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) introduction

ike it says on the back cover, if you think

“Japanimation,” or “anime,” is all about “big eyes,
big boobs and big guns”...have we got some sur-
prises for you.

This isn't a book about technique. Its not really con-
cerned with the world of frames per second, camera pans,
cel painting, computer graphics, or any other “how to”
tips about which aspiring animators might be most eager
to read. The technique of Japanese animation is a whole
other book in itself, and not necessarily the one we want-
ed to write. What we did want to talk about in assembling
this book wasn't about how Japanese animation is made,
per se, or to compare its visual virtues to Western anima-
tion, but to examine the philosophy behind it, from the
perspective of those who actually make it happen. To our
way of thinking, Japanese animation’s most arresting
quality lies less in its technique and style—foreign as that
style may be to those whose experience with animation
goes no further than Disney features and Saturday morn-
ing cartoons—and more in the fact that, with its stories
and themes, Japanese animation goes places and does
things that Western animation rarely dares to do. That, we
thought, was the part we wanted to talk about—the why,
rather than the how.

Why do Japanese animators take on the tough sub-
jects (wrenching drama, death, sex, and sorrow) and the
tough settings (the high-tech, far-future sci-fi) that

Hollywood seems comfortable addressing only in live-
action? Why are Japanese comics so much more story-
and character-oriented than their American counterparts?
What is it about Japanese animation that draws fans from
all cultures and nationalities—not just American—
regardless of language?

How do these creators do it, this summoning up of the
sometimes sketchily animated yet fully realized worlds
which grasp our attention so firmly?

What makes these artists tick?

This book draws from interviews conducted over a
period of five years, previously published in the magazine
ANIMERICA, ANIME & MANGA MONTHLY. It’s easy to analyze
our philosophy as a magazine now, but back in the sum-
mer of ‘92 (which is when we were first talking about
what kind of a magazine we wanted ANIMERICA to be), the
biggest hurdle seemed to lie less in assembling a staff, but
more in determining for whom, exactly, the magazine
would be published.

As a magazine, we had several things going for us.
First, there was the fact that the majority of the ANIMERICA
editorial staff had come from an anime fan background.
Veterans of an irregularly published yet consistently
smart-alecky ‘zine called ANIMAG, anticipating how anime
and manga fans—our readers—were going to react to
ANIMERICA was no problem, as the paths of fandom were
well-trodden and known to us. Second, thanks to the
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connection of our publisher with its “parent” publisher in
Japan, Shogakukan, the resources needed to publish a
monthly magazine with the production values we want-
ed—and the fan sensibilities we were determined not to
abandon—were assured.

But getting together a staff with a publisher was the
easy part. The hard part was deciding which way we
wanted to go: the safer, tried-and-true route of catering to
established anime fandom (safer, but not necessarily in
numbers—circulation could be limited, once maximum
saturation of the existing fan base was established), or
taking a risk and reaching out to what we hoped would
someday be a larger and more diverse readership, one
better in tune with our own experiences as anime fans,
one which wouldn't necessarily need to have a back-
ground in fandom before enjoying the domestic import.

In 1992, which is when ANIMERICA started, Japanese
animation and manga had yet to become fashionable or
even widely known in most of the country, vague memo-
ries of Speed Racer notwithstanding. Attempting to can-
vass the full scope of Japanese animation was yet another
hurdle, for just as the international cinema known as
“Hollywood” has its distinct genres—romance, sci-fi,
musical, etc.—so, too, does Japanese animation break
down into unique genres of its own. From sports dramas
to sci-fi, erotic fantasy to pure-hearted storybook adven-
tures, Japanese animation is as well-rounded a creative
realm as any film industry in the world; for proof, you
need only page through this book, and study the wildly
varied art styles of even the small portion of creators—
many of them manga artists, the starting point for many
animated projects—featured here.

As you're about to discover, theres something for
every anime or manga fan here, from youngest child to
most sophisticated adult. In effect, what we wanted to
create with ANIMERICA was an anime version of PREMIERE
or FiLm THREAT, a magazine devoted to and written for
fans of Japanese animation—uall fans, and all Japanese ani-
mation—no matter what their age or gender might be. It's
possible even within the videos released in English so far
to find something for every imaginable taste...and the
number of available videos continues to grow. Anime
shows on American TV in recent years have created an
amazingly widespread avenue of awareness for anime
among the general public, much as the live-action “battle-
team” or sentai show Mighty Morphin Power Rangers paved
the way for the eventual broadcast of those same anime
shows (do you think its a coincidence Sailor Moon hit
U.S. airwaves when it did?). The huge success of anime
films such as Akira and Ghost in the Shell, always noted by
aficionados, now draw mainstream attention to an art-

form which was once known only to a well-connected or
Japanese-speaking few.

Now that Disney has acquired international distribu-
tion rights to several of the films of anime director Hayao
Miyazaki, arguably Japans most powerful filmmaker, its
possible that we’ll be seeing “anime interviews” in other
magazines, as well, and we for one welcome that possibil-
ity. Just as TV anime proved itself the catalyst needed for a
relatively few number of pre-existing anime fans to swell
into today’s record audience (anime on MTV and the Sci-
Fi Channel? who'd have thought it?), so, too, do we
believe that more mainstream attention from the estab-
lished American film industry will ultimately help to
expand the library of the 1,300+ anime videos currently in
release here in the U.S. on home video, be they subtitled
or in English. For any artform in which the main purpose
is popular entertainment—a category into which, especial-
ly in its native Japan, anime definitely falls—isn't increased
access and availability what it’s all about...?

What was most desperately needed, we realized, and
something which we felt uniquely able to bring to the
table, was a sense of perspective. To talk in any depth on
the subject of Japanese animation required a little context
on the continuing history of the anime industry in Japan,
something by and large unknown to many Americans.
Ever since the debut of creator Osamu Tezuka’s Tetsuwan
Atom in 1963 (NBC aired it across the U.S. as “Astro Boy”
a year later), the Japanese anime industry has been pro-
ducing TV series after TV series, and film after film. In
more recent years, we've seen the birth of a new medium,
the direct-to-home-video OAV or “original animation
video,” but the payoff has been the same: More great
Japanese animation for us to love.

More than thirty years of TV animation, movies, and
OAVs make for a very large body of work. To know all of
Japanese animation—and not just the stuff thats been
released here, which in itself is no mean feat—is like
knowing all of thirty years of Hollywood, plus thirty years
of television. (Although the first-ever Japanese-animated
film goes back to 1917, the birth of the modern anime
age is generally agreed to have begun in Japan with Atom
in 1963.) Also, aside from animation, the overwhelming
majority of Japanese comic or “manga” series—from
which so many anime videos have been adapted—have
yet to cross over to American shores, although manga-in-
English publishers such as Antarctic, Dark Horse, Viz
Comics, and others are making efforts to build that inter-
cultural bridge.

Just like sci-fi, anime has its own myths and its own
common lore. Unlike sci-fi fans, however, anime fans
have more than novels and films and obscure British tele-
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vision programs with which to become familiar—they also
have to contend with a completely different language!
Once you make the decision to expand your horizons
beyond the Japanese animation available on television and
in English, you're looking at not only one but three new
alphabets to learn...and thats before you're even reading at
the level of an average Japanese elementary school stu-
dent. Obviously, navigating your way through more than
thirty years of animation in Japan is going to require more
than the latest issue of the Japanese TV Guide.

This, we finally decided, is where ANIMERICA and
Anime Interviews comes in. During the five years
ANIMERICA has been in publication, we've had the privi-
lege of speaking to many of the greatest talents in the
Japanese industry, conducting exclusive, never-before-
seen-in-English interviews not only with the big, estab-
lished, “tiki heads” of anime Easter Island, but with some
young and as-yet unproven talents, as well. To our
knowledge, our two-part interview with My Neighbor
Totoros Hayao Miyazaki remains to date the only full-
length interview granted for an English-language publica-
tion; in it, he reveals the kind of thoughtful, challenging,
speculative humanism you might expect to find more
from a highly acclaimed, independent filmmaker at
Cannes than from a director of what has been, to some
extent in hoth Japan and the U.S., seen as “for kiddies
only” animation.

As longtime fans of Japanese animation and manga
ourselves, we were sometimes startled by the secrets that
were so often casually revealed in these interviews, telling
anecdotes that had never seen print in the Japanese anime
press, much less the American. And, as we talked to more
and more creators, certain patterns began to become
clear

we began to see how each director, writer, charac-
ter designer, mecha designer, or animator interlinked
with the others to form one massive body of work, with
influences and currents weaving through the entire thir-
ty-year tapestry.

Many of these interviews have been expanded from
their original appearance in ANIMERICA, with new materi-
al added that has never before seen print, with new intro-
ductions plus filmographies/bibliographies on each artist.
In many cases, these “supplementary” materials are the
only resource of which we know for non Japanese-speak-
ing readers to research the backgrounds of these creators.
In rare cases, a few of the more startling scoops of inter-
est to anime fans had to be left within the pages of
ANIMERICA, such as Leiji Matsumoto’s revelation of the
hidden connection between his Ginga Tetsudo 999 char-
acters “Maetel” and “Emeraldas” (“They don’t just know
each other...they’re sisters. I've never depicted them so, but

they are sisters. Maetel and Emeraldas’ common mother is
Promethium”), mostly due to simple space considerations,
but also to help create a clearer, more sharply focused pic-
ture of each creator’s work as a whole.

The creators represented here in this book are but a
sampling of the talent working in Japan today. In most
cases, the interviews which have appeared in ANIMERICA
are the only English-language interviews on record. Some
of our interview subjects are larger-than-life legends;
some are relatively new on the scene; but all have created
something that lives on its own, stories that have inspired
and moved viewers and readers from Japan to America
and beyond. If you're already familiar with Japanese ani-
mation and manga, here you will find fascinating insights
about many titles you know and love, straight from the
mouths and minds of the creators themselves. If you are
new to anime and manga, its our hope that the interviews
in this book will give you an effortless entrée into a world
thats provided all of us here at the AnmMERICA editorial
staff so, so many hours of wonder and enjoyment.

—the editors of ANIMERICA
14 september, 1997



) Yoshiyuki Tomino

Interviewed by James Matsuzaki

wo years after the 1977 release of Star Wars, former
film major and nouveau director Yoshiyuki Tomino
debuted an animated mecha series that would for-
ever redefine the “super-robot” genre. Titled Kido Senshi
Gundam, known from many a model kit box and poster
as “Mobile Suit Gundam,” the show received only a luke-
warm reception during its original syndication run, but
the subsequent theatrical release of three movie compila-
tions of the story ignited a Gundam fever to accompany
the runaway popularity of the Space Cruiser Yamato
movies, which had themselves just given birth to anime
fandom in Japan in general. The demand for Gundam toys
and model kits caused near-riots in the aisles of Japanese
toy stores, and variants on the Gundam model line have
been produced regularly ever since.
But beyond merchandise sales, the Gundam series had
a deeper effect. The giant robot genre that Tomino him-
self had helped to create in the ‘70s with heroic shows
such as Raideen, Daitarn 3 and Zambot 3 received a subtle
shift in attitude toward a kind of “robot realism” that fas-
cinated audiences used to more formulaic fare. Though
Gundam still featured all the conventions of the robot
genre—from the transforming/combining prototype

and Frederik L. Schodt (1993)

robot piloted by its creator’s offspring, to the fight-of-the-
week format against new and increasingly weird enemy
robots and other contraptions—the spotlight had been
moved from the usual sharp focus on the pilot-hero to a
wider view, including the world in which he (and even
she) lived.

Starting with an Earth shadowed by the L-5 space
colonies postulated by Gerard O’Neill, Tomino made
Gundam’s protagonists soldiers in a bitter civil war
between the Earth and its orbiting colonies. Rather than
heroic, intelligent robots, Gundam’s “mobile suits” are
simply machines, and are piloted like fighter planes. The
story as a whole explored themes such as war, man’ rela-
tionship with technology, evolution, and manifest destiny
in space. Tomino’s Gundam series had introduced a new
level of human drama and even existentialism to a genre
where few had expected to find it.

And yet, what price success? In this interview, con-
ducted at Anime Expo ‘92, Tomino in his grudging role as
anime’s Dr. Frankenstein gives the impression of a man
who would gladly part with the title “Father of Gundam”
if he could only disassociate himself from the mecha
monster he’s created.
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Apocrypha regarding Tomino’s love/hate affair
abound. One oft-repeated story has him at a convention
being plagued by fans about the next Gundam sequel.
Tomino is rumored to have snatched up a nearby model,
hurling it to his feet, whereupon he stomped it to pieces.

“THERE’S your Gundam sequel!” he’s said to have
cried. Another version has him stabbing it through the
head with a pencil.

Part of this is understandable, especially when viewed
from a career standpoint. Though easily the best known,
Gundam is far from the only influential television series
with which Tomino has been involved. He’s had a hand in
or a drivers-seat position for many of the mecha classics
of the ‘70s including Yasha Raideen—one of the handful
of shows before Gundam in which he collaborated with
character designer Yoshikazu Yasuhiko. Many of these,
such Raideen, are viewed as classics in their own right. It
was also during this era (and not from Gundam) that he
earned the nickname “Zen Kuroshi no Tomino” (“Kill ‘em
all Tomino”), most notably with the TV series Zambot 3,
which featured the heros girlfriend being blasted to
pieces as the result of a bomb implanted in her spine.

In the post-Gundam era, many of the ‘80s mecha TV
shows were also Tomino’s babies and are some of the best
examples of his penchant for creating whole new worlds
to explore: Ye olde medieval sword ‘n’ sorcery (with
robots) in the faerie fantasy Sei Senshi (“Holy Warrior”)
Dunbine; far future sci-fi in the offbeat Jusenki (“Heavy
War-Machine”) L-Gaim, cited by many to be the origin of
Mamoru Nagano’s Five Star Stories’ universe, especially
since Nagano himself worked on L-Gaim as a mecha
designer; as well as the comedic Wild West robot adven-
ture Sento (“Battle”) Mecha Xabungle, typically seen writ-
ten in Japanese ads—in English—as “Blue Gale
Xabungle.” The inevitable Gundam sequels are there too,
with Z (“Zeta”) Gundam, Gundam ZZ (“Double Zeta”), as
well as the theatrical feature Kido Senshi Gundam:
Gyakusha no Char (“Chars Counterattack”), which
seemed to finally close the chapter on the characters from
the original series. Another series of note in the post-
Gundam era is the grim space saga Densetsu Kyoshin Ideon
(“Legendary God-Giant Ideon”), often cited by director
Hideaki Anno as an influence on his own series, Neon
Genesis Evangelion.

An active writer and novelist aside from his animation
work, Tomino has written novelizations of many of his
works, many of them Gundam-related titles, such as “Gaia
Gear” (originally serialized in NEWTYPE magazine and also
adapted for a nationally broadcast radio version), which
takes place 500 years after the original series’ One-Year
War. At the time of this interview, Gundam spinoffs pro-

duced by younger animators who had grown up watch-
ing the show were only just beginning to pick up speed;
in 1992, the most recent one was Gundam 0083: Stardust
Memory, a twelve-volume OAV series detailing an original
story taking place between the original series’ One-Year
War and Tomino’s sequel series Zeta Gundam. Tomino
himself had only revisited the Gundam universe once in
animation since 1989's Char’s Counterattack, for a far-
future movie titled Gundam F-91, which released theatri-
cally at the same time as the first volume of Stardust
Memory. In this interview, the director gives his thoughts
on not only the origins of Gundam but also on some of his

frustrations with the animation industry itself.

ANIMERICA: How did you begin your career in anime?

TOMINO: You may be aware that in Japan, weekly half-
hour television animation actually began one year before
I graduated from college. The first series was Tetsuwan
Atom [lit., “Iron-Arm Atom,” known in the U.S. as Astro
Boy—Ed.]. I majored in film, but when I graduated there
was no chance of employment in the film industry. So 1
joined the Tetsuwan Atom production staff and went into

Mobile Suit Gundam: Char's Counterattack
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the animation industry instead. I've probably directed
more episodes of the TV series than anyone else.

ANIMERICA: What specific training did you receive?

TOMINO: In college, I was particularly interested in
film direction. For the first two years in the program,
we were required to write a lot of scenarios; I'd say it
gave me a basic education in scriptwriting. 1 received
no formal training in art, but because 1 knew that I
wanted to become a director, I did study art and music
to a certain extent.

ANIMERICA: What influenced your creation of the
Gundam concept?

TOMINO: I don't think there are any animated works that
have had a specific influence on the creation of the
Gundam world. In regard to live-action, there have been
quite a few that I have not only liked but been influenced
by. I very much like Akira Kurosawass films, especially the
action films. I like the very quiet films of Yasujiro Ozu.
And 1 particularly like the U.S. film Destination Moon. Its
depiction of space did influence me; its where I got my
feeling for space conditions from. Its very outdated now;,
but it was revolutionary at the time.

ANIMERICA: How did the space-colony concept and the
Star Wars movie influence Gundam?

TOMINO: The space-colony concept and Star Wars were
very much an influence on me; in fact, you could say
they're the basis for the whole Gundam drama. 1 already
had the story outline done when the movie was released
and, frankly, I felt extremely frustrated
and bitter. In the United States a film
like Star Wars could be made in live-
action, whereas in Japan we were
in a position—or I was in a posi-
tion—where I had to make my
story in robot animation...and [
don’t particularly like robot ani-
mation.

ANIMERICA: That brings up a
point Five Star Stories’ Mamoru
Nagano brought up when he
visited the United States in
1989. In many respects, he said,
Japanese live-action films, espe-
cially in regard to sound effects and spe-
cial effects, are by American standards
outdated. Do you have any feelings on
why this might be?

Mobile Suit Gundam

10

TOMINO: Yes. In Japan we have production staff and
directors who are big, big admirers of special effects. But
I think they regard the shooting of special effects as some-
thing too unique, too separate. Thats one of the reasons
that the films themselves are terrible. I think the biggest
problem in the Japanese film industry is that people are
not using special effects to tell a story; they're using spe-
cial effects to use special effects. Its a big trend among
many production companies. I would even go so far as to
say that there are no live-action directors in Japan who
can use special effects as an integral part of the story.

ANIMERICA: Going back to Gundam, how did you assem-
ble the creative team that produced the first series?

TOMINO: There really is no creative “team” for Gundam as
such. We just used whatever staff was currently available.
For example, we were very lucky that on the first series
we had Yoshikazu Yasuhiko (Arion, Venus Wars) as our
character designer. In Zeta and Gundam Double Zeta, we
had all kinds of creative staff involved. But because each
series had a separate team, we weren't able to establish
the overall continuity and uniformity that we should’ve
had throughout the story, and that’s unfortunate.

ANIMERICA: Is that why there were such big breaks in
the storylines between the various series and Char’s
Counterattack?

TOMINO: Yes, thats the biggest reason. I think another
reason why there were such big gaps was because, being
both creator and director, I tried to do too much. Because
both I and the producer felt that the element of human
drama was the main reason for the success of the first
series, [ think I became too fixated. In Zeta, we empha-
sized this human-drama element too much and wound
up with a bleak ending. We overcompensated in Double
Zeta and ended up with a comical ending. 1 think many
of the fans tend to see the whole Gundam story as one
unified universe, but, frankly, I don think of it that way.
In my own mind, from Zeta Gundam on, every Gundam
story stands on its own.

ANIMERICA: How involved were you with the two
Gundam OAV series, Mobile Suit Gundam 0080: A War in
the Pocket and the recently completed Mobile Suit Gundam
0083: Stardust Memory?

TOMINO: I had no involvement in either project. They're
produced by Sunrise and under its direct control.

ANIMERICA: I understand that both Char’s Counterattack
and F-91 were originally novel series.
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From my standpoint as the original
creator, the fact that | can’t control
the whole universe is sometimes very
frustrating.

TOMINO: It’s the other way around, actually. Whenever [
write a novel, its with the assumption that there’ll also be
a film. As for why, 1 dont know if I should say this,
but...its probably because my novels aren’t strong
enough to stand up on their own. I'd prefer to write the
novels before the films, but the film production’s got to
come first. And since I'm involved in direction as well as
production, the films always get priority and thats why
the books come out later. I'd like to become a novelist,
but I can’t. I'm in a real dilemma.

ANIMERICA: In what way? Do you feel trapped by the
Gundam concept?

TOMINO: It has absolutely nothing to do with Gundam.
It’s related to the fact that, for my generation, the print
medium and novels in particular have a higher status
than film. Its sort of everyone’s dream, I guess, to be a
novelist. But I am a TV animation director.

ANIMERICA: If you were a novelist, what sort of genres
would you write in? Science fiction, perhaps?

TOMINO: No, I don't particularly care for science fiction.

ANIMERICA: In its time, Gundam was a revolutionary con-
cept. In his book, Inside the Robot Kingdom, (author) Fred
Schodt describes a ‘70s anime producer who told you
how to write a proper robot story. Basically, have a young
hero with a big robot smash the bad guy.

TOMINO: | was involved in a lot of films like that, actual-
ly. What 1 wanted to do was something very different.
Gundam, of course, was a hit. Many times after that, I
tried to create shows with a different feeling. Some of
these I regard as failures.

ANIMERICA: What is your relationship with Sunrise?

TOMINO: In theory, 'm a freelance director. However,
because of the success of Gundam, 1 am in reality directly
linked to Sunrise. In many cases, Sunrise starts the project
and then they pass it on to me. Because Gundam is so visi-
ble within the industry, people don't really see me as a free-
lance director. This has actually caused quite a personal
problem. Until there are no more Gundam films made, 1
won't be getting any work. People won' give me any work.

ANIMERICA: What are your duties on a Gundam project?

11

You've already mentioned that you're the overall director.
Do you work on the screenplay as well?

TOMINO: I do everything that you mentioned. Whether
its a TV series or a theatrical feature, I'm involved in
either drawing the storyboards or checking them. 1 dis-
cuss the drawings with the animators, I draw and check
the cels—all of which takes 365 days a year. I really don't
have time for other projects.

ANIMERICA: What would you like to be involved in if
Gundam were terminated?

TOMINO: Nothing in particular. I'm a TV person—I've
spent so much time in the industry, so many years being
given the conditions under which I must create—I really

Garzey's Wing

don't think I could come up with anything on my own.
I've been working under externally imposed conditions
for thirty years. I've got all kinds of experience in being
given certain conditions for planning and direction; I'm
actually very confident working in an environment like
that. But also, as I've said, because I've been working in
this situation for thirty years, it’s very difficult for me to
put together my own ideas, to work from a “blank slate.”
In that sense, 1 am probably a very different creature from
what you normally refer to as a creator.

For example, Gundam is part of the giant robot genre
and, frankly, 1 don't really like the giant robot genre. But
when I am put in the situation where 1 have to create
within those parameters, 1 turn around and think, “Well,
what can [ do?” And then, if necessary, I try to introduce
some new concepts. That’s what happened with Gundam,
and 1 think thats one of the reasons for its success. If 1
were left to my own devices, if 1 could do whatever 1

© Yoshiyuki Tomino « Garzey's Wing Production Committee
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wanted, I probably wouldn’t have the success of Gundam.
It may not seem like a creative process, but ['ve recently
begun to realize that as a creative method, it is legitimate.

ANIMERICA: Legitimate? How so?

TOMINO: When people think of a creative person in the
industry, they probably think of someone who works
from a blank slate. But actually, even the greatest genius-
es tend to draw ideas from their environment. So I think
what I described is a legitimate method of being creative.

ANIMERICA: Are there any future projects you're planning
to work on?

TOMINO: In terms of the Gundam world, 1 would like to
create one more story from the perspective of 10- to 15-
year-old children. I'm also interested in doing something
with the Dunbine world, maybe something in its future. It
might be something, for example, where the inhabitants
realize that only they can save the Earth from destruction.

ANIMERICA: How do you feel about the various print
adaptations of the Gundam world? For instance, MS Era
and Gundam Sentinel?

TOMINO: The fact that side-stories are popular is some-
thing T am pleased about. Sometimes the side-stories and
the films made from them attract more fans than I'm able
to generate. Because it does help to increase the Gundam
market, 'm very happy for it. From my standpoint as the
original creator, though, the fact that 1 can't control the
whole universe is sometimes very frustrating. Gundam’s
been around for over ten years. In terms of business strat-
egy and development, the side-stories can be thought of
as a vehicle to continue it for another ten. They're also
another way to expand the market and continue it all
over the world. In that sense, they’re valuable.

ANIMERICA: Finally, if you had the chance to recreate
Gundam, what would you change {rom the original story?
Would it perhaps be more adult-oriented?

TOMINO: If it came to remaking the Gundam series. .. well,
it would depend on the conditions. At this point I'm not
even considering it. However, if | were given the oppor-

tunity and the conditions under which to do so, then I'd
demonstrate to you how I'd go about it.

ince the time of this interview, things have begun
to change for the Gundam juggernaut Tomino set in
motion in 1979...and also for the creator himself.

In 1993-94, the new Gundam TV series referred to in
this interview aired on Japanese TV under the title Victory
Gundam. V Gundam (as it's usually abbreviated) was the
first new television series to bear the Gundam name since
Gundam Double Zeta in 1986. Featuring a 13-year-old
hero, a surprisingly grim story, and a years-in-the-future
setting in the world of the original Gundam, the show
wasn't always the highest-rated of its timeslot (in com-
parison with evergreen hits such as Dragon Ball or the
even younger-targeted Crayon Shin-chan, especially), but
it did set in motion a new wave of popularity for the
entire Gundam franchise.

These days, based on the popularity of such OAV
series as Stardust Memory, the Gundam legacy keeps on
rolling even without Tomino, with an ever-multiplying
number of new series being created under the Gundam
flag, most of which have no more to do with the original
universe than a basic similarity in robot design, as each
creative team picks out a different aspect of the series to
emphasize. On TV, V Gundam was quickly followed by
three back-to-back series—G Gundam, Gundam Wing,
and Gundam X. An OAV series, Mobile Suit Gundam: The
08th Mobile Suit Team, is also currently in release, detail-
ing an “alternate” story set in the original series’ timeline.

Parody too, has been established—the SD (“Super-
Deformed”) Gundam series gives us strangely shrunken
versions of familiar characters and is a seemingly endless
font of slapstick pokes at the series, and in some ways
(especially among small children) is even more popular
than the original. Recently, Tomino has finally begun
work on other series beside Gundam that inspire him,
such as an OAV series, Byston Well Monogatari: Garzey no
Tsubasa (“Tales of Byston Well: Garzey’s Wing”). Set in the
Dunbine world—yet lacking the robots that, its long been
rumored, were only added to the Dunbine story after pres-
sure from the animation’s then-sponsor—Tomino at last
seems free to pursue his own vision quest.

Tominos also tried his hand, of late, at writing for a
manga series. Titled Crossbone Gundam, the series follows
up on the story from the Gundam F-91 movie, albeit with
a Leiji Matsumoto-esque “tall ships and pirates” motif.
One of Tomino’s infamous name “homages” (he’s admit-
ted during a U.S. panel appearance that a good third of
his characters’ names, such as Dunbine’s “Shott Weapon,”
and L-Gaim’s “Full Flat,” are gags) is the hero of Crosshone
Gundam, “Tobias Arranax,”
hero of the classic Jules Verne novel 20,000 Leagues Under
the Sea.

Currently, it seems Tomino may be returning to his

whose name harkens to the

roots, as he’s said to be working on a new, as-yet-untitled
animation project for television.
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Known first and foremost as the “Father of Gundam,” as you'll see below, Yoshiyuki
Tomino has had quite a career in the anime industry, working as an animator on some of
the biggest hits in the industry, as well as going on to create hits—not all of them
Gundam, either—of his own. Involved recently in the writing of “Gaia Gear,” a Gundam-
inspired novella serialized in the pages of NewType magazine, Tomino has also published a
series of Gundam novels through Del Rey here in the U.S., as translated by the
redoubtable Fred Schodt. In terms of manga work, Tomino is currently involved in the
writing of "Crossbone Gundam,” an alternate Gundam series as published in SHONEN AcE.
Finally, although one might reasonably argue that a byline is a byline, two things need to
be noted: (1) not all Tomino's credits reflect actual work on the series, as his Gundam
0080 and 0083 credits seem mostly honorary; and (2) we've elected not to list the numer-
ous “SD" or “super-deformed” Gundam videos here, partly because Tomino's involvement
in them is slight at best, and partly because there’s just so darn many of ‘em.

€3 Tetsuwan Atom (“lron-Arm Atom’}
SKBET b A

Episode Director
193-episode TV series (1963-66); see entry for Sugii. DOMESTIC RELEASE
TITLE: Astro Boy (The Right Stuf)

Ribon no Kishi (“Ribbon Knight")
YR OHL
Episode Director
52-episode TV series (1967-68); based on the Osamu Tezuka manga series of
the same name which, incidentally, also happens to be Japan's first ever shdjo
or “for girls only” manga title. CURRENTLY IMPORT ONLY

€Y Moomin
N
Storyboards
65-episode TV series (1969-70); based on the children’s stories by Finnish
author Tove Jansson. Followed years later by several different sequel series.
CURRENTLY IMPORT ONLY

@ Ashita no Joe (“Tomorrow's Joe")
HLleDTa—
Episode Director
79-episode TV series (1970-71); based on the popular, long-running manga of
the same name by Tetsuya Chiba, as serialized in SHONEN MagaziNe. CURRENTLY
IMPORT ONLY

Sasurai no Taiyd (“Wandering Sun”)
RGP N
Episode Director
26-episode TV series (1971); based on the shdjo manga series of the same

name by Mayumi Suzuki, as published in weekly SH3Jo Comic manga magazine.
CURRENTLY IMPORT ONLY

Fushigi na Melmo (“Marvellous Melmo”)
ALERZAINE
Episode Director

26-episode TV series {1971-72); based on the Tezuka manga of the same name
(Tezuka also acts as episode director). CURRENTLY IMPORT ONLY

@ Kokumatsu-sama no Otdri Dai ({"Kokumatsu's ‘Coming Through™)
ENREEOHBEYEN
Episode Director
46-episode TV series {1971-72); based on the manga by Ashita no Joe's Tetsuya
Chiba. Updated remake of a series from Japanese television's “monochrome” or
black and white age. CURRENTLY IMPORT ONLY

@ Umi no Triton (“Triton of the Sea”)
BOMY R
Director
27-episode TV series {1972); based on the Tezuka manga of the same name. In
a rare departure from more “traditional” Tezuka anime, Triton focuses more on
dramatic, morally charged conflicts between good and evil, reflecting, perhaps,
what would eventually become Tomino's own preoccupation with same. CUR-
RENTLY IMPORT ONLY
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Yamanezumi Rockychuck (“Rockychuck the Woodchuck”)
whyanvF-—Frv o

Storyboards

52-episode TV series {1973); based on the children’s book Animal Tales by
Thornton W. Burgess. Adventures of a young woodchuck named “Rockychuck”
and his woodchuck girlfriend, Polly. CURRENTLY IMPORT ONLY

Jinz6 Ningen Casshan (*New-Made Man’ Casshan”)
FEABMF vy v —

Episode Director

35-episode TV series (1973-74); representative work of Tatsunoko "Home of the
Heroes" Productions. Although this original TV series has yet to be made avail-
able domestically, the Casshan story was recently updated as a new OAV series
which is available in the U.S., through Streamline Pictures/Orion Home Video.
CURRENTLY IMPORT ONLY

Samurai Giants

Bl AT7Y

Storyboards

46-episode TV series {1973-74); based on the manga by Ikki Kajiwara and Ko
Inoue. At first glance your average baseball story, more thought actually went
into Samurai Giants than you might think, mainly because its creators had set
as a goal for themselves the creation of a story that wouldn't mirror the ubiqui-
tous Kyojin no Hoshi (“Star of the Giants"). CURRENTLY IMPORT ONLY

Alps no Shojo Heiji (“Heidi, a Young Girl of the Alps”)
FINTADDENA T

Storyboards
52-episode TV series (1974); see entry for Miyazaki. CURRENTLY IMPORT ONLY

Hurricane Polymer

BRERY 7 —

Storyboards

26-episode TV series (1974-75); yet another entry in Tatsunoko Production’s pan-
theon of heroes. Produced during a so-called “Bruce Lee boom” in Japan, per-
haps it's true that the series does feature an unusual amount of kung fu style
physical humor. On-air in Japan at roughly the same time as another Tatsunoko
“hero” show, Uchdl Kishi|“Space Knight") Tekkaman. CURRENTLY IMPORT ONLY

Uchi Senkan Yamato (“Space Battleship Yamato”)

FHEK Y~

Storyboards

26-episode TV series (1974-75); see entry for Matsumoto. DOMESTIC RELEASE
TITLE: Star Blazers (voyager Entertainmenti

Yiisha Raideen (“Hero' or ‘Brave’ Raideen”)

BESAT4—>

Director / Episode Director / Storyboards

50-episode TV series (1975-76); based on the manga by Yoshitake Suzuki. The
first “giant robot” anime show for Tohoku Shinsha, in the anime history books
Raideen is said to be remembered for the slightly fantastic feel imparted to it by
director Tomino. An updated, '90s remake was released in Japan recently,
although it—like the show which inspired it—has yet to be made available
domestically. CURRENTLY IMPORT ONLY

Haha o Tazunete Sanzen Ri
("Three Thousand Leagues in Search of Mother”)
BELTRAT=ZFE

Storyboards
51-episode TV series (1976); see entry for Miyazaki. CURRENTLY IMPORT ONLY

Cha Denji Robo Combattler V

(""Super Magnetic Robo’ Combattler V")

BEHOKDIY - NSV

Episode Director / Storyboards

54-episode TV series {1976-77); based on the manga by Saburo Yatsude. Five

robots combine into one, mightier robot warrior, thus the Roman numeral "V in
the series title. CURRENTLY IMPORT ONLY

Araiguma Rascal (“Rascal the Raccoon”)
HOVSETRNN

Storyboards
52-episode TV series {1977); see entry for Miyazaki. CURRENTLY IMPORT ONLY
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Cho Denji Machine Voltes V

(""Super Magnetic Machine’ Voltes V")

BBEI - RILTFRV

Episode Director / Storyboards

40-episode TV series (1977-78); based on the manga by Saburo Yatsude.

Second entry in the “Super Magnetic Robo” co-production founded by Toei and
Sunrise. CURRENTLY IMPORT ONLY

Muteki Chdjin Zambot 3

{""Invincible Super Person’ Zambot 3")

B|BBAY Ky k3

Executive Director / Original Story

23-episode TV series {1977-78); based on a story by Tomino and Yoshitake
Suzuki. First animated series to be produced by Sunrise as an independent stu-
dio. The series’ slant—that characters seldom knew why or for what they were
fighting—is said to have been imbued directly by Tomino. CURRENTLY IMPORT
ONLY

Mirai Shénen Conan (“Future Boy Conan”)

RRIEIF Y

Storyboards

26-episode TV series (1978); see entry for Miyazaki. CURRENTLY IMPORT ONLY

Peline Monogatari (“The Story of Peline”}

N =X

Storyboards

53-episode TV series (1978); based on the novel £n Famille by Hector Malot.
Joining Tomino in the storyboard trenches for this series is Isao Takahata, fre-
quent collaborator of Hayao Miyazaki. CURRENTLY IMPORT ONLY

Muteki Kdjin Daitarn 3 (“Invincible Iron-Man’ Daitarn 3")
BWEBBASA5—23

Executive Director / Original Story / Episode Director

40-episode TV series (1978-79); based on an original story by Tomino, among
others. Change of pace for director Tomino, incorporating a lighter tone than the
usual stiirm und drang for which he was already becoming famous. CURRENTLY
IMPORT ONLY

Akage no Anne (“Red-Haired Anne”)

FEDT >V

Storyboards

50-episode TV series {1979); see entry for Miyazaki. CURRENTLY IMPORT ONLY

Kidé Senshi Gundam ("Mobile Suit Gundam”)
WIS A

Executive Director / Original Story

43-episode TV series (1979-80); first entry in what would become the Franchise
of Franchises for then-fledgling studio Sunrise. Before Gundam, giant robots in
anime had been hulking, eccentric pets small boys could “sic” on others at will,
or even, sometimes, ride; after Gundam, they became sleek, mass-produced
weapons of war. The show that literally redefined the genre, the three Gundam
movies available in Japan on home video are basically compilation or “digest”
versions of the TV episodes, although the climactic final sequence in the third
film was completely reanimated for dramatic effect. CURRENTLY IMPORT ONLY

Densetsu Kyoshin Ideon (“Legendary God-Giant' Ideon")
EBRE®MA T+

Executive Director / Original Story

39-episode TV series (1980-81); based on an original story by Tomino, amang oth-
ers. Follows up the iconaclastic reforging of the “giant robot” genre started by
Tomino in Gundam by not only upping the size of the robots themselves, but also
by escalating both existential musings as well as on-screen casualty counts.
Followed by a two-part theatrical release in 1982. Also known as “Space
Runaway Ideon,” the studio-provided English subtitle. CURRENTLY IMPORT ONLY

Sentd Mecha Xabungle (“"War-Machine’ Xabungle”)
HBA LY T TN

Executive Director / Original Story

50-episode TV series {1982-83); based on an original story by Tomino, among
others. Lovingly described by at least one diehard fan we know as the “Wild
West Robot Show,” the giant-robot {in this case, “walker-machine”) action
takes place in a world where Clint Eastwood might feel well at home. Also
known as “Blue Gale Xabungle.” CURRENTLY IMPORT ONLY
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Ginga Hydry( Vifam (“Galactic Castaways' Vifam")

SRAIRARINA T 7 A

Original Concept

46-episode TV series (1983-84). In this unique twist on Tomino's by-now familiar
oeuvre, a passel 0’ younguns gets stranded in space and, with minimal adult
supervision, must learn to pilot giant robots. Followed in 1984-85 by a four-vol-
ume OAV series, in which Tomino gets credit for “original concept” once again.
Also known as “Round Vernian Vifam.” CURRENTLY IMPORT ONLY

Sei-Senshi Dunbine ("*Holy-Warrior" Dunbine”)

5L vh A 4

Executive Director / Original Story

49-episode TV series (1983-84); based on an original story by Tomino, among
others. A mystic summons from an alternate world known as “Byston Well”
summons ne'er-do-well Japanese youth Sho Zama (motorcycle and all) down
the “Aura Road” to do battle in insectoid giant robots known as “aura battlers,”
aptly named after the metaphysical source of their power. Re-released in 1988
as a three-volume OAV compilation series, each of the three “rehash” volumes
(VHS or LD) also include a brand-new, not-available-anywhere-glse 0AV
episode. Also known as “Aura Battler Dunbine.” CURRENTLY IMPORT ONLY

Jisenki L-Gaim (*Heavy War-Machine’ L-Gaim”)
EURIIVAA L

Executive Director / Original Story

54-episode TV series (1984-85); features character and mecha design by a then-
novice Mamoru Nagano (Five Star Stories). Re-released in 1986-87 as a three-
volume OAV compilation. Also known as “Heavy Metal L-Gaim.” CURRENTLY
IMPORT ONLY

Kid6 Senshi Z Gundam ("Mobile Suit ‘Zeta’ Gundam”)
L 1L s PN

Executive Director / Original Story

50-episode TV series {1985-86); sequel to the popular 1379-80 series. With
episode direction by Yasuhiro Imagawa (Giant Robo) and animation direction by
Hiroyuki Kitazume (Moldiver), Zeta Gundam was an '80s focus point for the
anime “name” industry of the ‘30s...especially as we know it here in the U.S.
CURRENTLY IMPORT ONLY

Kidd Senshi Gundam ZZ
("Mobile Suit Gundam ‘Double Zeta")
Wt Y AZZ

Executive Director / Original Story

47-episode TV series (1986-87); in general, a more light-hearted sequel than
Zeta, rising body counts in later episodes notwithstanding. Character design
and animation direction by Kitazume. CURRENTLY IMPORT ONLY

Kidd Senshi Gundam: Gyakushi no Char
(“Mobile Suit Gundam: Char’s Counterattack”)
WHETH S A EROS T

Director / Screenplay / Original Story

120-minute theatrical feature (1988); resolves (more or less) the ambivalent
rivalry of idealistic Gundam pilot Amuro Rei and charismatic leader Char
Aznable as established in the 1979-80 television series. Character design and
animation direction by Kitazume. CURRENTLY IMPORT ONLY

Kidé Senshi Gundam 0080: Pocket no Naka no Sensd
(“Mobile Suit Gundam 0080: A War in the Pocket”)
WL H >4 £0080: Ry s hDPDKS

Original Story

Six-volume OAV series (1989). Tidy, complete-in-itself story, told through the
eyes of a young boy and set chronologically about the same time Amuro and
Char wage their final battle in the 1979-80 Gundam TV series (you don't need to
have seen the TV series to enjoy the OAV series, however). Movingly bitter-
sweet ending, with a screenplay by Hiroyuki Yamaga (The Wings of
Honneamise). CURRENTLY IMPORT ONLY

Kidé Senshi Gundam F-91 (“Mobile Suit Gundam F-91")
MBS AF-91

Director / Original Story

115-minute theatrical feature (1991). The three caballeros of the original
Gundam—creator Tomino, character designer Yoshikazu “Yaz" Yasuhiko of
Crusher Joe fame, and mecha designer Kunio Okawara {Votoms—reunite for
this 1991 movie (thus, the perhaps not entirely coincidental "F-91" of the title).
CURRENTLY IMPORT ONLY
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Kidé Senshi Gundam 0083 (“Mobile Suit Gundam 0083") Byston Well Monogatari: Garzey no Tsubasa

M+ F7  # £0083: STARDUST MEMORY ("Tales From Byston Well: Garzey's Wing")

Original Story NAR+Y D VHE (H—F1DR)

Twelve-volume OAV series (1991-92). “Mechanical stylings” by Macross' Shoji Director/ Original Story / Screenplay

Kawamori are only a small part of the fantastic design work in this epic, Three-volume OAV series {1996-97). Free at last of the sponsors who insisted
sprawling Gundam "side-story.” Although the OAV series itself has yet to be his original Dunbine couldn't go on without the giant (albeit giant insectoid)
released domestically, as with the Dirty Pair, an "anime film comic” version is robots, Tomino gets to do it his way in this updated {and robot-less) direct-to-
also available in the U.S. from Viz Comics which uses actual production cels home-video sequel to the 1983-84 TV series. CURRENTLY IMPORT ONLY

from the series to illustrate the story. Followed in 1992 by Kidd Senshi Gundam
0083: Zeon no Zankoku ("Zeon's Fading Light”), a theatrically screened compila-
tion version featuring a few minutes of new footage. CURRENTLY IMPORT
ONLY

Mama wa Shﬁgaku Yon-Nen-Sei (“Mama’s a Fourth-Grader”) &= Japanese comics or “manga” series; may or may not be available in foreign-language
T TILNEAEE (i.e., English) version

; PR TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
Opem_ng A”’”’a”"f’ . . . . . @ broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
51-episode TV series (1992} in which Tomino has no involvement other than in |Sailor Moon, Dragon Balf) are available both in broadcast and home video versions
creating the opening animation sequence. (It's such a cute show—and, coming ) 7 )
from the master of existential anime angst as it does, so unexpected—that we Direct-to-home-video series; may also include compilations of TV episodes released to

couldn't resist mentioning it.) CURRENTLY IMPORT ONLY home video market

. B Theatrical feature; may or may not receive equivalent theatrical release for U.S. version
Kidd Senshi V Gundam (“Mobile Suit ‘Victory Gundam”)
WEBELTVH YA S

Executive Director / Original Story

51-gpisode TV series (1993-34). With a story designed to stand alone from the
main Gundam continuity and a lead character aged purposefully younger in order
to appeal to the model- and toy-buying kids who've helped make the series the
phenomenon it's been over the years, the series nevertheless offers a strong
attraction for older viewers as well, partially because of its story, and partially
because of its unflinching approach to violence. CURRENTLY IMPORT ONLY

Kidé Butéden G Gundam
{"Mobile ‘Bushido Legend’ G Gundam”)
[ 1 had - Rep PN

Original Concept

49-gpisode TV series {1994-35). When the series first aired, seasoned fans
shook their heads gravely and applauded original creator Tomino for keeping his
distance from what seemed a wholly gratuitous entry in the ongoing Gundam
legend. However, as more recent critics have pointed out, the series is not with-
out its appeal, especially if you're a fan of director Yasuhiro Imagawa (Giant
Robo), whose aesthetic sense infuses the show from start to finish. CURRENT-
LY IMPORT ONLY

Shin Kidé Senki Gundam W

{"The New "Mobile Battle-Legend’ Gundam Wing")

BB 5 AW

Original Concept

49-episode TV series (1995-96). The Gundam franchise gets a whole new look,
thanks to character designer Shuko Murase (Ronin Warriors/ Samurai Troopers,

Night Warriors: Darkstalkers” Revenge) and a cast of young, hunky Gundam
prodigies. CURRENTLY IMPORT ONLY

Kidd Shin Seiki Gundam X
{"The Mobile ‘New Era” Gundam X")
BB H & LX

Original Concept

39-episode TV series (1996). Coming as it did on the heels of the popular Gundam
Wing, expectations were high for this series, but even with the inclusion of oddi-
ties such as psychically enhanced “Newtype” dolphins and the like, Gundam X
has seemingly suffered, at least in the hearts of finicky fans, what psychologists
might describe as a “failure to thrive.” CURRENTLY IMPORT ONLY

Kidd Senshi Gundam: Dai-08 MS Shétai
("Mobile Suit Gundam: The Eighth Mobile Suit Team”)
WEN L % A SEOBMS /M

Original Story

Six-volume OAV series {1996~ ); currently ongoing as of press time. In 1990,
toy manufacturer Bandai released a collection of TiMe-Life style “photos” (mock
credits and contributor bios in all} to commemorate a fictional—yet crucial—
event in the series’ chronology. Titled MS Era: The Documentary Photographs of
the One-Year War, the book uses original illustrations by top Japanese illustra-
tors such as Masami Yuki {Patlabor}, Yutaka lzubuchi (Dunbine), and Shoji
Kawamori {Macross) to posit a documentary-style look at the conflict; the CAV
series is an animated version of that same concept. Twelve OAV volumes
planned for eventual release. CURRENTLY IMPORT ONLY
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) Rumiko Takahashi

Interviewed by Seiji Horibuchi (1993)

(14

think I'm in love.”

They all say it, meeting her for the first time. Soft-spoken

and full of laughter, petite even by Japanese standards,
its easy to see why Rumiko Takahashi is one of Japan’s
most beloved manga artists. What’s not so easy is think-
ing of her as one of her country’s wealthiest citizens. She’s
just so...cute.

Interviewer Seiji Horibuchi tells us he was “pleasantly
surprised” when Takahashi personally opened the door.
“I've spoken with her several times over the telephone,” Seiji
says, “but this was the first time for me to meet her in per-
son. She’s just so...small. Not only her size but her voice.
Gentle, polite, modest—not at all what you'd expect from
someone who makes more annually than Joe Montana.

“I fell in love immediately.”

Takahashi was only twenty-one when she created
Urusei Yatsura, the comic that would go on to sell over
twenty-two million copies and establish her as one of
Japan’s premiere storytellers. The wacky boy-meets-alien
romantic comedy enjoyed a seven-year serialization in
WEEKLY SHONEN SUNDAY comic magazine and is currently
available as thirty-four collected Japanese volumes, as well
as in English under the title Lum*Urusei Yatsura.

16

“Urusei Yatsura is a title I had been dreaming about
since I was very young,” Takahashi says. “It really includes
everything 1 ever wanted to do. I love science fiction
because sci-fi has tremendous flexibility. I adopted the

science fiction-style for the series because then I could
write any way | wanted to.”

Takahashi began her comics career under the tutelage
of Kazuo Koike (Lone Wolf and Cub, Crying Freeman). She
says she’s a big fan of Spider-Man, adapted for a Japanese
version by Crying Freeman and Mai the Psychic Girl's
Ryoichi Tkegami, who co-wrote it with Kazumasa Hirai.

Takahashi’s unassuming red brick home is located in
one of Tokyos more quiet neighborhoods. The manga
wunderkind was watching a rerun of a soap opera-like
samurai drama when our interviewer arrived. “The first
thing 1 noticed when I entered was the huge HDTV,” he
admits. “The high-definition television set was the only
visible sign that this was the home of one of the world’s
most successful comic creators.”

It was in 1977 that Katte na Yatsura (“Those Selfish
Aliens”), the rough-yet-promising series which laid the
early foundations for Urusei Yatsura, was nominated for
Japanese mega-publisher Shogakukan’s “Best New Comic
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Artist” award. Her bestselling Urusei (the title is a pun on
the Japanese urusai, as in “noisy/obnoxious,” but written
with the Chinese character for “planet”) was published a
year later at the encouragement of her Shogakukan editor.
Ranma 1/2, described by Gerard Jones, the series’ English
rewriter, as “a bizarre martial arts sex comedy,” was seri-
alized in SHONEN SunpAY for a total of thirty-eight
tankobon, or compiled manga volumes.

“I always wanted to become a professional comic cre-
ator,” Takahashi says, “ever since 1 was a child. At first,
my short stories were published in comic magazines, then
I had the big chance to publish Urusei Yatsura. As you
probably know, comics for girls are very popular in Japan.
Most of girls’ comics are created by women. Maybe that’s
why there are so many female comic artists here.”
According to some estimates, shojo or girls’ comics make
up 30% of the entire Japanese manga industry—a signi-
ficant figure, even though Takahashi herself works in a
style more like that of shonen, or boys’ comics.

“Although she’s shy, she’s also very, very determined,”
Seiji says. “Takahashi definitely knows what she’s talking
about. 1 think its because she loves what shes doing. Do
you realize that with the help of her assistants, she creates
over one hundred original comic pages every month?

“With such a heavy work load, you'd think she’d be
tired, but she was actually very refreshed...almost
as if she were thriving under the pressure. She
was very interested in hearing about her
American fans, and is looking forward to
meeting them.” Although her schedule is
among the most grueling in the manga
industry, at the time of this interview
Takahashi had been hoping she’d be
able to visit the U.S. sometime in the
future and see for herself what it is
about her work that interests her
English-speaking readers.

“Sure, there are cultural differ-
ences in my work,” she says. “When 1

No doubt about it, Takahashi is the darling of the
manga and anime world, and not just in Japan. At the
time of this interview, in the early spring of 1993, Ranma
1/2 was still in serialization in SHONEN SUNDAY, only twen-
ty-three of its final thirty-eight volumes had been
released, and the idea of being a celebrity artist in
America, as opposed to Japan, was still something of a
novelty. Manga publishing in America was as yet only a
few years old, and Takahashi was not its first star, that
honor going instead to Ryoichi lkegami, with the over-
whelming success of the English translation of Mai the
Pyschic Girl (ironically, as Takahashi herself admits,
Ikegami’s Spider-Man was one of her own influences as a
young artist).

In the intervening years, however, the popularity of
Takahashis work not only caught up, but closed ranks
with the bestselling manga artists in the country. Of all
the manga and anime titles translated into English,
Takahashis work is easily among the most widely avail-
able—and widely popular—in the U.S. market, with
nearly all of her manga in
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see an American comedy, even
though the jokes are translated,
there’s always a moment when I feel
puzzled and think, ‘Ah, Americans
would probably laugh at this more.’
“I suppose the same thing must hap-

pen with my books,” she continues. “It’s
inevitable. And yet, that doesn't mean my
books can't be enjoyed by English-speaking
readers. I feel confident that there’s enough sub-
stance to them that people from a variety of cultur-
al backgrounds can have a lot of fun reading them.”
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| think manga is
all about feelings,
of being scared
or happy or sad.
In that respect, |
think we might
all be the same.
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publication, including her more obscure short story work
from various magazines, as well as the successful video
series Ranma 1/2, Maison Ikkoku and Urusei Yatsura num-
bering among those most recognizable to American fans.

In this early interview con-
ducted with her U.S. publisher,
Viz Comics, along with explaining
the ideas behind Ranma 1/2 and
Urusei Yatsura (Maison Ikkoku had
yet to achieve widespread familiarity
among English-speaking readers),
Takahashi expresses surprise at
her own early popularity and dis-
cusses her feelings about success,
international fame, the “universality” of her work, and the

demands of being a manga artist.

ANIMERICA: Since Viz Comics first released Urusei
Yatsura about five years ago, several different companies
have published English versions of Japanese manga titles.
Some of them have sold extremely well. But did you
know, among all of them, it’s your works which enjoy the
most continuing, stable popularity?

TAKAHASHI: Really? This is the first time I've heard about it.

ANIMERICA: Marvel Comics’ English version of Akira is a
consistent rival in sales, but you definitely have more fan
support, readers who follow you regardless of title. Slowly
but surely, you're becoming a household name among
manga fans in America. How do you feel about that?

TAKAHASHI: It all just comes as a surprise.

ANIMERICA: You may have heard that in the U.S., comics
aren’t sold in regular bookstores. They're sold in comic
specialty shops. With superhero titles such as Superman
and Batman crowding the shelves, manga titles don't get
quite the same exposure, so many fans go to comic con-
ventions to get hard-to-find comics. Your works are
among the most frequently requested.

TAKAHASHL: I've heard many animated versions of my
manga titles are also available now.

ANIMERICA: Yes, English versions of the Urusei Yatsura TV
series and films, as well as most of the Rumic World stories,
are easily available. Any idea on why they’re so popular?

TAKAHASHI: 1 don't have any idea. Maybe if 1 could
understand what aspects the readers like about them....
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ANIMERICA: In Japan, your works are big hits and enjoy
great fan support. Those Japanese fans and American fans
must have something in common.

TAKAHASHI: Because 1 consciously feature Japanese daily
life such as festivals and the traditional New Year’s holiday
rather often in my manga, [ sometimes wonder if
American readers understand what theyre reading.
Maybe they just like the comics because they're exotic.

ANIMERICA: I'm sure there are at least some readers with-
out any background in Japanese customs. On the other
hand, readers who are interested in manga are usually
interested in other aspects of Japanese culture. For ex-
ample, there are probably many readers who wouldn't
find anything strange about a dinner scene where every-
one sits on the tatami of a traditional Japanese house. Do
you think that mainstream readers, who aren't as familiar
with the Japanese lifestyle, might be intimidated by too
many cultural references?

TAKAHASHI: Once, when 1 was drawing Maison Ikkoku, 1
received a question about it from an American journalist.
As you know, 1 created Maison Ikkoku to be a love story that
could take place in the everyday world. I'm always curious
about what attracts non-Japanese readers to my work, so [
asked the reporters opinion. The reply I got was that
Americans could empathize with the emotions being
depicted in the comics. For example, the feeling when you
fall in love, and you want to express it, but you can'...the
reporter said that emotions are all the same, no matter
which country you're from. I thought about this for a little
while and said to myself, “Come to think of it, that’s true.”

ANIMERICA: Maison Ikkoku is a story which takes place
under unlikely circumstances, especially from an
American point of view. It’s possible it may have elements
difficult for American readers to understand. However, it’s
also true that the original Japanese comic already has its
own English-speaking fans. In the case of your works, I'd
say it’s the attractiveness of the characters, the story, the
artwork. .. probably a combination of all of these.

TAKAHASHL: In terms of art style, the portion of Urusei
Yatsura published in America is all early drawings, very
distinct and completely different from how I draw now.

ANIMERICA: There have been fans who've made a point
of mentioning the evolution of your art style. Because the
later stories have better art, they say, they’d rather see the
later stories printed than the earlier ones. But as publish-
ers, we thought it was important to include the first story
where Lum appears, so we started from the beginning.
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The fans who worry about this sort of thing are more than
likely to own the original Japanese comics anyway.

TAKAHASHI: But where do they get them from?

ANIMERICA: At the many Japanese cultural centers across
the country, its easy to purchase manga straight from
their Japanese publishers. Many fans translate them on
their own, sharing the books among themselves. There
are Urusei Yatsura fan clubs, and some people even put
out their own fan-published dojinshi comics based on
your characters. It’s interesting that Lum seems to be as
popular in America as she is in Japan. You've speculated
in a previous interview that her appeal to American fans
might be the exotic elements of a cute girl from the
Orient. Has that opinion changed?

TAKAHASHL: Well, let’ see. Is there a concept of oni in America?

ANIMERICA: I don't think so. The “devil” is a concept close
to oni, but then that’s a concept strongly associated with
the occult. The oni is more of a mythological monster.

TAKAHASHI: With its many elements, its difficult to
describe Urusei Yatsura in one word. Maybe a school
comedy/romance with some science fiction and what-
not, based on a foundation of slapstick...? Add in the
play on words such as the puns and the metaphors and
the allusions...these aspects might be hard for the
American reader to grasp. What does that leave us with
as a reason for its popularity in America? The novelty of
the characters?

ANIMERICA: Certainly, the comedy may have parts that
are hard to understand, but owing to your artistic tal-
ent—that is, the wonderful visuals—some of it does
come through. For example, right before the punchline, a
character’s mouth will be wide open, nostrils all dilated.
The reader can sense something is coming up.

TAKAHASHL: The majority of Japanese Urusei Yatsura fans
have been high school and college students, not children.
In some ways that’s been a problem. But you know, I can
also say it was very easy for me back then because the
readers were my own age. | was happy that people from
my same generation could enjoy my manga. [ was also
happy that there were so many male readers. Come to
think of it, though, that’s not so surprising, since it was
serialized in a boys’ magazine. 1 was a little disappointed
that it might have been too difficult for children. After
all, 1 believe manga belongs fundamentally to children,
and maybe Urusei Yatsura just didn't have what it took to
entertain them.

ANIMERICA: Even in America, the age of the average reader
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is high...about 20, I'd say. Readers range even into their
late 30s. For Ranma 1/2, also serialized in SHONEN SUNDAY
after Urusei Yatsura, did you consciously try to draw
something aimed more toward children?

TAKAHASHI: Yes, that was done on purpose. And also, 1
wanted it to be popular among women and children.
Ranma 1/2 is popular among girls now, but it seems as
though it hasn't grabbed the boys yet.

ANIMERICA: | see. So it's more popular among girls?

TAKAHASHI: Yes. Lets see, it was around the time when
the eighth graphic novel came out and the cumulative cir-
culation had reached 10 million that I asked the editor if
he could survey the readers. He placed a questionnaire
postcard in the books. As it turned out, Ranma 1/2 fans
were similar to those of Urusei Yatsura. Both series had a
peak readership of 15-year-olds, but in the case of Urusei
Yatsura, the distribution spread toward the higher-aged
males. Conversely, with Ranma 1/2, it spread toward
younger females.

ANIMERICA: In America, the vast majority of comic book
readers are male, but I think that with Ranma 1/2 there’s
a definite increase in female readers. In fact, in America,

© Rumiko Takahashi/Shogakukan, Inc.
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Ranma 1/2 is selling better than Urusei Yatsura. Issue One
completely sold out by the time the fourth issue came
out. It’s evident that the number of readers is increasing.

TAKAHASHI: Ranma 1/2 sells better in Japan, as well.
There are some pretty hardcore Urusei Yatsura fans out

Japanese manga comes from a completely
different form, where the artist does every-
thing alone. It's not possible to excel in all tasks,
but one can’t succeed without a balanced
combination of talents.

there, but among all the serials I've done so far, Ranma 1/2
is the number-one hit.

ANIMERICA: Is that so?

TAKAHASHI: Yes. Even when you look at the sales figures,
there’s a remarkable difference between the two. For me,
though, I'll just be happy if someone remembers reading
Ranma 1/2 as a child, years after its serialization is over.

ANIMERICA: How long has it been since Ranma 1/2% se-
rialization started?

TAKAHASHI: Well, [ don't remember exactly, but it's pro-
bably been five to six years.

ANIMERICA: Since there are so few female readers in this
American market, it would certainly make us and the
comics industry in general very happy if Ranma 1/2 could
increase the number of women reading comics. In my
opinion, the concept of a man changing into a woman
and a woman changing into man could be taken as an
effort to enlighten a male-dominated society. After all,
Ranma never knows what gender he’ll be next. Did you
intend this?

TAKAHASHL: It5 just that [ came up with something that
might be a simple, fun idea. I'm not the type who thinks
in terms of societal agendas. But being a woman and
recalling what kind of manga [ wanted to read as a child,
1 just thought humans turning into animals might also be
fun and mdrchenhaft...you know, like a fairy tale.

ANIMERICA: So it’s more that you never created the char-
acters with a social agenda, but that they just happened
to fit in with the zeitgeist?

TAKAHASHLI: Yes, in that sense, that’s exactly right.

ANIMERICA: | hear that, in Japan, the animated Ranma
1/2 TV series has ended.

TAKAHASHI: That is so. I'm sad about it. It really was a
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fun show to watch.
ANIMERICA: Will there be new animation projects to follow?

TAKAHASHI: There seem to be many, but nothing I can
talk about.

ANIMERICA: Incidentally, did you know that a rock singer
named Matthew Sweet is a big fan of yours? He’s even
come to my office several times.

TAKAHASHI: Um, yes. Even getting a tattoo...l hope its
not permanent. [LAUGHS]

ANIMERICA: Did you know that he made a promotional
video using nothing but Urusei Yatsura animation footage?

TAKAHASHIL: I'm aware of it, yes.

ANIMERICA: Reportedly the song sold well and got a lot
of airplay on MTV. Its probably one of the first times
Japanese animation, although in a slightly modified form,
was introduced to a major American TV medium.

TAKAHASHI: | hear he also did it with Cobra.
ANIMERICA: Yes. But his tattoo is of Lum.

TAKAHASHL: [ heard a rumor that he started putting in
Ran from Urusei Yatsura on his other arm, but will he go
all the way? [LAUGHS]

ANIMERICA: In a previous interview you said that you
often use Japanese folklore as a motif in your work. Do
you ever receive inspiration from other media, such as
contemporary movies or novels?

TAKAHASHI: Well, T've always liked Yasutaka Tsutsui’s
slapstick novels. I read them often. I've wished I could
draw manga that were as absurd as that.

ANIMERICA: Could we say, then, that Yasutaka Tsutsui
has had a great influence on your work?

TAKAHASHLI: Yes, very much. I just happen to use folklore as
a basis, but that’s because it’ easy to twist tales that everyone
knows. As for movies, 1 only see them for entertainment.

ANIMERICA: Disney animation later influenced the story-
oriented manga of the late Osamu Tezuka, which in turn
became the basis of Japanese comics. Has animation ever
influenced you?

TAKAHASHI: Not in particular. But then, Tezuka saw
Disney animation and created the manga of today, and we
as a generation grew up reading that, so 1 very much
think I'm in that school.
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ANIMERICA: This is an open-ended question, but I'd like
to ask, just how busy are you...? I'll bet American artists
probably can’t imagine what it’s like to be drawing over
one hundred pages a month.

TAKAHASHI: Isnt American comic production done in a
division of labor? So the artist is infinitely talented in draw-
ing, and the writer is infinitely talented in making stories. ...

ANIMERICA: Yes. In America, there are very few artists
who both draw and write stories.

TAKAHASHI: ...And so, Japanese manga comes from a
completely different form, where the artist does every-
thing alone. It’s not possible to excel in all tasks, but one
can't succeed without a balanced combination of talents.
In that sense, it’s difficult to strive for perfection, but the
kind of perfection that is striven for by Japanese artists
is different.

ANIMERICA: Are you ever dissatisfied with your stories?
TAKAHASHI: No, I'm always fully satisfied. [LAUGHS]

ANIMERICA: It would seem that it takes a vast amount of
talent to succeed as a manga artist in Japan.

TAKAHASHLI: [ think so. If you can draw really well but cant
write a story, you'd have to become an illustrator. Even
with the help of a writer, if you can't come up with good
layouts, you can't make it as a manga artist. You might
become a wonderful illustrator, but not a manga artist.

ANIMERICA: In America, comics aren't too high in status,
the industry is small, and sales figures are noticeably
lower than in Japan. Even people who are in comics purely
for the love of it tend to move on to other, more highly
paid businesses just as soon as their talent is recognized.
In Japan it's manga that’s the big-money business, so people
with talent flock to it. If you've got the talent, its de-
finitely more financially rewarding to become a manga
artist or manga writer than a novelist.

TAKAHASHI: It's probably true everywhere, but people
with talent go where the money is.

ANIMERICA: There must be a lot of people with great tal-
ent in America, too, and we’d like to give them a chance,
within our limited means.

TAKAHASHI: But don't you think that manga is still
looked down upon in Japan also?

ANIMERICA: There still probably are many people who
hold biases against it.

TAKAHASHI: But if we wait just a little more, the day

should come when the only generation left is the one
which reads manga. [LAUGHS]

ANIMERICA: A day when compiled graphic novels taken
from the pages of Bic Comic magazine line the shelves of
retirement homes. ...

TAKAHASHI: Yes. Manga is entertainment, after all. And
because it’s a form of entertainment rather than a separate
culture, it's inevitable for cultural elements to creep in. It
depicts the world we live in. That manga is read in
America...well, I think it’s truly wonderful if it can make
people laugh across all sorts of borders. I think manga is
all about feelings, of being scared or happy or sad. In that
respect, | think we might all be the same.

ANIMERICA: I'm happy and encouraged that in America,
Ranma 1/2 has a different sort of readership than Urusei Yatsura.

TAKAHASHI: If that’s true, then there’s nothing that makes
me happier.

ANIMERICA: What’ your impression of America?

Urusei Yatsura
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TAKAHASHI: I've only stayed for a single night in Los
Angeles. 1 was scared then. I felt the L.A. airport was
frighteningly mechanical.

ANIMERICA: Some people might say that town represents
America itself.

TAKAHASHI: [ tend to be short, so I was looking up at
everything, and my eye-level seemed to be at the waists of
the walking people. [LAUGHS]

ANIMERICA: Do you feel Europe suits you better?

TAKAHASHLI: I like the Latin people. I was supposed to go
to an Italian comic convention this year but, in the end, 1
was too busy. Spain and Italy are agreeable countries,
don’t you think? I wonder why, among all the countries of
Europe, I feel so secure in those two places...?

ANIMERICA: There’s a manga boom in Europe right now.
It first caught on in Italy and then in Spain. We just
signed a big contract there.

TAKAHASHI: It’s interesting that Japanese manga is getting
accepted in the Latin countries of Europe first.

One-Pound Gospel

© Rumiko Takahashi/Shogakukan, Inc.
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ANIMERICA: We'd love to interview you again next year
after your travels through Europe. In closing, do you have
a message for your American fans?

TAKAHASHI: I'm grateful that you read my works, and it
gives me encouragement to know that you enjoy them.

My best regards to every one of you.

our years later, Rumiko Takahashi had finished her

serialization of Ranma 1/2, written and drawn sev-

eral short stories—most notably a continuation of
her One-Pound Gospel serial—and begun work on an all-
new title, Inu-Yasha.

As a followup to her previous works, most of which
were very much of a slapstick-comedy school, ‘the more
sober Inu-Yasha came as something of a surprise. A histor-
ical fantasy set in Japan’s “Warring States” period, Inu-Yasha
has not only a grimmer tone than nearly any of
Takahashis stories (save for her collection of “Mermaid”
stories, in which the main characters, for all practical pur-
poses, achieve immortality through the cannibalistic eating
of mermaid flesh) but also a more purely Japanese story
than nearly any of her previous works.

Although all of Takahashi’s stories take advantage of
their in-or-around Tokyo settings to parody daily life in
modern-day Japan, the basic love stories of Ranma 1/2,
Urusei Yatsura and Maison Ikkoku have a truly universal
quality about them. Inu-Yasha’s historical time and place
give an utterly different feel—Rumiko Takahashi crossed
with an Akira Kurosawa samurai movie, perhaps.

In a 1997 interview conducted after Inu-Yasha had
just begun, Takahashi simply expressed her hopes for the
series as, “I wanted to draw a story-oriented manga. Also,
I liked the idea of a historical piece. Something I could
easily draw. That’s the premise I started with.” She also
admitted right up front that Inu-Yasha was a story with
fewer laughs than her previous Ranma 1/2, though she
planned to try and work in more comedy as the series
went on.

“I have a rough idea of how the personal relationships
should work out, but that5 all,” she laughed when asked
if she would share hints on where the story might be
headed in the future. “I'm hoping the plot will follow. But
I'm wondering about getting too tied up in relationships.
So I'd really like to be able to improvise as I go.”

Two years earlier, in 1995, Rumiko Takahashi had
also become a member of a very exclusive club, as one of
the few manga artists ever to sell over one hundred million
copies of her compiled works—approximately one of her
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Inu-Yasha

books for every person living in Japan. A gala celebration,
staged by her Japanese publisher, Shogakukan, feted the
artist with accolades from other manga artists, film clips
of her works hosted by the animation voice-actors for
her Urusei Yatsura characters “Ataru” and “Lum,”
star-studded exhibition wrestling match in her honor,
kicked off by a bout between costumed characters
“Genma-Panda” from Ranma 1/2 and “Kotatsu-Neko”
from Urusei Yatsura.

Her feelings on the subject of being a hundred-million-
selling artist were expressed as something of a culmination
of all her years of work—a life’s goal, finally achieved, free-
ing her up to go on without having to reach so much for

and a

the stars.

“I didn't realize it myself when 1 started Ranma 1/2,
but I must have been under pressure to match my pre-
vious two works, and I think I was rushing,” Takahashi
admitted. “I was thinking [ had to create memorable
scenes as soon as possible. In that sense, I think I feel like
now I'm free to do what I can do.” Even so, Takahashi was
the last one to attribute her new sense of relaxation
regarding her work with having “grown up.”

“T'll always be a kid,” she laughed.

Takahashi continues on, drawing Inu-Yasha. While a
weekly serial is running, the artist has next to no oppor-
tunity for time off—during the nine-year run of Ranma
1/2, a 1994 trip to America to attend the nation’s largest
comic convention, San Diego Comic-Con, was about the

© Rumiko Takahashi/Shogakukan, Inc.
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Mermaid's Sca

only vacation she was able to take. After the end of Ranma
1/2 and previous to Inu-Yasha’s serialization, a trip to the
Yucatan Peninsula in Mexico constituted probably the
only vacation Takahashi will have in quite a while. But
still, she’s as committed to being a manga artist as ever.

In a weekly serial, Takahashis new ideas come from
everywhere, from daily observations, from minute details
in newspaper columns, to what’s happening at her home,
which also doubles as her workplace. For free time,
Takahashi reads books, goes to the sumo wrestling bouts,
and sees plays, even more than films. Takarazuka plays
are a particular favorite—a Japanese artform that is the
exact opposite of the traditional all-male casts of Noh and
Kabuki, Takarazuka features female performers playing
roles of both genders.

“I do feel pressure,” she confessed on the subject of
Inu-Yasha’s success, “but I'm starting to wonder if I'm at
the age where I can keep on drawing shonen manga (boys’
comics) forever. But I do...I do want to keep on drawing
shonen manga until [ die.” Perhaps it’s appropriate that,
thanks largely to her efforts—and to those of fellow
female manga artist Naoko Takeuchi, whose bestselling
Sailor Moon has helped redefine English-speaking
anime/manga fandom—not only youthful shénen boys
but young shojo girls are today enjoying her manga in
equal measure.
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Somewhere along the way, during the rise of her popularity in the U.S., Rumiko Takahashi
picked up the nickname “Queen of Romantic Comedy.” We're not sure where it came
from, exactly, but hey! it fits. Known not only in Japan but around the world for her
uniquely charming, somehow reassuringly on-target tales of gentle war between the
sexes (think Tracy and Hepburn, as compared to, say War of the Roses’ Douglas and
Turner), Takahashi seems to know just where the heart lives, as demonstrated by the

titles (every one of them a bestseller) listed below. Note that Takahashi is both writer and

artist on all titles.
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Rumic World

5—Ho2<b—3%&

Serialized in SHONEN SUNDAY and SHONEN SUNDAY ExTra {1978-1984). Three compiled
volumes total. Reprinted in 1984 by the same publisher. DOMESTIC RELEASE
TITLE: Rumic World (serialized in Maxca Vizion)

Urusei Yatsura

SHE%D5

Serialized in SHONEN SUNDAY weekly magazine (1979-1986). 34 compiled vol-
umes total. Reprinted in a “wide” edition in 1989. DOMESTIC RELEASE TITLE:
Lum*Urusei Yatsura \viz Comics)

Maison lkkoku

HEAL—Z)

Published in Shogakukan’s “Big Comics” {1982-87); fifteen compiled volumes
total. Reprinted in a “wide" edition in 1992. DOMESTIC RELEASE TITLE:
Maison lkkoku vi: comics)

Ranma Nibun no Ichi (“Ranma 1/2")
ShE1/2

Published in Shogakukan’s “SHONEN SunpaY Comics” (1988-96); 38 compiled vol-
umes total. DOMESTIC RELEASE TITLE: Ranma 1/2 \viz Comics)

Ningyo (“Mermaid“) Series

AU —X

Published by Shogakukan (1988-33); compiled short stories as originally serial-
ized in SHONEN SUNDAY and SHONEN SUNDAY ExTRA. DOMESTIC RELEASE TITLES:
Mermaid Forest Mermaid's Promise, Mermaid's Scar, Mermaid's
Dream, Mermaid's Gaze, Mermaid's Mask (vi: Comics|

Ichi-Pound no Fukuin (“One-Pound Gospel)

10K ROEE

Published in Shogakukan's "Young Sunpay Comics” (1989-96); originally serial-
ized in YOUNG SunoaY magazine. Three compiled volumes to date. DOMESTIC
RELEASE TITLE: One-Pound Gospel iz Comics)

Takahashi Rumiko Kessakushd: “P” no Higeki
(“Rumiko Takahashi Masterpiece Collection: The Tragedy of P*)
BERETRIEE  POLR

Published in Shogakukan's “Big Comic Special” (1994); originally serialized in
Bic Comic ORiciINAL. DOMESTIC RELEASE TITLE: Rumic Theater iserialized in Manca

Vizion)

Rumik World Takahashi Rumiko Tanpenshi: 1 or W
(“Rumic World ® Rumiko Takahashi Short Story Collection: One or Double”)
B3—Ho<Kb—HEBEBBEFERE (lorW (VY - A7 - FT))
Published by Shogakukan (1995); short story collection as serialized in various
manga magazines in Japan. DOMESTIC RELEASE TITLE: Rumic Theater iserial-

ized in Manga Vizion)

Inu-Yasha

RER

Published in Shogakukan's “SHONEN Sunpay Comics” (1997~ ; originally serial-
ized in SHONEN SUNDAY weekly magazine. U.S. edition published almost concur-
rently with ongoing Japanese release. DOMESTIC RELEASE TITLE: Inu-Yasha:
A Feudal Fairy Tale (viz Comics)
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Given the popularity of her manga, it should come as no surprise that Takahashi anime
series also weigh in as some of the most popular in the world. /nu-Yasha, her latest
manga title, has yet to be animated, but it shouldn't be much longer before it's announced
for upcoming release. Note that Takahashi gets “original story" credit for all titles.

Urusei Yatsura
SBHE®DS
197-episode TV series (1981-86). DOMESTIC RELEASE TITLE: Urusei
Yatsura/Those Obnoxious Aliens (Animeigo)

@ Urusei Yatsura: Chance on Love
DBERDL FY R XY 5T
BGM & more one-shot music video compilation (1981-86). CURRENTLY IMPORT
ONLY

«» Urusei Yatsura: Love Me More
STEYDS 57 - I—-E7T
Opening & ending one-shot music video compilation (1981-86). CURRENTLY
IMPORT ONLY

«» Urusei Yatsura: Mata Aeru’cha!
Urusei Yatsura TV Yokoku Henshi
("We'll Meet Again! ‘Next Time On..." TV Compilation”)
SBEXDS  EFLBABoOER | DBEPDOSTVHERE

One-shot “next episode” trailer compilation, as seen on the original TV series
(1981-86). CURRENTLY IMPORT ONLY

J

Urusei Yatsura: Symphony Kaisd

("Symphonic Reminiscence”)

DBHERDH T+ —EAE

One-shot orchestral music video compilation (1981-86). CURRENTLY IMPORT
ONLY

Urusei Yatsura: TV Titles

S5BE¥%D5: FLE -4 LXK

Non-credit + stereo opening & ending one-shot music video compilation (1981-
86). CURRENTLY IMPORT ONLY

H Urusei Yatsura: Only You
S5BE®DS AV — -2~ (/—hv MER)
110-minute (uncut) theatrical feature (1983). DOMESTIC RELEASE TITLE: UY
Only You AnimEigo)

al

B Urusei Yatsura 2: Beautiful Dreamer
55B%D562 :HaTF4 7/ RY—T—
98-minute theatrical feature (1984). DOMESTIC RELEASE TITLE: UY Beautiful
Dreamer (US. Manga Corps)

B Urusei Yatsura 3: Remember My Love
SBEBYPDE3 : UAVN— AT
102-minute theatrical feature (1985). DOMESTIC RELEASE TITLE: UY Remember
My Love (animEigo)

Rumik World: Fire Tripper
B5—Ho2<b—=BE: K (Z74¥—) PUyn—
One-shot OAV (1985). DOMESTIC RELEASE TITLE: Fire Tripperus. Manga Coms)

@» Urusei Yatsura: The Original Animation Video Series
5BB%D5 : 0AVI Y —X
Eleven-volume OAV series (1985-90). DOMESTIC RELEASE TITLES: Inaba the
Dreammaker, Raging Sherbet & | Howl at the Moon, Catch the Heart &
Goat and Cheese, Date With a Spirit & Terror of Girly-Eyes Measles,
Nagisa’s Fiancé & Electric Household Guard, Ryoko’s September Tea
Party & Memorial Album (AnimEigo)

B Urusei Yatsura 4: Lum the Forever
SBERDH4 A Y- TF—TIN—
94-minute theatrical feature (1986). DOMESTIC RELEASE TITLE: UY Lum the
Forever (AnimEigo}
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Rumik World: The Chdjo (“The Supergal”)

5—%o<b—%& ¥ - B (R—1R—Fv )

One-shot OAV (1986). DOMESTIC RELEASE TITLE: Supergal, later Maris
the Chéjo (us Manga Corps)

Maison lkkoku
HEA—Z

96-episode TV series (1986-88). Heartwarming romance originally aimed at a
college-age and older audience. DOMESTIC RELEASE TITLE: Maison Ikkoku
(Viz Video)

Maison Ikkoku: Utsuri Yuku Kisetsu no Naka de
(“Within the Changing Seasons”)
HEAL—L : BYDEHOHT

Single-volume, 90-minute TV series compilation released on home video (1986-
88). CURRENTLY IMPORT ONLY

Rumik World: Warau Hy®6teki (“Laughing Target")
B—=H#>2<b—%L: KS5EMN

One-shot OAV (1987). DOMESTIC RELEASE TITLE: Laughing Target us.
Manga Corps)

Ichi-Pound no Fukuin (“One-Pound Gospel”)
1R ROBE

One-shot OAV (1988).The adventures of a gluttonous boxer and the (at least, on the
surface) sweet nun who offers him spiritual solace. DOMESTIC RELEASE TITLE: One-
Pound Gospel \viz Video)

Urusei Yatsura: Kanketsu Hen (“Final Chapter”)
SHBRDS : KRR

93-minute theatrical feature (1988). DOMESTIC RELEASE TITLE: UY The Final
Chapter animtigo)

Maison lkkoku: Kanketsu Hen (“Final Chapter”)
HEA—Z : TR
70-minute theatrical feature (1988). UPCOMING DOMESTIC RELEASE

Ranma Nibun no Ichi (“Ranma 1/27)
ShE1/2

18-episode TV series (1989). The first episodes from the enduringly popular mar-
tial arts comedy of the sexes. DOMESTIC RELEASE TITLE: Ranma 1/2 \viz video)

Ranma 1/2: Nettdhen (“Ranma 1/2: Chapter of Hard Battle")
SAE /2 ARIR

143-episode TV series (1989-92). DOMESTIC RELEASE TITLE: Ranma 1/2:
Anything-Goes Martial Arts (22 eps.) Ranma 1/2: Hard Battle (24 eps.),
plus more to come (Viz Video)

Urusei Yatsura Saishinsaku vs. Maison lkkoku Bangai Hen
("UY Latest Videos vs. M Side-Story”)
SBEPDLBRIME vs. DTA—KBHR

One-shot OAV compilation: two Urusei Yatsura and one Maison Ikkoku
(1990). CURRENTLY IMPORT ONLY

"

Ranma 1/2: Nett6 Uta Gassen (
SAE1 /2 REKAE

Two-volume original animation music video (1990). UPCOMING DOMESTIC
RELEASE

Hot Song’ Battle”)

Maison lkkoku Bangai Hen: lkkoku Jima Nanpa Shimatsu Ki
(“Maison Ikkoku Side-Story: Castaways of Ikkoku Island”)

HEA—LIBINE - —2 BT /AR

One-shot, 30-minute OAV (1990). UPCOMING DOMESTIC RELEASE /

Urusei Yatsura: Itsudatte ("Aiways") My Darling
SBHE®DH WD TRAY—-U Y

78-minute theatrical feature (1991). DOMESTIC RELEASE TITLE: UY Always My
Darling (AnimEigo)
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Ranma 1/2: Nekonron Dai-Kessen!

Okite-Yaburi no Gekitd Hen!!

("Big Battle at Nekonron! The No-Rules, All-Out Battle”)

SAET /2 FEBEHRE | 2PRY DKM |

76-minute theatrical feature (1991). DOMESTIC RELEASE TITLE: Ranma 1/2:
Big Trouble in Nekonron, China vz video)

Rumik World: Ningyo no Mori (“Mermaid's Forest")
5—Ho<b=3E: ABDOFH

First of two OAVs animating Takahashi's “Mermaid” manga series (1991).
DOMESTIC RELEASE TITLE: Mermaid Forest (u s. Manga Corps)

Ranma 1/2: Kessen Tdgenkyd! Hanayome o Torimodose!
("Decisive Battle at Togenkyo! Get Back the Brides”)

SAE /2 REMOM ! EFEBUDBEE 1!

60-minute theatrical feature (1992). DOMESTIC RELEASE TITLE: Ranma 1/2:
Nihao My Concubine vz Video)

Maison lkkoku: Prelude
TrYa—KHEA—E
One-shot, 25-minute TV series compilation (1992). CURRENTLY IMPORT ONLY

Rumik Warld: Ningyo no Kizu (“Mermaid's Scar")
B—Bo<b—3BE  ARDE

Second of two OAVs based on Takahashi's “Mermaid” series (1993). DOMESTIC
RELEASE TITLE: Mermaid's Scar (i Video)

Ranma 1/2: TV Titles
SAE1 /2 TVEL ML

Opening & ending music video compilation (1993). DOMESTIC RELEASE TITLE:
The Ranma 1/2 Video Jukebox (vi: Video)

Ranma 1/2: Special

SAE1 /2RI YL

Six-volume OAV series {1993-94). DOMESTIC RELEASE TITLES: Ranma 1/2
Desperately Seeking Shampoo, Ranma 1/2: Like Water For Ranma,
Ranma 1/2: Akane and Her Sisters (v Video)

Ranma 1/2: Super

ShE1/2R—/8—

Five-volume OAV series (1995). DOMESTIC RELEASE TITLES: Ranma 1/2: An
Akane to Remember, Ranma 1/2: One Grew Over the Kuno's Nest (one
episode from Ranma 1/2: Super, paired with 30-minute “movie” listed below),
Ranma 1/2: Faster, Kasumi! Kill! Kill! vz video)

Ché Musabetsu Kessen: Ranma Team vs. Densetsu no
H6'6 (“Super Anything-Goes Battle: Team Ranma vs. the Legendary Phoenix”)
BEEFRE : ALBETF — AvsZHRORE

30-minute theatrical feature (1995). DOMESTIC RELEASE TITLE: Ranma 1/2:

One Grew Over the Kuno's Nest (paired with one episode from Ranma 1/2:
Super) (viz Video)

aa
(@

L

Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

Direct-to-home-video series; may also include compilations of TV episodes released to
home video market

Theatrical feature; may or may not receive equivalent theatrical release for U.S. version



) Hayao Miyazaki

Interviewed by Takashi Oshiguchi (1993)
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don’t want to spend the little time I've got left just for

the benefit of young people who only like my lighter

side,” Miyazaki said in a 1989 interview with the
manga magazine ComiC Box. “I'd rather use my remain-
ing energy as a filmmaker in a way which will be satisfy-
ing to me, and to the people around me.

“The most important thing that Japanese animation
should not do is to categorize the fans as a certain kind of
people and then make movies only for them,” he contin-
ues. “How can we make films which will gain the accep-
tance of those people who've never seen animation
before? We need to get nearer to that universal appeal of
animation when making a movie, or all our efforts will
have been for nothing.”

Miyazaki is an icon in his native Japan, but outside of
it he is little-known as yet—even the film that Japan sub-
mitted to the Oscars for the foreign film category, the ani-
mated film Heisei Tanuki Gassen Pom Poko (“Present-Day
™), which Miyazaki pro-
duced, never really “broke through” to the American
mainstream audience. My Neighbor Totoro, praised by At
the Movies’ Roger Ebert, is the closest Miyazaki has yet
gotten to recognition in America—but that may soon

Tanuki War Goes ‘Tum-Tum
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change. Distribution deals have been signed, and thanks
to recent developments, the Japanese filmmaker who in
his own country is more beloved than Walt Disney at his
height may be able to spread his magic touch to a wider
audience through none other than the Disney
Corporation itself.

Born in 1941 in Tokyo, Miyazaki was graduated from
Gakushuin University (the school that the members of
the Japanese imperial family attend) and began his career
as a filmmaker doing in-between work at Toei Animation
in 1963. Never content to observe the status quo, one of
the first things Miyazaki did after entering Toei was to
march in front of the building in union demonstrations.

By as early as 1964, Miyazaki had been elected presi-
dent of the studio’s animation labor union and had begun
wooing his future wife, whom he married in 1965. It
wasn't long before Miyazaki was squaring off against the
director of Toeis latest film project, Gulliver’s Space
Travels (1965), insisting that the ending was unsatisfacto-
ry and needed to be changed (Miyazaki won). Even as a
mere in-betweener, Miyazaki was proving that he had the
persistence of vision which would eventually make him
one of the world’s leading creators of animation.
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Although his first production as a solo director didn't
take place until Future Boy Conan (1978), Miyazaki had
long been involved in the creative process, all the way
back to the thousands of illustrations he drew for The
Adventures of Horus, Prince of the Sun (1968). Other
notable involvements from this early period include
Animal Treasure Island (1971), a real “cartoon” adventure;
Lupin III (1971), a 26-episode TV series not to be con-
fused with the later 155-episode series; and Panda, Panda
Cub (1973), a feature which strongly foreshadows the
later Totoro.

In the early 1980s, Miyazaki began to move away
from comedy to make animation which would appeal to
a more mature audience such as Lupin III: Castle of
Cagliostro (1979), as well as the six episodes he directed
for Sherlock Holmes (1984-85). Ironically, it wouldn’t be
until ANIMAGE magazine’s publication of his manga
Nausicaa of the Valley of Wind in 1982 that Miyazaki
would achieve a reputation as a serious filmmaker.

“l started drawing the manga only because 1 was
unemployed as an animator, so I'll stop drawing it as
soon as I find animation work,” Miyazaki once said in an

interview. The story of a spirited warrior-princess com-
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ing of age in a future world wracked by ecological disas-
ter, Nausicad is one of the few manga that Japanese
cognoscenti will admit to reading. During its serializa-
tion, Nausicad’s popularity was such that the frequent
hiatuses Miyazaki was obliged to take when he went
back to the animation studio caused a minor furor
amidst fans worldwide.

According to The Art of Nausicad illustration book,
ANIMAGE convinced Miyazaki to draw a manga for it with
the specific promise that it wouldn’t be used as the basis
for some future animation project. It was also ANIMAGE
that first broke the covenant when it approached
Miyazaki about making a short, fifteen-minute Nausicad
film. Miyazaki declined the Nausicad short but offered
instead to work on a sixty-minute original animation
video. When ANIMAGE's publisher Tokuma promptly came
back with an offer to sponsor a full-length theatrical fea-
ture, the Nausicad film was born and Miyazaki was firm-
ly ensconced as a filmmaker to be reckoned with,

Since then, Miyazaki began to turn out a new movie
nearly every other year—Laputa, Castle in the Sky in 1986;
My Neighbor Totoro in 1988; Kiki’s Delivery Service in
1989; Porco Rosso in 1992, various projects upon which
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he served more as producer, such as Studio Ghiblis Pom
Poko, and all the while, drawing his manga Nausicad.

At the time of this interview, Miyazaki’s latest work
was Porco Rosso, the story of a 1930s biplane pilot (who
also happens to be a pig), set against the political situa-

tion in Italy. More adult in tone than his previous works,
Porco Rosso was nonetheless the top domestic-grossing
film in Japan that year, breaking all previous records.

ANIMERICA: First I'd like to ask you about Porco Rosso. It’s
received a lot of attention due to the fact that it’s been the
biggest money-maker of all your films. How do you feel
about its box-office success?

MIYAZAKI: [t was an unexpected hit. I was telling every-
one, “This one’s not going to go well, so don't get your
hopes up.” No one was more surprised than I when the
film was a financial success.

ANIMERICA: Why is that?

MIYAZAKI: To my mind, animation is for children. Porco
Rosso flies in the face of that assumption. Moreover, as a
producer I still think Porco Rosso is too idiosyncratic a film
for a toddlers-to-old-folks general audience. That it
turned out to be a hit was an unexpected stroke of luck.
Its actually kind of disturbing.

ANIMERICA: If you felt that way about it, why did you
undertake the project in the first place?

MIYAZAKI: The biggest reason lies in Miyazakis personality.
(LAUGHS] The dangerous thing about him, particularly in
terms of business, is that every once in a while he feels a sud-
den urge to stand everything he’s ever done on its head.

I've very earnestly made a num-

international flights. Actually, no one was more at a loss
over this commitment than I. All the while I was saying
to myself, “We're just doing this just for laughs,” but as it
turns out, everyone else was thinking of it as a new
movie—so much so that I had to start taking their expec-
tations seriously.

What’s more, | began to realize that the staff—who I
could have sworn were thoroughly sick of working on all
these serious projects—weren't sick of them at all. T had
totally misread the situation. I thought to myself, “This is
no good. I've got to get my act together.” So as I'm franti-
cally trying to catch up, forty-five minutes turns into
ninety minutes, we have trouble with the animation, and
expenses begin to mount to the point where the only way
we can hope to recover our investment is to make it a
general theatrical release. Then one day our producer, Mr.
Suzuki, announces his decision to make this into a full-
fledged movie and I think to myself, “YIKES! This is
bad—there’s no way this is going to be a hit!!” [LAUGHS] 1
was really worried.

ANIMERICA: As far back as a year ago, way before the film
was released, 1 heard people talking about how the film
had all the elements of success. It had a retro theme, it
was animated, and Miyazaki was involved with it.

MIYAZAKI: Well, 1 never trust the response of industry
people. [LAUGHS] They're too conservative. They've
always been a step behind the times. If industry people
knew what they were talking about, the movie business
wouldnt be on the decline like it is. Moviegoers aren’t
fools. You might get lucky and score a hit with a film that
has no substance, but you won't get away with it twice.
Now, the decision to go ahead with Porco Rosso may have
evolved in a half-assed way, but when it came to the actu-
al production of the film, we gave it everything we had.

ANIMERICA: So it’s not just anime but the Japanese film

| never trust the
response of industry
people.... If they knew
what they were talking
about, the movie busi-
ness wouldn’t be on the
decline like it is.

ber of films for children, such as industry in general thats pretty rough?

My Neighbor Totoro and Kiki’s
Delivery Service and, as a pro-
ducer, Omohide Poro Poro (lit.,
“Falling Tears of Remembrance,”

MIYAZAKL: If this business were easy, it would be a sin. It
doesn’t bother me that its rough. What’s really rough,
though, is that the damage from a single failure can be
fatal. People become too timid and end up making bor-
ing stuff. It seems to me that things have gotten rough in
the American film industry, as well. In the old days, all
they had to do was make love-conquers-all type movies.
I don’t know how much the people in Hollywood actual-

also known as Only Yesterday).
After that, frustration began to
build. Somewhere in the back of
my mind, this idea started to

take root that animation should be more fun, more absurd,
and [ just couldn't control this feeling.

It was precisely at such a dangerous moment that, for
a variety of reasons, we found ourselves committed to
making a 45-minute film exclusively for screening on
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ly believed in love personally...they were probably more
concerned with getting a home in Beverly Hills. But at
one time that illusion held sway throughout the world.
It doesn't anymore. It’s become difficult to even pre-
tend you believe in that anymore. Or rather, it might be
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more accurate to say that movies today are about the
psychopathology surrounding love. And these days they
seem obliged to overdo everything. The goal now is to
throw a huge amount of money at a project, do a huge
promotion, and mobilize a huge number of viewers. But
don't you think most of the best movies are those which
were the end result of small productions?

When you watch Ben-Hur these days, it’s so ridicu-
lous, its embarrassing. But werent My Darling
Clementine, The Third Man and Casablanca small produc-
tions? And they're still excellent films. So it would be
wrong to complain that its particularly hard in Japan.
Filmmakers throughout the world are dealing with diffi-
cult issues peculiar to their own societies. One thing that
can be said with certainty about Japan is that people
want to see quality films. The need is there. And the
money is there. I think that in order to meet that
demand, we need new talent.

ANIMERICA: The question everyone is asking is, “Why
did you make the hero a pig?”

MIYAZAKI: It's because I wouldn't want to draw a charac-
ter like that as a human being. [LAUGHS]

ANIMERICA: I've been reading MODEL GRAPHIX since the
serial began. When Porco Rosso first showed up, 1 thought
that it would make for some interesting animation....

MIYAZAKI: Pigs are creatures which might be loved, but
they are never respected. Theyre synonymous with
greed, obesity, debauchery. The word “pig” itself is used as
an insult. I'm not an agnostic or anything, but I don’t like
a society that parades its righteousness. The righteous-
ness of the U.S., the righteousness of Islam, the right-
eousness of China, the righteousness of this or that ethnic
group, the righteousness of Greenpeace, the righteous-
ness of the entrepreneur.... They all claim to be right-
eous, but they all try to coerce others into complying with
their own standards. They restrain others through huge
military power, economic power, political power or pub-
lic opinions.

I myself have a number of things I believe are right.
And some things make me angry. Actually, I'm a person
who gets angry a lot more easily than most people, but 1
always try to start from the assumption that human
beings are foolish. I'm disgusted by the notion that man
is the ultimate being, chosen by God. But I believe there
are things in this world that are beautiful, that are impor-
tant, that are worth striving for. I made the hero a pig
because that was what best suited these feelings of mine.

ANIMERICA: About mecha. Have you liked that sort of
thing since you were a child?
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MIYAZAKL: Hmm. It wasn't mecha so much as drawing
tanks and warships that I liked. I was a shy boy who was
not very good at expressing himself. I think such children
find ways like that to express their yearning for power
and strength. I suppose nowadays that takes the form of
air guns, video games, remote-controlled craft and the
like. Motorbikes, too, are often used that way. But as we
grow to adulthood, the core of that interest shifts accord-
ingly. At first, its the capabilities and forms of the
machines that fascinate us, but in my case, my interest
shifted to the dramas of the people who build them and
who are made to use them.

ANIMERICA: Did you ever want to become a pilot?

MIYAZAKI: No, I dont think so. Even now, if you were
going to give me a plane ride, I'd like to fly through a sky
with some interesting clouds. I would enjoy seeing what
kind of view there is, but I'm not really interested in fly-
ing for the sake of flying. A lot of different flying sports
have come into being, so I suppose I could do it if [ want-
ed to, but in order to do that, I'd probably have to give up
on something else. For example, I wouldn't want to have
to cut back on time spent relaxing in a mountain cabin or
pouring all my energy into creating a film. I'd like to have
a seaplane, but there wouldn't be any point without a
beautiful body of water to maneuver on and a place to
hide out in. And most of all I would need a society where
one could fly and land as one pleased. I'd be in trouble if
I were forced into speaking with an air traffic controller in
English. English is not my forte, after all. [LAUGHS)

ANIMERICA: A friend of mine whose pilot father had seen

The Prilwes;\‘l\llononoke



Anime Interviews

your movies and read your manga wondered if you'd
done a lot of research on technical matters.

MIYAZAKI: No, numbers aren’t my forte either, so I
don't read complicated books. Besides, I don' really
like any airplanes that've been made since the Douglas
DC-3. [LAUGHS] I'll fly in a jet airliner if I have to, but
I'm the kind of person who wishes they made jets with
tatami floors.

ANIMERICA: So it’s really form that interests you?

MIYAZAKI: Yes, but there’s more to it than that. I drive a
certain German car and the wheel lugs are really hard to
get off. They won't budge if you don't jump up and down
on the wrench. When I'm doing something like that, I'll
find myself thinking something along the lines of, “Man,
[ bet it must have been hard getting the lugs off the
wheels of one of those heavy German tanks. It would be

My Neighbor Totoro

© Nibariki/Tokuma Shoten
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really awful if, to top it all off, there was sleet falling and
you were knee-deep in mud and shells started exploding
all around you.” This sort of fantasy will be running
through my head as I'm taking the tire off.

There was a triple-engine plane in ltaly called the
Savoia-Marchetti S.M. 79 for which I've just happened to
get a good diagram. So, I'm trying to recreate in my mind
what the interior space of that plane must have been like.
If I went to Italy, I could see the actual airplane in a muse-
um, but I'd much rather piece together the interior of the
plane in my mind, than go and see the real thing.

Its something like philology.... Its strange, I know.
But if I were to see the real thing, I'd lose my motivation.
[LAUGHS] There was this diagram of a handle for which 1
didnt know the purpose, so I thought about it and
thought about it until finally I figured out that it must
have been used to pull a metal cover over the glass gon-
dola in the belly of the S.M. 79 to protect it during land-
ing. I was really thrilled with myself for figuring it out.
[LAUGHS] I can just picture the Italian bombardier drag-
ging the cover up.

ANIMERICA: There was a plane in Lupin III called the
Albatross, wasn't there? I didn't realize at the time that a
plane like that had actually existed once.

MIYAZAKI: There was something like that, yes. I believe it
was the “Dornier Do X” or something like that.

ANIMERICA: When you see a plane like that in a black
and white film, it looks even bigger, don't you think?

MIYAZAKL: They do look bigger. As if something that
shouldn’t be able to fly at all is flying magnificently. I pre-
fer the planes from that period, from the 20s through the
early ‘30s.

ANIMERICA: When illustrators in the early 1900s drew

planes of the future, it wasn't jets they drew, but just a lot

more propellers. I guess your own work is an extension
of that.

rd

Voo J MIYAZAKL: Those images really are
interesting, even today. 20,000
Leagues Under the Sea is still
interesting when you read it
today, don't you think? Later,
when submarines were actu-
ally built, the bot-
tom of the sea was
portrayed countless
times, but none of
those images were
particularly inter-
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esting. What makes 20,000 Leagues Under the Sea so inter-
esting even today is that the sea depicted there isn't just
any sea—it’s a sea of the mind. At one time, flight, too,
was something that took place only in the world of imag-
ination. It was portrayed with the sense that, “Wouldn't it
be wonderful to be set free and fly through the sky?” Now
it’s strictly a matter of physics. I think it must have been
different back then.

ANIMERICA: Even with all those propellers there’s no way
those things could have flown.

MIYAZAKIL: No, they couldn®. But to children, those
images make more sense. Children aren't interested in
logic; to them, it's pure imagination.

ANIMERICA: Porco Rosso seems to be set in the 1930s.. ..

MIYAZAKI: I'd wanted to do it somewhere around 1928,
but the world depression hadn't begun at that time, and
it still hadn't reached Italy by 1929, so it ended up taking
place in 1930. We sort of fudged on the dates.

ANIMERICA: There were still biplanes at that time.

MIYAZAKI: Yes, there were a lot of biplanes in use. It not
that I have a particular love of biplanes, but that I have a
love of technology which no longer exists. We cant go
back and witness it, and theres something stirring about
that impossibility, don't you think? That’s what it is. That’s
what makes the past so stirring...the fact that you can
never return to it. The fact that it can never be recovered.
The period when the airplane seemed most significant, a
period that can never be recovered, is the 1920s and
1930s. The airplanes from the true dawn of aviation, the
1910s, are so rickety they just aren't interesting. But the
skies of World War I were so cruel and tragic it’s just too
painful to portray them. When you get to the late ‘30s
you're in the world of the DC-3 and the direction aviation
is taking is already carved in stone. And that’s why they're
boring.

ANIMERICA: What do you think of the animation indus-
try today? Do you think its heading in a good direction or
a bad one?

MIYAZAKI: Theres no denying we're in a boring period.
There just isn't very much interesting stuff coming out.
We're getting too many films whose budget limitations
are making their seams show, so to speak, and not
enough stimulating works. But the biggest problem is
that we're not seeing any new talent emerge.

ANIMERICA: Does that go for television, too?

MIYAZAKI: Yes. But looked at another way, a boring peri-
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od can be seen as a time for building up the energy need-
ed for the next leap; a time for staffers to build up frus-
tration. It’s the compression needed for an explosion. But
its also possible that we could just go on compressing
and sputter out.

ANIMERICA: What do you think about new technologies
such as computer graphics?

MIYAZAKL: [ don't think it’s particularly useful in terms of
labor-saving. It's a new form of expression, yes, but my
sense is that the introduction of computer graphics has
become a sort of competition with video games. If that’s
the case, well, video games will win. People who want to
use computer graphics should use them, but personally
I'm not interested.

ANIMERICA: Have you ever considered making a live-
action film?

MIYAZAKI: I'm always bemoaning the fact that I haven't
got enough energy even for animation. I wonder if I could
possibly succeed in another genre. :

ANIMERICA: The only work of yours thats appeared in
the U.S. (in animated form) at this point is a modified
version of Nausicad, and yet your name has become very
well established. I believe you once commented that your
work wouldn't be understood outside of Japan.

MIYAZAKL: What I meant was that 1 discovered that my
work was a product of a Japanese historical perspective
and sense of nature, much more so than I myself had
originally thought. I think popular culture tends to be
conservative. So I have no plans to start making films
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Kiki's Delivery Service

© Nibariki/Tokuma Shoten

with a global market in mind. I want to create enjoyment
for Japanese children. If the children of other continents
or islands enjoy my work as well, then to me that’s just
icing on the cake.

ANIMERICA: But the fact is, you already have many fans
in other countries.

MIYAZAKL: I'm grateful for that. But Japan will always
remain very much the foundation of my work.

ANIMERICA: So far, we've been talking about your work.
Lets start focusing on Hayao Miyazaki the man. When
you're not busy creating animation or doing manga, what
do you do for relaxation?

MIYAZAKL: When | have the time, I like to go up to a
cabin I have in the mountains. Sometimes friends will
come by to visit me, but I also like to spend time alone.
It reinvigorates me, hiking those mountain trails. After
working on a film, it usually takes half a year for me to
recover my mental and physical balance. I have to set
aside time to recuperate. I guess when you add it all up,
I'm not really working that many hours. [LAUGHS]

ANIMERICA: One thing about the industry which isn't all
that well-known abroad is the incredible amount of
women working in the actual production of animation.
What sort of relationship do you enjoy with the female
members of your staff?

MIYAZAKL: One thing I've learned from working with
women is that they have the ability to persevere. Men
may be faster out of the gate, but I also think men’s con-

32

centration tends to lag over a period of time. Women,
though. . .they can really dig in there for the long haul,
once the goal is set. My experience is that, when working
with a big staff, it’s always best to have as diverse a group
as possible. Group dynamics are always the same, after
all; you're just as likely to find the same ratio of “good
people” in a group of priests as you are in a motorcycle
gang. By “good people,” I mean those who can lead and
influence the whole group.

ANIMERICA: How about on a personal level? What about
women in general?

MIYAZAKI: [ don't really have a view toward women in
general—like anyone else, there are those whom 1 like
and those whom I don't. But then again, I can usually get
along with just about any member of the female sex, so
maybe its correct to say I'm susceptible to feminine
charms. [LAUGHS]

ANIMERICA: Even when you're acting only as a producer,
I understand that your approach to making films is very
hands-on. What do you do when you can’t get as involved
in the actual production? Are there any directors to whom
you feel you could entrust one of your films...?

MIYAZAKI: No, but believe me, I'm looking. [LAUGHS] The
fact that my name was listed as producer on a recent
Takahata film [the above-mentioned Omohide Poro Poro,
produced by Studio Ghibli and released in 1991—Ed.]
should be taken as nothing more than an effort on my
part to reassure the investors. I didn't do much more pro-
ducing than that. There are those who define a producer
as someone who greenlights a project, secures consent
from investors and assembles the staff—especially the
director. 1 define a producer as someone whose fate is
intertwined with his film, sharing the joys and heart-
breaks of every precious frame. In that sense, as a pro-
ducer, 1 was a failure.

ANIMERICA: “A failure”...?

MIYAZAKI: I left everything up to Takahata, you see. We
both knew that my involvement as a producer in the film
would mean conflict. It was inevitable. Neither of us are
the compromising type. The same thing happens when
he acts as producer on my work. Ghibli desperately needs
a new, talented director. We have yet to find one. At this
rate, I'll be forced to keep participating in the actual pro-
duction of films no matter how old 1 get. I wonder how
realistic that is....

ANIMERICA: But you're still fairly young—you're still in
your fifties, right?
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MIYAZAKI: [ am a director who actually draws animation.
Maintaining my current level of involvement can't possi-
bly last much longer. Believe me, I'll be the first to recog-
nize my own limits. And I'd like to retire before someone
suggests it to me. [LAUGHS]

ANIMERICA: Is this age speaking, or are we talking about
the artistic sensibilities between a director and his audience?

MIYAZAKI: It’s not my sensibilities. Up until now, the ani-
mation I've been creating has been that which 1 enjoy
myself, and that seems to have worked out okay. No mat-
ter how old or young you are, I think its time to step
down when your audience no longer enjoys your work,
even though you yourself might. This doesn’t apply to
me, of course...not yet, anyway. [LAUGHS]

ANIMERICA: So this talk about retiring is basically a mat-
ter of stamina, then.

MIYAZAKI: Yes, stamina and concentration. You can bol-
ster your stamina with your concentration, but it doesn't
necessarily work the other way around. My particular
Achilles heel is my worsening eyesight. It seems to be
lowering my concentration. It all comes down to how far
you can push yourself. When you're making a film, your
life has to revolve around it, both sleeping and awake.
You've got to dedicate all your hours to it. Only then can
you actually say to yourself, “Hey, 'm making a film!” It
a tough row to hoe, but you can't really break through the
“shell” of your “common sense” in any other way. If you
can manage it, get really, intensely involved, you don'
even catch colds, no matter how fatigued you might
become. The last time [ was on the verge of coming down
with something, I swear I had to fend off the invading
cold viruses by chewing them up with my teeth. Isn’t that
wretched? [LAUGHS]

ANIMERICA: How depressing.... Let’s talk about some-
thing else.

MIYAZAKI: Okay.

ANIMERICA: Do you feel that your works reflect the spir-
it of the times?

MIYAZAKI: Of course I do. There has never been a work
of art created which didn't somehow reflect its own time.

ANIMERICA: Well then, let’s talk about that. What kind of
influences do you see in your works of the ‘70s and ‘80s?

MIYAZAKI: That’s not for me as a filmmaker to explain.
The audience should be able to intuit where I'm coming
from. I will give a few simple clues, though. Nausicad
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comes from the new world views regarding nature which
came about in the ‘70s. Laputa is my challenge to the chil-
dren who felt the world and therefore their lives were get-
ting smaller, the possibilities more finite. You could say
that among the children of the ‘70s and ‘80s, those sensi-
bilities were nothing more than the negative result of that
new world view. My Neighbor Totoro, now...Totoro is
where my consciousness begins. It explains how my
mind works. That the film was actually made in the first
place says something important about what kind of era
the ‘80s was. Kiki’ Delivery Service shows another side of
the ‘80s, that of Japanese economic prosperity. Even back
then, 1 realized that just like the ‘80s, Kiki was sincere but
somewhat lacking in energy. For various reasons, it was a
movie I had to make. Commercially, it was a success, but
it left me with a personal sense of regret. Porco Rosso is a
product of the early ‘90s, of my world views being chal-
lenged by real-world events. Its also the product of my
resolve to overcome that challenge and build a stronger
way of life, a stronger way of looking at things. Right now,
I feel as though I understand my own philosophical
conundrums a bit better than before, but the answers
don't come to me easily, and I'm certain that my next
work will reflect that.

lley




Anime Interviews

ANIMERICA: It sounds as though you're moving on to
your next creative plateau.

MIYAZAKI: That would be nice, but ultimately it's my own
talents which will determine where 1 end up. Now that
the interview is almost at a close...

ANIMERICA: Yes?

MIYAZAKI: ...I want to make sure I'm not creating the
wrong impression. While it’s true that I do have a cynical
side [LAUGHS], 'm usually cheerful and enthusiastic about
things. Make no mistake—I'm not staying awake nights
worrying about my talent or whether it’s time for me to be
put to pasture. [LAUGHS] I've always been so busy all my
life; theres so many things I've always wanted to do but
could never find time for before. If I'm going to be retir-
ing from filmmaking, I'd like to devote my time to more
important matters.

ANIMERICA: Such as...?

MIYAZAKI: Making a film means making entertainment
for a lot of people. It's not the sort of thing you can quan-
tify. Entertaining a group of people is no better or worse
than entertaining just one person and making that one
individual happy. For example—this happened the other
day—I have this funny-looking little three-wheeled red
car which I use for my daily commute. I was parking it
downstairs one day when a small child who was passing
by just stopped in his tracks, staring open-mouthed. His
eyes were just popping out in amazement. His mother,
who was with him, nudged

sonal experience like that is more meaningful than any
film. That should have been the way of someone who pre-
sumes to call himself an entertainer. Someday, maybe for
some other small child, next time I'd like to give him a ride.

| éfterword

he serialization of the Nausicad manga has since

ended, but perhaps the largest change in Miyazaki’s

career came in 1996 when news of a landmark dis-
tribution deal between Miyazakis longtime publisher
Tokuma and Disney’s Buena Vista distribution house was
announced. Reportedly, the bones of the agreement
include not only the rights to distribute Miyazaki’s films
in America, but in Japan, as well. What this means to the
mainstream market is that, due to the size and marketing
might of Buena Vista, Miyazakis films would soon be
available on a much more widespread basis, and at a
much reduced price.

As of this writing, Miyazaki’s latest work, a full-length
film titled Mononoke Hime (“Monster Princess,” or, accord-
ing to Tokuma, “The Princess Mononoke,” as the English
release title may eventually read), has already debuted in
Japanese theaters. With a story set in medieval Japan, it’s
likely that it'll also be the first of Miyazakis works to be
released directly to a worldwide audience. (It5 also inter-
esting to note that, despite a stated aversion to same, MH
is chock-full with computer graphics- effects.)

For those who’ve been “into” Miyazaki for a long time
now, way back before any rumblings of a possible distri-

Entertaining a group of
people is no better or
worse than entertain-
ing just one person
and making that one
individual happy.

him to go but he wouldn't
budge. Eventually the boy
drew closer little by little
and extended his hand as if
to touch it. My car is a

bution deal with Disney ever came to light, there seems to
exist a certain frustration. It's as though there’s a resent-
ment that its taken an official nod from “the Mouse” to
validate or somehow legitimize their interest in an artist
many animation fans for years now have felt counts
among the greatest filmmakers of our generation...
Japanese or otherwise.

handmade English model,

with this bare Italian

motorcycle engine sticking
out in front, and I worried that he might burn his hand
by touching it so I said something really inane like “Don't
touch it—that’s hot” or something automatic like that. So
the boy gave up and left with his mother. Later on,
though, I really started to regret what I'd done. Sure, 1
was busy and pressed for time, but I really should have
invited the little boy and his mother to go for a ride in the
car. 1 could have given that boy a fantastic experience,
one which would have lived forever in the fuzzy child-
hood memories of a five-year-old.
When I talk about devoting my time to more important
matters, thats the kind of thing I'm talking about. A per-
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Whether (as some fear) Disneys involvement will
have a bowdlerizing effect on his films—with a murder-
ous look and her blood-smeared face, Mononoke Hime's
eponymous princess is Miyazaki’s grimmest heroine yet—
remains to be seen. However, despite the fact that
Miyazaki has subsequently declared to the Japanese (and,
by extension, the world) press that Mononoke Hime may
be his “last and greatest work,” surely the greatest acclaim
for this artist is yet to come, as the world outside Japan
becomes more aware of his unique filmmaking genius.
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. Select Bibliography & Filmography

MANGA &H

Known mainly for his animation work, director Miyazaki has nonetheless managed to cre-
ate several memorable manga titles, the most well-known of which is no doubt Nausicad.
Note that, although he has also been active as an illustrator—he’s done cover illustration
for Japanese editions of American science fiction novels, for example—the titles listed
below are generally those of his more “major” manga works. Note also that manga adap-
tations of anime features—the closest Japanese equivalent to “Read the Novelization
By“—are not included, as it's the anime (and not the manga) artwork which illustrates
these individual adaptations.

A Sabaku no Tami ("People of the Desert”)
BROR
First serialized in SHONEN SHOU0 SHIMBUN (1968); published under the pseudonym
“Saburo Akitsu.” CURRENTLY IMPORT ONLY

Kaze no Tani no Nausicaa

(“Nausicaé of the Valley of Wind")

BAoanrvoh

First serialized in ANIMAGE magazine (1982); also published in a compiled version

by Tokuma Shoten. Seven compiled volumes total. DOMESTIC RELEASE TITLE:
Nausicai of the Valley of Wind vz Comics)

Shuna no Tabi (“Shuna's Journey”)

a2t D%

First published under ANIMAGE magazine’s “AM JuJu” imprint (ANIMAGE is a pub-
lication of Tokuma Shoten). Rendered completely in watercolor, the story is

notable also for its resemblance to Nausicad, for which some consider Shuna to
be a predecessor. CURRENTLY IMPORT ONLY

Zass0 Note: Hikétei no Jidai

("Notes on This ‘n’ That: The Age of the Flying Boat")

R/ — b RITEORBA

First serialized in MoDEeL GRAPHIX magazine (1989); original source (the story
appeared a few color pages at a time, over the course of several issues) for the
“Kurenai no Buta" or “Crimson Pig” story which would eventually become the
animated feature of the same name. DOMESTIC RELEASE TITLE: Hayao
Miyazaki's The Age of the Flying Boat (serialized in Anmenica, AN & Manca MoNTiy)
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Unlike so many other anime videos, most of Miyazaki's works tend not to be animated
adaptations of popular manga titles, but original stories or animated adaptations of
famous works of literature. In his early projects, especially, his less-elite role as “key ani-
mator” no doubt gave him little power to pick and choose the TV series and movies he'd
be working on, but, years later, Miyazaki the director/producer still continues his love
affair with literature, providing masterpiece after masterpiece using motifs from famous
Greek mythology (Nausica), 18th century political humor (Jonathan Swift), and even con-
temporary literature for juveniles in Japan (Eiko Kadono).

E Wan-Wan Chiishingura (*Bow-Wow' Chashingura”)
bhbrEER

In-Betweener

81-minute theatrical feature (1963); anime adaptation of the sensational tale
(also known as “The 47 Ronin”) of murder and revenge which has inspired
countless Japanese live-action films and plays. CURRENTLY IMPORT ONLY

Okami Shdnen Ken (“Wolf-Boy Ken”)
BRYET
In-Betweener

86-episode TV series (1963~65) featuring occasional direction by Isao Takahata
(Grave of the Fireflies), Miyazaki's longtime collaborator. CURRENTLY IMPORT ONLY

EE Gulliver no Uch( Ryok® (“Gulliver's Space Travels”)
HYNX—DFERIT
In-Betweener
80-minute theatrical feature {1965). Fanciful retake on the Jonathan Swift classic.
DOMESTIC RELEASE TITLE: Gulliver's Travels Beyond the Moon (Continental
Distributing)

Hustle Punch

NY RN F

In-Betweener / Key Animation

26-episode TV series (1965~66). Slapstick comedy adventure from Yasuji Mori,

the brilliant animator who for many years was as synonymous with an entire
era of classic Toei animation. CURRENTLY IMPORT ONLY

Rainbow Sentai Robin (“Rainbow-Warrior Robin”)

LA R—EOE

Key Animation

48-episode TV series (1966~67). Taking their lead from the Captain Future

series, a talented team animators—including a pre-Cyborg 009 Shotaro
Ishinomori—animate the pulp sci-fi classic. CURRENTLY IMPORT ONLY

Taiyd no Oji: Horus no Dai-Bdken
(“The Adventures of Horus, Prince of the Sun”)
KBOEF : RKIVADKEBR

Key Animator / Scene Designer

82-minute theatrical feature (1968). With animation halted again and again due to
escalating costs, it's said the film was completed only through the intense devo-
tion of the production staff. Directed by Takahata. CURRENTLY IMPORT ONLY

Sora-Tobu Yirei Sen (*Flying Ghost Ship)

BRI SN

Key Animator

60-minute theatrical feature (1969); based on a story by Shotaro Ishinomori.

One scene in particular animated by Miyazaki—that of a golem—is said to
continue in Japan as a fan favorite. CURRENTLY IMPORT ONLY

Nagagutsu o Haita Neko (“Puss in Boots")

RHZ B

Key Animator

80-minute theatrical feature (1969) animating the classic children’s story by
Charles Perrault. “Pero,” the eponymous puss, would eventually go on to

become Toei’s mascot, appearing in films and promotional materials the same
way M. Mouse graces the films of Disney. CURRENTLY IMPORT ONLY

Dobutsu Takarajima (“Animal ‘Treasure Island"")

‘SXDESR
Key Animator
78-minute theatrical feature (1971) animating the classic adventure story by
Robert Louis Stevenson, only (as the title indicates) with animals. CURRENTLY
IMPORT ONLY

Ali Baba to 40 no Tozoku (“Ali Baba and the Forty Thieves")
FURE 4 O DER

Key Animator

55-minute theatrical feature {1971) animating the world-famous story...only, in
this version, the “thieves” are 40 mangy, manga-looking cats. CURRENTLY
IMPORT ONLY

Lupin Il

YIZADZN 4

Direction

23-episode TV series {1971-72); based on the long-running manga series of the
same name. The directorial touches of both Miyazaki and Takahata (Eps. 6-13
were at least partially directed by either of the two, while Eps. 14-23 were
entirely directed by them) adds a note of controversy to the series, as some crit-
ics have called Miyazaki to task for changing the “nature” of the roguish Lupin
Il character as created by Monkey Punch (his real name is “Kazuhiko Kato").
CURRENTLY IMPORT ONLY

Panda Kopanda (“Panda, Panda Cub”)

AVZ ER=VAPZ 4

Original Story / Screenplay / Scenic Designer / Key Animator

33-minute theatrical feature (1972) thought by some—and with good reason,
once you see the early production designs—as the predecessor to My Neighbor
Totoro. Directed by Takahata; followed in 1973 by a sequel, “Panda ®Kopanda:
Amefuri Circus no Maki (Panda, Panda Cub and the Rainy-Day Circus).” CUR-
RENTLY IMPORT ONLY

Alps no Shdjo Heidi (“Heidi, a Young Girl of the Alps”)
TINTRADDENA S

Scenic Design / Scenic Choreography
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52-episode TV series (1974) animating the beloved and oft-filmed children’s
classic by Johanna Spyri. With its loving detail to the ins and outs of daily life,
for many, Miyazaki and Takahata's Heidi (Takahata is credited as director) show-
cased anime’s ability to focus not only on epic adventures and fantastic premis-
es, but to depict the “little things” in life, as well. CURRENTLY IMPORT ONLY

Flanders no Inu (“Dog of flanders”)

IS5 —ADR

Key Animator (Assistant)

52-episode TV series (1975) animating the children’s story by English novelist
Louise de la Ramée, who published under the pen name “Ouida.” Featuring sto-
ryboards or “picture continuity” (e-konte) by Takahata, the series is probably
even better known for breaking the hearts of a nation of children when the
series’ boy-hero, Nero, and his dog, the titular Dog of Flanders, go to their
heavenly reward at the series’ end. CURRENTLY IMPORT ONLY

Haha o Tazunete Sanzen Ri
("Three Thousand Leagues in Search of Mother”)
BELTRT=EFE

Scenic Design / Layout / Animator

51-episode TV series (1976); based on the novel “Cuore” by Italian author
Edmondo De Amicis. Released theatrically in a compiled version in 1980; direct-
ed by Takahata. CURRENTLY IMPORT ONLY

Araiguma Rascal (“Rascal the Raccoon”)
H5VWSESRNIV

Key Animator

52-episode TV series (1977) animating the autobiographical children’s story
“Rascal: The True Story of a Pet Raccoon” by Sterling North. CURRENTLY
IMPORT ONLY

Mirai Shonen Conan (“Future Boy Conan”)

RKRDEIFY

Direction / Character Design

26-episode TV series (1978); considered by some to be the first “solo” effort
from directors Miyazaki and Takahata (Takahata is credited with direction in
Episodes 9-10). Based loosely on the story “The Incredible Tide" by Alexander
Key (author of the original Escape to Witch Mountain); published in Japan
under the title “Nokosareta Hitobito (The Ones Left Behind).” In 1979, a compila-
tion version was created for theatrical release, but with an ending significantly
altered from the original TV series. CURRENTLY IMPORT ONLY

Akage no Anne (“Red-Haired Anne”)
FREDT >

Scenic Design, Scenic Choreagraphy (Eps. 1-15)

50-episode TV series (1979) animating the children's classic Anne of Green
Gables by Lucy Maude Montgomery. Features direction and scriptwork by
Takahata. CURRENTLY IMPORT ONLY

Lupin IlI: Cagliostro no Shiro
(“Lupin the Third: Castle of Cagliostro”)
W= hUX R OO

Direction / Screenwriting / Continuity

100-minute theatrical feature (1979); second in a series of “Lupin” films, all
based on the original manga by creator Monkey Punch. Unlike the first film,
Cagliostro brought us a Lupin who was more knight errant than hard-boiled
thief, and his Clarice—the prototype for a legion of “Miyazaki heroines” to
come—found high favor with fans. Ironically, the film is said to have been
panned during its original theatrical run, garnering acclaim only after it had
been broadcast on national television. DOMESTIC RELEASE TITLE: Lupin HI:
The Castle of Cagliostro (Sueamiine Pictures, later Manga Entertainment)

(The New) Lupin I

WS =1 (3)

Director / Screenplay (Eps. 145, 155; pseudonymously)

155-episode TV series (1977-80) produced in respose to high ratings garnered
by the first 1971-72 Lupin series. Of all 155 episodes, the ones written and
directed by Miyazaki—Ep. 145, “Albatross: Wings of Death” and Ep. 155,
“Farewell, Lovely Lupin“—shine as the series’ most memorable. DOMESTIC
RELEASE TITLE: Lupin NI Tales of the Wolf sueaniine Pictures)

Kaze no Tani no Nausicaé ("Nausicas of the Valley of Wind")
RoBOFOUN

Director / Screenplay / Continuity

116-minute theatrical feature (1984); based on Miyazaki’s highly acclaimed
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manga series of the same name. Widely regarded in Japan as one of the finest
movies ever filmed—animated or otherwise—English-speaking viewers must
(at least, until a new domestic version is released) content themselves with the
heavily edited, 90-minute version from New World Video. DOMESTIC RELEASE
TITLE: Warriors of the Wind (New World Video)

Meitantei Holmes (“Famous Detective Holmes")

HREAR—LX

Screenwriting / Director (Eps. 1-6)

26-episode TV series (1984-85); based on the “Sherlock Holmes" stories by Sir
Arthur Conan Doyle. A co-production with Italy’s “RAI,” the series is also avail-
able domestically through Celebrity Home Video, albeit without the little extras
such as original song lyrics, the “Image Gallery” segments, etc. DOMESTIC
RELEASE TITLE: Sherlock Hound (chv's “Just For Kids™)

Tenk{ no Shiro Laputa (“Castle in the Sky Laputa”)
REOWS 2%

Original Story / Screenplay / Director

124-minute theatrical feature (1986); based loosely (very loosely) on Swift's
Gulliver's Travels. Miyazaki, whom you'll remember as perfecting his unique
brand of “heroines” as far back as 1979, scores big with Sheeta, the little-girl-
lost who may hold the key to a fabulous mystery. Produced by Takahata and
double-billed in Japan during the time of its initial theatrical release with the
“Abduction of Mrs. Hudson” and “White Cliffs of Dover” episodes of Meitantei
Holmes. Note that, in a dubbed Streamline Pictures version, the film has also
received a limited (very limited) run in U.S. theaters. CURRENTLY IMPORT ONLY

Tonari no Totoro (“Next-Door's ‘Totoro™)
ERYD KO

Original Story / Screenplay / Director

86-minute theatrical feature (1988). Hailed by parents and critics alike as an
enchanting piece of family filmmaking, relegating it to the “kiddies only” sec-
tion of your video library will be doing yourself a disservice, as Miyazaki's mes-
sage—humanity's need to co-exist with nature—is a prevailing one in his
works. As with Laputa, Miyazaki also provides the lyrics for the closing song.
DOMESTIC RELEASE TITLE: My Neighbor Totoro (fox Home Video)

Majo no Takkydbin (“The Witch's Delivery Service")
RuanERE

Director / Screenplay / Producer

105-minute theatrical feature (1989); animates a popular story from the award-
winning Japanese children’s book of the same name by author Eiko Kadono.
The tale of a thirteen-year-old witch and her quest for independence, Jiji, the
witch's feline familiar, sparked a brief trademark dispute in Japan owing to his
similarity with shipping company Yamato Transport’s own logo: a black cat (thus
their catchy jingle, “Kuro-neko [black cat] Yamato®). Also known as “Kiki's
Delivery Service.” CURRENTLY IMPORT ONLY

Omohide Poro-Poro (“Falling Tears of Remembrance”)
BBHUVTIERIES

Producer

119-minute theatrical feature (1991). Miyazaki lends his box-office might to fre-
quent collabor Takahata's film, a poignant look of the “road not traveled” by a
twentysomething Japanese woman. Features production by Miyazaki's Studio
Ghibli, as ably helmed by character designer/animation director Yoshifumi
Kondo. Also known by the studio-supplied English title “Only Yesterday.” CUR-
RENTLY IMPORT ONLY

Kurenai no Buta (“The Crimson Pig")
E100)

Original Story / Screenplay / Director

93-minute theatrical feature (1992) animating the “Zassé” or “This 'n’ That”
notes of Miyazaki's earlier series in MopEL GRaPHIX magazine, the story tells the
tale of a heroic aviator (who just happens to look like a pig) who hunts sky-
pirates in the skies of 1930s Italy. Like Majo no Takkydbin, which was also the
top-grossing film in the year of its release, Kurenai no Buta broke box office
records of its own. Not only that—due to a deal struck with sponsor Japan Air
Lines, lucky international travelers were able to catch the film in-flight, before it
screened in theaters. Also known by the Italian-flavored name “Porco Rosso.”
CURRENTLY IMPORT ONLY

Mononoke Hime (“Princess ‘Mononoke'")
HDD(FHE
Director / Screenplay

135-minute theatrical feature (1997). Miyazaki's latest and perhaps most
“mature” anime film yet, Mononoke Hime (" mononoke” means literally “the spir-
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it of things”) is set in Japan's Muromachi era (1333-1568) and movingly details
the conflict between a warrior-princess reared to defend a forest and a nature
being increasingly impinged upon by upwardly mobile villagers. Said by more
than one Japanese critic to borrow heavily from Miyazaki's earlier Nausica4, the
film nevertheless packs in more blood, more violence, and an even stronger mes-
sage than ever before, which forces the question: How is Disney going to
explain this one to the PTA...7? DOMESTIC RELEASE TITLE (tentative): The
Princess Mononoke (Buena Vista; expected domestic release Summer 1998)

uli R

Japanese comics or “manga” series; may or may not be available in foreign-language
{i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

Direct-to-home-video series; may also include compilations of TV episodes released to
home video market

Theatrical feature; may or may not receive equivalent theatrical release for U.S. version
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Masamune Shirow

Interviewed by Trish Ledoux (1993)

ittle more than a decade ago, manga artist

Masamune Shirow made his debut with an early

version of what would eventually become the pop-
ular original animation video Black Magic M-66 [“M” for
“marionette”—Fd.] in the Japanese manga fanzine Atias.
Urged by an editor at the small Osaka-based independent
publisher Seishinsha to “go pro,” Shirow would not pub-
lish again until three years later, when his manga opus
Appleseed was finally completed in 1985. Shirow credits
the constant support and encouragement he received
from Seishinsha’s president Harumichi Aoki for making
the series possible in the first place.

“You could say that I was slowly enticed into becom-
ing a manga artist, little by little,” Shirow jokes, “but by
far the biggest reason has got to be that early meeting
with Mr. Aoki.” Subsequent manga projects with
Seishinsha would include 1988% Orion, first published in
Seishinsha’s manga anthology CoMic Gala and later pub-
lished in English by Dark Horse Comics, as well as the
more widely known Ghost in the Shell.

Shirow made a name for himself early in his career
with his trademark tremendous attention to detail, exten-
sive technical knowledge, and an unabashed love of the
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Hard-bitten cop Batou
¢ from Ghost in the Shell

female form. From the cyber-adventures of Captain
Motoko Kusanagi in Ghost in the Shell, to the trials of the
hardcase female police officer Deunan and her cyborg
partner Briareos in Appleseed, even to Leona and the Tank
Police vs. those sexy Puma sisters in Dominion, Shirow’s
works teem with sleek femmes dressed in skintight bat-
tlesuits, personal mecha worn like armor, military hard-

ware, cyber-hacker gear, and virtual reality special effects.
Although Shirow himself modestly claims that his art-
work is “really not that detailed,” little things such as the
way he carefully distinguishes each gun carried by his
characters (right down to the make, model and type of
ammunition), to the exquisitely rendered shadings and
hatchings on his mecha cockpits that give his stories a
sense of detailed reality seldom seen in the manga world.

“From the fan letters I read, I'm guessing that overseas
readers like the same scenes as readers in Japan,” Shirow
says. “It’s really a pity that the only way a manga artist can
judge how well he’s doing with his readers is through the
sales of his books.” Even so, his books do sell—in
America, Ghost in the Shell has become one of the coun-
try’s bestselling manga titles ever, breaking into America’s
“Top 100”-selling comics, a group that’s usually the exclu-
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sive turf of superhero titles such as X-Men. The domestic
release of animated versions of his works has pushed his
popularity here even higher.

“Appleseed and Ghost in the Shell are relatively interna-
tional works,” says Shirow. “They transcend national
boundaries. Even native speakers may have different reac-
tions to the multiple meanings I've built into the story
through the Japanese characters. For example, in
Japanese, the nine-headed beast called a ‘naga’ which
appears in Orion could be read kutoryu in kanji (Chinese
characters), which could then be corrupted to ‘Cthulu,’
which is obviously a reference to H.P. Lovecraft’s octopus-
shaped mythological creature. The ‘cubular warheads’ are
a double pun on the Japanese word kaku, meaning both
‘cubular’ and ‘nuclear.’ It goes on and on.”

Such multilayered meanings are often a feature of
Shirow’s stories. With the notable exception of Orion,
which is based on mythological tales of destructive gods,
Shirow’s manga usually center around fairly pessimistic
visions of the future involving mankind having to deal
with some variation on a Brave New World—in
Dominion, it’s pollution that’s warped society into a form
where the crime level is so desperate that the cops need
tanks; in Appleseed, Shirow posits that utopia is only
achievable by making the residents non-human. Man
cannot live in the Eden that he has always desired, Shirow
claims; only bioengineered perfection is capable of that.
For humanity to be perfect, it can no longer be human.

From this viewpoint, Appleseed can be seen as setting

the groundwork for his later Ghost in the Shell, where the
great social experiment consists of humans whose bodies
are largely machine, and whose minds exist as “ghosts,”
able to travel through computer “cyberspace” at will. But
in Ghost, as in Appleseed, these kinds of experiments keep
running afoul of the fact that humans are...only human.

As if his work wasn't reason enough to become fasci-
nated with this multi-talented artist, many fans have
indulged themselves in speculating why such an other-
wise “normal” person (his “day” job is as a teacher in a
Japanese high school) would want to lead a double life as
a manga artist. About Shirow the person, very little is
known. Photos of the reclusive artist are as rare as inex-
pensive cels at American anime cons, and its not as
though “Masamune Shirow” is his real name, after all.

In this interview, conducted remotely in order to pre-
serve Shirow’s carefully guarded privacy, the reclusive
artist talks about the proper relationship between manga
artist and editor, his early career and influences, his tech-
nique, and his assertion that he’s unlikely ever to travel
to America.

ANIMERICA: Your female characters are usually very good
at what they do and very, very dangerous. Many of your

male characters, on the other hand, tend to be weak and
inefficient. Does this reflect a personal belief, or do you
feel that it just makes a better story?

SHIROW: I don't think that Appleseed’s Briareos or Orion’s
Susano or Ghost in the Shell’s Chief and Batou are weak or
inefficient. I'm not sure I'd say that Appleseed’s Deunan or
Orion’s Seska are particularly smart or dangerous, either.
However, considering that my main characters are usual-
ly women, there may be some truth in what you say.
[LAUGHS]

ANIMERICA: How important to you is scientific and tech-
nological accuracy in your work? It seems obvious in
works such as Appleseed and Orion, but what about
Dominion or Ghost in the Shell? Have you spent a lot of
time trying to make the science and technology in these
works accurate?

SHIROW: For me, manga is entertainment, so scientific
accuracy isn't that important. More important than mak-
ing manga read like some kind of technical manual is
making it interesting.

ANIMERICA: Lets talk about your background and train-
ing as an artist.



We've got a whole
generation grow-
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SHIROW: I've always enjoyed drawing, but it wasn't until
my work was published in a fanzine named ATtas that 1
became active as a manga artist. It was published by a
group of friends...I was nineteen at the time. Even before
then, [ was drawing caricatures of my teachers in the mar-
gins of my grammar school notebooks and doing illustra-
tions for the school newspaper.

ANIMERICA: What about teaching? When did you begin
that career?

SHIROW: | went right into teaching after graduation. The
idea of becoming a full-time manga artist had never
occurred to me, you see. For various
reasons—my frustrations toward
the Japanese educational system
and how well Appleseed was

ly on the techniques of Hayao Miyazaki, who was then
and is now still reigning over the Japanese animation
industry. Looking back at Appleseed now—not that it’s
finished yet!—I seem to find nuances strongly reminis-
cent of Katsuhiro Otomo. In the mainstream film
industry there's Terry Gilliam and...oh, theres too
many for me to list.

ANIMERICA: Is manga the best forum for your work? If
not, what would be?

SHIROW: Well, there’s anime of course. But there’s also an
unfortunate tendency in the anime industry to think of
manga artists as outsiders, or as nothing more than the
generators of raw material for animation. So there are
some things I need to resolve before 1 go into the anima-
tion studio again. Whether manga is the best forum for

ing up overseas
thinking that anime
and manga is just
one more form of

received, to name a few—I ended my work or not...well, since I'm only doing manga right

up becoming the now, I cant say. Becoming a filmmaker holds a certain

manga artist [ am today.

professional
appeal, but the Japanese film industry has been tired and
worn out for a long time now, not like it was during

entertainment and
not just some
strange, cultish
thing from Japan.

ANIMERICA: Have you studied for-
mally? Or do you consider yourself
to be self-taught?

SHIROW: No, I've never trained as a
manga artist per se, but its the
works 1 draw every day which are
my real training. I did attend an art school in Osaka
where 1 studied oil painting and sketching, but thats so
fundamentally different from manga that the only thing I
use today from what I learned in those days is maybe
some hand control.

ANIMERICA: Would you say that you're influenced by the
work of other artists in your field?

SHIROW: It wasn't until recently that I started to read
manga or even go to the movies. Space Cruiser Yamato was
the big thing when I was in junior high, but because I
didn't care for its nationalistic or militaristic overtones, [
never watched much of it. In high school, Gundam was
popular, but I was an athlete and so the only time I got to
watch it was when I was home with an injury. Macross
started around the time [ was drawing Black Magic and it
did reach something inside me, but now 1 feel that if it
had satisfied me completely I would probably have stayed
in the audience rather than becoming a manga artist.

ANIMERICA: So you have been influenced by other artists,
even if its only to go out and create some animation of
your own.

SHIROW: Yes. When 1 was working on the animated
version of Black Magic M-66 1 concentrated very intent-
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Kurosawa’s heyday. I dont think there’s much room for
the kind of films I'd like to make.

ANIMERICA: Which part of drawing manga do you like the
least? Which parts of drawing manga do you like the most?

SHIROW: I'm happiest when I'm thinking up a story, the
major props, the stage, and the characters from scratch.
I'm most unhappy when being late and missing dead-
lines forces me to let an unsatisfactory work go out into
the world.

ANIMERICA: Speaking of deadlines.... What’s your
impression of the relationship between a manga artist and
his publisher and editor?

SHIROW: The manga artist honors deadlines and doesn’t
draw lines too fine to print or tones thatll come out
black. The editor doesn't interfere with the work unless
the artist is going way over the line. I dont know what it’s
like with other artists and their editors, but for me, I
think my editor and I are in an almost ideal relationship
of symbiotic trust...except for the universal demand to
draw more and more pages, of course. [LAUGHS]

ANIMERICA: 1 find it interesting that despite cultural dif-
ferences—or perhaps because of them—manga is gaining
more acceptance worldwide these days than ever before.

SHIROW: 1 think the popularity of manga overseas these
days owes a lot to anime, even to Nintendo. We've got a
whole generation growing up overseas thinking that
anime and manga is just one more form of entertainment
and not just some strange, cultish thing from Japan.



Anime Inferviews

ANIMERICA: Compared to success in your native Japan,
how important is international recognition to you?

SHIROW: Oh, I'm very pleased. It would be foolish of me
to delude myself into thinking that international recogni-
tion somehow makes me more important, but I do feel
proud that my name is known overseas. It also makes me
feel that I can't get by with half-hearted art anymore. Not
that I can get by with it in Japan, of course—it’s just that
[ now feel an additional obligation to create manga that’s
truly original and entertaining.

ANIMERICA: s there a particular manga you feel most
proud of? Are there any stories you wish you could go
back and re-do before they were published?
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Ghost in the Shell

SHIROW: Just as parents can't choose to love one child
over others, 1 love all my manga equally. I don’t want to
go back and re-birth any of them. Unlike childbearing,
though, giving birth to manga lets you carry over your
frustrations and regrets to the next creation, hopefully
making it better. Thats one thing you cant do when
you're bearing a child. [LAUGHS]

ANIMERICA: One often-used word in describing your
manga style is “detailed.” How do you feel about this? Is
it essential to your work or have you ever thought about
using a different art style?

SHIROW: The impression that my manga is “detailed”
comes from the details of its content—in reality, the art is
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not that precise. If you want detail, you should look to
the art styles of Katsuhiro Otomo, or to the older stuff by
Akira Toriyama (Dr. Slump, Dragon Ball). This “detailed
content” is important in works like Appleseed and Ghost in
the Shell; it’s not so crucial in works like Dominion and
Orion. Detailed art is something beyond the reach of the
average manga artist publishing a weekly serial—the
artist just can't do it without an army of talented assis-
tants. For an artist like myself, who publishes about as
frequently as Halley’s Comet, precise detailing is essential
to making my works more readable. Also, I simply like to
fill in those teeny-tiny little details. [LAUGHS]

ANIMERICA: How did you come up with the idea for
the landmate? Some of your fans with backgrounds in
engineering wonder if it’s based—even a little—on the
research now being conducted in the area of human-
synthesized movement at the Massachusetts Institute
of Technology.

SHIROW: It was quite a while ago, but I do remember see-
ing a black and white photo of an exoskeleton made by
General Electric in a TIME/LIFE book once. That was prob-
ably the source of my idea for the landmate. I wasn't
aware that it was also being researched at MIT...1 wonder
what they’re going to use it for? The master/slave system
is even older. I believe the prototype for the landmate
came about when 1 saw the “magic hands” being used in
the medical sector. I'm sure the powered suits in
Heinlein’s Starship Troopers were another inspiration.

Orion

ANIMERICA: What sort of books are in the
Masamune Shirow reference library? History
_texts, combat handbooks, firearms

;% guides...? Your references to tactical
v . é gear and weapons systems seem so

A * well-researched. Where do you
find your reference for combat
and SWAT scenes?

SHIROW: Half of it is imported
books of military mecha, strange
cars, art books, sculpture books,
etc. The other half is Japanese
> books. A quarter of those are biotech
@ books, micro-machine books and
non-fiction military robot books, plus

a little Greek mythology. Other than

that, there are books on insects; I espe-
cially have quite a lot of books on bees.
And then I of course have a lot of dic-
tionaries and lots of magazines sent
directly from the publishers. 1

S2) p Shirow / Seishinsha

average seventeen to eighteen titles a month. Although
I'm not sure it counts as reference, | have about the same
number of manga as my imported books.

ANIMERICA: So many of your works have been animated.
What are your feelings on the animating of your manga
stories? Are you involved in the production?

SHIROW: My first involvement was with Black Magic. The
plan was originally to animate the “Venusian” story
directly...the animation company just came knocking on
my door one day with the project proposal in hand. I
wasn't happy with the idea and didn’t want to animate
that story, so I drew up storyboards for Black Magic M-66.
My beginner’s curiosity lured me into becoming part of
the staff; I even ended up directing it. Although the end
result of the animation itself was satisfactory, my relation-
ship with the other staff at the studio ended on a sour
note, and [ was reluctant to become involved in another
project. That’s why my only involvement in the Appleseed
OAV was to give the project my signature and stay other-
wise uninvolved. Animation is a group effort. In order to
make a good work you pretty much have to put together
your own hand-picked team. In preparation for the day
when [ return to the animation studio, I'm stockpiling
storyboards and plots. When 1 do become involved in
animation again—when I have the time—I want to be
involved in every possible aspect of production.

ANIMERICA: Do you see the manga and anime worlds of
Appleseed, Dominion, Black Magic or Orion as connected,
or do you see them as separate, independent worlds?

SHIROW: Well, ostensibly theyre all set in different
worlds, but I suppose they could be considered as taking
place in one loosely connected universe. There may be a
few discrepancies with that, though.... [LAUGHS]

ANIMERICA: As one of the earliest “manga” stories pub-
lished in English, Appleseed has attracted a lot of attention
in this country. What was your first reaction when you
heard that your manga would be translated into English?

SHIROW: 1 was about 70% delighted and about 30%
stunned that my manga could ever be published abroad.
[ worried about flopping the art and letting the reader’s
eye flow vertically rather than horizontally, as the eyes of
Japanese readers do. Having my work appear outside of
Japan was a real learning experience.

ANIMERICA: How much longer will you continue
Appleseed? 1s the end of the story in sight?

SHIROW: I'd like to take a break after Book Five comes
out. There are other stories I'd like to draw. I haven't
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decided on anything specific yet, but I do have several
ideas in mind on how to bring the story to a stopping
point which can also serve as the conclusion of the entire
series, should I make that decision. After all, by the time
I get there, I'll probably start thinking about even more
stories and then I won't be able to put an end to it.
[LAUGHS)

ANIMERICA: Your Intron Depot art book is proving to be
very popular among your fans in the U.S. Will we see
more art collections like this in the future? What about
(the long-rumored sequel) Exon Depot?

SHIROW: 1 plan to publish it as Intron Depot 2, once I've
collected enough color works to fill the pages. 1tll defi-
nitely be a different sort of book than the first Intron
Depot. It looks like the publication of Intron Depot 2 will
be about three to four years down the road. Exon Depot
will be released long after Intron Depot 2 is published.

ANIMERICA: Tell us about Masamune Shirow the man. Do
you have any hobbies? What do you do when you're not
working on manga?

SHIROW: These days it's nothing more exciting than
painting accessories and bottles, I'm afraid. [LAUGHS]
Another hobby is making pen shafts and grip handles,
although I'm not sure this counts since it relates to my
work. 1 guess I'd have to say that my main hobby is
my work...I really don’t have many other outside
interests. I do enjoy window shopping, or watching
TV with friends.

ANIMERICA: Are you interested in traveling to meet your
overseas fans someday? In America we hear that you're a
very shy person and don't enjoy making public appearances.

SHIROW: | think America is a very attractive country, but
I just don't like planes. 1f I had time, I'd love to come at
least once. I'd have to travel by boat or dirigible, though.
[LAUGHS] Honestly, though, so long as my manga is pub-
lished abroad, theres really no need for me to travel in
person. My work is a part of me. If that is kept alive over-
seas, then so am 1. After all, I should think my readers
would be able to get to know me much better by reading
my manga, and in an interview like this, than by talking
to me in person. [LAUGHS]

ANIMERICA: Being read is the highest compliment a read-
er can pay to an author, after all. But what if you couldn’t
be a manga artist? What would you be then?

SHIROW: [ taught art at the high school level for five years
after 1 was graduated from college. If for some reason I
hadn’t become a manga artist, 1 believe I would still be

 Black Magic M-66
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teaching...then again, no. Maybe I would have quit any-
way. [LAUGHS]

ANIMERICA: What advice would you give to someone just
starting out as an animator or comic artist?

SHIROW: My advice is not just for comic artists or anima-
tors, but for people in any occupation. Once you make
your choice and decide to head in a particular direction,
do it with all your might—push yourself to the limit and
be as aggressive as possible...without being a nuisance to
others, of course. [LAUGHS] If the most passion you can
conjure up for something is, “Maybe I could be a manga
artist someday,” then you’re bound to be discouraged at
the first sign of trouble, no matter how talented you are.
After all, they say that the ability to work hard is a big part
of what we call “talent.”

ANIMERICA: In closing, do have a word for your English-
speaking fans?

SHIROW: Enjoy my manga, see you in my next work, and
may God bless you.

afterword

Ithough nearly all of Shirow’s main manga series

(and the animated versions thereof as well) are

available in America and have always been consis-
tently popular, the artist only really reached mainstream
attention in the U.S. in 1996, when an animated version
of Ghost in the Shell was released to worldwide acclaim.
Directed by Patlabor’s Mamoru Oshii, the film focused less
on Shirow’ fascination with the Neuromancer-like adven-
tures of his human-machine hybrids and zeroed in on the
allegorical aspects of the story.

Using stark and moody visuals liberally enhanced
with computer graphics, the Ghost in the Shell animation
was praised as a superlative example not only of state-of-
the-art animation, but also of the more “adult” aspects of
Japanese animation—in this case, “adult” meaning
“mature,” as compared to “pornographic.”

When released to the American markets barely
months after its Japanese theatrical premiere, Ghost in the
Shell became the first such anime feature to hit the No. 1
spot in Billboard’s “Top Ten” of all video sales in the U.S.,
and has also been one of the first titles to release on Digital
Video Disc (DVD), as well as in the by-now obligatory
VHS and LD formats. The Appleseed manga series, which
in Japan is on indefinite hiatus, will most likely be contin-
ued in its U.S. edition once the series resumes (“it could
be another ten years,” as one source put it to us), but until
then, Book Four is the most recent volume available.
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Select Bibliography & Fiimography

MANGA £H

One of the world’s best-known manga artists, Shirow has, like many other popular cre-
ators, published a wide variety of “satellite” books—i.e., research guides, illustration col-
lections, fumetti-style anime “film comics,” etc. However, because these publications
often outnumber the actual manga themselves, we've opted to list them only when
there’s a possibility they may be confused as sequels to the manga of the same name.
Similarly, model kits, CD-ROMSs, and novelizations by the author are not included. Shirow,
like many other popular creators, has in the past done illustration/conceptual work for
video games; note also that he is writer and artist on all titles.

/~~ Black Magic M-66
TS5 99Ty IME6
Early ddjinshi or “fanzine” work first published in 1983 with the assistance of
ATias magazine; later republished by Seishinsha (1985) with six additional pages
(a Black Magic M-66 appendix). One compiled volume total. A Black Magic M-66
Storyboard Collection (“e-konte shd,” 1986) is also available from the same pub-
lisher. DOMESTIC RELEASE TITLE: Black Magic M-66 (Dark Horse Comics)

Appleseed

Z7y7IN—E

Published by Seishinsha (1985); four compiled volumes total. Shirow’s profes-
sional debut. Two “making of” books are also available from the same publish-
er: Appleseed Databook (1990) and Appleseed Hyper Notes (1995). Genga-Ban
Appleseed, a three-volume collector’s edition compilation of Shirow's original
Appleseed artwork in “large-format” size (i.e., before it was reduced for publi-
cation), was published from 1988-90, but is available only in specialty shops
and the like due to popularity with collectors. Although begun in the pages of
Comic Gaia, an anticipated fifth volume in the series has yet at this time to be
released. DOMESTIC RELEASE TITLE: Appleseed (Dar Horse Comics)

Dominion

Rz=F>

First serialized in publisher Hakusensha's ComiCom magazine (1986); later
republished by Seishinsha (1993). Two compiled volumes total. After the conclu-
sion of the first series, wanting to re-enter the world of Dominion once more,
Shirow signed on for a sequel, which was to have been serialized in Comic GaiA.
When Gala went on hiatus, however, the series resumed not as a regular serial-
ized title but under the aegis of a Seishinsha compiled volume or tankdbon,
titled “No More Noise” (1995), thus the “two compiled volumes” listed above.
Note that the Seishinsha reprint of the Dominion compiled volume includes
“Phantom of the Audience,” a one-shot stand-alone short story. DOMESTIC
RELEASE TITLE: Dominion (0ark Horse Comics)

Kokaku Kid6-Tai (“Ghost in the Shell”)
TAR R

First serialized in Kodansha's YOUNG MaGAZINE Kaizoku Ban or "Pirate Edition”
(1989); a year after the series’ 1990 concluded serialization, a compiled volume
was released. K6kaku Kid6-Tai 2: Man-Machine Interface, a continuation of the
story, began serialization in Japan in the pages of Youne MacazINE (1991), but
as far as can be determined, has yet to be released in compiled form. (An illus-
tration for “Fat Cat,” the first story in K6kaku Kid6-Tai 2, can be found on page
86 of Intron Depot, however.) Basis for the animated film of the same name.
DOMESTIC RELEASE TITLE: Ghost in the Shell park Horse Comics)

Senjutsu Cho Kdkaku Orion (“Super Wizardly Attack Armor Orion”)
{LimBIEREA ) F >

Published by Seishinsha (1991); first serialized in Comic GAA, a Seishinsha
manga anthology. Not counting /ntron Depot, an illustration collection, Orion is
the only one of Shirow’s “major” manga series which has yet to be animated.
Interestingly, Shirow says that, before the plans for the manga were finalized,
the original idea had been to draw Orion in full-color...talk about time-consum-
ing. DOMESTIC RELEASE TITLE: Orion (Dark Horse Comics)

Intron Depot 1

14 bayFR

Published by Seishinsha (1992); not technically a “manga” title, per se, but a
collection of full-color manga images created by Shirow and compiled from
1981-91. As an added bonus, Shirow's fanatically detailed footnotes and side-
bars are provided both in Japanese and in cogent, capably rendered English by
the estimable Frederik L. Schodt, author of Manga! Manga! The World of

Japanese Comics (note to mangaphiles: Schodt also translated the Dark Horse
Comics version of Orion). Despite being long-anticipated by fans (and perhaps
by Shirow himself), a sequel volume, Intron Depot 2, has yet to be published.
DOMESTIC RELEASE TITLE: Intron Depot 1 (seishinsha)

Exon Depot: Yamazakura (“Wild Mountain Cherry”) and

Shimban (“Judgment”)

1> baryFHR1

First published in Seishinsha’s Comic Gaia (No. 8 and No. 12, both in 1992); full-
color short stories with pages of no-dialogue manga, one of which—the 11-
page “Judgment’—uwas recently published in the U.S.in the pages of PENTHOUSE
magazine’s June ‘97 issue of “Penthouse Comix.” As Shirow himself mentions
in his foreword to /ntron Depot 1, “the Intron Depot series will not include the
Exon Depot full-color stories.” DOMESTIC RELEASE TITLE: Exon Depot Penthouse

Comix)
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As noted above, of all Shirow’s “major” manga series, Orion remains the only one which
has yet to be animated. Although the amount of Shirow manga titles to be animated is rel-
atively small, it's important to note that, of all the Japanese animators known to the
American public, Shirow’s name definitely ranks at the top of the list, not only for the high-
profile Ghost, but for the ground-breaking Black Magic and Appleseed, both of which num-
ber among the first “anime” videos ever to be released domestically.

Black Magic M-66
Black Magic M (% U #)-66
Original Story / Screenplay / Director
One-shot OAV (1987) animating Shirow’s early work of the same name. As
noted, original creator Shirow assumes a rare triple role in taking on not only
screenplay duties, but direction, as well. DOMESTIC RELEASE TITLE: Black
Magic M-66 (u.5. Renditions/Manga Entertainment)

Appleseed
FyTho—E
Original Story
One-shot OAV (1988). Exhausted, perhaps, by his heavy involvement in the pre-
vious year's Black Magic, Shirow is credited for “original story” only in this 70-
minute direct-to-home-video tale of life in a perfect—maybe too perfect—city
of the future called “Olympus.” DOMESTIC RELEASE TITLE: Appleseed (us.
Renditions/Manga Entertainment)

Dominion
[ =t %
Original Story

Four-volume OAV series (1988-89). Shirow deftly combines cyberpunk sensibilities
with over-the-top hijinks (giant, inflatable, phallus-shaped road mines?) in this
sometimes serious—but mostly silly—tale of a girl and her tank. Followed a few
years later (1993-84) by a sequel QAV series titled “Tokus Sensha-Tai (Special
Assignment Tank Team) Dominion.” DOMESTIC RELEASE TITLE: Dominion Tank
Police (us. Manga Corps) and New Dominion Tank Police (Manga Entertainment)

Kékaku Kidd-Tai
oL L

Original Story

Full-length theatrical feature (1995); based on the manga of the same name. One
of the most “mainstream” anime movies to be released in this country yet, Ghost
is notable not only in that one-third of its financing came from its U.S. distribu-
tor, but that it was the first anime movie ever to place No. 1 on Billboard maga-
zine's sales chart for domestic video releases. Directed by Mamoru Oshii.
DOMESTIC RELEASE TITLE: Ghost in the Shell iManga Entertainment)

i

L=\ Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

ions of TV episodes released to |

8,

Direct-to-home-video series; may also include compil
home video market

Theatrical feature; may or may not receive equivalent theatrical release for U.S. version

oo




) Ryoichi lkegami

Interviewed by Satoru Fujii (1993)

n the American comic world, it’s nothing new to have

an entire team (writer, artist, letterer and inker) work-

ing on a single series. In Japan, where manga is
thought to be a “one-man universe,” an artist such as
Ryoichi Ikegami who routinely works with a collaborat-
ing writer is unusual, to say the least. More than a mere
illustrator, Ikegami has very definite ideas about how his
stories should be told, and likes to have a firm story idea
in mind before looking for a series’ writer.

“The relationship between the writer and myself is
similar to that of a screenwriter and a film director,” says
Ikegami. “Like a director, I decide upon the cast—in
manga terms we call that ‘character designs'—as well as
the cuts or panel layouts in the series.

“Back when my style wasn't really established,”
Ikegami continues, “there were times when a writer was
able to bring out certain talents of mine which I hadn’t
even known that I'd had. I have learned quite a lot from
writers. .. think that as a creator of manga, I would have
disappeared by now if not for them.”

Born in 1944 in Fukui, Japan, Ikegami began draw-
ing his first comic series at the tender age of seventeen.
Even then, lkegami had the magic touch, and two of his
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first collaborative efforts—AIUEO Boy with Kazuo Koike
in 1973 and Otoko Gumi (“Gallant Gang”) in 1974 with
Tetsu Kariya—proved so popular they set the pattern for
what would turn out to be one of the manga world’s
biggest success stories. Although many of his earlier
works were written and drawn solo, nowadays lkegami
works almost exclusively with collaborators and shows
no signs of stopping.

Ikegami is an especially important name for those
who've discovered the world of manga through English
translations. As one of the first few manga titles to be
imported for the mainstream U.S. market, Viz Comics’
publication of Tkegami and writer Kazuya Kudo’s Mai the
Psychic Girl in May 1987 helped to establish manga in the
American comics scene. Brought onto the marketplace
during the late-’80s “black and white boom,” Mai was an
important milestone for American comic readers even
though Tkegami says it “wasn’t much of a hit” in its native
Japan. Two years later, in October 1989, Koike and lkegami’s
sophisticated sex-'n’-violence tale Crying Freeman was pub-
lished in English as well, dramatically underscoring the
point that not all comics—especially, Japanese comics—
are for children. In fact, Freeman’s frankly adult depiction
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of erotica and bullet-in-the-head violence shocked
many, as much for how well drawn it was as for its sub-
ject matter.

Not long to follow Crying Freeman was one of
Ikegami’s most critically acclaimed series, Sanctuary, writ-
ten with Sho Fumimura (a.k.a.“Buronson,” author of the
decidedly more fantastic apocalypse-plus-martial-arts
drama Fist of the North Star). A socio-political thriller
which frequently (some say uncannily) mirrored real-
world political scandals in the Japanese government,
Sanctuary fearlessly laid bare (with some discreet sleight
of hand on names and physical appearances) the links
between the most powerful politicians and the leaders of
organized crime that most Japanese have long assumed to
exist. The actual governmental scandals contemporary to
Sanctuary’s Japanese publication created such a furor that
the final result was a near-total collapse of the most pow-
erful faction of Japan’s Liberal Democratic Party (which,
in Japan, Sanctuary had referred to wryly as the
Democratic Liberal Party).

At the time this interview was conducted, Sanctuary—
which has since ended in both Japan and America—was
still a fairly new title on both coasts, and Ikegami was still
coming to terms with his own popularity overseas. The
surprises in the interview itself mostly have to do with his
own artistic influences—for a creator who was responsi-
ble for opening the eyes of many American comic artists
and readers to the power of Japanese comics, Ikegami
professes a love for American comic artists such as Neal

Adams, and reveals his role in the creation of the Japanese
adaptation of Spider-Man.

interview

ANIMERICA: Let’s begin with a little bit about your career.
I understand you were very young when you made your
debut as an artist. Were you doing graphic novels right
from the start?

IKEGAMI: | was seventeen or eighteen when [ debuted.
My start was in the “rental manga” business, drawing a
title in an anthology.

ANIMERICA: | remember reading rental manga myself, back
in the days when not many people could actually afford
to own manga. Were you still living in Osaka at the time?

IKEGAMI: Yes, | was.
ANIMERICA: And then you came out to Tokyo.

IKEGAMI: Here’s what happened. Shigeru Mizuki
[renowned creator of the spooky comedy Ge Ge Ge no

Kitaro—Fd.| saw a short story of mine called “Sense of
Guilt,” printed in the avant garde manga magazine GARO.
Mizuki said to me, “If you really want to become a manga
artist, why don’t you come to work as my assistant?” [ was
painting signs in Osaka at the time, and [ wasn't particu-
larly thrilled with the business, so I went off to Tokyo
with no regrets.

ANIMERICA: When was the first time your own work was
published?

IKEGAMLI: Lets see. 1 was twenty-two when | came to
Tokyo, and I worked with Mizuki for two and a half
years...] must have been twenty-four by the time my own
work was printed in a magazine. While 1 was still work-
ing as his assistant 1 was drawing my own stories, of
course. When 1 finally got my own serial, I asked Mizuki
for my freedom. That was late in my twenty-fourth year.

ANIMERICA: What were the names of your early works?

IKEGAMI: The first was titled “Tracker,” published in

Crying Freeman




Spider-Man, lkegami-style
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SHONEN KING magazine. Several of
my own original short stories fol-
in Kodansha’s SHONEN
MAGAZINE. In comparison to other

lowed

artists working at the time, my
style was very realistic. Thats
probably why I was approached
by an editor at SHONEN MAGAZINE
ExTRA to do one hundred pages of
a Japanese
American

version of the
Spider-Man.
Since I don't read English, a gen-
tleman named Kosei Ono translat-
ed it for me. We got all the way up
to the fifth volume before the cul-
tural differences sort of did us in.

comic

ANIMERICA: There were a few
changes from Onos literal transla-

tion, weren’t there? My under-
standing was that you restruc-
tured it for the Japanese version.

IKEGAMI: That’s right. I created an original main charac-
ter named “Yu Komori” and tried to integrate him into the
American story, but that didn't go over too well with the
Japanese readers. The editors finally decided to ask the
Japanese science fiction writer Kazumasa Hirai to write
scripts for us, creating a story more tailored to a Japanese
audience. The popularity picked up a little after that, but
as a series, it never really became a big success.

ANIMERICA: What did you work on after the Japanese
Spider-Man ended?

IKEGAMI: | did a story called “Rin Alone” for SHONEN
MAGAZINE based on a script by Tetsu Kariya [currently
writing the gourmet manga series Oishinbo—Ed.]. His pen
name was different back then, but it was Kariya, all right.
After that, I started AIUEO Boy with Kazuo Koike. AIUEO
Boy wasn't a manga magazine story; it was published in
WEEKLY GENDAI, one of the major general-interest maga-
zines. An editor from SHONEN SUNDAY approached me,
saying that he liked my style and wanted to see if that
realistic touch could work in a boys’ magazine. Thats
how Otoko Gumi (“Gallant Gang”) got started. Let me tell
you, Otoko Gumi really stood out in that magazine...all
the other manga were so stylized and cartoony.

ANIMERICA: | remember that I felt the same way when
Otoko Gumi started. That was around the time AIUEO Boy
switched publishers, right?

IKEGAMI: Yes. AIUEO Boy never was one of WEEKLY
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GENDAI's more popular titles, and they were kind of giv-
ing up on the series anyway, so that’s when Koike said to
me that he’d like to start over again with Shogakukan.
That's why we switched right in the middle of the series
to the Shogakukan pictorial magazine, GOro.

ANIMERICA: And then Otoko Gumi became a big hit. It ran
for about four years, right?

IKEGAML: Yes. And my name became pretty well-known.

ANIMERICA: After that you started Otoko Ozora [“Blue Sky
Gang,” lit. “big sky,” implying “lofty goals and endless possibil-
ities"—FEd.]. That continued for some time too, didn’ it?

IKEGAML: Otoko Ozora was really nothing more than a
rehash of Otoko Gumi. I'm not quite sure how many sto-
ries I did in the boys’ magazines after that, but none of
them were ever quite as popular as Otoko Gumi.

ANIMERICA: And then there was Mai. Was Mai the Psychic
Girl the first story in which your main character was a girl?

IKEGAMI: Yes. But I think Kazuya Kudo, who wrote the
script, should share some of the credit for that.

ANIMERICA: Until then it was all a man’s world.

IKEGAML: Yes. 1 talked with my editor at SHONEN SUNDAY
before taking the idea to Kudo. The original idea was to base
the character on the Buddhist figure known as “Miroku” or
“Maitreya,” a Bodhisattva who'’s supposed to come to Earth
as a savior three billion years in the future. By mistake, he
comes to present-day Earth. He also comes as a girl.

ANIMERICA: In Mai, psychic power is depicted as mani-
festing in many different ways. Did you come up with
those variations while talking with Kudo?

IKEGAML: Sure. But I also think that Kudo and I must
have had the American movie Firestarter lurking some-
where in our minds. We didn't want our story to be too
close to that, so we came up with a story in which psy-
chically gifted boys and girls could come together to
build a new world.

ANIMERICA: There’s a character named “Tsukiro,” who
became a mutant after being experimented on with radi-
ation. Did you have him in mind when you came up with
the story for Mai?

IKEGAMI: Oh, I think special-effects movies like Star Wars
are to blame for that one. [LAUGHS]

ANIMERICA: Do you go to the movies often?

IKEGAMI: Sure, all the time. They have a great influence
on my work. I probably see all the American films that
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make their way to the-
aters in Japan.

| could never entirely
swallow the idea of
happy endings, you
know...probably this
penchant for the
dark reflects itself in
my work.

ANIMERICA: What did
you do after Mai?

IKEGAMI: | gave up on
trying to top the popu-
larity of Otoko Gumi in
the boys’ magazines. |
started a new story
called Kizuyoi Bito (“Wounded Soul”) in SPIRITS magazine.
That became a moderate hit.

ANIMERICA: Another story with script by Koike.

IKEGAMLI: Yes. When Kizuyoi Bito was over, I started won-
dering if 1 could re-enter the world of manly romance
once more. And thats how Crying Freeman started.

ANIMERICA: The graphically depicted sex-
uality in Crying Freeman was a bit of a
problem for us in America. We did every-
thing we possibly could to clearly label it as
for “mature audiences only,” but there are
still some states which won't touch it with
a ten-foot pole.

IKEGAML: The sexuality was a problem
for us in Japan, as well. Certain members
of the Japanese media had tagged it as
“poisonous.” [LAUGHS] Sure, if you only
concentrate on bits and pieces, of course
it's going to look lurid. You have to see
the work as a whole.

ANIMERICA: The sex and violence is just a
part of the whole story.

IKEGAMI: Exactly. We are talking entertain-
ment here, after all. Sure, its got some sex
and violence, but Crying Freeman is more
than that...if you read it as a whole, you'll
realize that its a story about the dangerous
romance of a man’s world.

ANIMERICA: Its definitely romantic. The
first two volumes of the compilation read
more like a love story.

IKEGAMI: | like the first two volumes best
myself.

ANIMERICA: What did you do after
Freeman?
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IKEGAMLI: There was a story called “Offered.” Just like my
days in the boys’ magazines, it wasn't very popular.

ANIMERICA: Well, as 1 recall, the story was a bit difficult
to grasp.

IKEGAMI: Well, you know Koike. ..he just loves historicals.
He'd wanted to do something dealing with the theory that
modern-day Japan and Prussia descend from the same
ancestral origins. Thats not the kind of story my readers
expect from me, though. They expect good-looking, pow-
erful men and beautiful women. When I do something
outside of the manly romance genre, for some reason the
stories don't do very well.

ANIMERICA: And then...?

IKEGAMI: Next was Sanctuary with Sho Fumimura. The
idea was to depict something different from Freeman, cre-

Sanctuary
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Making it seem as though it could happen in
“real-life” is probably the most ideal situa-
tion a manga artist could hope for.

ate a different kind of man. The series is actually selling
pretty well—I think it'll become a big hit.

ANIMERICA: I'm sure the best parts are yet to come. It’s a
fascinating premise.

IKEGAMI: That’s right, and theres more to come! Back
when we started Sanctuary, the Japanese economy was
still booming. The young people of those days—not that
they're so different now, mind you—weren’t up to putting
their lives on the line to accomplish something they
believed in. Fumimura and I thought that in order to
make a convincing motive for the story, we’d have to
make them returnees from the killing fields in Cambodia.
It also made them just about the right age.

ANIMERICA: If it weren't for that unusual premise, Asami
and Hojo would be nothing more than two megalomani-
acs. [LAUGHS] It explains why they've become the way
they are, and where they got the drive to make others fol-
low them. The tie-ins with real-world political scandals
don’t hurt any, either.

Mai the Psychic Girl
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IKEGAMI: Yes. It like I said before, my manga is always
expected to be realistic. It’s never popular when the story
is completely fictional. In Freeman, for example, readers
expect me to depict the 108 Dragons as though they really
exist. In Sanctuary, even though the current political
structure or the new anti-organized crime law don’t come
up by name, they're definitely intertwined with the story.

ANIMERICA: In your original version, the ruling political
party is known as the “Democratic Liberal Party.” In the
English version, its been translated back to the “Liberal
Democratic Party,” just like in real-life. I think the idea
was that a touch of reality would play better in the
American market.

IKEGAMI: An American reader once asked me if we’d had
any complaints from politicians. What that reader didn't
seem to realize was that, in Japan, its enough just to
change the story around a bit and slap a disclaimer on it.
You can bet there would've been trouble aplenty if we'd
dared to use characters with recognizable faces, though!
[LAUGHS]

ANIMERICA: While its true that Sanctuary’s story may
only be “inspired” by real-world headlines, it does seem
as though events which happen in the manga also happen
in the real world.

IKEGAMI: They could very well be true. Making it seem
as though it could happen in “real-life” is probably the
most ideal situation a manga artist could hope for.

ANIMERICA: What kind of story are you working on these
days?

IKEGAMI: Well, aside from Sanctuary, I'm working on a
new story with a female writer named Soko leda sched-
uled to start very soon in Bic CoMic SpIRITS. I've been ill
recently and just can’t keep up with the weekly sched-
ule anymore, so it'll have to be a monthly serial in a
weekly magazine. It's very interesting—we’re planning
a female main character modeled after the French film
La Femme Nikita.

ANIMERICA: Here’s a question often asked by American
fans. In manga, the story and art are usually done by a
single person. In the U.S. comics industry, two or more
people work together on a single title. Back in your earli-
er works you wrote your own stories. How is it that you
came to work so extensively with collaborators?

IKEGAMI: In the beginning, I did a number of short sto-
ries by myself for various magazines. Eventually I
noticed that these solo stories were turning out to be



very downbeat and not very entertaining. I could never
entirely swallow the idea of happy endings, you
know...probably this penchant for the dark reflects itself
in my work. So that’s when I started actively looking for
collaborators.

ANIMERICA: Even when you're working with a collaborator,
don’t you usually come up with the original ideas yourself?

IKEGAML: Thats how it is now, but it wasn't always like
that. It wasnt until my own style became more estab-
lished that I began to search for stories suited to the way
I wanted to draw. For example, I think the reason I'm able
to portray the manly romance of Crying Freeman is the
power of Koike’s script. Surely, somewhere, I must have
had it in me all along, but I don't think I ever would've
been able to visualize it without his help. It was Koike
who helped me to see Freeman.

ANIMERICA: Whats it like to work with collaborators?
How specific are they in giving details?

IKEGAMLI: It all depends on the writer. Someone familiar
with manga who only got into writing because he couldn't
be an artist is likely to create a script so meticulous, he’s
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probably already got the panel layout in his mind. Some

writers create scripts as though they were novels. Either
way, it ends up being like a movie script, with details such
as actual choreography, panel layout, and the like left up
to me.

ANIMERICA: Both Kizuyoi Bito and Crying Freeman have been
animated. Whats your impression of these animated versions?

IKEGAML: | thought Kizuyoi Bito might have been a little
strained technically, but it got better as the animators got
used to the style. By the time the fifth volume of Crying
Freeman came out, I'm happy to say [ was completely satis-
fied with the work. It can be such a pleasure to see your
works animated! Since I draw nothing but static art, it always
amazes me to see the characters I created move. [LAUGHS]

ANIMERICA: You've got something of a reputation as an
American comics fan. Which artists do you like?

IKEGAML: ['ve been a fan of American comics since before
I worked on Spider-Man, but I didn't fall in love until I
started studying Neal Adams. | am deeply impressed by
his sketches. 've collected all his works, 1 think, not only
Spider-Man but Batman and Superman, too. I'd love to get
his autograph.
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ANIMERICA: You've got a number of your own fans in the
U.S., especially female fans. Your Mai the Psychic Girl and
Crying Freeman seem to be among the most popular.
What feelings do you have about your overseas success?

IKEGAMI: One trend which holds true in both shonen and
shojo or boys’ and girls’ manga is the increase in stories
with female protagonists. No doubt this is one manifesta-
tion of today’s Japanese women having more social and
personal freedom. As you know, Mai was one of the first
shonen manga to feature a girl in the lead role. I'm pleased
to hear that Freeman is getting read by American
women...I think I can understand why they find it appeal-
ing, especially that very romantic love story in the first two
volumes. I understand that romance novels such as the
Harlequin series are very popular in the U.S. They’re not
so different from shgjo manga, you know. 1 think that if
shojo manga were to be introduced on a wider scale to the
U.S., English-language publishers of manga could attract
an incredible amount of new female readers.

 afterword

he story lkegami refers to in his interview as being

based on La Femme Nikita became a reality in

Kyoko, a controversial title which drew much of its
inspiration from a much-publicized rape incident on an
American army base. Written by Soko leda, the story didn't
have the usual elements of an Tkegami story—no James
Bond-like villains, no superstuds, no globe-trotting
romance—and, when asked, he professes to be rather dis-
satisfied with it. In 1995, though the long-rumored Mai
the Psychic Girl live-action film still had yet to materialize,
Crying Freeman was adapted into a stylish live-action film
helmed by French director Christophe Gans, with set
designs by Alex McDowell (The Crow), a soundtrack by
Shoji Yamashiro and his Geinoh Yamashiro Group (Akira),
and starring martial artist Mark Dacascos (Double Dragon,
Only the Strong, American Samurai) as the tattooed hero
“Freeman” and Julie Condra Douglas (Gas, Food, Lodging)
as the beautiful Emu, Freeman’s victim turned lover.
Though the Crying Freeman movie has yet, at the time of
this writing, to receive wide release in the U.S., Ikegamis
Sanctuary is another matter. Adapted into both live-action
and animated versions in 1995 and 1996, respectively,
both versions have subsequently been released for the U.S.
market. Currently, Ikegami is at work on a new manga
series...and yes, at the San Diego Comic-Con a few years
back, he did eventually manage to meet Neal Adams. His
new series, Strain, will be serialized in English in Viz
Comics’ new manga anthology, PuLp.
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Select Bibliography & Filmography

MANGA E8

Even as this book goes to press, things are happening with Ikegami’s career in the U.S.
Already well-known for being the creator of Mai and Crying Freeman (the latter of which,
we note, was made into a reasonably-faithful-to-the-manga live-action film), lkegami's
fame in America climbs yet another notch with the announced release of a domestic ver-

sion of his early, until now Japan-only Spider-Man. Note that, unless indicated otherwise,

Ikegami’s involvement is limited to that of “artwork” only.

&= Spider-Man
ALY =3
Published by Asahi Sonorama; five compiled volumes total. Initially written and
illustrated by Ikegami; written in later volumes by Kazumasa Hirai (1970).
DOMESTIC RELEASE TITLE: Spider-Man Manga (Marvel Comics)

~= AIUEO Boy
2 BBOY
Serialized in WEeekLy GENDAI; written by Kazuo Koike (1973). (“A-I-U-E-
0,” by the way, are the five vowels of Japanese language; compare
with “A-E-1-0-U" in English). CURRENTLY IMPORT ONLY

~= Otoko Gumi (“Gallant Gang”)
B4
Serialized in Shogakukan's SHONEN SUNDAY; twenty-five compiled volumes total
(1974). Written by Tetsu Kariya. CURRENTLY IMPORT ONLY

&= Otoko Ozora (“Blue-Sky Gang’)
BXZ
Serialized in Shogakukan's SHONEN SuNDAY; fifteen compiled volumes total
(1980). Written by Tetsu Kariya. CURRENTLY IMPORT ONLY

= Kizuyoi Bito (“Wounded Soul”)
[ $-1AVN
Serialized in Shogakukan’s Bic Comic SpiriTs; eleven compiled volumes total
(1983). Written by Kazuo Koike. CURRENTLY IMPORT ONLY

== Mai
=
Serialized in Shogakukan's SHONEN SUNDAY; six compiled volumes total (1985).
Written by Kazuya Kudo. DOMESTIC RELEASE TITLE: Mai the Psychic Girl \viz
Comics)

&~ Crying Freeman
Crying 7Y —<>
Serialized in Shogakukan's Big Comic SpiRiTs; nine compiled volumes total (1986).
DOMESTIC RELEASE TITLE: Crying Freeman (viz Comics)

~= Nobunaga
BR
Serialized in Shogakukan's Big Comic ORIGINAL; eight compiled volumes total
(1987). Written by Kazuya Kudo. CURRENTLY IMPORT ONLY

&= Akai Apiru (“Red Duck’)
O
Serialized in Shogakukan's Bic Comic SeiriTs; six compiled volumes total; written
by Kazuo Koike (1988). CURRENTLY IMPORT ONLY

~= Offered
Offered
Serialized in Shogakukan's Big Comic SpiRiTs; four compiled volumes total (1990).
Written by Kazuo Koike. CURRENTLY IMPORT ONLY

&= Sanctuary
YroFaT7V

Serialized in Shogakukan's Bic Comic Superior; twelve compiled volumes total
(1990). Written by Sho Fumimura. DOMESTIC RELEASE TITLE: Sanctuary i

Comics)
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Published in Shogakukan's Big Comics (1991); one compiled volume total.
Written by Marei Karibu. CURRENTLY IMPORT ONLY

Oritsuin Kumomaru no Shéga

("The Life and Times of Oritsuin Kumomaru”)

IURBIAOEE

Serialized in Shogakukan’s SHONEN SUNDAY; three compiled volumes total (1992).
Wiritten by Oji Hiroi. DOMESTIC RELEASE TITLE: Samurai Crusader, The
Kumomaru Chronicles (seriaiized in Manca Vizon)

~= Kyoko
4$B¥
Serialized in Shogakukan's Bic Comic SPRTs (1995~ ); ongoing as of press time.
Written by Soko leda. CURRENTLY IMPORT ONLY
&= Odyssey
F7Fv A
Serialized in Shogakukan’s Bic Comic Superior; three compiled volumes total
(1996). Written by Sho Fumimura. CURRENTLY IMPORT ONLY
&= Kami no Gikyoku (“Drama of the Gods")
FOBE
One-shot story serialized in Shogakukan’s Bic Comic ExTRa; written by Yuji Nishi
(1997). CURRENTLY IMPORT ONLY
&~ Strain
AbbA>

Serialized in Shogakukan’s Bic Comic Superior {1997); ongoing as of press time.
Written by Buronson. DOMESTIC RELEASE TITLE: Strain (serialized in Purr)

ANIME 7= X

For a manga artist who's created as many consistently bestselling manga titles as he, the
number of anime adaptations based on Ikegami’s work is few. However, there's some-
thing to be said in the fact that, of all the artists and creators interviewed in this book,
only three—Guyver's Takaya, Street Fighter Ifs Sugii and, of course, Freeman's lkegami—
can say their works have been made into live-action Hollywood films. Note that lkegami
is credited for “original story” only in each of the following entries.

Crying Freeman

Crying 7Y—< >

Six-episode OAV Series (1983-33). Also available in a live-action version of the
same name, directed by Christophe Gans and starring Mark Dacascos and Julie
Condra Douglass. DOMESTIC RELEASE TITLE: Crying Freeman (sweaniine Pictures)

Kizuyoi Bito
BHEVA
Five-episode OAV Series (1986-88). CURRENTLY IMPORT ONLY

Sanctuary
B0 Fa7y
Single-shot OAV (1995). DOMESTIC RELEASE TITLE: Sanctuary \vi Video). Also

available in a Japan-produced live-action version of same, now available subti-
tled in the U.S.

Y=\ Japanese comics or “manga” series; may or may not be available in foreign-language

{i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

(@

Direct-to-home-video series; may also include compilations of TV episodes released to
home video market

(=D

=

Theatrical feature; may or may not receive equivalent theatrical release for U.S. version




D Yukito Kishiro
Interviewed by Seiji Horibuchi (1993)
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hen I was in high school, my big goal was to

win a manga award before graduation,”

Kishiro says. “It’s not as though I felt I was
ready to become a real manga artist or anything, but I
did think that, after I'd finally mastered the art of ink-
ing, I was ready to enter some kind of contest. That’s
how I came to enter and be nominated for a ‘Best New
Artist’ award from Shogakukan’s SHONEN SUNDAY maga-
zine in 1984.”

Like Rumiko Takahashi, whose Urusei Yatsura prede-
cessor Katte na Yatsura (“Those Selfish Aliens”) won the
same award in 1977, Kishiro was soon deluged with
offers to “go pro.” Unlike Takahashi, however, Kishiro
postponed the chance to jump right into the daily grind
of a professional manga artist in favor of finishing high
school, going on to design school, and then working a
newspaper delivery job.

“In the short run, I'd won an award at the age of sev-
enteen,” Kishiro says. “In the long run, it was something
of a disappointment. I'd reached the point where I was
satisfied with my art, but my ideas on how to structure
content were still vague. 1 didn really know how to
shape a story, and there wasn't anything in particular that
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Yugo, a.k.a.”Hugo” from
« Gunnm |/ Battle Angel Alita

I'd wanted to say. [ was uncomfortable with the level of
my work.”

In 1988, Kishiro made his second debut as a manga
artist with the publication of his story Kaiydsei.
Described by Kishiro as a “horror story with somewhat of
a profound theme,” the story went on to receive an hon-
orable mention in the same contest he’d entered four
years earlier.

“At the time, 1 was flushed with confidence and so full
of myself,” Kishiro admits with a smile. “I marched right
up to the editor and demanded, ‘What do you mean,
‘honorable mention’!?”” Kishiro laughs. “Fortunately, that
particular editor was a very understanding person. When
he told me that he thought it was a wonderful story I was
somewhat mollified, but then I happened to see some of
the notes from the selection process. One of the judges
had actually written, ‘It’s the work of a madman! That’s
when 1 realized I had to try and create a more uplift-
ing story.”

In Kishiro’ case, it was editorial influence that defined
the final shape of what, up until this point, remains his
best-known work: Gunnm (literally “gun dream”), better
known in English as Battle Angel Alita. Eluded by an
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approach for a story he was asked to draw for a Shueisha
publication, one of his editors suggested he use a charac-
ter from a previous, unpublished story. That suggestion—
and that sketchily depicted cyborg police officer—eventu-
ally became the character of “Gally,” or as she’s called in
English, “Alita” (something Kishiro himself was to humor-
ously reference later in the Japanese version of the series).

A hit in Japan, Gunnm was quickly translated into
English-, Spanish- and Italian-language editions and
greeted overseas with amazing enthusiasm, especially
given Kishiro’s “unknown” status. A strange but somehow
beautiful tale of a gamine cyborg, Gunnm inhabits the
kind of world which might now be called cyberpunk—a
Max Headroom-like scrapyard world filled with crum-
bling mechanized warrens and dubious underworld fig-
ures, hulking cyborgs, bounty hunters and misfits of
every stripe. Hovering over the entire landscape is a vast
technological dream city, which casts its junk down onto
the heads of Kishiro’s junkyard denizens, who spend their
lives searching not only for a way to survive, but for a rea-
son to live. Dark stuff.

With such a success , it should have come as no sur-
prise that Gunnm would be chosen for animation. But
when KSS approached Kishiro about making his story
into an animated feature, he admitted that the idea of his
work being animated “took a little getting used to.”

“Manga and animation are so different,” Kishiro says.
“When you're drawing manga, the units you work with to
pace your story are the two opposing pages. I just could-
n't see how the pacing for the animation could possibly
work by looking at the storyboards alone. But then, when
I finally saw (the finished animation), I was very
impressed with its sense of timing.” In the final product
(titled Battle Angel for its U.S. release), Kishiros eclectic
character designs are interpreted for the animation by
Nobuteru Yuki, already well-known for his work on
Record of Lodoss War, and who would later go on to do the
TV series Escaflowne, as well as the big-budget, animated
X movie.

At the time of this interview, Kishiros Gunnm had
been running for two and a half years in Japan. The story’s
publication in English under the “Battle Angel Alita” title
was only just reaching the segment of the story with
which Kishiro himself seems most taken—the Motorball
story, in which armored warriors in cyborg bodies
equipped with rollerblades fight a no-holds-barred battle
that's somewhere between roller derby, football, and glad-
itorial combat.

“Gunnm is an introspective story,” Kishiro continues.
“To be honest, when I was first approached about allow-
ing it to be published in foreign-language editions, 1 was-

n't sure it was a good idea. Its kind of an experimental
work for me and I didn't think it could be popular, espe-
cially not in the United States. To me, its a never-ending
wonder that my work is being translated and read by all

sorts of different people.”
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ANIMERICA: By now you've seen Battle Angel Alita, the
English version of your manga Gunnm. What do you
think of it?

KISHIRO: I'm unsure what to make of it, actually...I cant
read English. [LAUGHS] I do notice all the mistakes in my
art, now that it’s been flopped. (Flopping it) really brings
out the skew in the line drawings. Looking at it now, I
wonder if this particular work isn't a little immature,
artistically speaking.

ANIMERICA: In the U.S., flopping pages is simply a fact of

Battle Angel Alita,




| couldn’t draw people,
but | could sure draw
mecha. That's why | used
to avoid the problem by
drawing monsters,
instead of people.
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publishing life. The pages which open to the right in
Japan are opened to the left in America. There’s no getting
around it. There are some artists who hate flopping so
much, they refuse to let their work be published abroad.

KISHIRO: Well, imperfections in the artwork do become
more noticeable when they’re printed reversed. But then
again, they’re usually the kind of mistakes which would
be there anyway. They just don't stick out as much in
the original.

ANIMERICA: As far as your English-speaking readers are
concerned, 1 don't think anyone regards Gunnm/Battle
Angel Alita as “artistically immature.” The fans seem to
love your art....

KISHIRO: Okay, then—it's my perfectionism that’s imma-
ture. [LAUGHS]

ANIMERICA: Was it always your ambition to be a manga artist?

KISHIRO: ['ve been drawing manga since before I can’

remember, but it wasn’t until high school that I started to
ink my work seriously. I've always liked mecha—Mobile
Suit Gundam’s had an incredible effect on me—and my art
has been affected by it for
years. [ couldn’t draw
people, but I could sure
draw mecha. [LAUGHS]
Thats why 1 used to
avoid the problem by
drawing monsters,
instead of people. My
monsters spoke and
walked like people...they just happened to be monsters.
Eventually it dawned on me that it would be pretty hard
to make it as a manga artist if all I ever drew were stories
set in reptilian worlds, so in high school I started to con-
centrate on drawing the human form. The fully realized
characters of Yasuhiko [Yoshikazu Yasuhiko, character
designer for the Mobile Suit Gundam and Mobile Suit Zeta
Gundam TV series—Ed.] were a big influence on me;

Rumiko Takahashi’s also been a big influence.

ANIMERICA: So you're saying that your manga has been
influenced by animation.

KISHIRO: Oh, yes. Up until high school I watched practi-
cally everything. There was a flood of it back then, wasn't
there. I guess it reached its high point in the few years
immediately after Gundam. It’s probably fair to say that
the golden age of animation ended at 1984.

ANIMERICA: [ can’t help noticing that you keep referring
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to Gundam.

KISHIRO: Well, I like all the Sunrise shows, really. I loved
Xabungle and Votoms. In fact, I think Votoms might have
had more of an effect on me than Gundam ever did.
(Votoms) had a four-part composition—the story would
conclude at the end of each part, and a new story would
start off in a different world for the next. Gunnm borrows
quite heavily from this style of storytelling.

ANIMERICA: But where did you get your real start? I
imagine it must have been sometime around the publica-
tion of your story, Kikai [one translation of which is
“Machine”—Ed.], in 1984.

KISHIRO: That’s right, and even though I turned down
offers to become a professional manga artist after I was
nominated for the SHONEN SUNDAY “Best New Artist”
award, I was always experimenting with ways to shape a
story and with techniques of expression. In order to prac-
tice my art to the fullest, I started making my own dojin-
shi (self-published comics). And then, in 1988, I had my
second debut.

ANIMERICA: Did it feel different to you, the second time
around?

KISHIRO: Well, 1 felt as though 1 was through agonizing
over my work. [ finally had enough confidence to try for
recognition again. I drew a story called Kaiydsei and
entered it into the Shogakukan contest again.

ANIMERICA: ...Where it won an “honorable mention.”
What happened then?

KISHIRO: That fall I entered another “New Artist” con-
test, this time for Kadokawa’s Comic Comp. There was-
n’t much time before the deadline, so I hurriedly scrib-
bled a story called Hito [“A Man”—Ed.]. When I was
finished, 1 thought proudly to myself, “Now this is my
best work!” [LAUGHS] 1 ended up with another honor-
able mention.

ANIMERICA: You must have been very disappointed.

KISHIRO: Later, I heard that almost all of the judges had
rooted for me, but there was one judge who'd complained
that the story was “too didactic.” That's how it ended up
with an honorable mention. It still a good story, 1 think,
and it’s received well by anyone 1 show it to now, but then
again, at the time, I'd thought Kaiyosei was a masterpiece,
too. [LAUGHS]

ANIMERICA: I'm sure it was a valuable learning experience.
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KISHIRO: Oh, yes. The best thing to come out of those
honorable mentions was that 1 began working with an
editor at Shueisha to improve my only “long” story at the
time, Reimeika. 1 really sweated over that one, drawing
and redrawing pages. It was never published. Near the
end of the summer of 1990, | was asked to draw a story
for a special manga compilation Shueisha planned to
publish in the fall. The editors at Shueisha had liked the
female cyborg police officer in Reimeika, and so they sug-
gested I use her. Her name was “Gally” [“Alita” in the U.S.
version—Ed.]. Of course, the Gally in Reimeika was com-
pletely different from the Gally in Gunnm, but thats how
she was born.

. ANIMERICA: How did you develop the story from there?

KISHIRO: Usually when I start a story, I tend to work on
the plot and theme first—typically, my characters are
developed later. This time I was trying to draw something
based on one character from a 45-page story. The story
itself was pretty run-of-the-mill, actually; in the future, it’s
the corporations who see to the arrest and detain-
ment of criminals, etc. Like 1 said, nothing
out of the ordinary.

ANIMERICA: And then.. ..

KISHIRO: ...And then, around
November, I was contacted
by the same editor about
making Gunnm into a seri-
al. At first, 1 couldn’t
believe he was serious,

but I went ahead and

wrote the script
for the first

\

Battle Angel Alita

installment. The settings in my short story werent
enough for a potentially long-running serial, so I brain-
stormed for a while and thats when I came up with the
idea of Zalem [“Tiphares” in the U.S. version—Ed.]. 1 had
no idea what kind of future—if any—the story had, so I
drew Gunnm in such a way that it could be more fully
developed later.

ANIMERICA: How long was it until you saw your story
published?

KISHIRO: Not much more than a month between finish-
ing the script and seeing it begin as a published serial. 1
don't think I realized it was a reality until 1 saw the actu-
al magazine itself. [LAUGHS]

ANIMERICA: And how long has it been since Gunnm started?
KISHIRO: It's been two and a half years.

ANIMERICA: Tell us more about the world of Gunnm.
How did you come to create this particular story?
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KISHIRO: | grew up in a place where a forest had been
cleared and only a few houses stood. My father was an
eccentric who was into dune buggies. He was always dig-
ging around at the junkyard looking for parts he could
use. He used to take me with him sometimes...I still like
spending time at the junkyard. I'm sure most people don't
feel that way, but 1 was always happy to spend time alone
there. Sure, I liked being alone anyway, but there was also
something comfortable about being alone with the
wreckage of things people had abandoned. I guess on the
opposite extreme of this feeling is the very real terror I
feel when confronted by a brand-new, shiny car. I hon-
estly get the feeling that it'’s consciously trying to run me
down. Old cars, though...they're different. I truly believe
theres a kind of nostalgic comfort about being cradled
inside the empty shell of an old car.

ANIMERICA: Lets talk about the cyborgs.

KISHIRO: Ah, yes. . .the cyborgs. [LAUGHS] My relationship
with them dates back to the toys of my childhood. I
remember this G.I. Joe-type figure manufactured by
Takara. It was called “Cyborg One.” It was made of clear
plastic; the internal mechanisms were easily visible. And
its limbs were removable—you could attach different
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gears and parts in their place. I loved that toy...its too
bad it’s been discontinued. That little guy had a profound
effect on me. I guess thats why 1 feel so strongly that
cyborgs should always have detachable limbs.

ANIMERICA: And that’s why Gally comes from a junkyard.

KISHIRO: 1 think its the basis of it, yes. That kind of
imagery seems to come to me subconsciously. As for
Zalem, I'm not sure what it’s supposed to actually signify.
In some ways I'm an anarchist—I hate a managed world.
There’s a certain part of me who thinks that the world of
Mad Max would be a fun place to live. [LAUGHS]

ANIMERICA: I feel as though I'm really coming to under-
stand your manga.

KISHIRO: Urbanites of the modern world are a lot like
cyborgs, you know. They become immediately incapaci-
tated when you cut off their juice. Isn't that what being a
cyborg is all about...? From an ideological point of view,
I'm against the idea of cyborgs. But I guess the world’s
come too far for token resistance and half-hearted pleas
against technology. In Gunnm, what I try to do is focus on
the benefits of scientific advance, rather than making
some sort of political statement.

Alita in “Motorball” gear
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ANIMERICA: Where is Gunnm headed? What directions
will the story take?

KISHIRO: If the series isn't canceled, I'd like to take my
story to Zalem and then do a space story. And even
though I don't have the particulars yet, I'd like to reveal
Gally’s origin in the grand finale.

ANIMERICA: How directly were you involved in the pro-
duction of the animated Gunnm?

KISHIRO: I met with the animation staff right at the very
beginning and talked with them about how I'd like to see
the story done. Later, at the stage where plot and script
decisions were made, I gave them my feedback. When the
storyboarding and direction were done, 1 met with the
staff again and talked over a few ideas with them.

ANIMERICA: How do you rate the finished animation?

KISHIRO: Well, back during the storyboards, I'd say
things like, “This part is bad” and “Fix this,” but it never
did get changed. [LAUGHS] Later, after I'd given up all
hope, I saw the finished video and thought to myself,
“Whoa, its moving!” and “Whoa, its in color!” [LAUGHS]
And then I thought they did a pretty good job.

ANIMERICA: But it took you a while to arrive at that con-
clusion.

KISHIRO: I think part of the problem is that pacing for
manga and animation is so different. I just couldn' see
how the storyboarding for the anime should work. I had
to keep reminding myself that these were professionals
working on my story and that I'd have to convince myself
that they knew what they were doing.

ANIMERICA: Do you feel it was made well?

KISHIRO: I could go off the deep end on lots of little
details, but yes, I think they did a good job. [LAUGHS] You
can never be satisfied with everything, not unless you're
willing to do the whole thing yourself. I did have quite a
few of my own ideas...so-and-so% voice shouldn't be like
that, that sort of thing. You know what I mean. [LAUGHS]

ANIMERICA: True. For complete satisfaction, an artist has
no choice but to draw and produce everything personal-
ly. Lets say you've got the opportunity—and the actual
time—to do it yourself. Would you.. .2

KISHIRO: 1 would like to. My ultimate childhood dream is
to a make a live-action movie. Sometimes I think I'm only
drawing manga because I can’t be making films. In junior
high, I really wanted an 8mm camera. There was no way
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in the world I could have scraped up the $3,000 or so
dollars it would have cost back then to have bought it,
though. [LAUGHS]

ANIMERICA: What about if someone else wanted to do
Gunnm? 1f Hollywood called and said they wanted to
make a Gunnm/Battle Angel Alita movie, would you give
them the go-ahead?

KISHIRO: Of course I would. [LAUGHS] It’s my childhood
dream, after all. I'd love to
see the whole spectacle of
Motorball brought to life. I'd
love to see those special
effects. For the sake of a live-
action film, the overall plot
could be set aside; the main
character wouldn't necessar-
ily have to be Gally. It would
be okay with me to make something a little different than
the manga version. I think it might be difficult to make

making films.

the original Gunnm the way I envision it in live-action.
There are several parts to the story, but I think the
Motorball segment by itself could make a great movie.

ANIMERICA: Okay, let’s say the Battle Angel Alita movie is
being made in the U.S. Who would direct?

KISHIRO: Paul Verhoeven of Robocop fame, maybe. Some
might say his style is over the top, but I prefer to think of
it as “super realism.” [LAUGHS] If only for the visuals,
Highlander’s Russell Mulcahy might be good.

ANIMERICA: [ see you're acquainted with American cine-
ma. What about American comics?

KISHIRO: In a small way I'm influenced by them. I was
particularly impressed by Frank Millers Batman—now
that made an impression. [Frank Miller’s famous Dark
Knight Returns series—Ed.] That close-up on the Jokers
face, with that insane laugh and all those teeth show-
ing.... I guess I'm influenced not by the big picture but
by the little details—how an eye or a wrinkle might be
drawn, for example.

ANIMERICA: What’ your feeling on your comics being
read overseas? Gunnm is very popular in the U.S., in Italy,
even in Spain.

KISHIRO: Up until Gunnm, all my works had been hard-
boiled; rather than showing what the characters were
thinking, I'd just dryly imply it from the action and dia-
logue. 1t’s possible that the style of Gunnm is more like
shojo (girls’) manga than I'd like to admit. [LAUGHS]

My ultimate childhood
dream is to a make a live-
action movie. Sometimes
| think I'm only drawing
manga because | can’t be
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ANIMERICA: Now that Gunnm/Alita is such a success, do
you feel as though you've finally arrived...?

KISHIRO: Well, my father never was a big believer in
manga. He never seemed to think I could go pro. He'd
say, “If you're going to draw manga, draw something
they’ll like all over the world.” [LAUGHS] Sure, nowadays
manga and animation is getting international recognition,
but in the past it was nothing more than a subculture
unique to Japan. It was tough enough just trying to make
it there...! Now that Gunnm’s been translated for foreign
editions, I'm not exactly sure how I feel. It is my first ser-
ial, after all. In many ways, it still an immature work that
I'm making up as I go along. If I had my way, I might have
waited until my skill was a bit more polished, until I'd
earned the reputation of someone like Frank Miller. That
way, people would come to me from overseas with the
attitude, “Lets go get that great manga artist Yukito
Kishiro!” [LAUGHS]

ANIMERICA: Finally, do you have a word for your
American fans?

KISHIRO: I've often wondered what my overseas readers
think of Gunnm. 'm not all that confident in my commu-
nication skills; ever since 1 was little, I've fretted over
whether people were understanding what 1 was saying or
writing. I was a shy child, you know. People are always
complimenting me on my penmanship...I think it must
be a symptom of my being high-strung. [LAUGHS] I'd like
to talk with my fans about how well I've communicated

with them, if T ever get the chance to go overseas and visit.

s it turns out, of course, Gunnm was never can-

celed; in fact, it only recently ended its run in

publisher Shueisha’s manga mag BUSINESS Jump.
In its U.S. and other “foreign-language” editions, the story
lives on although, at least in the case of its English-lan-
guage publication, the dramatic end—the “grand finale”
Kishiro mentions—is definitely in sight.

Ends can also mean new beginnings, and Gunnm fol-
low-up Gunnm Gaiden (lit., “Gunnm Side-Story”) has
begun appearing in YOUNG Jump spin-off manga mag
ULTRA JuMP, where it replaced the previously published
Gunnm sorta-sequel Haisha (lit., “Ashen One”). Giving
readers an extended, Gally-less look at the world of
“Motorball” as portrayed in Gunnm, Haisha is nevertheless
drawn in a completely different, even Miller-esque art
style. Haisha has only just concluded serialization.
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The currently running Gunnm Gaiden, on the other
hand, does feature appearances by Gally, although not in
the guise you might expect. Because it jumps around so
much in the established Gunnm universe (some stories
take place right after Doc Ido leaves Zalem; others chron-
icle Gallys adventures during her ten-year span as a
“Tuned” agent, adventures not covered in the original
Gunnm series itself), time is measured one of two ways:
BK or AK, as in “Before Koyomi,” or “After Koyomi.” As
readers will no doubt remember, Koyomi is the baby
Gally/Alita saved in the first part of the story, who later
returns as a teenager. In one story, Doc Ido even has a lit-
tle black cat named Gally....

As of this writing, neither Gunnm Gaiden nor Haisha
has been licensed for U.S. publication. However, given
the tremendous popularity established for his first work
as a true manga professional in its diverse foreign edi-
tions, the possibility of foreign-language editions of one
or possibly both Gunnm sequel titles seems inevitable.
Also in the “not yet, but probably” category is the long-
rumored sequel to the animated Gunnm/Battle Angel,
which many fans are hoping will focus on Gally’s
Motorball days.

Just like the scrapyard denizens of his stories, and
junkyard days of his own youth, Kishiro has a reputation
among his Japanese editors for being something of a
packrat. It’s never enough for him to jot down just a few
notes of info; for even the most minor of gadgets or char-
acters, it’s said that he’s got to have stacks and stacks of
precisely detailed technical info and backstory. If only one
could simply organize and collate these notes of his, his
editors say, just think of the new stories that could be
published. If you consider that both Haisha and Gunnm
Gaiden grew out of the detritus of Kishiros studio, the
saying “one man’s junk is another man’ treasure” takes on
added significance.
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MANGA #2E

Comics (manga) series by Yukito Kishiro. In recognition of his growing popularity as
a manga artist, it was recently announced in Japan that a collection of his early
works would be released—an event the creator himself must surely find encourag-
ing, as those works are next to impossible to find in their non-compiled form. Note
that Kishiro is also the artist/writer on all series.

&= Hito ("AMan")
RA

First serialized in Kadokawa Shoten’s Comic Comp (1988), “Hito” (written with
the Japanese characters “jump” + “person”) is also the name chosen for an
upcoming collection of Kishiro's early works, tentatively scheduled for release
in late ‘97, of which Hito itself is only one entry. CURRENTLY IMPORT ONLY

&= Gunnm (“Gun Dream”)
it 4

Serialized in Shueisha’s BusiNess Jump (1991); nine compiled volumes total.
Concluding its Jump serialization in 1995, Gunnm is the series which introduced
Kishiro’s talent to the wider world. DOMESTIC RELEASE TITLE: Battle Angel
Alita iz Comics)

&= Gunnm Gaiden (“‘Gunnm’ Side-Story”)
SEINME

Spin-off manga series currently being serialized in Shueisha’s ULTRA Jump
(1997~ ), the magazine itself is a spin-off of sister Shueisha manga mag YOUNG
Jump. CURRENTLY IMPORT ONLY

&= Haisha (“Ashen One”)
&&

Serialized in Shueisha’s Uttra Jump (1995-96); no compiled volumes available as
of press time. CURRENTLY IMPORT ONLY

ANIME 7= A

Even more so than Oh My Goddess!'s Kosuke Fujishima, Kishiro is still at the beginning of
his career. Amidst all the rumors which circulate around the creation of a live-action
Gunnm/Battle Angel Alita movie, a second OAV story—one which would hopefully ani-
mate the violent, intense world of Motorball—has been rumored even longer. Although
we were unable to officially confirm or deny the rumor with the series’ Japanese produc-
tion staff, inside sources say things ook good.. ..

Gunnm
%

Original Story

Two-volume OAV series (1993) which more or less retells an early chunk of the

manga story, while also adding some animation-only characters. Note to collec-
tors: The two OAVs are available both in Japan and in the U.S. on a single VHS
cassette. DOMESTIC RELEASE TITLE: Battle Angel (. vision)

Key

Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

Direct-to-home-video series; may also include compilations of TV episodes released to
home video market

Theatrical feature; may or may not receive equivalent theatrical release for U.S. version

O o}
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) Yoshiki Takaya

Interviewed by Takashi Oshiguchi (1994)

o doubt about it, it was exactly the sort of live-

action TV shows which aired in English in syndi-

cated markets across the U.S. in the 1960s and
70s which made Guyver creator Yoshiki Takaya the man
he is today.

Debuting professionally at the age of twenty-four,
Takaya made his mark in 1985 when he published
Guyver in the premiere issue of Tokuma’s monthly manga
magazine SHONEN CAPTAIN. Despite virtually no profes-
sional training (he dropped out of college to work as an
assistant for Japanese science fiction/fantasy artist Yuichi
Mochizuki at the age of twenty-two), Guyver found a
ready audience among fans of dark fantasy with its
uniquely organic designs and original storyline. The fact
that the series was still being published ten years later
says a lot about the strength of its popularity.

Takaya says that it was his involvement in a manga
kenkytikai or “study group” during college which first
started him down the road to his current position in the
industry. Soon realizing that the focus of the group was
not drawing manga as he had first thought but reading
and discussion, it wasn't long before Takaya and several
other members of the group left to work on a fanzine
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called PEN ToucH. Founded by horror/humor comics cre-
ator Ochazuke Nori, Takaya still recalls the fanzine with

fondness and speaks of the pseudonymous Nori (“nori” is
a type of edible seaweed, and “ochazuke” is rice with tea
poured over it, which together makes a popular after-
drinking snack) as a man who was “immensely helpful”
during the early days of Takaya’s career as a manga artist.

When PEN ToucH eventually folded, almost all of its
members went into careers as professional manga artists.
“Nori and I still regret the demise of that fanzine,” says
Takaya with a smile. “The kind of stories that Nori was
drawing werent what you'd call ‘popular.” Our fanzine
was the only place where he could create his own ideal
manga. As for me, I was the groups bad boy—I con-
tributed hardly anything in those days. I think I only did
a single eight-page story.”

Takaya recalls that over forty live-action TV hero
shows crowded the airwaves during the ‘70s in Japan.
Shows by studios such as Tsuburaya and P Production
were in their heyday, and Takaya found himself develop-
ing an interest which would last well into his adult years.
However, the advent of diminishing oil supplies and the
specter of a gloomy economy, together with the decline in
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their popularity among viewers, caused several live-
action studios to begin cutting back on the shows Takaya
loved. Before he knew it, it was the ‘80s and the decade
had become dark, rather than halcyon, days for live-
action as a genre.

“All the live-action shows were disappearing, just like
the tides,” Takaya says. “To me, it felt as though I was
being deprived of something cool just as 1 was getting
into it.” Frustrated into action, young Takaya began to
create his own adventures on paper. By imitating the for-
mulas of the live-action shows he loved, Takayas own
dynamic, action-oriented manga style was born.

Since the publication of Guyver and the start of his
professional career, Takaya has never forgotten the influ-
ence of those live-action shows, especially those created
by P Production. Markedly different from many other
live-action production houses of its day, Takaya describes
P Production as the first to depict internal strife in the
enemy camp, rather than a united front of evildoers. He
points to their characterizations—which explored the
nature of heroism in a bold and thoughtful way—as one
of the studio’s most outstanding virtues.

“P Production was always honest,” Takaya says. “They
were never afraid to show the ugliness of people who
were weak and selfish.” With heroes who displayed such
“an amazing voracity” to stay alive, and villains who acted
from the strength of their own convictions rather than
some hackneyed formula, its little wonder that a young
boy such as Takaya would find himself knee-deep in a
life-long love of the genre.

“The masked hero stories actually had a lot of deep
human drama,” Takaya says with conviction, “despite the
fact that they were aimed at a younger audience. The
masked heroes were really loners, and I liked the fact that
P Production heroes weren't invincible. They had human
weaknesses, and yet they would somehow manage to
overcome them in the end. The requirements of a hero
were so clearly spelled out in these shows...they proved
that it was okay to have weak points as a human being.

“There was pathos in those shows,” Takaya continues.
“And you know, that was good stuff.”

interview

ANIMERICA: Your love of the live-action/masked hero
genre is well known. What is it exactly about these
shows that appeals to you?

TAKAYA: Those masked hero stories had
some deep human drama—Lion-Maru the
Dark Clouds and Tiger Seven, for example.

The Return of Ultraman and Ultra Seven had those aspects,
too. I was drawn to that kind of drama. Those masked-
hero shows were really children’s shows, but there was
really a lot of human drama to be found in them.

ANIMERICA: There was psychological strife behind the
mask.

TAKAYA: Yes, exactly.

ANIMERICA: They would fight, and victory would be
secured, but there would always be another element, an
element of compassion. Like how Tiger Seven is handi-
capped throughout the story and has to die in the end.

TAKAYA: Right. That script was incredibly well-written,
although it doesn't seem to be getting the recognition it
deserves. [LAUGHS] Those who really like pathos in their
live-action wouldn't have it any other way.

ANIMERICA: Do you think so? P Production’s work was
different from the other live-action shows. ...

TAKAYA: Yes, it was. You wouldn believe how great an
influence P Production has had on me. And not only its

Bio-Booster Armor Guyver

© Yoshiki Takaya/Tokuma Shoten
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heroes—all of the P Production characters were just so
real. Take Lion-Maru, for example. Everywhere Lion-
Maru goes, the villagers are only thinking about their own
safety and refuse to get involved. They betray Lion-Maru
without a second thought. They're weak people—that’s
the only way they can stay alive.

ANIMERICA: What were your favorite shows when you
were growing up?

TAKAYA: After the first Lion-Maru TV series, I like Dark
Clouds the best. Lion-Maru the Dark Clouds is coming out
on laser disc, you know. Ah, I'm just so glad to be alive!
[LAUGHS]

ANIMERICA: How do you feel about the animated pro-
ductions of your works? The six-volume Guyver video
series was recently released in the U.S. and seems to be
popular with English-speaking fans.

TAKAYA: Well, the director for the Guyver OAV series is
also the president of its production company, Visual 80.
And Koichi Ishiguro was also the main director of Lion-
Maru the Dark Clouds. The producers asked me if I had
any specific requests for a director when it looked like
Guyver was going to be animated. I told them that I
wanted Ishiguro to direct. At that time, he hadn't direct-
ed for a while, but he agreed to come back specifically
for this project.

ANIMERICA: That must have been a real thrill for you.

TAKAYA: Oh, yes. Thanks to his direction, even when 1
watch the English versions of the OAV series, it’s very easy
for me to follow even though I don’t speak the language.

Guyver doesn’t fight for some abstract idea
like “justice”—Guyver fights because his
life is in danger, or because someone close
to him is in danger.

Ishiguro’s work on this project is just so solid—I'm certain
that virtually anyone could follow this series through the
images alone. Also, his concepts as a director happen to
be very close to mine. I guess thats natural, considering
how much influence his work has had on my work.
[LAUGHS]

ANIMERICA: How did you get the idea for the Guyvers
combat suit? It’s not really like a mask....

TAKAYA: .. At first, | was thinking of developing my ideas
about heroism with a fairly standard combat-suit story.
That was around the time SHONEN CAPTAIN monthly
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manga magazine was starting up. The editor asked if I
could come up with something a little more grotesque. I
was happy with the initial designs I'd drafted for the com-
bat suit, but even 1 was wondering if it might not be a lit-
tle too close to combat suits that readers had seen before,
in other series. So I took my editor’s suggestions to heart.

ANIMERICA: What sort of ideas or concepts did you use
when designing that initial combat suit?

TAKAYA: The theatrical version of Harmagedon was popu-
lar back then, and the cyborg warrior Vega had left a
strong impression on me. So my first idea was based
along those lines, together with the idea of a human get-
ting an instant-cyborg operation by putting on the com-
bat suit. There was a bit of a mecha influence there. My
editor’s suggestion to “make it more grotesque” made me
realize that 1 could make the suit biological. Thats how
my initial idea of a combat suit was replaced by the idea
of a dangerous super-powered being, like something from
Alien. This is where the idea of “bio-booster armor” came
from. Instead of wearing a safe and protective suit, the
human is wearing this dangerous alien thing, and death is
never very far away.

ANIMERICA: Make one mistake, and....
TAKAYA: You got it.

ANIMERICA: It wasn't just the hero of your story that was
in danger—I used to read your series back when it was
first serialized, and it seemed at the time that the story
itself was only one wrong step away from cancellation.

TAKAYA: [LAUGHS] Well, it was initially a one-year deal—
they gave me six chapters. They said they’d give me just
enough pages for one graphic novel volume and a year to
do whatever [ wanted, but then I'd have to listen to what
they said after that. Thats how they lure new writers and
artists into the business, after all. [LAUGHS]

ANIMERICA: So when did your editor get the idea to make
it grotesque?

TAKAYA: Well, he wasn't all that familiar with the genre
at the time. Odds are he just said it on a whim. When I
visited his offices with the designs for the Guyver and the
storyboards for the first chapter, he said, “This looks
fine.” It was my current editor who told me this story. He
says that after 1 left the office, my former editor glanced
at the material I'd handed him and started worrying if
he'd given me the wrong idea, that I'd make it too
grotesque. My current editor said to him, “It’s probably
all right.” [LAUGHS] That’s how these things get started,
you know.
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ANIMERICA: Considering the times when it came out, the
design of the Guyver is very detailed, very complex.
There were so many lines.

TAKAYA: That5 right. I actually wanted to reduce the num-
ber of lines, but they just kept on increasing. The biologi-
cal part is now screentone, but in the beginning, it was all
lines. At the time I told myself that I could handle it, keep
up with the demands of drawing that complex suit, but 1
was wrong. I couldn’t handle it. [LAUGHS] No matter how
hard I tried, I never could keep up with my workload.
And the editorial department—who knew next to nothing
about actual drawing—kept saying, “The Guyver looks
too plain. Give him more detail.” Where on Earth was 1
going to add anything to that drawing!? [LAUGHS]

ANIMERICA: Let’ talk about the Guyver itself. The control
medal at the forehead is the key to the entire suit, isn't it.

TAKAYA: Yes.

ANIMERICA: Even if the main body was destroyed, the
control medal could survive.

TAKAYA: You got it. Design-wise, the control medal
strongly reminds me of the metallic heroes of old. I still
feel it looks really good when the metal parts shine. One
thing I was careful about when designing my hero,
though—a lot of the old heroes had big mouths and
fangs, and 1 felt that if I went in that direction, I'd be
walking into a cliché. Those old heroes—they bite. All
those power-types end up biting. That’s not the case with
Guyver, though. His appearance is only for combat, so
the Guyver has no need for a mouth. It’s not like he has
to eat, and since he doesn't have a mouth, he doesn'’t need
fangs, either. All those fanged-type heroes have been done
to death, anyway. As an organism, the Guyver is a very
delicately balanced thing. It's a dangerous alien organism
controlled by a single metal control device. I had to con-
sider his reason for fighting. Guyver doesn't fight for
some abstract idea like “justice”—Guyver fights because
his life is in danger, or because someone close to him is
in danger. I wanted him to have a compelling reason to
fight, more than other heroes had. Guyver can' just run
away from things—he’s got (his friends) Tetsuro and
Mizuki to worry about. So he has to keep on fighting.

ANIMERICA: What did you think of the first live-action
Guyver movie?

TAKAYA: We-e-e-l-l-], I suppose 1 could say it was an
ambitious movie. For example, it had its serious parts, like
the original manga. In the movie, the FBI agent Max infil-
trates the enemy base alone, but then he gets turned into
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a Zoanoid and dies a tragic death. This is exactly what
happened to the father of the main character in the
manga. So [ could say that the tragic element from the
manga was picked up in the movie. But then there are
these comedic touches which aren’t in the original manga,
such as the fight with the giant monsters and all that stuff.
Everything seemed to be all jumbled together...I think
that perhaps the filmmakers were a bit too ambitious.

ANIMERICA: The sequel is in production now. [ understand
that Guyver: Dark Hero is going to be much more serious.

TAKAYA: Yes. Its a very serious story, although the flow
will still be a little different from the manga.

ANIMERICA: Is this a continuation of the story from the
first film?

TAKAYA: Well, we call it a sequel, but the cast is com-
pletely different. People watching it will recognize it as a
follow-up to the first film, but it's definitely a different
sort of experience. It'll probably be easier to understand
what the Guyver is all about if you see the first film
beforehand, but then again, it may not make any differ-
ence. This second film is going to be a very serious, rather
heavy story.

ANIMERICA: Oh, but they don't forget the action, do they?
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How can you have live-action without
any catharsis?

TAKAYA: Oh, there’s catharsis, all right.
It’s good.  [LAUGHS]
Obviously I'm very interested myself in
seeing how well it will turn out.

pretty...well,

ANIMERICA: What do you think of the
director, Steve Wang?

TAKAYA: Steve Wangs sensibilities are
very close to mine. He grew up watching
P Production’s Spectreman, you know.. it
got him into this industry. He told me it
was broadcast on TV in the US. on a
show called “Captain Something-or-
Other” [Captain Cosmic, broadcast in the
San Francisco Bay Area on KIVU—Ed.].
Hes a creator himself, so he was able to
watch a cheap production like that and
see beyond to what the producers were
trying to say. When I ask him what he
likes or knows, he knows he can say the
names like Kikaider or
Spectreman to me without embarrass-
ment. Hes very fond of transforming
heroes. When it comes to the monster-
makers in the American special effects
industry, all the creative cinematogra-
phers and directors tend to lean toward
either the occult, or the...well, I guess
you could say freak stuff. That seems to be
the mainstream. Steve Wang is differ-
ent...he sees the monster as a healthy
body, not a freak or mutation, but as a
balanced being who just happens to look
the way he does. Of course, there are
freaky types, too, but they’re the excep-
tion, not the rule. His feelings on this are
one of the reasons I feel artistically close to him as a creator.

of shows

ANIMERICA: You're credited with “creative control” on the
upcoming film. What did your role really entail?

TAKAYA: Well, Steve Wang came to Japan several times
before production began. He showed me the script, and I
gave him my opinions on it. If there was something there
[ didn't understand, I'd ask. I'd tell him to explain to me
why a certain sequence was inserted, and if there were
things I couldn't agree with, I'd ask for changes. In the
end, he left with the script he’d brought mostly intact.
This movie is based on his script, so I thought it would
be best to leave it all up to him on this one. And consid-
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ering the cultural differences between Japan and the U.S.,
I thought that it would perhaps be safer for him to have
more control.

ANIMERICA: So you came to an understanding.

TAKAYA: Yes. He loves and respects the Guyver manga,
and | knew he wouldn’t turn the movie into something
completely different. From what I've seen, the movie is
very strongly permeated with the feel of the original
manga. By including more of Steve’s ideas on heroism
into the film, I decided that it would turn out to be a bet-
ter movie. It wouldnt be too much fun if all T ever did
was intervene from the sidelines and end up turning the
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movie into something dull. I also realized that the ending
of the movie doesn't have to follow the manga exactly. After
all, unlike the manga, the movie takes place in the U.S.

ANIMERICA: That’s interesting, because the OAV series
was produced in Japan, and the live-action films have
been produced in the U.S. T wonder if we'll see another
live-action Guyver movie created in Japan someday...?

TAKAYA: That’s something I'd very much like to work on.

ANIMERICA: Would you want to direct this “live-action
Guyver” yourself?

TAKAYA: Direct it? I dont think I can direct. [LAUGHS] 1
wouldn’t be any good as a director. I'd try too much to
keep everyone happy.

ANIMERICA: Do you think it would it be the same with
animation? Another Guyver OAV series, perhaps?

TAKAYA: I'd say that particular job should be left up to the
pros. If a new series were to be made in Japan for a
Japanese audience, I'd probably want to have some
involvement in it. But it5 really the collective efforts of the
staff that makes an animated feature, not the original
manga. For example, there have been two different ani-
mated Guyver series produced so far, and 1 was involved
in both of them, completely changing designs and adding
finishes to the script. Ultimately, though, its the director’s
touches which really shine. And its no good for the
morale of a staff to have the original creator butting in all
the time. 1 would have to think about all these things
before I got involved in another animated series.

ANIMERICA: Today’s Japanese animation has improved in
technical quality...except maybe when it comes to the
directing.

TAKAYA: Superb direction is very rare, unfortunately.

ANIMERICA: ...Especially when it comes to an OAV
series. If it's a six-volume series, there needs to be a
coherent story structure for all six volumes—a kind of
series composition. The individual episodes need to fit
into the larger story structure of the series as a whole.
This wasn't always true in the Guyver OAV series, from
what I understand.

TAKAYA: Well, yes. The manga series had no definite
end—its still going, even now—and it was difficult for
the animators to create an ongoing story without some
idea of where they were headed. When you consider the
additional story elements which inevitably get inserted
into an animated version of an original manga story, it
was especially hard for the animators to keep the story
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structure coherent. They also had to worry about staying
faithful to the original manga so that they wouldn’ alien-
ate the readers of the manga. As for the composition of
the animated story...well, I don't think it would be pos-
sible to make a good video without frequent and intimate
communication between the animators and the original
creator. I wouldn't hesitate to get involved in that partic-
ular end of the animation.

ANIMERICA: You wouldn't think of writing it yourself...?
TAKAYA: Actually, I did write some parts of it. [LAUGHS]
ANIMERICA: How was it?

TAKAYA: It was just like scripting the manga. 1 tend to
write my stories logically, rather than intuitively. At every
point along the way I'm stopping and asking myself if the
next line is necessary to the story. This process of steps is
the same for both manga and screenplays.

ANIMERICA: Would you say the main difference is that, in
animation, storyboards come first and only then is the
script written...?

TAKAYA: Yes. The point between the script and the actual
animation production is where the director comes in. 'm
a manga artist, and there’s no reason I would know much
about things such as dialogue length, is there? I wouldn’t
have a reason to know much about timing, or what sort
of things can be expressed through movement. That’s
why, once the overall shape is formed, the rest has to be
left to others. It wouldn't be very interesting if the anima-
tion was made with only my input, after all. 'm not a pro-
fessional animator. A pro’s job should be left to the pros.

ANIMERICA: We've talked about how much the live-
action shows have influenced your work. Isn't it nice to
know that your work is influencing others, too? Steve
Wang was influenced by live-action shows, and now he’s
in the role of director.

TAKAYA: [ guess we all influence each other.

ANIMERICA: Do you have any hobbies? Do you build
(model) resin kits?

TAKAYA: I'm not good at things that require that much
effort. 'm the type who just assembles the parts and plays
with the thing. I don't like to paint it. All the Guyver kits
come pre-colored, right? The people who buy those kits
are lucky. [LAUGHS] There was a time when I got into resin
kits a little, but they take so much time and I'm just so
lazy that not very many of them ever saw completion. I
collect videos and laser discs, instead.



Anime Interviews

ANIMERICA: The stuff from the good ol’ days, right?

TAKAYA: Right, right. I think videos are a real treasure. In
those days, you watched your favorite shows with all
your attention because chances were you'd never again be
able to see it. What a luxury it is to be able to own those
shows on videotape...! I don't think there’s anything that
can beat it.

s discussed in this interview, Yoshiki Takaya’s
Guyver had already moved from manga to anime
to yet another step that most animation and/or
manga projects never reach, no matter how popular—
live-action. But since Guyver had its roots in Takaya’s love
of costumed live-action, to go the extra step of adapting
the story to suited heroes—a la America’s popular Mighty
Morphin Power Rangers—seemed natural, even inevitable.

In the first Guyver live-action film, released in 1992,
co-directors Screaming Mad George and Steve Wang—
Wang already well-known among fans of science fiction,
fantasy and horror for his design of the suit from the 1987
film Predator—brilliantly realized the physical appear-
ances of the Guyver and his opponents, the monstrous
Zoanoids, but in terms of story, they had to deal with
more intervention from their own producers than they
had expected.

In the end, the result was more comedic than dramat-
ic, and even with the involvement of Star Wars® Mark
Hamill as a cop looking into the mystery of the Guyver,
the film was roundly subject to the slings and arrows of
outraged critics. Nonetheless, Wang and George’s
attempted ode to one of the manga and anime world’s
most interesting mighty morphin’ power heroes set new
standards in terms of production design and special
effects, and gained enough fans to secure financing for a
second movie.

Released direct-to-video in 1995, Guyver: Dark Hero,
which Wang directed solo, is a much darker and more seri-
ous film, which retains Takaya’s image of the Guyver as
something dangerous. Frequently broadcast on cable televi-
sion, Guyver: Dark Hero is one of the more visible offshoots
of manga and anime and provides a counterpoint to the
brightly colored heroes of the more familiar “rangers.”
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Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

MANGA £E
Not everyone can be a manga wunderkind—unlike the multi-publishing Takahashi's and Direct-to-home-video series; may also include compilations of TV episodes released to
lkegami’s of the manga world, Yoshiki Takaya has been knee-deep the last eleven years or home video market

s0 in one manga series and one manga series only. That's not necessarily a bad thing,
however, as this “one” series of Takaya's has gone on not only to produce fifteen compiled
manga volumes to date, but also two separate OAV series, an animated theatrical feature,
and two (count ‘em, two) live-action Hollywood versions. Plus, let's not forget that the
guy’s young yet.
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Theatrical feature; may or may not receive equivalent theatrical release for U.S. version

N

&= Kydshoku S6ko Guyver (“Bio-Booster Armor Guyver”)
BMEEPH A /N—

Serialized in publisher Tokuma Shoten’s SHONEN CAPTAIN manga anthology (1986);
currently fifteen compiled volumes total. In the summer of ‘96, an info-packed
data book, Bio-Boosted Armor Guyver Visual Data Files, was published by
Tokuma containing extensive background information on the characters,
Zoanoids, villains, and Guyver units found in the series. Note also that three nov-
els based on Takaya's Guyver are available: two from Tokuma Shoten’s “AM
Bunko" series—Risker no Chosen ("Risker's Challenge”) and Dai-San no Kage
(“The Third Shadow”}—as well one from the “Animage Bunko” series, Kydshoku
S6k6 Guyver: Kiei no Kioku (“The Shadow-Demon’s Memory”), as written by Yuji
Hayami. DOMESTIC RELEASE TITLE: Bio-Booster Armor Guyver vi: Comics)

ANIME 7= XA

Animated and live-action features based on Takaya's manga series of the same name.
Steve Wang, director of Guyver 2: Dark Hero, is a long-time fan of both Takaya’s work and
“monster heroes” in general, and really shows his understanding of the genre in both the
live-action Guyver films in which he's been involved.

B Kydshoku Soko Guyver
BMERAH AN~

Original Story

45-minute theatrical feature (1986); compilation or “digest” version of the first
two volumes of Takaya's multi-volume manga series of the same name. A dif-
ferent character designer (among other things) gives this one-shot a completely
different feel from either of the two OAV series. Released in its U.S. version on
home video, and not theatrically, as it was in Japan. DOMESTIC RELEASE
TITLE: Guyver: Out of Control (Dark Image Entertainment)

Kydshoku Soko Guyver
HMERBEAAN—
Original Story / Editorial Supervision
Six-volume OAV series (1989-90); based on the Takaya manga of the same
name. Japanese high schooler Sho Fukamachi, en route home from school one
day, discovers a mysterious unit with which he transforms into the hyper-pow-
ered biological combat organism known as “the Guyver.” Combined with second
OAV series (see below) for purposes of domestic release. DOMESTIC RELEASE
TITLE: The Guyver (Manga Entertainment}

i

Kyoshoku Sokd Guyver: Act Il
HRER A AN~ ACT I

Original Story

Three-volume OAV series (1991); two OAV episodes included on each 55-60
minute tape. As with the first, 1983 OAV series, episodes from this second 0AV
series were combined with episodes from the first series for purposes of domes-
tic release. DOMESTIC RELEASE TITLE: The Guyver (Manga Entertainment)

H The Guyver

Original Story

92-minute live-action theatrical feature (1992); U.S.-Japan co-production co-
directed by Steve Wang and Screaming Mad George and starring Mark Hamill.
Wang, of Predator fame, gets credit for designing the Guyver itself. Rated PG-
13. (New Line Home Video)

H Guyver 2: Dark Hero

Original Story

127-minute live-action theatrical feature (1994); directed by Steve Wang.
Darker story (written by Wang) comes closer to creator Takaya's original vision.
Rated R. (New Line Home Video)
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Interviewed by Junco Ito (1994)

Keiichi from Oh My Goddess!

« ver get the urge to chop off your drawing fingers?”

E asks American artist Bruce Lewis when considering

the work of Kosuke Fujishima. “I mean it. Ever feel

ready to throw in the artistic towel, pick up a meat cleaver,

and let fly? “Won't—" CHOP! ‘be— CHOP! ‘needing—
CHOP! ‘these—" CHOP! ‘any— CHOP! ‘—more!”

Not to say that other people have this reaction to
Kosuke Fujishima’s work—on the contrary, Fujishima
usually inspires a sense of awe and even adoration for his
characters, especially for the (literally) heavenly goddess-
es of the aptly named Aa! Megami-Sama, which, for
American audiences, translates to Oh My Goddess!
(breathless Valley-Girl voice off).

Fujishima’s popularity in America owes quite a bit to
this charming five-volume OAV series, as adapted from
his original manga of the same name. The saga of a young
man who becomes the consort of an honest-to-goodness
goddess, Oh My Goddess! can be seen in some ways as the
natural offshoot of one of the most popular of the now
well-established “magical girlfriend” genre, Rumiko
Takahashi’s Urusei Yatsura. In the case of Urusei Yatsura,
the girl in question is a powerful, capricious alien with
what might seem like magical powers—Takahashi’s origi-
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nal concept for the character having been based on a type
of Japanese demon. Oh My Goddess! adds the twist of
making the “magical girl” sweet and benevolent, as well
as all-powerful—a true fantasy goddess. When asked
about his influences as a creator, Fujishima lists such
diverse stylists as Masamune Shirow (Appleseed, Orion)
and artist Hirohiko Araki (Baoh, Jo Jo’s Bizarre
Adventures). He says that he also finds interest in Batman
and Jean Giraud Moebius, but little of the more hard-
edged style of these artists shows in Fujishima’s work—
even detailed machinery such as cars and motorbikes are
rendered in his own distinctive, clean-lined style.

After graduation from high school in Tokyo in the early
‘80s, Fujishima worked as assistant to manga artist Tatsuya
Egawa (Be Free!, Golden Boy, Magical Tarurito-kun), well-
known for his own fluid and lyrical depictions of the
female form. Fujishima earned his stripes on the produc-
tion staff of the film version of Egawa’s manga Be Free!
during its pre-production stage.

In an interview published last July in Italy’s MAGAZINE
Karpa, Fujishima told interviewer Rie Zushi, “Over the
course of my work (with Egawa’s studio), I began taking
design seriously for the first time...I also learned a lot
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about the rudiments of cinematography there.” According
to Fujishima, it was this real-world experience that
enabled him to begin work on his first original stories.

Fujishima did so and in 1986, Kodansha’s manga
magazine COMIC MORNING PARTY began serializing his
debut work Taiho Shichau zo! (“You're Under Arrest!”),
detailing the offbeat adventures of Natsumi and Miyuki,
two mismatched Tokyo female cops with a knack for
getting in and out of oddball situations. Natsumi, the
wilder of the two, is a strong, hot-tempered girl with a
pageboy haircut, while her partner Miyuki is demure
and mild-mannered, with longer hair and a more gentle
disposition.

Both, however, share in a certain mechanical fetish
for cars and motorcycles, and much of the story takes
place as they blast around the streets of Shinjuku in their
amazing assortment of souped-up vehicles, including a
Caterham Super 7, a Nissan Fairlady 240ZG, a
Suzuki R2DX, a Toyota S800, a Suzuki 7,
GSXR750 touring bike, plus a wide array of
scooters, motorbikes, jet skis and motor-
ized skateboards, not to mention their
beloved patrol car, a highly modified
superstock Honda Today.

Natsumi and Miyuki employ these
and many more vehicles in their battle
against such enemies of society as lech-
erous grade-school skirt-chasers (and the
grade-school girl-superhero squad that rises
to oppose them!), out-of-control paint gun war-
riors, the menace of the panty-shot breast-cam
perverts, and last but not least, their archenemy
“Strikeman,” a bizarre but good-natured trouble-
maker clad in punk feathers and a baseball uni-
form whose fondest wish is to strike out Natsumi
with his mean fastball. Of course, Natsumi
resignedly blasts his every pitch into orbit.. .but for
Strikeman, there’s always next year. Add to this
mixture other characters such as the girls’ best
friend on the force, a stunning brunette with
curly hair and dreamy eyes who also happens
to be a man, and you've got one very off-
the-wall cast.

This combination of cute girls,
weird characters and cool gadgetry, all
lovingly drawn with Fujishima’s sure
hand, led to wild success. You’re Under
Arrest! was an immediate hit with readers,
attracting a lot of attention to the talented new-
comer and eventually running to seven full volumes of
collected stories under Kodanshas “Party KC” imprint.

After You’re Under Arrest!, Fujishima turned his talents
to his new manga, Oh My Goddess!, which began running
in Kodansha’s more adult-oriented monthly Cowmic
AFTERNOON manga magazine in late 1989. A light-hearted
fantasy romp drawn from Fujishima’s unique personal
mythology, Oh My Goddess! is the story of young Keiichi:
student, motorcycle nut, and freeloader par excellence,
who accidentally phones up the spirit world one night
from his all-male dorm and ends up summoning an actu-
al goddess instead of the takeout he was trying for.

The goddess, a gorgeous 19-year-old girl (of course),
is so grateful for the unintentional diversion Keiichi pro-
vides that she grants him one wish...anything he wants!
It only takes Keiichi a moment to flip through the
options—fame, fortune, and females. But the wish he
asks for instead is simply that the goddess stay with

him. And so Belldandy, this lovely demure deity

from beyond, decides to stay on Earth, right
by Keiichis side. This decision lands the two
out the dorm’s door after an older student
decides to enforce the “males-only” rule,
and from that moment on, the two’s adven-
tures begin in earnest. Complicating
matters are sweet, 13-year-old sister
Skuld and white-hot 22-year-old
sister Urd (both goddesses in their
own right), not to men-
tion Belldandys archri-

\ val, the she-devil
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The popularity of Oh My Goddess! in manga form
made it a natural for animation, and the premiere episode
of a five-volume Oh My Goddess! OAV series appeared

| think the function of
animation is served
best when a work
with a flavor different

from the original comic

emerges, even though

both the animation and

the comic share the
same universe.

on video shelves in 1993,
directed by Hiroaki Goda

and featuring character
designs by Hidenori
Matsubara. The Oh My

Goddess! animation quickly
gained popularity in both
Japan and America, and at
the time of this interview, the
animated series had just been
released in America. At the
time, a great point of contro-

versy for American fans of the
series who'd been following the Japanese work cen-
tered around the adjustment of the series name from the
Japanese Aal Megami-sama (“Ah! My Goddess”) to the
more English-colloquial Oh My Goddess! Nevertheless,
years after the name-change furor has died down,
anime fans are left with a series that stays true to its own
personal mythology, no matter what its called.

ANIMERICA: What made you decide to become a manga
artist? Did you start as an assistant to anyone?

FUJISHIMA: [ started because I love manga—or rather, 1
liked to draw and create stories. Actually, 1 think that
manga was just the most familiar type of art to me, easily
accessible to study and create. That may be closer to the
truth. I think I could have gotten into animation just as
easily. I was an assistant to Tatsuya Egawa (Golden Boy,
Magical Tarurito-kun) for about a year and a half.

ANIMERICA: What was your debut work?

FUJISHIMA: When Mr. Egawa’s Be Free! manga was going
to be made into a live-action movie, I drew the “making
of” movie story, called Making Be Free!! That was actually
my debut work. Essentially, though, Taiho Shichau zo! was
my first original work.

ANIMERICA: What’ the good part of being a manga artist?
And what’ the not-so-good part?

FUJISHIMA: I can draw what I want to express and have that
seen by many people. I've become what I most wanted to
be, and theres nothing happier than that. On the other
hand, the tough part about being a pro is that I have to go
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on doing it whether I feel like it or not. You can't always do
what you want to do when you want to do it. Also, this
might not be as important as other reasons but...well,
manga artists don't have to commute to work. [LAUGHS]

ANIMERICA: If you hadn’t become a manga artist, what do
you think you might have become?

FUJISHIMA: | think 1 still would have become an artist. 1
don’t think 1 could have gotten away from the fields of
design and art. At this point, I can’t think of anything else
I would have done except become a manga artist.

ANIMERICA: In the case of Oh My Goddess!, from where
did the inspiration come?

FUJISHIMA: I thought it might be an interesting idea if
being a goddess was a job, an occupation. 1 based it on
Norse mythology, which is relatively unknown in Japan.

ANIMERICA: Do you have any spelling preferences for ren-
dering the names of the goddesses in English? I understand
that, in the United States, there’s been some confusion....
[This interview took place in Japan.—Ed.]

FUJISHIMA: Well, Belldandy is spelled with a “B,” even
though the proper spelling in the actual Norse mythology
is “Verdandi.” Then there’s Urd and Skuld; the spelling of
those two names are unchanged [in Scandinavian mythol-
ogy, the Norns are the goddesses of fate, with Urd being the
goddess of the past, Verdandi the goddess of the present, and
Skuld the goddess of the future—FEd.].

ANIMERICA: Where do you stand on the animated ver-
sion of Oh My Goddess!? What do you think of the quali-
ty of the OAV series?

FUJISHIMA: Well, it’s based on my drawings, of course, so
there are always going to be suggestions I could make as
the author to improve it, to create new ideas, and to point
out exactly where the animation deviates from my origi-
nal ideas. But animation is the product of the animators,
after all, so 1 just keep quiet so long as their creative
intentions are obvious. Even if its just a little different
from the manga...well, lets just say that if the anime is
going to end up being exactly the same as the manga,
there’s no point in animating it. I think the function of
animation is best served when a work with a flavor dif-
ferent from the original comic emerges, even though both
the animation and the comic share the same universe.
Quality-wise, I think Oh My Goddess!s animation is con-
siderably high. I worked on the storyboards for parts of
the opening and parts of the ending for the third OAV, so
I feel as though the anime is another part of me.



Anime Interviews

© Kosuke Fujishima/Kodansha, Ltd.

ANIMERICA: It’s looking like the English versions of both
the animation and the manga are going to be released

soon. Do you have any thoughts on your work being seen
in the U.S.?

FUJISHIMA: 1 don’t know how well they’ll be received, but
I hope that the fans will support them. I never intended
to create the story for an international audience, so I'm
curious to see how people overseas will perceive it.

ANIMERICA: The number of anime and manga fans over-
seas is on the rise. Does this come as a surprise to you?

FUJISHIMA: The development of Japanese anime and
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Oh My Goddess!

manga is itself unique, and there are quite a few works of
high-quality, so I'd like to see them get greater circulation
overseas. It would be nice if my works were included
among them.

ANIMERICA: When the U.S. company releasing the ani-
mation announced their intention to call it “Oh My
Goddess!” rather than “Ah! My Goddess,” as had been
printed in the manga all these years, a great debate started
among fans over what the title should be. Which one best
reflects your intentions, “Ah!” or “Oh!”...?

FUJISHIMA: In terms of nuance, I think “Oh!” probably
comes closer. However it ends up, I think it should be



rendered to make better sense in the language of the tar-
get country.

ANIMERICA: Thats what usually has to happen when
titles are brought over to another language. Kishiros
Gunnm, for example, became Battle Angel Alita in its
English version. What about your own works? Do you
have a preference one way or the other? How would you
feel if the comic and animated versions came out with dif-
ferent titles overseas?

FUJISHIMA: If it’s something that fits well in that language,
[ wouldn't complain. After all, there are movie titles that
work much better once they’re changed.. .although there
are also those that don’t work. [LAUGHS] I would like to see
that the titles of the comics and the animation stay con-
sistent, however.

ANIMERICA: Since we're already on the general
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topic...how do you feel about flopped artwork? It seems

as though this has become the standard for publication of
manga in America.

FUJISHIMA: It’s painful. I'm not that skilled an artist, and
so when the artwork is reversed, all the shortcomings in
my drawings become obvious. Theres also an artistic
consideration. Some panels lose the balance of their
composition when they’re flopped. If it were possible, 1
would prefer for everyone to be able to see the original
version, the way 1 intended my artwork to be seen in the
first place.

ANIMERICA: Is there anything in particular about the
American fans of both your animated and manga work
that you would like to know?

FUJISHIMA: Actually, I'd like to know to what aspects of
my work American fans are attracted. I'm sure they must
have a different perspective than Japanese fans. Cultural
differences, most likely.

ANIMERICA: Lets talk a little more about the Oh My

© Kosuke Fujishima/Kodansha, Ltd.
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Goddess! series. Which goddess is your favorite?
Are there any aspects of their character, style or
fashion of which you are particularly fond?

FUJISHIMA: | don’t really have a favorite,
but...well, Urd is always outspoken and has
more mature sensibilities, so I like her.

ANIMERICA: Speaking of fashion, your characters are
always so beautifully dressed.... Where do you get the
ideas for the fashions in your comics?

FUJISHIMA: I study fashion a lot. Often, 1 find surprises in
children’s clothes. I'm always ready for a chance to study
children’s and women’ clothes at department stores.

ANIMERICA: As a manga artist, what are your work habits
like? Do you work every day of the month? Are you a
morning person? A night person...?

FUJISHIMA: 1 work almost every day, and I'm usually a
night person. 1 don't pull that many all-nighters, however.
1 find that my drawing skills start going down the drain if
I pull too many of those. [LAUGHS] I try to leave a little free
time in my schedule when I can help it....

ANIMERICA: How many assistants do you have?
FUJISHIMA: Six.

ANIMERICA: Do you ever have times when being a pro-
fessional manga artist seems like more trouble than its
worth, times when you feel discouraged?

FUJISHIMA: When 1 can't think up a story. When I can't
draw the way I want to.

ANIMERICA: And what do you do to comfort yourself?

FUJISHIMA: 1 talk on the phone with friends. Talking to
someone in the same business is best. When 1 see others
going through the same thing, I'm comforted that I'm not
alone, and I find courage in that.

ANIMERICA: Do you have any advice for fans who want
to draw their own manga?

FUJISHIMA: Everyone’ goals are different, so I can't make
a blanket comment, but an artist basically draws manga
to communicate an idea to others. The idea wont be
communicated if the work is understandable only to its
creator. It just won't work. I think the meaning of manga
is to have it understood by as many people as possible.

ANIMERICA: It won't surprise you to hear that there are
several publications devoted to comics journalism in
America. Do you have your own “theory of manga™
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An artist basically draws manga to communicate
an idea to others. The idea won't be communicated
if the work is understandable only to its creator....
| think the meaning of manga is to have it under-
stood by as many people as possible.

FUJISHIMA: As far as a theory goes, I guess I've already
said it. To be successful, manga needs to be understood
by as many people as possible. I have a certain interest in
the nature of comics journalism, but I don't have a par-
ticular theory other than what I've already expressed.

ANIMERICA: In Japan, manga with highly violent and sex-
ual content is often the target of criticism. Your manga
doesn’t come under this sort of scrutiny, however, per-
haps because the stories are more “pure” and tend to
revolve around adolescents. What are your thoughts on
sex and violence in manga?

FUJISHIMA: One way of looking at it is that T haven't
drawn any explicit sex and violence because it hasn't been
necessary. It happens often enough in real life and
besides, sex isn’t something evil. I think pretending sex
and violence doesn't exist only breeds ignorance. There
are stories which actually require a certain amount of it to
be successfully told. Of course, this is all assuming that
the sex and violence isn't done gratuitously.

ANIMERICA: s there something you keep in mind when
you draw manga?

FUJISHIMA: | try to express at least one definite idea clearly.
That’s my goal.

ANIMERICA: What about the future? What kind of stories
would you like to draw?

FUJISHIMA: Right now, for the indefinite future, 'm tied
up with the Oh My Goddess! series. After that, who
knows? I may end up continuing to draw adolescent sto-
ries. I'm also interested in stories which explore “male-
bonding” friendships and situations.

ANIMERICA: Of all your other works, are there any in par-
ticular that you'd like your American fans to read?

FUJISHIMA: 1 only have two other works, You’re Under
Arrest! and Striker [not the Viz Comics “Striker”—Ed.], so 1
guess the choice isnt too difficult. And even though I
drew it from a different perspective, Striker was created
with American comics in mind. Naturally, I'm interested
in an American reaction.

ANIMERICA: Lets talk about your hobbies. Do you have
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any favorite music or favorite films?

FUJISHIMA: My favorite things are motorcycles, automobiles,
airplanes, the sea. Reading. Plastic models. My favorite activ-
ities are sleeping, riding motorcycles, drawing pictures and
talking on the phone. My favorite music...well, I listen to
everything. My favorite movies are Streets of Fire, The Blues
Brothers, Das Boot, The Hidden and Terminator 2. T've also
been getting into Memphis Belle a lot recently. 1 bought a side-
car recently—a German sidecar by the name Krauser
Domani—and I'm pretty infatuated with that at the moment.

ANIMERICA: Are their any foreign countries you'd like
to visit?

FUJISHIMA: Australia. America. Germany. But I'm most
comfortable with Japan. 1 would like to see drag racing
and air racing in America someday. The only problem is
that I can't speak English. [LAUGHS]

ANIMERICA: Are you interested in mecha and robots?
They don't appear much in your work, but....

FUJISHIMA: Sure, [ like them very much. Real-life robots
are doing wonderful things, and it fun watching them do
their work.

ANIMERICA: Any future plans relating to your leisure time?
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FUJISHIMA: I'd like to become a pilot and fly by myself,
but that’ just not possible with the time I have. The sky
is right there, but it’s so far away. So 1 just lie down and
watch the sky.

ANIMERICA: As we discussed a little earlier, anime and
manga are becoming very popular overseas. There are
even anime and manga conventions. Would you be inter-
ested in attending one day...?

FUJISHIMA: Hmm, I wonder what sort of things they do
there? I only hear rumors.. ..

ANIMERICA: In closing, do you have a message for your
English-speaking fans?

FUJISHIMA: If theres anyone out there who reads my
manga and is inspired to become a comic artist because
of it, then I would really be pleased. I wonder if there is

anyone...? [LAUGHS] One of my dreams is to become a
world-class manga artist someday. If by some chance I
ever achieve that, I would like my fans to be proud and
say “I knew him when.” You can count on me to try my
best, for both our sakes.

n 1995, with the Oh My Goddess! OAV series at an end,

and its fans left without any more animated Fujishima

magic in their lives, attention turned to Youre Under
Arrest!, the artists earlier work. Featuring character
designs by Ranma 1/2s animation character designer
Atsuko Nakajima, You’re Under Arrest! was adapted for ani-
mation in 1995, first as a four-volume OAV series, and
then as a Japanese TV series in 1996. Like Oh My Goddess!,
both the original manga and OAV series have been
released for the U.S. market. But as frequent magazine
articles in Japanese animation magazines would seem to
prove, it’s still Oh My Goddess! that holds firm sway over
the hearts of fans in both Japan and America, who never
stop hoping that their goddesses will come back.
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Select Bibliography & Filmography

MANGA £E
Compiled short stories and comics (manga) series by Kosuke Fujishima. Note that
Fujishima is both writer and artist for both titles.

&= Taiho Shichau zo! (“You're Under Arrest!”)
BELBOE
Serialized in Kodansha’s monthly Comic MornING (1986); seven compiled vol-
umes total. DOMESTIC RELEASE TITLE: You're Under Arrest! (ark Horse Comics)

= Aa, Megami-sama (“Ah! My Goddess”)
bhHouAMEES

Serialized in Kodansha's monthly Comic AFrernooN (1989); fourteen compiled
volumes as of press time. DOMESTIC RELEASE TITLE: Oh My Goddess! (parx

Horse Comics)

ANIME 7=X4

Animated adaptations based on Fujishima’s comics. Because his career is so relatively
recent, only a few titles are listed; however, given his work in related fields such as video
game character design (“Tales of Phantasia,” “Sakura Taisen"), it's likely we'll be hearing
more from him in the future. In fact, an animated version of Sakura Taisen is currently in
production. Note that Fujishima gets “original story” credit for all entries.

Aa, Megami-sama
HHOUMEED

Five-episode OAV series (1993-94). DOMESTIC RELEASE TITLE: Oh My
Goddess! (AnimEigo)

Taiho Shichau zo!
BELE®OE

Four-episode OAV Series (1995-96). DOMESTIC RELEASE TITLE: You're Under
Arrest! (AnimEigo)

@ Taiho Shichau zo!
RELEYOE
Ongoing TV series (1996~ ). Note that, in a clever reuse of resources, the first

four episodes of the OAV series are also the first four episodes of the TV series.
CURRENTLY IMPORT ONLY

= Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

@ TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

Direct-to-home-video series; may also include compilations of TV episodes released to
home video market

E Theatrical feature; may or may not receive equivalent theatrical release for U.S. version
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) Yasuhiro Imagawa

Interviewed by Takayuki Karahashi (1994)

n the utopian cities of a past which never happened,

forces of domination begin to gather. Giant machines

of destruction and sinister villains appear, threatening
the delicate balance of a society which runs on a new and
perfect power source. When this source is threatened, can
the ideal society founded on its energy survive? Will the
combined strength of the “Experts of Justice” be able to
face down the evil might of “Big Fire,” a relentless cabal
set on world domination? And how does a young boy in
short pants and his glowering giant robot fit into all of
this, anyway?

Meet the lifelong fantasy of Yasuhiro Imagawa, direc-
tor of the hottest OAV series to be animated in years. A
retro yet futuristic redux of a classic manga story (and
‘60s live-action show, known in the U.S. as Johnny Socko
and His Flying Robot) by the legendary Mitsuteru “Tetsujin
28, ak.a. Gigantor” Yokoyama, the seven-volume Giant
Robo OAV series is directed by a man whose profound
respect for the original is obvious in its many walk-on
characters and tips of the hat to previous, equally classic
Yokoyama series, such as those seen in 1973’ Babel II TV
series (and later OAV remake), as well as in the Mars and
Godmars OAVs.
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Attendees at the San Francisco Bay Area anime and
manga convention Anime Expo ‘03 were fortunate to
meet the flamboyant director whose mind was instru-
mental in Giant Robos OAV launch, although they may
not have been able to see that much of him after hours,
what with his midnight jaunts to Berkeley’s UC Theater to
see the cult classic film, The Rocky Horror Picture Show.
The question is, how did this man—easily one of the
most colorful and talkative guests ever to grace these
shores, who confessed to Expo attendees that he’d gone
to a showing of Rocky Horror dressed as the wheelchair-
bound Dr. Scott—get into the anime industry?

“In the beginning, I wasn't really thinking of becom-
ing a professional animator as an alternative to going
into the family business,” Imagawa says. “I thought of
it as learning something I enjoyed in place of going to
college.”

Originally hailing from the southern Japan industrial
city of Osaka, Imagawa was graduated from high school
at eighteen and enrolled straightaway into Tatsunoko’s
Animation Technology Research Institute. There,
Imagawa studied for about a year and moved on to work-
ing with director Hiroshi Sasagawa after he’d left the
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Institute and began freelancing. With Sasagawa’s encour-
agement, Imagawa gave directing a try.

“I'm not sure if you would have called me a pro,”
Imagawa says laughingly. “I got paid for working
there...let’s just leave it at that. Because of the high stan-
dards in-betweeners [production animators, as compared to
higher-status “key” animators—Ed.] were held to at
Tatsunoko, 1 was able to use what I'd learned at the
[nstitute in my job.”

Imagawa gained his first actual directing job in 1981
while working with Sasagawa on an animation special
called The Bremen Four, which was featured in Japan TV
annual 24-hour summer TV charity telethon. His credit
as assistant director on that project led to a job doing sto-
ryboards for the TV series Senté Mecha Xabungle, the
eclectic sci-fi western created by Yoshiyuki “Father of
Gundam” Tomino. Several other Tomino TV projects—
Dunbine, L-Gaim, and the early episodes of Zeta
Gundam—continued Imagawa’s association with Tomino
and eventually paid off with a brief involvement with the
long-planned Yamato OAV series, Yamato 2520. Reluctant
to discuss the details of his contribution to this new
Yamato project, Imagawa now professes to be “complete-
ly uninvolved” with the project.

That all-important “big break” came for Imagawa with
a TV show with which he’s still associated to this day, a
series known as Mr. Ajikko. The story of a young chef and
his tongue-in-cheek battles in the realm of food prepara-
tion, Mr. Ajikko held Imagawa’s directorial interest for two
years and was the last show he directed prior to begin-
ning his greatest project...his lifelong dream, Giant Robo.

“Giant Robo is built on the foundations of my feelings
for the manga and the live-action television series,”
Imagawa says. “Giant Robo is the animation that I've

dreamed of making my entire life.
“It’s full of me,” he says. “If anything, it's me.”

ANIMERICA: What’s the best thing about being a director?
What’s the worst?

IMAGAWA: The best thing is that people enjoy my work.
Its best when 1 come up with a work that everyone—
viewers, staff and, of course, myself—agrees is worth-
while. Its best that 1 get work on reputation alone.
[LAUGHS] On the other hand, it isn’t too much fun when
people have preconceptions about me.

ANIMERICA: Such as being labeled as a director who pro-
duces only a certain kind of story, that sort of thing?

IMAGAWA: Exactly. Back in the days when I was working
on Mr. Ajikko, it would have been wrong to assume that
all T could do was cooking shows. By the same token, it
would be wrong to assume that all I can do is science fic-
tion now that I'm working on Giant Robo. When someone
says “Don't pull a Giant Robo on us” when I'm working on
a totally different kind of story, it bothers me. 1 correct
them by saying, “I never had any intention of doing that.”
Being judged on past works alone is something I defi-
nitely like the least. Sure, I may have my own unique
artistic signature, but all my works are always different.

ANIMERICA: Let’s say there’s one thing you keep in mind
when you're directing an anime feature. What is that one
thing?

IMAGAWA: It would have to be theme, spirit and soul. In
my opinion, these are the three things that both crew and
audience feel most keenly. I want to make shows that I
can believe in, too. 1 want to include “something to
believe in” in every show I make.

ANIMERICA: How do you describe the theme, spirit and
soul of Giant Robo?

IMAGAWA: As you know, one thing I kept repeating when
1 was in the U.S. last year were those words from The
Rocky Horror Picture Show, “Don’t dream it, be it.” Keep in
mind that I'm crazy for Rocky Horror. [LAUGHS]

Giant Robo
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ANIMERICA: How do you evaluate today’s animation
industry in Japan?

IMAGAWA: There are two ways to see it: the schedule side
and the creative side. Right now, anime production
schedules are very tight. Its hard to make the shows you
want to make. Then there’s budgeting, staff and also time
to think about. Animation is basically a system of mass
production, and the sometimes-conflicting issues of time
and money don't always conveniently resolve themselves.

ANIMERICA: So there are physical limitations. Is there
ever a time in anime production when there are artistic
limitations, as well?

IMAGAWA: Oh, there are all sorts of artistic limitations.
Animation production in Japan these days can currently
be described as that of a “copycat industry,” beginning at
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the creator level. Works copied from the past and made
to look new, for example.

ANIMERICA: Do you include remakes as being part of this
copycat industry?

IMAGAWA: Sure. Giant Robo is a perfect example. It’s both
a remake and a copy. But the thing is, I think that all cre-
ative processes begin with imitation. Where creators
sometimes err is in copying the wrong things—animation
style, design superficialities, etc. What I try to do is grasp
the core essence of a show and put my own spirit into it.

ANIMERICA: Continuing this theme, what sort of things
do you see in the future for Japan and anime?

IMAGAWA: You're always walking a very fine line in the TV
animation industry, always wondering how far you should
let creativity run. There are always demands from spon-
sors and demands from the station, and you have to ask
yourself how much priority they should have over creativ-
ity. When you think about it this way, you realize that ani-
mation is both art and not art, at the same time. I can only
wonder how these elements will mesh together in the
future, and in what direction they’ll take the medium.

ANIMERICA: In the U.S. we're seeing the emergence of a
strong English-language anime industry. How will this
affect Japan? Will the English market expand business
opportunities and profit Japanese creators?

IMAGAWA: No. In the Japanese anime industry, the sys-
tem demands creative aspects from its creators. But when
it comes to financial matters, creators aren’t recognized as
copyright holders. As for rights, creators have none.
There are always a few exceptions, of course.

ANIMERICA: Are you saying that screenplay writers don't
get video royalties?

IMAGAWA: Scripts are another matter entirely. Some bring
in money; some don't. Some are bought outright. But
when it comes to direction and animation, creators don’t
receive recognition. Therefore, when you ask if the
English market will profit Japanese creators, I have to say
no. There is no monetary reward in the production of
derivative versions.

ANIMERICA: I understand you've worked with Giant Robo
mecha designer Makoto Kobayashi before. How far back
does your business and personal association with him go?

IMAGAWA: It started with my involvement in the Yamato
project, so I'd have to say its been about ten years. We
saw each other at work, and then the project was shelved,
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and I didn't see him again for a while. Giant Robo gave me
the opportunity to associate with him again.

ANIMERICA: Attendees at last years Anime Expo got to
hear all about how much you’ve been influenced by The
Rocky Horror Picture Show. Are there any explicit allusions
or homages to it in Giant Robo?

IMAGAWA: Yes, | think you could say I put something into
it...put it in rather blatantly, actually. [LAUGHS] In a way,

IMAGAWA: Well, 1 suppose the result would be the
same. Live-action and animation have the same pur-
pose, after all.

ANIMERICA: So when you say that you've got a lot to
learn from live-action, you're talking about a lot of posi-
tive things to learn.

IMAGAWA: Yes, very much so. There are a great many

Giant Robo is itself an homage to Rocky Horror. I've always ~ There are some aspects of live-action which |
wanted to work on something I believe in, and so work- reaIIy envy, but then there are some pans of it

ing on Giant Robo was, for me, like the “Don’t dream it, be
it” line come true.

ANIMERICA: You said that today’s animation sometimes
tries to find inspiration in the wrong places. Where do
you get your inspiration...?

IMAGAWA: For me, it's my own daily life, or from the lives

which prompt me to say, “See how much better
this can be done in animation?”

directors whom I respect in the live-action field. Recently,
I had a bit of a shock when I learned that Federico Fellini
had died. I had wanted to see his next work.

around me, or from the news. Events that are happening ANIMERICA: Despite his age?

in real life, and the affairs of the world.

ANIMERICA: Inspiration from everyday life, but to what
extent? Lets say you wake up one morning and your
toothpaste tube is empty. You've got to throw that one
away and open up a new one. Even something inconse-
quential like that...?

IMAGAWA: Its everything...including that. It's everyday

life in every sense, not just art imitating art by watching ¢ = 0 F
other people’s works. So, sure, buying a new tube of

toothpaste can be an influence. I might find inspiration
by hearing other people’s conversations while I'm walk-
ing on the street.

ANIMERICA: ...And you'd put all those ingredients into a
stewpot called Yasuhiro Imagawa and set that on the
stove to boil....

IMAGAWA: Maybe the words uttered by a stranger heard
one way by somebody else might be heard by me in an
entirely different way. Maybe my imagination would start
to run free after hearing those words. That’ the fun of it.

ANIMERICA: How does the direction in live-action films
appeal to your directorial sensibilities?

IMAGAWA: The impact is...well, heavy. In many ways.
There are some aspects of live-action which I really envy,
but then there are some parts which prompt me to say,
“See how much better this can be done in animation? Ha
ha.” I've always felt that the two are very similar.

ANIMERICA: Does that mean that the same story can be
told in both mediums?
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IMAGAWA: Whatever might be said about him, I knew
that 1 could always look forward to his next work.
Somebody might say, “His latest film is a failure. It just
doesn’t make sense,” but I'd still want to see it.

ANIMERICA: The original idea for Giant Robo came from
Mitsuteru Yokoyama. There was a TV show—a live-action
series also broadcast in the U.S., under the title Johnny
lying Robot. But your Giant Robo is quite
different from the live-action series. Is it intentional?

IMAGAWA: Although the Giant Robo TV show and
manga were developed concurrently, they’re
both very different. They have their own
content, their own shape. The thing

about the manga is, it's out of print.
original
around anymore, but the live-action
version is. My thought was that

Yokoyama'’s story isn’t

there was room for another, com-
pletely different Giant Robo, one
which could be animated. Seeing
as the manga has become a phan-
tom, I felt that [ was free to make a
third incarnation.

ANIMERICA: Giant Robo has a very epic
scale...it sends many messages. What
are the themes you particularly value?

IMAGAWA: On an emotional level,
there’s the theme of destiny between
a parent and child.
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ANIMERICA: As in a child following in the footsteps of a
parent...?

IMAGAWA: Parents and children have an unbreakable
bond. There are truths in that bond that no one else—no
one who isn't caught up in it—can understand. There’s a
certain pathos in that. The sorrow of being misunder-
stood is the theme of Giant Robo.

ANIMERICA: On a superficial level, the utopian symbolism
of the Shizuma Drive is obvious enough, but is there anoth-
er level? Is there a message here about nuclear energy?

IMAGAWA: | wanted to examine what happens to
mankind when utopian ideals go wrong. Compare that
with current world events, if you like...but realize that 1
have no intention of delivering some sort of lecture on
that in the animation.

ANIMERICA: What about in-jokes, references. Anything
you'd care to share with us...?

IMAGAWA: Franken Von Voglers name. Going back to
homages, his name—Franken Von Vogler—is an homage
to Dr. Frank-N-Furter. In the original manga, his name is
Dr. Franken. The “Vogler” part comes from the main
character in Ingmar Bergman’s film The Magician. The full
name is Emanuel Von something-something Vogler
[Albert Emanuel Vogler, the 19th-century hypnotist/magician
from Bergman’s 1958 film—Ed.]. As mentioned previously,
[ worked on Mr. Ajikko, so I'm often asked if the “Vogler”
name came from foie gras [the Japanese word is “fuowa
gura,” hence the presumed pun—Ed.]. Let me say for the
record that this is not the case. [LAUGHS]

ANIMERICA: In the English version, the pronunciation of
Dr. Vogler’s name comes out sounding suspiciously close
to the brand name of a certain instant coffee, and so
there’s been some speculation in that direction.

IMAGAWA: Is that so? Well, its a Swedish film, and
Swedish spelling is different from English. ...

ANIMERICA: | think it may have had more to do with
Vogler’s “v” being pronounced like an “f,” but anyway....
Going back to Giant Robo, there’s an anime-based manga
on which you collaborated with Mari Mizuta thats sepa-
rate from Yokoyama’s original. That manga story’ already
concluded...will the OAV series end the same way?

IMAGAWA: You could say that, in some ways, the two are
similar. This isnt something that will be obvious until
you watch the third and fourth OAVs, though. The ani-
mation story has gone in a completely different direction.
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Theres a point where it comes close to the manga again,
but the conclusion is entirely different.

ANIMERICA: Giant Robo has a very retro feel on the
screen. It’s retro, but it also looks futuristic. Where do the
aesthetics for this come from?

IMAGAWA: Back in the earliest OAV planning stages, we
decided that Big Fire’s goal was eventual world domina-
tion. But since World War 11, “world domination” has
become an obsolete term. There have been wars fought
since then which have proved that world domination is
an impossibility...its been shown that it can't happen.
But thats Big Fires goal. So we thought of creating a
world where it would be possible—a world with todays
morality and tomorrow’s look—but a world where the
term “world domination” would still carry real weight.
The sci-fi aspect of the OAV series comes into play with
the future technology, but the actual time frame is set a
little in the past. That was the premise. The world of
Giant Robo is a mixture of present, past, and future.

ANIMERICA: So you had this space-time continuum, and
you took a knife and made a diagonal cut....

IMAGAWA: Yes. Here 1 am, sitting in the present. I extend
my arms to the past on one side and the future on the
other, and then I pull them near.

ANIMERICA: Ah.

IMAGAWA: ...And the filler in between has been taken
out. Thats how we decided on it. It5 like sitting between
two girls and pulling them to you with your arms.

ANIMERICA: Patching together all the good parts.

IMAGAWA: Exactly. Just the good parts are pieced togeth-
er. And the good parts are really good. [LAUGHS]

ANIMERICA: Are the retro visuals your concept?

IMAGAWA: Yes. The designs for Giant Robo himself are
based on a tractor. In daily life, the most powerful
machines would most likely be found on the farm, right?
The steam locomotive in the beginning of the first
episode is another design which came from daily life.

ANIMERICA: Did Makoto Kobayashi have input on those two?

IMAGAWA: Of course he did. Makoto Kobayashi imple-
mented those ideas, and he also came up with other ideas
of his own.

ANIMERICA: Would you say that you share a common
vision with him?
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IMAGAWA: Sure. When it comes to Giant Robo, our
visions are very similar.

ANIMERICA: Your direction in Giant Robo seems to show
a certain fondness for ending episodes with a cliffhanger.
Will the OAV series itself end on a cliffhanger, or will
there be a proper conclusion?

IMAGAWA: There will be a little left over, but the story
itself will conclude at the end of the seven OAV volumes.
There may be a few unresolved mysteries. They won't be
from the “Day the Earth Stood Still” OAV series so much
as unresolved mysteries from the world of Giant Robo
itself. There’ll be a little something to leave you with the
impression that the world will continue after the OAV
series is over and done.

© Sunrise * Sotsu Agency * TV Asahi

ANIMERICA: The Warsaw Philharmonic music from
the Giant Robo OAV series is lavish. Was this also at
your request?

IMAGAWA: When it comes to the music, I'd have to give
the credit to producer Tokunobu Yamaki. My one request
was that they use the aria “Una Furtiva Lagrima” from
Gaetano Donizetti’s opera, LElisir d’Amore.

ANIMERICA: “Una Furtiva Lagrima,” the famous aria that
everyone knows because the great Luciano Pavarotti
sings it....

IMAGAWA: Right. 1 told the producers that this
particular aria embodies the theme of Giant
Robo, the sorrow of others not under-

standing your true feelings. Theres a
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Soviet film of which I'm fond, called An Unfinished Piece
for Player Piano by Nikita Mikhalkov, which uses this aria.
[Released in 1977, director Mikhalkov’s Unfinished Piece has
been described by at least one critic as a “richly ironic and
movingly absurd pyramid of love triangles”—Ed.]

ANIMERICA: It seems the title LElisir d’Amore also has
something to do with the contents of Giant Robo.

IMAGAWA: Not intentionally.
ANIMERICA: No?
IMAGAWA: No, but “Una Furtiva Lagrima” does.

ANIMERICA: So you're saying that the Shizuma Drive
doesn't really represent an elixir for humanity...?

IMAGAWA: ...Ah! Now 1 see what youre saying. That
wasn't what [ intended, though. I guess it all comes down
to the interpretation of the world “elixir’—the Shizuma
Drive is really more of an idealism issue. Its the gap
between reality and dream. Thats the reason for the
inclusion of the Shizuma Drive here, so I'd have to say it
wasn't really intended as some sort of elixir. It really is
more like a furtiva or “secret” tear.

ANIMERICA: A tear caused by misunderstandings and
missed opportunities. ...

IMAGAWA: ...Yes, and you'll see just how true that is when
you watch the fifth and six episodes of the OAV series.

ANIMERICA: As a final question, do you have a message for
your fans in the U.S. and in the English-speaking world?

IMAGAWA: First of all, please go see Giant Robo. There’s
just all of me—my drama, my animation, my idea of sci-
ence fiction—all wrapped up inside of it. I'd like for all of
you to watch it until the very end. There are gaps in the
production schedule, so there’ll be a wait, but please
don't become impatient and lose interest. I promise you,
it will be worth the wait.

t the time of this interview, the first volume of
Giant Robo was just about to debut in the
American home video market and the series
quickly gained popularity among American fans. But
three years later, those fans were still waiting for the final
volume to release. Even with the series’ popularity, finan-

cial concerns had forced Imagawa into working on other
projects to support his dream—Giant Robo went into one
hiatus after another between volumes while its director
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took the time to direct the TV series Kido Butoden G
Gundam (“Mobile Bushido-Legend G Gundam”) for
Sunrise, and then paused while he worked as a scenarist,
writing for the Hamlin no Violin-Hiki (“Violinist of
Hamlin”) TV series in the following year.

G Gundam in particular brought Imagawa a certain
notorious acclaim—a self-professed protégé of Gundam’s
creator Yoshiyuki Tomino, G Gundam took the classic
space war concept of Mobile Suit Gundam and turned it on
its head, producing a robot show that seemed to owe
more to video games such as Street Fighter II than to the
sci-fi stylings of Gundam animation productions that had
gone before it. Though fans who followed the show final-
ly came to realize that what Imagawa had had in mind
was a Hong Kong-style over-the-top martial arts drama
filled with angst and bravery, Imagawa himself still bale-
fully describes the show as the “black sheep” of the
Gundam world.

The quirky Violinist of Hamlin, about a group of D&D-
style adventurers (the leader plays a giant violin), gained
Imagawa attention for the surprising drama he’d managed
to wring from a nominally comedic manga story. Hamlin
also gained respect for its animators’ creative approach to
the show’s astoundingly limited low-budget animation,
described by some viewers as “inanimation” due to the
frequent use of stills. Imagawa then moved on to script-
ing of the surreal late-night television show Hareluya
(“Hallelujah”) II Boy, based on a manga story where the
delinquent son of God is sent to Earth as a punishment
for his lack of interest in heavenly duties.

However, there’s a pot of gold at the end of this par-
ticular rainbow. According to comments made by
Imagawa during a recent trip to the U.S., the seventh and
final volume of Giant Robo is, at the time of this writing,
just around the corner. As Imagawa himself says, “I
promise you, it will be worth the wait.”
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Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others

ANIME TR (Sailor Moon, Dragon Ball) are available both in broadcast and home video versions
Whether it's combat mecha, combat music, or combat cooking, the work Imagawa has Direcl»t‘o-home-video series; may also include compilations of TV episodes released to
done over the course of his long career has followed a refreshingly consistent path. Most home video market

of his work, you'll notice, has been in the service of mecha-heavy anime studio Sunrise, H Theatrical feature; may or may not receive equivalent theatrical release for U.S. version
while other works—in particular, goofy Gundam franchulate G Gundam and the shdjo-

esque The Violinist of Hamlin—are seen by some as distractions which keep him from

his “real” work, Giant Robo. ..the seventh and final volume of which is due out in Japan

any moment now.

@ Sentd Mecha Xabungle ("War-Machine Xabungle”)
BRAAYT TN
Episode Direction / Storyboards
50-episode TV series (1982-83); also known by its production company-supplied
English title, “Blue Gale Xabungle.” See entry for Tomino. CURRENTLY IMPORT
ONLY

Sei Senshi Dunbine (“Holy-Warrior Dunbine”)
LU A
Episode Direction / Storyboards
49-episode TV series (1983-84); followed in later years by a Dunbine OAV series
(in which Imagawa has no involvement). More commonly known as “Aura

Battler Dunbine,” the tagline to which even the series’ opening theme makes
reference. See entry for Tomino. CURRENTLY IMPORT ONLY

Jasenki L-Gaim (“Heavy War-Machine L-Gaim")
BEHBTISAA
Episode Director / Storyboards

54-gpisode TV series (1984-85); also known as “Heavy Metal L-Gaim.” See
entry for Tomino. CURRENTLY IMPORT ONLY

Kidé Senshi Z Gundam ("Mobile Suit Z Gundam")
[ 1] s N
Episode Director / Storyboards

50-gpisode TV series (1985-86); also known as “Zeta Gundam.” See entry for
Tomino. CURRENTLY IMPORT ONLY

Mr. Ajikko
IRI—KOF

Director / Episode Direction / Art Continuity
99-episode TV series (1987-89). CURRENTLY IMPORT ONLY

Giant Robo
Sy A7k - 0K : The Animation
Director / Screenplay / Art Continuity / Story Concept
Currently a six-volume OAV series (a seventh has long been announced, yet
seems to keep getting pushed back so the director can work on other projects),
the Giant Robo series has also produced a separate spin-off OAV series focus-
ing on the exploits of curvy agent of justice Ginrei, a series in which Imagawa
has no involvement. DOMESTIC RELEASE TITLE: Giant Robo (Manga Entertainment]

CF  Kido Butéden G Gundam
(“Mobile Bushido-Legend G Gundam”)
BEBEMIEGH Y A
Executive Director
49-episode TV series (1995-36); also known as "G Gundam,” for short. Known
as the “Black Sheep” of the Gundam universe, the series plays fast and loose

with the established tone of The Franchise, including (among other things) a
robot designed to resemble a killer clown...! CURRENTLY IMPORT ONLY

Hamlin no Violin-Hiki (“The Violinist of Hamlin")
N=RA > DNAF) &
Series Coordination
25-episode TV series (1996-97). Lo-budget (the animation budget was so low, it
couldn't even afford a “w") series which seems—against all expectation—to

have held viewer interest, if only for its story and distinct, Clamp-esque charac-
ter designs. CURRENTLY IMPORT ONLY

85



) Hiroki Hayashi

Interviewed by Takashi Oshiguchi (1994)

(44

n Japan, the MGM cartoons were on in the afternoons
year ‘round,” says director Hiroki Hayashi, reminiscing

about watching the American cartoon Tom and Jerry as
a child. “T used to watch them every day.” As for domes-
tic animation on the airwaves during Hayashi’s formative
years, it was giant-robot shows such as Mazinger Z
[Tranzor Z in the U.S.—Ed.] which dominated.

“I watched those shows, but I was never fanatical
about them,” Hayashi recalls. “What really got me inter-
ested in animation had to have been Space Cruiser
Yamato...it was completely different from anything
which had come before it. It was like a show from a dif-
ferent dimension.”

A member of Japan’s shin-jinrui or “new generation” of
creators who'd grown up watching animation such as
Yamato, Hayashi also has fond childhood memories of
Yoshiyuki Tomino’s revamp of the robot show Mobile Suit
Gundam. “It had good realism, especially for a robot show
back then,” Hayashi says. “Even when I was a kid I never
liked those cartoony, simplified premises, not in robot
shows, not in anything.”

Unlike many creative types interviewed in these
pages—aBattle Angel Alita’s Yukito Kishiro and Bio-Booster
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Armor Guyver creator Yoshiki Takaya come to mind—
Hayashi wasn't driven to find his niche in the anime
world because of a passion for anime, but because he
wanted a job in the art field.

“I'd wanted to make a living by drawing pictures,”
Hayashi laughs. Shortly after being graduated from high
school, Hayashi enrolled at Japan Design Schools two-
year graphic design program, but found himself ultimate-
ly unsatisfied.

“I think I was misled by the term design,” Hayashi
says. “I thought all I'd have to do was draw. Once I got
there, T found out that there were things like typesetting,
block copying and other subjects I was supposed to learn.
I wasn't good at those tedious tasks.”

Fortunately, a friend offered a way out with a job at
the animation production house A.I.C. Hayashi gladly
accepted and began working as an “in-betweener,” one of
those people who fill in the frames in between the “key”
animation scenes (Dirty Pair and Urusei Yatsura charac-
ter designer Tsukasa Dokite and Fatal Fury and Toshinden
character designer/director Masami Obari have both
done key animation work for the Ranma 1/2 TV series,
for example).
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Hayashi’s design training hadn't really prepared him
for in-between work, but he tells us that he picked it up
quickly enough. Asked if he remembers his first work,
Hayashi laughs. “It was in-between animation for some
television show...I took on anything and everything.”

True to his take-on-everything philosophy, Hayashi’s
first actual credit on a show was for key animation on the
American syndicated program Thundercats. Following
closely on its heels was Silverhawks, and although Hayashi
was responsible for key animation on several other simi-
lar shows, what he really wanted to do was direct.

The problem was that although Hayashi had years
of experience under his belt, he had few on-screen
credits. The big break came during an all-night sake-
drinking brainstorm with Gall Force 2 veteran Masaki
Kajishima, which resulted in the seeds of what would
eventually become Tenchi Muyo!, the No Need For
Tenchi! anime (and, recently, manga) series so popular
in the U.S. The two decided to take their idea to
Artmic, an industry leader.

“Let’s go with the golden formula’ is what I said when
we first pitched the project,” Hayashi says. “For example,
if there was something good about one particular show,
we could borrow that. If there was something we liked
about another show, we could borrow that, too. Sources
could be anywhere—we could extract what we liked from
this or that show and put it all together in one OAV series.
Tenchi Muyd! is that series.”

After Artmic declined to pick up the project, Hayashi
and Kajishima took it to Pioneer LDC, where a search was
currently on for new stories to be featured in their
upcoming original animation video line. Pioneer
expressed interest in the series and the rest, as they say,
is history.

In America, Tenchi Muyd! became a cult hit beyond
all reckoning—by the time the American arm of the
Japanese production company Pioneer LDC began
releasing the first six-volume OAV series in a bilingual
Japanese/English laser disc format in the U.S., Tenchi!
fever was in full swing. Names from the series were sud-
denly in high demand among fans who competed for the
privilege to use them as personal nicknames on the
Internet. On the real-time chat channel network “IRC,”
it became fashionable to append “-oh-ki” to one’s name
in honor of the half-cat, half-rabbit “Ryo-Oh-Ki.” Among
anime fans, at least, Tenchi Muyo! had become nearly as
famous, if not more so, than the original works from
which it relentlessly borrowed.

Intrigued by the high level of enthusiasm for an OAV
series which seemingly came out of nowhere, ANIMERICA
got in touch with Tenchi Muyo! director Hiroki Hayashi

in 1994 to talk about the origins of the series. In this
interview, Hayashi not only shares his ideas about the
genesis of the series and his hand in selecting its Japanese
voice-cast, but also casts ahead to the future, and to what
was then his latest project at the time.

ANIMERICA: You began your career in the industry as an
animator. And yet here you are, the Tenchi! director. Isn't
that a little unusual? In my experience, most people who
aspire to direct seem more inclined to write than draw.

HAYASHI: I'm sure it’s more the exception than the
rule. At (production house) A.I.C., for example, it’s
unusual for someone to go into direction when they
started in production.

ANIMERICA: But wasn' it your intention to direct, right
from the beginning?

HAYASHI: Yes, that’s correct.
ANIMERICA: What was your first directorial credit?

HAYASHI: The first work on which [ was given directorial
credit was Gall Force 2: Destruction.

ANIMERICA: Did you find it difficult to begin directing
in the middle of a series? After all, Gall Force 2 is a
sequel, and the characters were already well established
by that time.

Tenchi Muyo!
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HAYASHI: I didn't really begin to get a feel for what I was
doing until Sol Bianca. If you notice, 'm credited with sto-
ryboards for the first volume. Katsuhito Akiyama is cred-
ited with direction. I'm not listed as director until the sec-
ond volume. 1t wasn't until then that I began to feel that
[ was doing what I'd set out to do, concentrating on char-
acter and the like. That’s not to say what I was doing was
any good, of course. [LAUGHS]

ANIMERICA: What are some of the other titles on which
you've worked?

HAYASHI: I worked on the third and fourth volumes of
Bubblegum Crisis. 1 also worked on Sol Bianca Volumes 1
and 2. [ began working on Tenchi! immediately after that.
Back in 1990, Tenchi Muyo! was nothing more than an
ongoing idle discussion between Kajishima and I, and it
wasn't until 1991 that it started to look as though the pro-
ject might become a reality. Actual pre-production didn't
start until around 1992.

ANIMERICA: How far back does your association with
Kajishima go?

HAYASHI: We've known each other for a long time. We
worked together on Gall Force. Come to think of it, thats
the first series Kajishima ever worked on at A.I.C. He was
a fan of (Gall Force creator Kenichi) Sonoda’s work before
he even started. [LAUGHS]

ANIMERICA: How did you and Kajishima go about getting
your story produced?

HAYASHL: | was the one responsible for writing down all
our ideas. It was Kajishima’ job to draw up the storyboards
and submit them as a proposal to a production company.

ANIMERICA: How about the plot? What inspired it?

HAYASHI: Tenchi Muyo! is inspired by Gall Force and
Bubblegum Crisis. We made up something that resembled
a side-story to Bubblegum or Gall Force and took it straight
to Artmic. Unfortunately, they weren't interested. At all.
[LAUGHS)]

ANIMERICA: Bubblegum Crisis is a story of fighting. There’s
this big corporation controlling everything, and this
underground group who fights against the corporation.
There’s even a heavy subplot with the private police.

HAYASHI: That’s Bubblegum Crisis, all right. [LAUGHS]

ANIMERICA: But Tenchi! isn't heavy at all, although there
is some allusion to previous works. ...

HAYASHI: What I'd had in mind originally was more like
a parody of Bubblegum Crisis and Gall Force. You know,
characters going about their daily lives—eating at the
dinner table, taking baths—a side-story sort of thing. So
many of A.L.Cs videos were really nothing more than
combat stories with characterization tacked on. I wanted
to do a show where the characters themselves would be
the core of the story. I wanted to do something that had
never been seen before.

ANIMERICA: Was the Tenchi Muyd! OAV series originally
designed to go six volumes?

HAYASHI: No, nothing so organized. The intention was to
create a story which could go on indefinitely. It was more
like a six-episode block from a thirteen-episode television
series. That didn't mesh with what the sponsors had in
mind, though, and so it ended up having a conclusion at
the sixth volume.

ANIMERICA: From the time the galaxy police show up in
the fourth volume and hint at the existence of Kagato, the
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story just keeps going and going. In fact, the fifth and
sixth episodes are just packed with story elements.

HAYASHI: They're dense, all right. [LAUGHS] You wouldn’t
believe the number of arguments we had while we were
making them.

ANIMERICA: Unlike TV, the OAV format doesn' give you
too much room for error. When you’re dealing with a
three- or a six-volume OAV series, even a minor slip-up
can have serious ramifications. Is this something you kept
in mind while you were plotting the overall story break-
down for the individual episodes?

HAYASHI: No, [ didn’t have that in mind at all. I was more
concerned with trimming down the fat and keeping the
pace moving.

ANIMERICA: Let’s talk about the Tenchi Muyo! characters.
They're a fairly familiar comedic trio—a “bad” girl, a
“good” girl, and a “straight” girl [Ryoko, Ayeka and Sasami,
respectively—Ed.]. And then, there’s Mihoshi, the type
that breaks all the rules. [LAUGHS]

HAYASHI: That5 right, they’re based on a comedy formula.
No doubt we had this sort of thing in mind while working
on previous video projects, but this time it was our story,
and we were able to direct the focus as we saw fit.

ANIMERICA: When you look at it one way, Tenchi! is like
a boarding-house story, where the characters live togeth-
er in the same house, take baths in the same tub, and eat
dinner at the same table.

HAYASHL: [ do like the dinner scenes. [LAUGHS] But I won't
put them in unnecessarily. Tenchi himself is a high-school
student. Under ordinary circumstances, he’d be attending
classes. But then I'd have to think up reasons for all the
characters to follow him there, and one of the things I was
careful not to do in this series was create unnecessary
characters. It wouldn't surprise me if viewers should hap-
pen to find Tenchi’s situation a little unusual. 1 had to
content myself with the thought that the reasons are all
there in the story, even if they're only implied. See, that
was one way I could excuse my self-imposed ceiling on
the creation of new characters. [LAUGHS]

ANIMERICA: Your voice-actors, especially your female
actors, are mostly veterans. You have a couple of veteran
male actors as well in Kenichi Ogata and Takeshi Aono,
the rather formidable grandfather [“Sanada” and “Analyzer
(I.Q. 9),” Space Cruiser Yamato; “Genma,” Ranma 1/2—
Ed.]. Was this particular cast something you had decided
upon in advance?
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Wiriting a script for something silly has its own

dangers. You know very well how silly it is,

and yet you still have to spend months produc-
ing it. You need a certain kind of enthusiasm to

motivate you through something like that.

HAYASHI: In the beginning, 1 wasn't thinking about the
male characters at all. The grandfather you mention is
just an ordinary man in the first draft of the story. We did-
n't realize that he was no longer the same character with
whom we’d started out until the actual recording began.
We had heated arguments over that, too. [LAUGHS]

ANIMERICA: And what about the character of the older
brother? How did you see his character development?

HAYASHI: The older brother was just an older brother.
He’s as good as dead from the very beginning, so....

ANIMERICA: ...Ah, the tragic, long-lost older sibling.
[LAUGHS] Speaking of characters, [ have to say that I found
Ogata’s performance as “Azaka” to be extremely entertaining.

HAYASHI: It wasn't intentional. But during recording he
really got into the mood, and we decided to go with it.

ANIMERICA: Both of the two gatekeeper robots, Azaka
and Kamidake, they’re kind of like sidekicks.

HAYASHI: | wasn't thinking that much about them in the
beginning, and after the first two episodes, they didn’t
show up again for a while. But they proved to be so pop-
ular with the fans it was decided that, toward the end of
the series, they had to make another appearance.

ANIMERICA: All of Tenchil’s actors certainly do a good job
in creating zany characters. Were you there when the
decisions were made on the voice-cast?

HAYASHI: I chose them all myself.

ANIMERICA: Really? How about the character of Ryoko?
Did she turn out as you’d hoped?

HAYASHI: I'd have to say yes, the voice pretty much fit the
image I had of her in my head. And there were no con-
flicts with the sponsor over casting her, so.... Fortunately,
pre-production on this video was long enough that we
were able to think about who we wanted for which roles
and which recording director we wanted to use. Some of
our initial choices may not have been realistic, for what-
ever reason, but in the end, I think we ended up with
most of the cast we wanted. There were several candi-
dates for Kagato’ voice, for example, but one important
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consideration was purely practical—we needed someone
who would be easy to work with. And thats how we
ended up with Norio Wakamoto.

ANIMERICA: And as the series’ sole villain, he doesn’t
have any gag lines.

HAYASHL: Well, there were plans to make him more
humorous, but there was a concern that no one would
understand the humor. Actually, I put a lot of humor into
the character, but I don' think anyone got it.

ANIMERICA: Going back a little in the series, that first
episode really was like a two-person show, wasn't it. It
was like a dialogue.

HAYASHL: In retrospect, I think maybe it was a mistake.
[LAUGHS)]

ANIMERICA: And before the OAV series was even animat-
ed, there was a drama CD released. I'm assuming that
means the plot was already written up by that point...?

HAYASHL: Yes, that’s right. And it’s true for all the CDs to
come. Personally, I enjoy the drama CDs. For me, the
world of Tenchi! isn't fixated solely on the animation. I've
always wanted the characters to create an interesting
world of their own. The thing about drama CDs is, some-
times when you're working on a film, physical limitations
pop up and things don't go as you planned. With drama
CDs, though, 1 can capture the atmosphere of a particu-
lar moment, and the listener is able to get a feel for the
series as a whole within a very short amount of time.

ANIMERICA: Some parts of Tenchi Muyod! are very
comedic. Are you a big fan of comedy?

HAYASHL: | love comedy movies and slapstick movies.
Those really silly American movies, those super-ridicu-
lous ones. I like those.

ANIMERICA: Bugs Bunny, that sort of thing?

HAYASHI: Oh, yes. In live-action, I like Top Secret and Hot
Shots and The Naked Gun.

ANIMERICA: Comedys difficult, isn't it. You can'’t always
anticipate how the humor will turn out, and you've said
before that the audience didn't always laugh where you'd
intended they would.

HAYASHI: That's right. Writing a script for something silly
has its own dangers. You know very well how silly it is,
and yet you still have to spend months producing it. You
need a certain kind of enthusiasm to motivate you
through something like that. You start out intending to
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make a certain part silly, but half a year into production,
it’s no longer so hilarious. I guess the issue is how to keep
up the spontaneity.

ANIMERICA: For example, an idea can be funny when you
first think it up, but when it’s actually produced, it loses
something. Then again, the audience will be seeing it for
the first time, and who knows how they’ll respond? As
director, you've got to make sure that that dramatic ten-
sion is maintained. That’s tough work.

HAYASHI: No kidding. You start to wonder how some-
thing like one of those silly films I mentioned previously
can manage to be so funny. Tenchi! was the first time 1
could really explore the comedic potential of animation,
and I'm sure there are many places where my lack of
experience shows.

ANIMERICA: Is there a Tenchi Muyé! manga version?

HAYASHI: Actually, there is. I think its being published in
Comic DrRaGON [Kadokawa’s monthly manga magazine—Ed.].

ANIMERICA: At Comic Market, I hear they’re selling par-
ody fanzines (dojinshi) of Tenchi Muyé! rather successful-
ly. Isn't it sort of ironic how the fanzines can be parody-
ing a work which is itself supposed to be a parody...?

HAYASHI: It does feel strange. As I said before, in creating
Tenchi!, we felt we had borrowed so much from other
works. We thought we were doing the parody. [LAUGHS]

ANIMERICA: Once you send an artistic work out into the
world, people start to make it their own. They cherish it
in its own right.

HAYASHL: Yes. I'm glad to see that our story is taking on a
life of its own, so to speak.

ANIMERICA: Did you feel that way during production?
For example, did the characters start to take on lives of
their own during the dubbing process?

HAYASHI: Sure, but the phenomenon wasnt limited to
me. The lyricist understood the characters, and wrote
songs appropriate for them without instruction from me.

ANIMERICA: Let’s talk about the Tenchi! English version.
Have you seen it? How do you like it?

HAYASHL: 've only seen the first volume, but the voices
are really similar. I dont want this to come off the wrong
way, but I used to think that there weren't any foreign
voice-actors who could act. 1 was never impressed by
what little I've seen of the European-dubbed Japanese
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animation. So, relatively speaking, 1 was pleased to dis-
cover, in the English version, that we had people with
similar voices who could really act.

ANIMERICA: How about the next series? 1 understand
you're not directly involved in the new Tenchi! OAV series.

HAYASHI: That’s right.

ANIMERICA: Your involvement is limited to “original
concept”...?

HAYASHI: Content-wise, I'm not involved at all. I'm still
working on the drama CDs and the songs, but not in
the animation.

ANIMERICA: So what’s the next project? What will you
work on next?

HAYASHI: It’s an original story called El-Hazard. The story
is straight out of those old science-fiction pulp maga-
zines. I've always loved those stories. The “Mars” books
by Edgar Rice Burroughs, Edmond Hamilton. ...

ANIMERICA: Is El-Hazard an adventure story?

HAYASHI: Well, I'd like to make it similar to Tenchil, in
that the characters will always be the focus. In the case of
Tenchil, the aliens came to Earth. In my new story, the
people of Earth will travel to alien worlds. 1t'll be like E.E.
Doc Smith’s “Skylark” series.

ANIMERICA: The sci-fi stories of a more innocent age.

HAYASHI: Exactly. Those stories have a kind of anything-
goes atmosphere that doesn’t demand constant rational-
ization by the reader. It's the kind of place where a char-
acter can use an atomic gun without batting an eye, never
mind radioactive side-effects. [LAUGHS]

ANIMERICA: Do you intend to have flying machines with-
out a word of technical explanation, then?

HAYASHI: Just block the seventh ray. Fill the tank and
you're off...!

Tenchi Muya!

ANIMERICA: Hey, wait a minute! [LAUGHS]

HAYASHI: There’ this experiment which accidentally cre-
ates a special solution, see. When you put metal into it, it
floats...! This is the kind of simple-minded story I'm talk-
ing about. A parody of the pulp magazine stories of old.
Thats the flavor I'm going for.

ANIMERICA: So you're not going to sweat the techni-
cal details...? All the mecha has to do is move, that
sort of thing?

HAYASHI: Actually, I love mecha. Real mecha, that is. I
love to just sit and stare at motorcycle engines. The only
problem is, it makes mecha that exists only on paper even
less substantial. But these days, 1 don't really understand
these recent engines. I used to like taking them apart, but
the modern ones are just too complex...even mechanics
have trouble with them nowadays. One thing 1 do enjoy

is games. There’s a game section at
A.1C., and I work on projects

there from time to time.

ANIMERICA: Game pro-
jects? Anything coming
up soon you can tell us
about?
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HAYASHE: I think the first one to come out under our own
name will be a Tenchil game. A simple game, really—an
adventure game. Like the ones on the NEC PC-98.
Sometimes, when 1 play other games, I think about how
I'd do them differently. If I ever get the chance, I'd like to
see what I can come up with. Maybe something a little
more complicated.

ANIMERICA: It's not shoot-‘em-up games for you, though.

HAYASHI: That’s right. It’s adventure games for me. 1 have
a lot of ambitions in regard to games. There is such a
thing as an optimum medium for a story. For example,
some stories may not be appropriate for making into
films, but they may be enough to make a game. Our com-
pany is in the position where it can do things like that
now. Not that I'd write the program myself, mind you.
[LAUGHS]

ANIMERICA: Finally, do you have a message for your
English-speaking fans?

HAYASHI: I'm not very good at this sort of thing...let’s just
say that [ wanted to make something comedic for you, the
fans, something you could enjoy even if you don't neces-

sarily understand the language. I hope that I've succeeded.

fter conquering America with the pointy-haired

space pirates, galactic manhunters, and cute 1i’l

cabbits in Tenchi Muyod!, the work-in-progress
that Hayashi refers to in this interview, El-Hazard, became
a reality in 1995 as an OAV series entitled Shinpi no Sekai
El-Hazard (“World of Mysteries El-Hazard”) released in
the U.S. under the title El-Hazard, the Magnificent World.
Co-written by Hayashi and screenwriter Ryoe Tsukimura,
El-Hazard retooled the age-old Prisoner of Zenda prince-
switches-with-pauper plotline by replacing the prince
with a princess and making her doppelgénger a Japanese
schoolboy who must cross-dress to fulfill his role, with
the expected hijinks to ensue.

With its nonstop innuendo and light-hearted pulp
sci-fi fantasy setting, El-Hazard would eventually go on to
achieve almost as much popularity as Tenchi! itself, pro-
ducing a 1995 OAV series, followed by a 1996 TV series
and, in 1997, a second OAV series. Tenchi! itself contin-
ues without Hayashi’s involvement, with a second OAV
series (already in release in Japan at the time of this inter-
view), two TV series and two theatrical features so far.
The Japanese manga adaption of Tenchil—which, in a rare
turnaround, wasn't produced until after the animation—
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has since been translated into English and released in the
States under a title which is an approximate translation of
the Japanese series’ title, the No Need For Tenchi! by-now
so familiar to U.S. fans. An original American comic
based on the series has also been produced.

As for what Hayashi might create in the future, who
knows what a man with such a knack for balancing grit

and slapstick might come up with next?

El-Hazard, The Magnificent World
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Spanning two six-episode OAVs series, two OAV specials, three spin-off TV series—a
second Tenchi! TV series, The New Tenchi Muyd!, just started in Japan—as well as a
full-length theatrical feature, the anime series known as Tenchi Muyé! (a.k.a. “No Need
For Tenchi,” which is perhaps its closest English translation) has become, since its 1992
Japan debut, a bonafide phenomenon. Credited during the first OAV series for “original
story,” Hayashi’s involvement in the series varies wildly; in some episodes, he's original
story/director/screenwriter; in others, he also gets a storyboards or “art continuity (e-
konte)" credit tagged on. In later series—the second Tenchi! OAV series, the Tenchi! 0AV
specials, the Tenchi! TV series, the Tenchi! movie—Hayashi isn't credited at all; for that
reason, those series aren't listed. Note that, although there are currently two separate
Tenchi! comics being published in the U.S.—an English-translated Japanese adaptation
from Viz Comics, as well as a “made in America” version from series distributor Pioneer
LDCA—Hayashi the animator is involved creatively with neither.

Black Magic M-66
73993y IM66
Key Animator
One-shot OAV (1987) based on the original manga by Ghost in the Shells
Masamune Shirow. DOMESTIC RELEASE TITLE: Black Magic M-66(u.s
Renditions/Manga Entertainment)

Mary{ Senki (“Dragon Century”)
RRREAC
Key Animator
Three-episode OAV series (1987-89); features animation direction and character
designs by Moldiver's Hiroyuki Kitazume, as well as monster designs by /czer-
One and Yotoden's Junichi Watanabe. DOMESTIC RELEASE TITLE: Dragon
Century (U s. Renditions)

Bubblegum Crisis 4: Revenge Road
NINHLD 54 2A@Revenge Road
Director
Fourth episode in the first Bubblegum Crisis OAV series (1988). DOMESTIC
RELEASE TITLE: Bubblegum Crisis 4: Revenge Road (Aninigo)

Explorer Woman Ray
IJRA7A-5—-9—=3 - bA
Director
Two-episode OAV series (1989); in the first, Hayashi is assistant director, while
in the second, he moves up to director. DOMESTIC RELEASE TITLE: Explorer
Woman Ray (us. Manga Corps)

Gall Force 2: Destruction
ANT =22 : F4RS0ay
Episode Director
Second episode in the first Gall Force OAV series (1990). DOMESTIC RELEASE
TITLE: Gall Force 2: Destructionu s Manga Corps)

Boken! Iczer-3 (“Adventure! Iczer-3")
BR'€4549—3
Storyboards
Six-episode OAV series (1990) detailing the exploits of android Iczer-1's younger
“sister,” voiced in the Japanese version by female pro wrestler Cutey Suzuki.
DOMESTIC RELEASE TITLE: Iczer-3 (us. Manga Corps)

Sol Bianca
YiIV-E7>h
Original Creator / Assistant Director
Two-volume OAV series (1990-91) in which five-woman pirate team named after
the months of the year (Janny, Feb, April, etc.) set sail for sci-fi adventure.
Hayashi moves up to director as of second volume. DOMESTIC RELEASE TITLE:
Sol Bianca (A0 Vision)

Tenchi Muyd! Ryo-6-ki

KER! (Vr5E5%)

Director / Original Concept, also Screenplay / Art Continuity
First, six-episode Tenchi! OAV series (1992-93). DOMESTIC RELEASE TITLE:
Tenchi Muyé! (Pioneer LOCA)
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Shinpi no Sekai El-Hazard (“*Holy World' El-Hazard")
BROERIIINY— K

Director / Original Story

Seven-episode OAV series (1995-96). DOMESTIC RELEASE TITLE: El-Hazard
the Magnificent World (Pioneer L0CA)

Shinpi no Sekai El-Hazard

BMBOMRTILNY— K

Original Concept / Series Coordination

26-episode follow-up TV series (1995-36) to the original OAVs; directed by
Bubblegum Crisis' Katsuhito Akiyama. DOMESTIC RELEASE TITLE: The
Wanderers: El-Hazard TV Series (Pioncer LDCA)

Mahé Shéjo Pretty Sammy (““Magical Girl’ Pretty Sammy”)
RELRTIT 43I~

Original Concept

Ongoing AV spin-off series (1936-97). As of this writing, the first two volumes
have been released domestically. DOMESTIC RELEASE TITLE: Tenchi Muyé!
Pretty Sammy the Magical Girl Pioneer LDCA)

Mahd Shojo Pretty Sammy
RELaTUF4 I~
Director

26-episode follow-up TV series (1996-97) to the original OAVs. TV SERIES CUR-
RENTLY IMPORT ONLY

Shinpi no Sekai El-Hazard 2
#MBOHRIING—K2
Original Concept

Follow-up OAV series (1997~ ); only two volumes available as of press time.
CURRENTLY IMPORT ONLY

Dai-Undokai (“Great Sports Meet”)
KZES : Battle Athletess

Director / Original Story

Hayashi parts with the Tenchi! franchise at last with this latest OAV (and, in a
last-minute update, television) work (1997~ ). Note that the producer-supplied
English subtitle, "Battle Athletess,” is not represented in the Japanese, kanji-
only title. CURRENTLY IMPORT ONLY

~a
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kL

Japanese comics or “manga” series; may or may not be available in foreign-language
(i.e., English) version

TV series broadcast on-air in Japan. Note that, in the U.S., Japanese TV series are both
broadcast on-air (Ronin Warriors) and released on home video (Ranma 1/2). Others
(Sailor Moon, Dragon Ball) are available both in broadcast and home video versions

Direct-to-home-video series; may also include compilations of TV episodes released to
home video market

Theatrical feature; may or may not receive equivalent theatrical release for U.S. version



D) Haruka Takachiho

Interviewed by Takayuki Karahashi (1994)

f Haruka Takachiho (autonym: Kimiyoshi Takekawa)

isn't the patron saint of Japanese science fiction fan-

boys, he probably should be. Best-known as the man
who created Crusher Joe and the Dirty Pair, one thing
most English-speaking fans probably aren’t aware of is,
Haruka Takachiho is also an author in his own right.

With his forthright views and championship of the
little-appreciated genre of Japanese science fiction, his is
a convincing voice for the reexamination of the outdat-
ed notion that science fiction is something that only
Americans can understand. Just as the ending song from
the Dirty Pair television series goes (“dirty stormy des-
tiny,” indeed), Takachiho is a man for whom fate has a
lot in store.

The beginning was in 1970, the year Haruka
Takachiho went off to college and attended his first sci-
ence fiction convention. It was at that convention that he
met the people who would become the founding mem-
bers of Studio Nue, among them convention chair
Masahiro Noda, now a noted translator of science fiction.

“A bunch of science fiction buddies who met each
other at science fiction conventions got together and
founded Crystal Art Studio in hopes of doing science fic-
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tion work. But once we got started, there was very little
related to science fiction. Instead, we got work for ani-
mation designs, and staff work for a children’s education-
al show,” as Takachiho explains.

Their first animation series was Zero Tester, a
Thunderbirds-inspired tale first broadcast in 1973, the
same year that Casshan, Cutey Honey and Doraemon pre-
miered. As the projects which followed Zero Tester grew
farther and farther away from what Crystal Art was
formed to do—work on science fiction—the decision was
made to disband the company and start it all over, this
time under a new name.

“Our company was like a collective of people doing
things that they themselves weren't sure of, never mind
explaining to others,” remarks Takachiho. “Nue’ refers to
the Oriental version of the chimera. So, as an indescrib-
able studio doing indescribable work, we decided to call
ourselves Studio Nue.”

Until Nue, mecha design was something handled by
in-house designers as the need arose. As “outside” spe-
cialists hired to design props, the work on Zero Tester
gained them a reputation for the innovative, and it wasn't
long before they were being asked to work on now-leg-
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endary, mecha-heavy shows such as Yiisha Raideen, Uchi
Senkan Yamato, Sei-Senshi Dunbine, Combattler V and
Toshé Daimos.

His involvement in Nue aside, however, it wasn’t until
Takachiho began his next vocation as a writer that his
reputation really began to pick up steam. With the publi-
cation of two novels—the science fiction action classic
Crusher Joe, and the by-now infamous Great Adventures of
the Dirty Pair, which was printed in Japan, in English—
Takachiho was setting in action a chain of events which
would culminate in a degree of international fame only
dreamed of by struggling young animators.

A part of anime apocrypha in its own right, it was the
scene-stealing Dirty Pair in 1983% Crusher Joe theatrical
feature which thrust Takachiho into the hearts of anime
fans forever. With a continuing video series from Los
Angeles-based Streamline Pictures (the Affair of Nolandia
OAV and, later, the Project Eden movie) and a manga-style
original comic from Dark Horse (also serialized in the
U.K.5 MANGA MANIA magazine), the multinational, multi-
media Dirty Pair phenomenon proved forever in the
minds of anime fans that you never can have too much
firepower or too much cleavage.

“I think this story is already well-known in the U.S..”
Takachiho says in reference to the start of the series, “but
back at the time the Dirty Pair was created, there was a
very popular women’s pro wrestling organization known
as the WWWA. And there was this women’s tag team by
the name of ‘Beauty Pair.’ I got the inspiration from their
name and came up with a completely unrelated story.”

But even with the heavy responsibility that comes
along with being “Father of the Dirty Pair,” Takachiho has
never forgotten his roots as a science fiction fan. He still
finds time to run a computer bulletin board system
(Kadokawa Shotens Comptique BBS), and he regularly
touches base with online fans in the “Miiko’s Room” sub-
board of the FANMIX forum on Nifty Serve, Japan’s
answer to CompuServe.

Perhaps it is just such a base that keeps him con-
stantly thinking of ways to update his most famous cre-
ations, such as in the recent DP remake, hot on the
Japanese market at the time of this interview—Dirty Pair
Flash, six-volume OAV series and, basically, a prequel of
sorts, which places a brand-new (and, as ever, scantily
clad) Pair in a bold, new future.

ANIMERICA: You were a founding member and president
of Studio Nue.
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rika Takachit

TAKACHIHO: Yes, 1 was president from the start.

ANIMERICA: But one day, you decided to become a writer
instead.

TAKACHIHO: Nue was a group of creative types, and cre-
ative people aren’t necessarily good at running a business.
We needed someone who could do administrative,
accounting, and marketing tasks. I had a knack for them,
so I tended toward that position. But it was a company
full of creative types, after all, and 1 had my own creative
urges. One day I wrote out an idea I'd been carrying
around for a long time and showed it to a publisher. They
said, “Let’s publish it.” After that decision was made, they
asked me who 1 wanted for cover art and illustrations.
Since Studio Nue produces illustrations for science fic-
tion, among other things, they thought I'd use one of my
own artists. But I happened to know an animator named
Yoshikazu Yasuhiko, although no one else seemed to
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know about him back then except perhaps for fans who
were really into animation. I'd worked with him on Yasha
(“Brave”) Raideen and 1 knew how good an artist he was,
so 1 requested him. And thats how the Crusher Joe novel
came into being.

ANIMERICA: Ah, Crusher Joe, the space opera. Were there
any space operas in Japanese science fiction literature
before Crusher Joe...?

TAKACHIHO: There were a few, but Japan also had the
wonderful manga artist Osamu Tezuka, and it was he
who established the genre as something which had tradi-
tionally been depicted through manga. The result was
that, although there were many space opera manga, there
were very few space opera novels. Japanese science fiction
was heavily influenced by the likes of Arthur C. Clarke,
Isaac Asimov and Robert Heinleins work during the
1950s, so the mainstream literature at that time was
heavy science fiction in that vein. Everyone thought space
opera was nothing more than a manga genre. So when 1
incorporated that kind of American style into a space
opera novel, it was thought to be refreshing.

ANIMERICA: What was it like, making the transition to
writing as a career? You didnt undergo some furtive,

ANIMERICA: How about other books? What have you
written outside the sci-fi field?

TAKACHIHO: I've been keenly interested in the idea of
physical training and fighting for some time now, so in
addition to science fiction, I've written quite a few martial
arts novels. For that purpose, I've interviewed people
doing karate, aikido, shorinji kenpo, etc.

ANIMERICA: Do you ever take part in such activities your-
self?

TAKACHIHO: Only a little judo in junior high. 1 haven't
done much in the way of martial arts beyond that. [ have
met a few masters, though, and I think I have a feel for it,
and 1 know enough to discern techniques. The other day,
for example, 1 began sending my son off for kung fu
lessons. Kung fu has many top-class techniques that the
world should know about, so I'm writing about them in
my books. Those who are into martial arts are probably
quite aware that the stuff you see in movies is all faked
and scripted. Those really high kicks aren’t very practical,
after all. I wish people could see what sort of moves are
really used to kill people.

ANIMERICA: Isaac Asimov used to say that science fic-
tion is a literary genre unique to the U.S., and that it

| like pro wrestling very much, so there are
times when | borrow names from it, but it's not
really with the intention of creating homages.

doesn't really exist in other countries. In your opinion,
are there real science fiction authors who write real sci-
ence fiction in Japan?

ridiculously rigorous training that had you coughing up
blood or anything like that...?

TAKACHIHO: Not at all. [LAUGHS] 1 actually finished my

first novel in two weeks.
ANIMERICA: So it all came to you naturally, then?

TAKACHIHO: Well, 1 was writing scripts and whatnot
before then, and I'd always loved to write, so I had no
trouble writing. Except that I hadn't worked on anything
of any length, so 1 was a little nervous, wondering if 1
could wrap it up well. I think it turned out all right.

ANIMERICA: You've told us the Dirty Pair was born from
women’s pro wrestling. Are there any other homages to
wrestling in your work?

TAKACHIHO: No, not too many, although “Crusher Joe”
comes from a pro wrestler named Crusher. 1 like pro
wrestling very much, so there are times when 1 borrow
names from it, but it’s not really with the intention of cre-
ating homages.
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TAKACHIHO: 1 would say that Sakyo Komatsu has writ-
ten novels of which the world would be proud. I think
he might not be known in the U.S. for anything other
than his novel Japan Sinks, but his stories have content
and scale comparable to Clarke. As for hard science fic-
tion, a writer by the name of Akira Hori writes stories
constructed from awe-inspiring details of scientific
knowledge. Sure, I think Japanese science fiction has
many high-level stories.

ANIMERICA: But will they ever be translated and pub-
lished outside of Japan?

TAKACHIHO: That doesn't happen often. Stories chosen
for publication tend to be short stories with “Japanesque”
sentiments. I'm not convinced that the full potential of
Japanese science fiction in translation has been explored.

ANIMERICA: Would you say that the stories which are
translated are chosen for their Orientalism? The so-called
mystique of the Orient?

TAKACHIHO: Yes, [ would.
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ANIMERICA: But the Dirty Pair was translated into
English....

TAKACHIHO: That was translated for the Japanese market
and published in English for the Japanese market, so I'd
say it5 a little different from the translations we're talking
about. If there were to be opportunities for translation,
there are many stories, not necessarily mine, which I
would like American people to read. Many of Komatsu’s
stories, for example.

ANIMERICA: Such as “The Day of Resurrection,” perhaps?

TAKACHIHO: Well, that one was made into a movie
[released in 1980 under the title Virus, starring Sonny Chiba,
Glenn Ford and Olivia Hussey—FEd.], but there are far better
Komatsu stories such as “Who Will Take Over?” or “At the
End of the Infinite Flow” or “The Gordian Knot.” 1 think
American readers would be shocked silly to read these
works in translation. I think they’d be surprised to know
these kinds of stories even existed. I'll tell you right now
that some stories seem to get translated in Japanese almost
automatically, and should you win a Hugo, why, thats even
better. I wish books rated as highly in Japan could get the
same kind of treatment when they go overseas.

ANIMERICA: It’s rare to hear of even Seiun Award winners
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[said to be the Japanese equivalent to the Hugo—Ed.] getting
translated into English.

TAKACHIHO: Not just Seiun winners, though, but all the
classics we Japanese read and grew up on. Such as
Komatsu and Yasutaka Tsutsui. I think its no good if the
classics don't get translated first.

ANIMERICA: On the other hand, a comic version of Dirty
Pair is published in English from Dark Horse.

TAKACHIHO: I attribute this mostly to the power of ani-
mation. Basically, it has pictures despite the language bar-
rier. I think animation fares better if only for the pictures.
[ think thats how a comic version can spring up or the
story itself can become known—animation is a means to
overcoming the language barrier. There are a few works
made with science fiction in mind, such as The Wings of
Honneamise, and do I think its possible to show the cal-
iber of Japanese science fiction through such works.

ANIMERICA: The Dark Horse Comics Dirty Pair is an orig-
inal story. How do you like it?

TAKACHIHO: I tend to think that visual works—including
the English comic version, the manga version, the ani-
mated version, all versions—are fundamentally different
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from the novel. For example, I always ask that they come
up with an original story when they animate a work of
mine. [ have a belief that a sufficiently well-written novel
cannot be improved by a translation into a visual medi-
um, which is why I make this request. And so, in answer
to your question, and without commenting on
the story itself, I think original stories

Dirty Pair Flash

must be something suitable for the
comic medium.

ANIMERICA: Do you have any ideas for
a live-action Dirty Pair?

TAKACHIHO: No, 1 can't say I've been
approached with that one...at least,
not yet. [LAUGHS]

ANIMERICA: What if such a feature
were to be made in Japan or Hollywood? Have you
given any thoughts to casting?

TAKACHIHO: [ love movies very much, but I also love
animation very much, too. This time around, Dirty
Pair underwent a remake, and I've been terribly excit-
ed about it. It was fortunate for me that I happened to TAKACHIHO:
[ don't really talk
with fans. For one
thing, there’s a big age gap.
Even though I like to think I'm
still young myself, most of my read-
ers are the same age as my son. When I try

start a company wanting to go into science fiction and
ending up in animation, but I like animation, after all,
and I really like to immerse myself in the details of
its production. ...All of which goes to say, I'd like
to continue writing stories with an eye toward

having them animated eventually.
to talk to them, it starts to sound more like an
ANIMERICA: Do you have any favorite

animation titles?

old man lecturing a bunch of kids rather than an
honest dialogue. [LAUGHS] So I try not to poke my

TAKACHIHO: I have to say I mainly nose into such affairs.

watch Hayao Miyazakis animation. ANIMERICA: Is that so? It was my understanding that you
For my viewing material, its watching stories with @ ran some science fiction conventions after you went pro.

happy ending and without evil people, so thats what I And before then, you were involved in the science fiction
tend to end up watching. As for my own work, Crusher  world, were you not?

Joe was my first, so my feelings for it run deep. And of
TAKACHIHO: Yes, but I was still young, then. I started my

course, 1 have other works of which I'm fond for vari-
company when I was 20 or 21 years old. I was still busy

ous reasons. A o ‘
doing fan activities until I was 25 or so. —Hey, 1 was

ANIMERICA: But in your own Dirty Pair and Crusher Joe, young, back then. [LAUGHS] Its a carryover from those
evil people are everywhere, and people die right and  days to think of myself as being young.. . well, you know
left. ... how it is.

TAKACHIHO: It’s different when we’re talking about my ~ ANIMERICA: Lets talk about your hobbies. Pro wrestling,
stories. [LAUGHS] They tend to go in different directions martial arts, skiing, that type of thing?

than the shows I choose to watch. ) )
TAKACHIHO: Those, and until recently, I was also into

ANIMERICA: I understand you're involved in running a motorcycles, at least until I hurt my back. [LAUGHS]
BBS. Do you value your connections to fandom? These days, I'd say I'm more into skiing.
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ANIMERICA: These are all high-adrenaline activities,
wouldn't you say?

TAKACHIHO: [LAUGHS] When [ was a kid, and until [ was
in junior high, I was into reading manga and books. I was
the type who stayed inside the house all the time. I rarely
exercised—I guess you could say I had a little complex
going against it. I was suddenly enlightened around the
age of thirty or so. I realized that I should be moving my
body more often and started to get into many activities.
So these sports are things I began to do in the last ten
years or so.

ANIMERICA: You like adrenaline, then? Dirty Pair and
Crusher Joe both look like they were written on it, and it’s
an element in other works of yours yet to be animated,
as well.

TAKACHIHO: You could say [ have an admiration for all
things powerful.

ANIMERICA: What about tractors?

TAKACHIHO: Not tractors. [LAUGHS] More like those pow-
erhouse wrestlers in pro wrestling. Not the Hulk Hogan
type; more like the Road Warriors, you know? If you're
familiar with pro wrestling, you'll know what I'm talking
about. [LAUGHS]

ANIMERICA: You also seem to be into technical things
such as networking and computers. Are you also interest-
ed in computer games or ham radio?

TAKACHIHO: I'm completely inept at games. I'm just no
good at them. I was really into ham radio when [ was a
kid. The problem was, 1 was a kid—I couldn’t obtain the
equipment. I've lived thus far without obtaining a license.
I have a stronger interest in hardware, gadgets and such.
Also, things with motors. Among plastic models, I prefer
the ones with motorized parts which move and trans-
form. I've always liked those kinds of models.

ANIMERICA: A battery-operated Valkyrie, for example?

TAKACHIHO: ...That becomes business, so its not as
interesting. It’s the same with skiing and martial arts. 1 got
into them as hobbies, but I'd use them for my writing,
and they became work. Then I'd start thinking about how
I could use them in my work, and I'd lose interest and
could no longer enjoy them as hobbies. It's a habit of
mine, a...how do you say it? Its like the destiny of a nov-
elist. The pattern is that I think I'm enjoying something
purely for pleasure, but eventually it becomes a part of
work, and then I can’t think of it as anything but source
material for writing.
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ANIMERICA: Speaking of Valkyries, Macross is another
Studio Nue show.

TAKACHIHO: Yes. That was from a different depart-
ment, but we worked on that show, too. Macross was of
Shoji Kawamori and Kazuki Miyatake lineage. But 1
wasn't managing it, so [ didn’t know about the
progress of that project.

ANIMERICA: At that time, you were already Haruka
Takachiho the writer.

TAKACHIHO: Yes, it was nothing but writing by that time,
and I'd already resigned as president.

ANIMERICA: What’s your relationship with Studio Nue
been like since you became a writer?

TAKACHIHO: Nue handles copyright management, and
it’s still that way. For example, Dirty Pair is copyrighted
Haruka Takachiho and Studio Nue.

ANIMERICA: So Nue is your manager.

TAKACHIHO: Yes, and they get a percentage of my
income. On the other hand, they also work on animation
projects on their own. Right now, Kawamori is working
on some Macross project with Nue. I'm not really familiar
with it; its called Macross Plus. 1 got a report about it.
They seem to be working on it in conjunction with a TV
version. Anyway, they let me make a new CD since they
made the six-volume Dirty Pair Flash OAV series.

ANIMERICA: Will you be singing on this CD?

TAKACHIHO: 1 won't be singing, but Rika Matsumoto and
Mariko Koda, who respectively play Yuri and Kei in the
new DP feature, will be. They've released CDs before and
can sing, even though they’re voice-actors. I submitted a
project proposal saying I wanted to make a CD with dra-
matic dialog and songs in it, and it was accepted. It’s been
ten years since I last wrote a script, not since Crusher Joe.

ANIMERICA: Would you say that this, too, is another ver-
sion of the Dirty Pair?

TAKACHIHO: You could say that. Its scheduled for release
on April 25. Its called “Yuri and Kei: The Angels’
Holiday.” They’re on vacation, you see.

ANIMERICA: In closing, do you have a message for your
fans in the English-speaking world?

TAKACHIHO: Well, lets see. I've written many space
operas, but I've also written many other kinds of novels.
1 wish you could read all these books from different gen-
res. Of course, if they could be animated. ..the novels may
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be in Japanese, but you might have an easier time watch-
ing them in animation. I'd like to campaign to get at least
some of them animated so that they could be seen not
just in Japan, but by people in America, as well. So if
you'd like to see that happen too, please root for me. I
think that's what I'd like to say.

| afterword

ince the time of this interview, Dirty Pair Flash has

gone on to produce a second OAV series in Japan,

Dirty Pair Flash 2. In America, the original “Dirty
Pair” are enjoying great success, not just for their animat-
ed adaptations, but in an original made-in-America comic
version, as well.

Conceived of by Toren Smith—head of Studio Proteus,
one of the earliest and most influential translation studios
in the American anime/manga industry—and artist Adam
Warren, who’s worked on a Teen Titans one-shot and Gen
13 comic mini-series, the American Dirty Pair comic
draws its inspiration directly from Takachihos original
“character concepts,” which left Smith and Warren (in
later installments, Warren produces the series solo) free to
come up with their own mythology and adventures for the
infamous Pair. Warren is also scheduled to work on anoth-
er installment in the “made in America” Bubblegum Crisis
marnga series, to be titled “Meat Jacket.”

As of 1997, both the animated Dirty Pair movies and
the Crusher jJoe films are available in the U.S., with Dirty
Pair Flash soon to join them. As for future projects—espe-
cially science fiction projects—what Takachiho has in
mind has yet to be seen.
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MANGA &8

Note that, although they're listed here under “manga,” none of the following works are,
in fact, Japanese comics, but novels written in Japanese. In the case of the Dirty Pair
novel, the story was animated, and eventually released here in the U.S. as a “manga-
style” American comic written in English by Toren Smith and Adam Warren. Although
Toren has since left the series in order to concentrate on comics produced under his own
flourishing “Studio Proteus” imprint, Warren keeps the legend alive, gaining notoriety
and high acclaim most recently for his work on “(Bootleg) Gen 13," a mainstream title
loaded to the gills with anime, manga, and Hong Kong action flick in-jokes. For more
information on Takachiho's novels, try www . s fwj . ox . jp on the World-Wide Web.

&= Crusher Joe: Wakusei Pizan no Kiki
("Crusher Joe: Crisis on Planet Pizan")
US5yr—-2av BEEYORK
Author

Published in 1977; Takachiho's debut as a writer. Followed by several sequels.
CURRENTLY IMPORT ONLY

Dirty Pair no Dai-Bdken
(“The Great Adventures of the Dirty Pair”)
Y—F 4 RT7DKEK

Author
Published in 1987. In addition to unleashing upon an unsuspecting public the
chaos that is Kei and Yuri, the so-called “Dirty Pa—" ...Uh, make that

“Lovely Angels”... Anyway, in addition to introducing the characters, the Dirty
Pair no Dai-B6ken novel went on to win the Seiun Award, the Japanese
equivalent to the Hugo. Illustration by Yoshikazu Yasuhiko (Gundam), with
translation by David Lewis. Followed by a sequel, Dirty Pair no Dai-Gyakush(
(“The Great Counterattack of the Dirty Pair”). ENGLISH-LANGUAGE RELEASE
TITLE: Great Adventures of the Dirty Pair (Kodansha English Library)

ANIME 7=-X

Compared to some of the creators in this book, Takachiho's anime contributions may
seem a bit slim, but don't let that fool you—active as a writer for more years than
some might like to count, Takachiho is a fixture in the science fiction communities of
his native Japan, known not only as a novelist and anime screenwriter/producer, but as
a Net-happy onliner whose locally operated BBS attracts fans of a similar stripe from
all over cyberspace.

H Crusher Joe
U5yy—-2av
Original Story / Screenplay / Editorial Supervision
131-minute theatrical feature (1983). An animated, large-scale sci-fi spectacular
that's also not without its humor. Features the first-ever animated appearance
of the Dirty Pair, the terrible twosome who would go on to star in one of the
most successful series in studio Sunrise’s history. Directed, co-scripted, partially
animated, character designed, and storyboarded by Yoshikazu Yasuhiko (Arion,
Gundam, Venus Wars). DOMESTIC RELEASE TITLE: Crusher Joe: The Movie
(AnimEigo)

Dirty Pair

F—F4RT

Original Story

24-episode TV series (1985); based on Takachiho’s novel of the same name,
with character designs by a then-novice Tsukasa Dokite (animation director,
Urusei Yatsura), as heavily influenced by Yasuhiko's original novel illustrations.
A fumetti-style “anime film comic” series using actual production cels from the
show is also available domestically (with dialogue in English) through Viz
Comics. Note that the TV series is also available in Japan in a variety of re-
edited and re-released compilation formats. CURRENTLY IMPORT ONLY

Dirty Pair no Dai-Shdbu: Nolandia no Nazo

(“The Dirty Pair's Great Victory: The Mystery of Nolandia”)
Y—FARTDRBE : /-5 T4 70

Original Story

55-minute, one-shot QAV (1985); first of non-TV Dirty Pair “spin-off” projects. In
a break with the established Yasuhiko designs, character designer Dokite takes
a chance and goes for a more “realistic” look with Kei and Yuri. (We'll leave it

to you to determine whether or not his gamble was successful.) DOMESTIC
RELEASE TITLE: Dirty Pair: The Affair of Nolandia (streamiine Pictures)

Dirty Pair: Gekijo Ban (“Dirty Pair: The Movie")

=T 4 R7 : BBk

Original Story / Planning Coordinator

80-minute theatrical feature (1987); all-new original story (with a very stylish,
“Bond, James Bond"-type opening) in which the Pair square off against a wacky
mad scientist, and Kei gets a new boyfriend. DOMESTIC RELEASE TITLE: Dirty
Pair Project Eden (seaniine Pictures)

Dirty Pair

Y—F4R7

Original Story

Five-volume OAV series (1987); revised Dokite character designs feature a
return to a more “anime” style than the “realism” of Nolandia. In its original
Japanese release, two OAVs were included on each volume, for a total of 10
original anime videos. CURRENTLY IMPORT ONLY

Crusher Joe: Hyoketsu Kangoku no Wana and Saishii Heiki Ash
(“Crusher Joe: The ice-Hell Trap” and “Crusher Joe: Final Weapon Ash”)
I5yry— T30 KBREROR & BERAHRT v a2

Original Story

Two-volume OAV series (1989). Six years after the original Crusher Joe movie,
the Crusher Team is back for direct-to-home-video adventures. Character design
is by Yasuhiko, while mecha design is by Macross' Shoji Kawamori. DOMESTIC
RELEASE TITLE: Crusher Joe: The Ice Prison and Crusher Joe: Last
Weapon Ash (aninkigo)

Dirty Pair: Boryaku no 005 Ben

(“Dirty Pair: The Flight 005 Conspiracy”)

=T 4R7 : BBDOOSE

Original Story
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