e-dreams trailer>
Honda: This was a film made just

before the dot-com bubble occurred.
The camera follows an enterprise from

its very beginnings. It’s a very real
e-dreams
documentary where you can see the dot-

com bubble at its peak.

S: This film was made in 2001, and released on DVD in Japan
in 2003. Can you tell us more about it?
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Honda: It’s about a guy named Joseph Park, who used to work
at the investment bank Goldman Sachs. In 1998, he started a
company called Kozmo.com. It was a company that offered
B-to-C bike delivery services for rental DVDs, snacks, etc.,
to any given destination within an hour. It’s a service anyone
would want, especially if you’re ordering a DVD, because you
want to watch it as soon as possible. I think there were plenty
of food delivery services by then, but none for rental DVDs. So
this company was given a lot of recognition at first. Amazon.
com invested an amount worth 25 billion yen into the company,
and Starbucks also had a big tie-in agreement with them. It was
the talk of the town. I was also involved in the IT business, so
the company caught my attention.

Everything the camera shot is real. It starts shooting while
Joseph Park, still at Goldman Sachs, is talking about what kind
of company he wants to build. But in the end, the enterprise
goes out of business.

S: The dot-com bubble burst?

Honda: Yes. They had finished their application for their IPO,
but when the company went public, the IT bubble burst, and
CEO Joseph Parks and co-founder Yong Kang were removed
from their posts. They had collected a hefty amount of money
for the company, but ended up having to shut it down.

First of all, I think it’s rare to be able to capture a company
from before its birth. It captures its rise, growth, and ultimate
fate. This is the only film I know that has done this. Of course,
there is The Social Network, but that is a dramatization of actual
events. This one, on the other hand, is the real version. You see
how the company was started, what factors made it grow, what
factors made it fail.

The DVD was released in 2003, which is around the time I was
running a public company. Japan’s economy was at its lowest
then, but another bubble for publicly traded shares came in
2005.

I saw the film around this time, so it made me think about where
Kozmo.com went wrong. Joseph Park and Yong Kang were
lavishly partying while they were still applying for their IPO.
They hadn’t gone public yet, but they went on parading saying
“we’re rich.” They had their guards down. Then the economy
suffered a downturn, so did their business. Other members who
had shared their excitement were now critical towards their
leaders. Their question was “Where is our money?” and they
started to pull away.

Watching the film helped me realize that you have to be
grounded when running a business; otherwise, you will get
carried away. It was a good example of what not to do. It
was because the stocks were rising again, and everyone was
becoming elated that I watched the film again and again. I often
make a conscious decision to read books about bubble bursts
and their aftermaths when the economy is going well. You have
to stay alert because you can’t let success get to your head.

S: It’s easy to think that good fortune will last. This film is
worthy because it depicts the raw truth.
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Honda: I really recommend it. I still give this DVD away to
various people, and younger people who are seeking to run a
business or establishing a start-up.

S: What is your second favorite documentary?

Honda: 1t’s a film called Crash. Two
books were published — “Kurasshu
— Zetsubou wo Kibou ni Kaeru Shunkan
(Crash —The Moment When Despair
TurnsintoHope),” and““Ribasu— Tamashii
no Yadoru Basho (Rebirth — Where the
Soul Lies).” A documentary program

on TV once featured this story. So this

is also a raw depiction based on a true
story. Crash

<Crash trailer>

Honda: This films starts where Tetsuya Ota, a race car driver,
crashes his Ferrari in a race. The car bursts into flames and
Ota is seriously burned, to the brink of death. He recovers,
but his facial skin is singed. He loses his nose, too. No one
wants to dampen his will to rehabilitate himself and return to
the race track, so they do not reveal to him what has happened
to his face. Ota remains hopeful until he discovers the truth.
He is shocked when he sees his own face for the first time.
He loses all hope. The rehabilitation process is painful beyond
belief. Ota has to scour his scars with a scrubber and has to
undergo multiple operations so they can transplant skin from
his buttocks to his nose. He is immobilized. His family suffers
a great deal too, and despite their moral support, Ota cannot
gather the will to look ahead. He lashes out at his own family.
The documentary tracks his recovery all the way up to the point
where he finally returns to the race track.

The film helps you put your problems into perspective. Your
problems are trite in comparison. Everybody has issues, I
suppose. But not as harsh as what Ota had to go through. This
is on DVD, and there is also a book, so I would recommend
both. The book goes into even more intense detail. The film was
based on “Kurasshu —Zetsubou wo Kibou ni Kaeru Shunkan”
and the follow-up to that was the book “Ribasu — Tamashii no
Yadoru Basho.” Both are available on paperback now. They’re
full of messages.

S: And your third favorite documentary?
Honda: 2010 Ford Ironman World

Championship. A documentary about
the Ironman Triathlons.

S: That’s arace that is even more intense
than a regular triathlon. How long is the
distance for an Ironman race?

Honda: It consists of a 3.8-km swim,
180-km bicycle and a full
marathon (42.195 km), all in a single

2010 Ford Ironman World

track, Championship

day. It’s held in Kona, Hawaii. I entered the race myself last
year (2010) and am planning to enter again this year (2011).
This is also a very real film.



S: The distance alone makes you imagine just how hard it is.

So this is about the race itself and it covers the contestants?

Honda: Yes. The race also has a wide slot for physically
challenged people to participate as well. People wearing two
prosthetic legs can still compete if they desire. You’ll also
see cancer recovery patients participating. Naturally, the film
mainly covers the top athletes, but the side stories about the
other disabled participants make the documentary an excellent
one. If you’ve ever been in a triathlon, you should definitely
see this one.

As you can gather from the sheer distance of the Ironman Race,
it’s a brutal ordeal. The film captures the facial features of
people in their most excruciating state, and how they overcome
that. So you don’t have to be a former triathlon contestant
to sympathize with it. It makes you want to take on a new
challenge. You’ll even find 80-year-olds entering the race.
People tend to refrain from taking on any new challenges as
they grow older, but this film makes you think otherwise.

It’s unbelievable to see all these physically challenged people
participating in this excruciating race. One young racer suffers
from polio. Aside from his neck, his body is completely
immobile. The boy was announced comatose when he was
a child. The doctors said he was unconscious. But the father
refused to accept this and raised him as he would a normal
healthy child. Then, computers evolved, so that one could be
made to enter letters on a keyboard using the movement of the
neck. It was this that made all aware of the fact that the boy
was conscious just like a normal child. He was a humorous
boy, but could not move his mouth. He could see and hear, but
could not express himself. Then, with the computer one day,
the child expressed his wish to participate in a marathon. The
father grants his boy’s wish by pushing his wheelchair in the

Boston Marathon. After that, they try the Ironman Race. For
the swim, the father pulls his son with a rubber boat. The father
was 60 already when he took on the challenge, but up until then
he couldn’t swim at all.

There are many people like that in the Ironman Race, but they
all ask in the end “What is your challenge?” This makes you
realize how small your ambitions are. I always keep this film as
a reminder to get through the Ironman Race myself. It would
also be an inspiring film for anyone who has come up against a
wall in the course of pursuing his or her endeavors. But, it might
make you want to actually participate in the race (laughs).

As I said, I usually forget the storylines to films like The
Godfather, but documentaries I remember clearly. I wouldn’t
say 1 remember everything, but they do leave a lasting
impression in my mind. They just naturally come to me on
different occasions. I need to take down notes to retain the
content of a book, but films come back to you on different
occasions. You don’t need notes. I think the impact that images
and sounds create when you absorb them can be huge.

S: Your suggestion sounds like it could serve as a good
opportunity to reflect upon your life, and give you power and
energy. And all three are based on true stories. There is nothing

stronger than the truth I suppose.

Thank you for sharing with us your choices. Ladies and
gentlemen, that was Mr. Naoyuki Honda.

Honda: Thank you very much.

(This is an edited excerpt of the talk show.)
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Film Navigators

Guest: Keiko Kojima
(Radio Personality)

7 N

Moderator: Hitomi Matsuoka (Movie Personality) Date: Oct. 29, 2011 (Sat) 19:00-20:00

-
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Guest: Keiko Kojima (Radio Personality)

Born in Australia in 1972. Lived in Japan, Hong Kong, and Singapore in her early youth.

Started work as an Announcer at TBS in 1995.

Won the 36th Galaxy Award in the DJ Personality category in 1999.

Left TBS in June 2010 and became a freelancer.

Currently appears as the main personality on the TBS Radio program “Kojima Keiko Kiray<Kira” (Monday —Friday, 13:00-)

and on the TBS program “Goro Deluxe” (Every Thursday, 24:25-). She also writes a number of magazine columns, and is the
mother of two young boys.

Moderator: Hitomi Matsuoka (Movie Personality)
Born in Nagoya, Aichi Prefecture.

Working mainly in the central region of Japan as a film personality, she also moderates press conferences for new films, stage
performances, preview screenings and other events. In addition, she is active as a commentator on TV and radio programs and
as a film writer for newspapers, magazines, web sites, and other publications.

She lives nearly every day engrossed in films.
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Unforgettable Women

Known for her career on the radio, Keiko Kojima has begun branching out into the gravure world
and her desire to accept any challenge has earned her the hard-won respect of many women. We

asked her about women on the silver screen.

Matsuoka: Welcome to Film Navigators. Our guest today is
Keiko Kojima.

I imagine you have the chance to talk about films on the radio.

Kojima: I’ll sometimes mention films I saw or my impressions,
but film fans can be a scary group —it seems like they are
always upset with me, taking me to task for not seeing a certain
film yet, or criticizing something I said. So please go easy on
me today!

Matsuoka: Do you go to see films in the cinema, as well?

Kojima: Films that my children want to see we will watch in
the cinema. Films like Ninja Kids!!! or Cars 2. It is fun because
those are the type of films that I probably wouldn’t see if it
wasn’t for my kids. Because so many people come together to
produce a film, you never really see one and wish you hadn’t.

Matsuoka: Did you watch many films before getting
married?

Kojima: I saw my fair share. I even remember trying to show
off a little by heading out to the Bunkamura Theater. There was
a time when I was convinced that I shouldn’t be telling people
I had seen Armageddon. Some of the films I didn’t understand
at the time, but I think some films stick with us precisely
because we saw them during that time in our life when we are
concerned about our appearances and are out to learn things
for ourselves.

Matsuoka: The films we see when we are young do indeed
leave a lasting impression on us.

The King’s Speech

Matsuoka: According to the theme of
“unforgettable women,” we’ve had you
come up with a list of five films. Let’s
begin with The King’s Speech.

<The King’s Speech trailer>

The King’s Speech

Matsuoka: What impressed you about
this film? The protagonist’s wife, Elizabeth, Duchess of York,
is played by Helena Bonham Carter.

Kojima: I really liked this film. The main character is King
George VI of The U.K., who suffers from a stutter that causes
him to worry whether he can keep the faith of the people. His
wife, Queen Elizabeth, runs around out of concern for him.
Regardless of pedigree and rank, this is the same as any of us.
She lets him be, which I think takes a considerable amount
of courage. His speech problem was something that he had to
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overcome himself; I was very impressed that she sacrificed her
own feelings and stood by her husband. His stammer originally
came about because of his very heavy handed father and the fact
that he was abused by his nanny, who sometimes wouldn’t even
feed him. We come to understand that it was this developmental
trauma that caused his stutter.

I had a similar experience. There was a woman I was close with
all the way back from junior high. We both had our children
around the same time, as well. Our older and younger kids
were both the same age, so they would go over to each other’s
houses quite often. However, the rhythms of our lifestyles
became disjointed and we began to lose touch with each other.

She began sending her kids to a high-class kindergarten, where
she had to work very hard to keep up with the “celebrity
mother” community there. One day, I received a message from
her saying that she was having a house party and inviting a chef
to cater. Someone ended up not being able to make it, so she
asked me to fill their place. In that “celebrity mother” circle,
she could not afford to lose face, and she probably could only
ask someone she was close with. I can’t help but wonder if it
was worth it.

Ireplied that I guess I could go, but expressed my concern about
parking, and about my children possibly being a distraction,
going through potty-training and all. She replies, “Don’t think
you can scare me with all your complaining. If you don’t want
to come, just say so!” I was shocked. She was not the type of
person who would have said something like that.

Since she had said, “You know we can fit five cars,” I replied,
“I guess I won’t have any trouble parking since you live in a
big place as usual.” She comes back saying that she doesn’t
pride herself on the fact that she can park up to five cars. So I
say that she must be out of touch with reality if she doesn’t. It
was turning into quite the fight. “You aren’t invited anymore!
Too bad,” she said.

Her messages were hysteric and I was honestly a little scared of
receiving any more. So I changed my address. I knew something
wasn’t right. After some time had passed, she sent a truly
abusive message to me through a TV program’s e-mail address.
I was shocked. But at the very end, she said that if I still wanted
to be friends, I should e-mail her back. That was the last straw;
I cut all ties with her then. Nevertheless, it always stuck with
me: How could someone so dear and so kind change so much?
But I discovered something after watching this film.

George VI was a proper, refined British king, who had received
the finest education. In front of the speech therapist, Lionel
Logue, however, he goes off on a tantrum of truly horrible
words. He had been keeping all of the anger towards his father,
his nanny, his lack of freedom, and a host of other things, inside



all along. That all served to bind his tongue and hamper his
personality. When I saw Lionel bringing all of that out of him,
I realized that I have a little bit of that, too.

I actually have a rather dirty mouth, as well, and on the radio
I am always name-calling. But I had thought I only said stuff
like that once in a while. But everyone is like that —we don’t
say everything that pops into our heads. Sometimes we think,
“Why is it always the ugly people that are blocking the road?”
But no one actually says that out loud. We understand that we
can’t say stuff like that, and we store that away inside mold
them into a respectable form, and then say them out loud. But
these aren’t our real words — these words have been processed
internally. Our real thoughts are locked up inside.

This film helped me to realize that while the words we choose
to not let out can be really horrible, it is in there that we find
the voice of our desires, pain, and suffering. I realized that if
this applies to me, surely it applies to that friend of mine, as
well. What looked like a perfect, privileged environment to
me on the outside could very well be full of loneliness and
oppression. That is what she ended up bringing up against me.
I realized that I should have responded to that. There is a line
in the film: “Say it to me, as a friend.” I realized that I hadn’t
become her friend.

There are only so many relationships in which you can let your
inner voice out. It made me think about how many people there
are in my life whose inner voice I can lend an ear to; on the
other hand, I also wondered how many people there are who I
can let hear my own inner voice. This relationship is fulfilled
in a marriage. That is why I think George VI was extremely
fortunate. Understanding that her husband is struggling inside
with loneliness and pain, she sets out to find the right person
to listen to his inner voice. She was very thoughtful of her
husband and his feelings. It made me question if I was that
thoughtful toward my husband’s feelings.

We measure words, however, based on what is on the surface.
But these words are like reflected light. The source of that light
never actually breaches the surface. It takes great courage to
listen to someone’s true heart.

CONCERT

Le Concert

Matsuoka: The next film we are going
to talk about is Le Concert.

Kojima: Yuji Kotari, a columnist whom
I work with on the radio, recommended
this film to me. At the end, there is a
concert scene that lasts for over ten
minutes. Mr. Kotari said that that scene - ~°"°*"

had really touched him; he has apparently watched that scene
alone over 100 times on DVD. He got carried away on the
air and ended up telling almost the whole film, which many

cinemagoers were upset about!

This film tells the story of a former Russian conductor who
unites the old members of his orchestra disgraced under the
Brezhnev administration to perform a concert in Paris. The
orchestra is made up of drunks, liars, and con artists who all

bear scars in their hearts. This group of degenerates and their
precarious conductor, who is working to overcome his own
alcoholism, travel to Paris to perform a concert under the guise
of a famous orchestra.

<Le Concert trailer>

Kojima: The conductor was formerly the head of the Bolshoi
Theatre orchestra and was once hailed as a genius. Under the
Brezhnev administration, however, the orchestra was disbanded
and the members’ dreams crushed, leaving them with severe
emotional scars. The former members of the orchestra were all
talented musicians with a love for performing in front of people.
Now they are only a shadow of their former selves. It seems
ridiculous that a group like that could conduct a performance
in front of a crowd. But the addition to the orchestra of a certain
violinist named Anne-Marie Jacquet changes everything.

The final concert scene doesn’t have a single line. There is
only music: A lone violin atop that outrageous orchestra. She
brings something out of them, she challenges and encourages
and helps them. Seeing all of this, any conductor would regain
his confidence.

Matsuoka: Everyone noticeably changes.

Kojima: Yes, they make a big transformation. We exchange
many different words that express our feelings and confirm the
feelings of our partners. But that final concert scene makes you
wonder what all those words even mean. There aren’t any lines,
so you don’t hear anyone’s voice. All you hear is the sound
of music. And while the presence of sound and the exchange
of feelings is the same, it’s not language. So, then, what is it?
What do human emotions jump onto to reach other people and
how do they change or influence people? The final ten-some-
minute concert scene makes you ask these questions.

I communicate through the radio and writing as best I can
through words, but I wonder if the sentiment really gets
through. Even if someone were to tell me that it got through, I
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would never know what form it took. But this film reminds you
that everyone can be joined together by music, human beings
can change before your eyes, and that a chance encounter can
awake something inside of you.

I cannot make music, nor do I have any gift for listening to
music, either. But I understood what was transpiring in that
final concert scene: Something very special was born between
that orchestra, the new violinist, and the curious audience.

Matsuoka: Are you still unsure what it is?

Kojima: I think people write novels and shoot films because
they don’t know how to put everything into words. Mélanie
Laurent, who plays Anne-Marie Jacquet, was fabulous. I hope
everyone has a chance to see this.

I say silly things everyday on the radio. Nevertheless, some
people will thank me for talking about something and how they
are glad they heard it. Something ridiculous might not seem
so ridiculous depending on the persons speaking and listening,
you know? At this point, all I know is that this happens when
the speaker’s heart and the listener’s heart come into agreement.
This film confirmed my thoughts.

Begging for Love

Matsuoka: Next, we will be talking
about Begging for Love, starring Mieko
Harada. This story is about a mother
and daughter.

Kojima: Lately I have been getting
a lot of interview requests for stories

vvvvv

. . Begging for Love
related to parent-child issues. A lot of gging

women in the 30s and 40s are experiencing trouble in this area
of their life. In light of that, I think this is an important film for
them to watch.

The main character is a horrible mother who abuses her
daughter. Years down the road, the daughter decides to pay a
visit to her mother. Both of these roles are played by Mieko
Harada. The mother runs a beauty salon in a run-down port
city, and one day the daughter pretends to be a customer. But
she cannot bring herself to tell her mother who she really is.
The daughter probably expected her mother to apologize, but
things don’t always work out as we want them to. These kind
of issues don’t just get cleaned up effortlessly. When I first saw
this film I remember thinking how heavy it was. But this is
actually a film of hope.

I actually had a somewhat similar experience: I suffered from
anxiety disorder over my relationship with my mother, older
sister, and father. The major reason I was able to overcome that
was my decision to give up on my family for a time. I got rid of
those optimistic expectations.

Matsuoka: How old were you?
Kojima: 1 was 33 or 34. After that, I began trying to think

about who they were. When my mother was born, what her
childhood was like, how she came to have her own family, if
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she tried to become happy, how her husband tried to make his
family happy... then about my older sister... and then about me,
personally.

Everyone wants to be happy. Everyone has scars that they need
to forget or convince themselves don’t exist. I think everyone
in the audience today can relate. So when I was having a hard
time, I decided to accept them. I was fine when I went to go
visit my older sister and parents for the first time in seven years.
I was able to feel that I had finally gotten over it all.

Because of our distance and because I was able to accept our
relationship, things were able to get better. Things did not
get better because we were a family, but because I worked to
accept my situation. I realize that there is hope to be found in
giving up for a time.

Everyone who struggles with family issues like this has sour
feelings toward their parents or whoever, but feels like they
can’t move forward if they don’t receive that person’s blessing.
We have to live within this contradiction of wanting acceptance
from someone we dislike. From my own experience, I know
that I was able to once again reposition my relationship with
my family. Because it is absolutely necessary to come to terms
with the fact that things with your family didn’t work out, this
film is about the new beginnings that arise after you accept that.
I think that the day will come when you can think like this, too.
Mieko Harada did a wonderful job in both roles.

Still Walking

Matsuoka: Next, we will look at Still
Walking.

Kojima: T love this film for a variety of
reasons. It paints a realistic portrait of
family as a place where even the most

$urt Foct

Still Walking

basic of conversations or activities have
harsh or raw emotions on a very subtle
level that only those in the family can understand. If you only
rely on your own eyes, you will have a limited perspective, but
the great thing about film is that it shows you a bird’s eye view.

The family in this film lost their eldest son many years back. He
was the family’s pride and joy, but he died to save another’s life.
Every year, the child he saved comes to the memorial service
on, as he says, “the anniversary of the death of the person who
saved me.” He’s a simple, carefree, good kid, but a lot of what
he says and does makes you wish he’d be more considerate of
the family. Every year he comes to the memorial service, so the
family sees him getting bigger and growing older. This takes
an emotional toll on the family and they propose not to invite
him anymore.

If you think about it, they could just stop inviting him, gather
together just as a family and reminisce about the eldest son
—he would become a beautiful fixture in their memories.
Seeing the boy that was saved naturally is upsetting for the
family. When they ask the mother, played by Kirin Kiki, why
the boy keeps getting invited, she says that she wants him to
come. There is a certain line where we understand the mother’s
feeling of bitterness that her son died for this hopeless kid.



Many of their conversations seem like normal ones between
family members, but for each other, there are moments where
each other’s true emotions, however dark, are vividly visible.
But these aren’t presented with histrionics, but subtly in scenes
of daily life. Watching this made me realize all the emotions in
everyday life within a family.

We often think of families intimately knowing the ins and outs
of each other and being able to freely talk about anything, but
there is actually a lot that doesn’t come to the surface. Our
emotions commingle and we search each other’s thoughts out,
but the place where the most intimate of intimate feelings don’t
arise is the home. But when the boy that was saved intrudes
from the outside, they begin to see these deeply held feelings.
It’s a strange thing: Why is such an important thing not visible
and why do we not reveal it?

Ending Note: Death of
a Japanese Salesman

Matsuoka: Our last film today is Ending
Note: Death of a Japanese Salesman.

Kojima: Director Mami Sunada was
also the production assistant of Still
Walking, wasn’t she?

Ending Note: Death of a
Japanese Salesman

Matsuoka: Yes. I think Mami Sunada
is still actually in her 30s. The main character — her father— is
wonderful to watch.

<Ending Note trailer>

Kojima: Her father was a normal salesman. Mami Sunada
was behind the camera from a young age, filming everything
she could. The videos she put together for this film were all
originally for personal use that she had taken over the years.
She apparently had intended to play them at the memorial after
her father passed away. Mami throughout the film narrates her
father’s thoughts.

Matsuoka: The relationship between her father and mother
was interesting, as well.

Kojima: Her father and mother had a rocky relationship. This
film helped me to realize that mothers are women, too; women
who married someone they loved; women who give their all to
life. Even though the film is telling the father’s story.

This film gives us a candid glimpse into how the father viewed
his wife, how Mami’s mother approached her farewell with her
husband, and into the nature of families. There are scenes that
people looking in from the outside will think, “you didn’t have
to say that” or “why didn’t you realize that earlier,” but, if you
think about it, families don’t work like that; we don’t always say
or do what is best for the other party. While she isn’t the main
character, it shows the mother, when her relationship changes
with her husband, living the life of not only the “mother,” but
also of a woman.

Matsuoka: Not only is a realistic view of the family presented,
it is also enjoyable as entertainment, as well.

Kojima: For example, let’s say there is someone sitting across
from you on the train. We rarely think, “They are attractive; I
want to go talk to them.” But someone out there loves that person
and finds them precious. So from the mother’s perspective, I
didn’t want to see the father die.

I’ve probably said too much, but I don’t think that it will
affect your viewing experience. Everyone experiences things
differently and uniquely. No matter how much someone tells
you they were moved by something, it is completely different
from when you experience it yourself, first hand. This is
because you develop a unique, intimate relationship with it.

And just because someone relays to you an experience doesn’t
mean that you now “know” that experience. So just because
you saw Ending Note doesn’t mean that you know everything
about the father. This film allowed me to have a relationship
with the father and I grew to love him. But what if I experienced
this as someone working under him? Or as a classmate? Your
understanding and received impression are only one of a range
of possibilities.

This can be concerning. Is my image of my father a myth?
Compared to reading a book, is my interpretation or
understanding correct? But this is just the nature of our
relationship with books, films, and people. No one famous is
starring in Ending Note, which is why I think everyone will
experience some encounter or another through it. I strongly
recommend this film.

Q&A

Question: What can a normal woman do to leave a positive
and attractive impression?

Kojima: You should listen to what people have to say. Even
people who are quiet or act like they dislike others, or even
people who are talkative have a place in their hearts where they
are waiting for someone, hoping for someone to come to them.
But since that area is sensitive, they try to hide it in different
ways.

Depending on who we are talking to, sometimes we find ourselves
revealing many of our inner emotions. And we don’t forget the
people who listened to what we had to say. That is how you can
leave an impression on someone just by listening.

Matsuoka: Thank you for sharing your thoughts with us
today. Is there anything else you would like to add?

Kojima: If this were the radio, hundreds of thousands of
people might listen. If it were TV, millions might be tuning in.
But the hardest thing is to get up and go somewhere. Thank you
everyone for coming all the way out here and spending time in
the audience today.

Matsuoka: I would like to thank Keiko Kojima for coming
today.

(This is an edited excerpt of the talk show.)
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