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Abstract

This study investigates the DIY art techniques developed for Tokusatsu and Animation and
how their aesthetic cross-influence shaped the Japanese media landscape. First, this research focus
on how the post-war period defined a collaborative effort between artists who worked with limited
creative conditions due to economic restraints and social upheaval. This scenario created a network
between sculptors, art students, freelance workers, manga artists, filmmakers, and animators,
collaborating to create art techniques and practices that were unavailable in Japan. As such, this
research traces the artistic collaborations and their technical solutions to unravel the
anthropological setting that led to Tokusatsu and Animation construction and establishment.

Secondly, this study demonstrates and reflects on the cross-influence between the mediums
and how they established themselves as two different ramifications that often rely on each other to
produce innovative works. The DIY collaborations are the onset of the studio’s development and
transmission of technical and aesthetic procedures to new artists, helping them present different
solutions for the representation and texture of Monster (kaijiz) and Robot (mecha). Besides
investigating artists works and interviews, this research also focuses on fan groups, fanzines, and
activities that contributed to expanding these media forms. As professionals and amateurs share
common spaces and collaborate to develop DIY art-making, the amateurs and fans eventually
become professional artists. The hybridization of image creation meant that animators and
designers working in both industries shared the know-how of image production, defining and
expanding their aesthetic styles. Thirdly, this study investigates how this stylistic history created
contemporary hybrid collaborations between 2D and 3D CGI, setting conventions for the
representation of the Robot Anime — Super Robot, Real Robot, and Humanoid Robots — developing
different interpretations throughout the decades.

This research aims to present how analog models are incorporated in digital composition
settings and the efforts being led to uncovering this specific techno-social context by artists and
art institutions since the 2000s. Additionally, it aims to show a movement in Japan coming from
the artists to archive the connections between anime and tokusatsu aesthetic models. Finally, this
research maps exhibitions, preservations strategies, and spaces that artists have created since 2010.
In sum, it culminates in a tentative way to reframe the Tokusatsu and Robot Anime legacy to

preserve and create new ways of conceiving what Japanese media can achieve.
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Prologue

*kk

Hikawa: Everyone only remembers the characters and the story after watching a film,
Tokusatsu, or Animation. Among the things that are forgotten in this way are the visual effects.
There are very unrealistic images in the world, images that are not the norm, and because you
watch them, the images themselves feel special. People say, “Eiji Tsuburaya’s tokusatsu is
amazing!” If you ask why, the conversation usually turns to the means used, such as the size of the
miniatures or the use of a blast furnace to melt the iron. The type of image manipulation and the
emotions it evokes makes people surprised.

Especially, effect animation requires a kind of scientific experiment, a kind of cultural
understanding and reconstruction, where you have to observe nature precisely, take it apart and
then reconstruct it in pictures. In the process of replacing reality with animation, the animation is
very controllable, so exaggerating only the necessary parts and omitting the unnecessary details.
The example of the lava I commented on earlier. If you look at the celluloid, you can see it’s a
painting. When the lava flows, it seems like real lava. The power of the animation is that it conveys
the symbolism of danger if you touch it. Hideaki Anno, in particular, was highly impressed by
those effects. After watching Yamato repeatedly, he said he wanted to do effects himself, so he
became an effect maker.

It’s the same with Tokusatsu. When setting explosives on a building, how and in what order
the explosives are to be broken is almost the same as in animation, only the method is a little
different. For example, this cut is preceded by a cut with people inside, so let’s put in a proper
staircase, or this part breaks loudly, so let’s make it fly with a bang, etc. Everything is done the
same way as in animation, with skilled people considering which materials to use and how they
can be combined. So, there is a connection between animation and tokusatsu. It contributes to the
excitement and storyline in a way that is different from novels and manga, and it also makes a
huge contribution to creating the feeling that you have gone to another world in anime and another
world in tokusatsu and experienced that world. But why everyone seems to forget it? Some people
think of it as a topping, like sprinkles, and I think, no, that’s the main dish.

(Interview with Professor Ryiisuke Hikawa, 2022)



Introduction: Media Ecology and Surviving Image

Everyone is made up of stories and tales that shape us and the world around us. This
research story goes back to when | first arrived in Japan at Narita Airport in 2018. From Narita, |
took a bus to Yokohama and saw the beautiful landscapes and similar neighborhoods take shape
over my window. When the bus entered Yokohama Bay Bridge, | saw the Minato Mirai area over
my window, and suddenly, | felt nostalgic for a place | had never been to. | was astonished and
confused as to why this area seemed so dear to me. | thought, from where did | know this place?
Then it hit me; it was from the movie Godzilla vs. Mothra (237 V S & 2 7, 1992).

In the movie, a meteorite crashes on Earth, awakening Godzilla and the dark counterpart

of Mothra, the monster Battra (#~ 7, Batora). Originally, Earth’s ecosystem created Battra to

destroy a device for climate control that an ancient civilization had built. However, Battra destroys
the device and tries to annihilate the human society that it perceives as a disease. In the past, Mothra
defeated Battra; now that he is reawakened, the miniature twin fairies warn of the danger ahead
and allow Mothra’s egg to be transported to Japan. Of course, Godzilla also enters this match.

The final battle culminates in the Minato Mirai area in Yokohama city. | remember vividly
the scene of Battra carrying the iconic Ferris wheel and throwing it at Godzilla. Mothra and
Godzilla united against Battra, and as the fight ensued, the area was destroyed. The area’s
miniature still resembles the real place almost twenty years later. Enough that a recently arrived
researcher laughs at the magic that moving images and the careful work of miniatures can achieve
by blending reality and fiction in such a remarkable manner. In retrospect, this memory almost
foretells how space, memory, and images resonate with our living experiences and how this
research started taking shape.

That same week, I visited the Graduate School of Film and New Media of Tokyo University
of the Arts, which consists of three majors: Film Production, New Media, and Animation. | visited
and saw some of the miniatures and puppets on the table that students made for their animation
projects. | would later take some classes at this building, but at this first meeting, | noticed that the
Animation building location gave an astonishing view of the Minato Mirai battleground. I talked
about the view with some of the teachers and staff | met that day, which to my slight surprise, also

shared some stories of favorite real-fictitious locations. Although I might not have been entirely



aware of this, that first week had already put me at a crossroads in research fields. A media collision
blended by the real and imagined landscape, fracturing but welcoming new combinations that, at
that moment, remained a possibility. Within time, | found that the connections | was searching for
were in the ensembles between people, moving image techniques, and the imaginary amalgams of

the reality-fiction continuum that keep us alive.

* * *

In the last thirty years, there has been an immense interest and research effort to think about
moving images, be it animation, cinema, video games, and all the interchange between media
textures allowed by the digital medium. This research approaches the media ecology of Tokusatsu
and Robot Animation from the point of view of artists, and people related to them, mainly focusing
on collaboration, DIY art techniques, and the building of an artistic legacy. Although they are
distinct genres, | argue that they have helped shape each other and solidify certain characteristic

styles in Japanese media.

The fact that both animation and tokusatsu had a close relationship in which they used each
other to break through the limitations of their respective areas of expression while
recognizing each other’s limits is an indispensable perspective in researching the history

of images unique to Japanese media arts. (Hikawa et al., 2013, p.103, my translation?)

Perhaps a better way to describe it is that these worlds are well connected from the point
of view of the artist’s practice. The experimental approach of utilizing anything available, and
testing the limitations of image-making, trespassed the common barriers of these genres. The
shared space of technical knowledge that animation and tokusatsu shared — especially the area of
visual effects — became the gray area where artists could harness their style by appreciating
different artistic approaches. Also, through this research, it became clear that even if artists did not
engage directly with the media of animation or tokusatsu, because they grow in this shared visual
culture space — by either watching it, obsessing, or being fans — that ultimately influenced their

approach to their medium of choice.
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Although media distinction has laid the foundations for artistic practice’s topology, artists
technical development does not necessarily follow such limitation. Media stylistic forms are
constructed by testing their boundaries, often utilizing a shared technical space with other media
to stretch and differentiate themselves. Here, the understanding of media is essential, not only
being defined by its visual elements but “(...) “media,” in our view, also names a technical form
or formal technics, indeed a general mediality that is constitutive of the human as a “biotechnical”
form of life.” (Mitchell; Hansen, 2010, p. ix). Because media constitutes the environment of the
living and is itself a living entity, Mitchell and Hansen call it the “environmental or ecological (in
a non-normative sense)” (2010, p. ix). This techno-social assembling fueled the collaboration and
differentiation, building two canals that often feed each other, challenging it, and sometimes
creating a union in difference.

Because media studies also entail studying its apparatus, it can be charged with a
determinist view of its mechanisms. As such, it becomes increasingly important to consider the
artist engaging with the aesthetic and sociopolitical environment as part of the abstract machine,
following the seminal works of Deleuze and Thomas Lamarre in Japanese media. That is because
the abstract machine operates in assemblages towards deterritorialization. “They exceed any
mechanism. They are opposed to the abstract in the ordinary sense. The abstract machines consist
of unformed matters and informal functions.” (Deleuze et al., 1984, p. 15). That is because the
abstract machine concept goes beyond its technical specificities. “Of expanding the limits of the
machine, stricto sensu, to the functional ensemble with associates it with man.” (Guattari, 1995, p.
34). The abstract machine would be the ensemble capable of relating all the heterogeneous levels
through which it is transversal, that is, to the material, cognitive, affective, and social domains.
Lamarre adopted this stance when looking at the materiality of Japanese animation, saying, “(...)
human thinking happens differently than it would otherwise, in another flow of material forms and
immaterial fields.” (Lamarre, 2009, p.301). Indeed, how the humans and material and immaterial
worlds collide creates new possibilities and territories. This process is what Deleuze and Guattari
came to conceptualize as an abstract machine. This conceptualization allows for a definition of
media that accounts for aesthetic multiplicity.

Following this line of thinking, the media ecology methodology is, as Matthew Fuller said,
“one of the most expressive languages currently has to indicate the massive and dynamic

interrelation of processes and objects, beings and things, patterns and matter.” (Fuller, 2005, p.2).
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To explore this interrelation, the method adopted is going through their existence rather than going
across. That means excavating tokusatsu and animation procedures and getting enmeshed in their
environment to reevaluate what relationships were created and how they interacted. To understand
the in-between space and the movement of relations between these elements, Ingold’s view on
meshwork, movement, and growth shapes the idea that the inanimate and animated world are
living beings. “(...) beings do not simply occupy the world, they inhabit it, and in so doing — in
threading their own paths through the meshwork — they contribute to its ever-evolving weave.”
(Ingold, 2011, p.71). Therefore, artist interviews and accounts of materials, inanimate objects,
personal inspirations, and relationships, and how they came to shape and invite aesthetic results
are seen as parts of this ever-evolving weave that opens new elements in their environment. As
much as humans alter the materials and objects, objects simultaneously change human brain
structures, creating a wave of aesthetic and technological agency within a culture.

In Japanese popular cultural studies, there are a variety of research materials about
Animation and Tokusatsu. Since | was interested in both fields, I realized some commonalities in
technical procedures and various artists that transited between the genres. The more | explored, |
thought that a more comprehensive picture could be hiding in the social and aesthetic fabric that
connected these artworks. Interestingly, the intimate relationship between animation and tokusatsu
is known mainly in artists and industry circles but relatively recent and largely unknown in
academic discussions. Their relationship is enmeshed in a social and aesthetic relationship that
seems to be invisible. Perhaps this scenario could be attributed to the difference in media texture,
institutionalized research fields, and many other possibilities. I wondered how I could approach
the task of engaging in the exchange and establishment of two seminal genres and exploring the
in-between space, that enmeshed gray environment in which the medium and its effects are being
shaped. Could there be a space for a media ecology approach, where the environmental elements
are charged, and their correlation gives room for expansion, retreat, death, and survival of different
artistic aspects?

| defined the relationship between Tokusatsu and Animation as a form of media collision.
This conception will become clearer throughout this research. Still, for now, it suffices to say that
as these genres disputed the attention for averagely the same viewers, their collision was inevitable.
Their aesthetic procedures could be renovated by incorporating successful elements of the other

genre. In the following chapters, this research will explore how artists were invited to collaborate
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on different projects and bring their know-how to the genres. After a stylistic collision, the
elements are rearranged while maintaining certain coherence. Each collision assesses other
elements, creating distinctive styles, and stimulating the visual field. To analyze these media
collisions, this research looks at the parallel histories of how these genres combined and repelled
each other and how artists and fans engaged in inhabiting and expanding these aesthetic
ecosystems.

To create a heterogeneous perspective, | followed Didi-Huberman’s approach of standing
before the image as an immersive praxis. While standing before these images, | thought about their
time, materials, the perspective of their creators and collaborators, the different receptions, and so
on. Tracing the worldview that was required for the existence of specific artworks is a recovery
process since “(...) we no longer know the gazes that gave them flesh.” (Didi-Huberman, 2005, p.
38). This immersion and recovery can only account for what survived and could return partially.
At the same time, there is the paradox of balancing the distance between past and present and how
they each propose constraints and challenges. “What does this mean? That everything past is
definitively anachronistic: it exists or subsists only through the figures that we make of it; so it
exists only in the operations of a reminiscing present.” (Didi-Huberman, 2005, p. 38). By adopting
this analytical procedure, I’ve come to understand that the position and the questions have to move
dialectically, with time leaping backward and forward while acknowledging that total synthesis is
unachievable. Therefore, instead of proposing a totality of the relationships between tokusatsu and
animation, this research focuses on finding a new gaze between them, or rather a buried gaze.

Alexander Zahlten, in the concluding remarks of his book The End of Japanese Cinema,
states that: “Both live-action film and animation have a long history of noncorporate production
by groups and individuals in Japan.” (Zahlten, 2017, p.211). Although there are different ways by
which the industry has co-opted individual and DIY productions since the 60s and 70s, these
practices have consistently re-energized Japanese media. DIY — do-it-yourself(s) terminology
started to circulate generally as a part of the counter-culture movements of the sixties. In summary,
it means the act of doing or taking matters at hand without depending on teachers, institutions, etc.
It also means creating or building something with anything available, allowing different practices,
community building, and interests to flourish.

Contemporarily, DIY terminology assumed a more political dimension and is also

considered a way of citizenship expression. “One may envision the DIY citizen on a continuum,
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with one end representing the overtly political/interventionist and the other end representing those
simply channeling creativity and a kind of poesis into everyday practices.” (Ratto; Boler, 2014,
p.19). Indeed, they can differ in intensity, but both spectrums have a political dimension.
Specifically, the lived experience of engaging with media and producing art out of everyday or
low-cost materials is one of the characteristics that artists in animation and tokusatsu have
harnessed. Despite lacking resources and structure, these practices could be considered a political
act of engagement with art creation. In art practice, the choice and availability of materials that
establish a techne or art style are understood following Staten: “A techne is socially developed,
and as it is developed, it is socially ‘inscribed,” established in the form of a practice henceforth
available for transmission to new practitioners.” (Staten, 2019, p.10).

This research methodology adopts a plural approach, investigating the socially inscribed
development of tokusatsu and animation techne combined with anthropological fieldwork of
preservation initiatives started by artists and collaborators in these art fields. Furthermore, the
ecological method is used to comprehend animation’s relationship with other media platforms in
contemporary media, following Chow, K. N. (2013), Kato, N. (2012), Morishita, H. (2016),
Hikawa R. (2000, 2013, 2019), and other specialized authors. Rytsuke Hikawa is a long-time
researcher of Tokusatsu and Animation, extensively writing on these topics and engaging in
preserving them. Hikawa’s mapping and critical thinking in the correlation and differences in the
media environment have provided valuable methodological and essential background to this
research. I’'m also indebted to Hiroshi Morishita’s works mapping the SF genre evolution in Japan,
especially regarding the reception of tokusatsu and its changes. In his writings about Astro Boy
and Godzilla, Kato (2012) says that investigating the construction of Japanese media makes it
necessary to look at the confluence of the two genres in the media realm.

This research is also indebted to the artists that published numerous books, interviews, and
articles that provided intense insight into their practice and socio-historical framework. lizuka
Sadao and Matsumoto Hajime’s accounts of optical composition and the transition to digital
composition; Toho studios and Tsuburaya Production catalogs containing artists interviews,
sculptors accounts of design methods and materials, and various exhibition catalogs. The research
and curation reports about tokusatsu and robot anime made by Japan’s Agency for Cultural Affairs,
namely Survey on Japanese Tokusatsu ( H A %F#% (2 B9~ % Fi#) and Japanese Animation Guide:

The History of Robot Anime (HA T = A —a > A Ruad v b7 = A##) in their different
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versions were utilized to gather data of these genres lineage and structural connections. | also used

~

resources from specialized magazines such as Animage (7 = A — <’ =), Kinema Junpo (¥ 1~
A)$#), and many others as primer sources of technical and aesthetic knowledge archived in
published interviews and articles.

While utilizing prime resources about tokusatsu and animation, as well as contemporary
theoretical frameworks, this research utilizes some investigative methods that originated in Art
History and Criticism. The survival and transmission of aesthetic styles have a long theoretical
construction that will aid in understanding and developing a theoretical approach to the present
research subject. Aby Warburg’s practice considered the image survival or its reappearance in an
analysis model that considers both the technical and social aspects. Warburg signalized that the
persistent return of forms and their survival resulted from anthropological sedimentation
embedded in the image. Because Warburg’s methodological thinking opened the way to think
about cultural transmission and social memory by excavating images while interpreting their
survival and meaning, this research methodology is deeply indebted to his seminal work and
thought. Additionally, Georges Didi-Huberman (2017) also brought Warburg’s thought closer to
the contemporary framework, and Philippe Alan Michaud (2004) brought Warburg’s conceptual
framework to look at cinematic techniques and film theory. Furthermore, these authors have
shaped my methodological practice and influenced my research approach.

To uncover a distinct gaze between animation and tokusatsu while focusing on their
polarities of attraction, repulsion, and collaboration, | was inspired by a methodological principle
of investigating unthought connections. “(...) this methodological principle concerning the
importance of studying objects devoid of interest at the current moment: what creates meaning in
culture is often symptomatic, unthought, or anachronistic aspects.” (Didi-Huberman, 2017, p.27-
28). It might seem counterintuitive, but historical discourse is never born; it always recommences.
By considering these two genres or rather polarities, | pursued methodological procedures that
could engage with image analysis and anthropological research while not being limited to closed
definitions of progress and decline in art movements.

In his doctoral thesis, Warburg pointed out that  (...) the most difficult problem in all art,
which is that of capturing images of life in motion.” (Warburg, 1999, p.141). Warburg started
studying movement in external cues, such as rippling garments, waving hair, and striding body

positions to demonstrate how artists depicted liveliness in motion. Sequentially, the question of
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movement became internalized in the image when Warburg looked at the anthropological
dimension of art through the concept of pathosformel (meaning pathos formula), that is, the image
symptomatology. Warburg moved from iconographic analysis toward grounded anthropological
research within art research to demonstrate the transformations and developments of human
history by analyzing its artistic heritage. Artistic legacies and their heritages were tied to the
survival of iconographic cycles that reappeared in different periods, awakened by cultural and
social symptoms. “In contrast to the formalist theories of Semper, Riegl, and Wolfflin, Warburg’s
hermeneutics of the image recognizes several levels of image analysis: the image, its emotional
charge, its content, and its meaning. Of these levels, the last is essentially the most irrelevant.”
(Santini, 2021, p. 286, my translation?). He considered images as anthropologically embedded
objects and investigated their forms and meanings in an integrated analysis.

Warburg passed away in 1929, leaving the Atlas Mnemosyne project partially unfinished.
The project was a cartographic sequence interpretation of art history in a network of composed
images organized in multiple panels. This project “(...) distribute or organize the representation
into archipelagos or, in other words, as Werner Hoffman has put it, into constellations.” (Michaud,
2007, p.253). In the next decade, Benjamin would also leave an unfinished project after passing,
The Arcades Project, published in 1982. The project mapped Parisian nineteenth-century arcades,
that is, glass-roofed rows of shops for consumers, to denaturalize the continuity of progress and
unravel the afterlife of these ruins. The project contains a montage form, with a patchwork of
quotations in a philosophic play of distance, transition, and juxtapositions. Simon Gunn
exemplifies the uniqueness of the Arcades Project: “(...) history decays into images, not into
stories.” (Gunn, 2002, p.266). Although the art objects | analyze are distinct, this research is
undoubtedly indebted to Warburg and Benjamin’s methodological practices of investigating the
afterlife of images and their sociocultural impact.

Moreover, by combining researching prime document sources and image analysis that
accounts for technical and social elements, this research finally focuses on contemporary
movements to archive and preserve tokusatsu and animation coming from artists. Through a series
of interviews, fieldwork on institutions, and documentation analysis, the final section brings

images, artists, and collaborators background stories to the central stage. | trace a story that

2“Im Gegensatz zu den formalistischen Theorien von Semper, Riegl und Wolfflin erkennt Warburgs Hermeneutik des Bildes
verschiedene Ebenen der Bildanalyse an: das Bild, seine emotionale Ladung, seinen Inhalt sowie seine Bedeutung. Von diesen
Ebenen ist die letzte im Wesentlichen die irrelevanteste.”
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approximately started with the exhibition TOKUSATSU: Special Effects Museum-Craftmanship of
Showa & Heisei Eras Seen through Miniatures (2012), curated by Hideaki Anno and collaborators
and held at the Tokyo Museum of Contemporary Art. It looks at the non-profit organization Anime
Tokusatsu Archive Center (ATAC), founded in 2017 and presided over by Hideaki Anno and vice-
presidents Hikawa Rytisuke and Shinji Higuchi. It looks at how these movements contributed to
establishing the Tsuburaya Eiji Museum (2019) and Sukagawa Tokusatsu Archive Center (2020),
located in Eiji Tsuburaya’s hometown of Sukagawa, Fukushima Prefecture. It then looks at the
possibilities that preservation, research, and the establishment of institutions fueled by artists can

assume in the coming years.

Chapter ’s structure summary

1) The first chapter examines the birth of DIY techniques in post-war Japan. It investigates
the establishment of tokusatsu, artists pioneers, and the materiality practices that created the base
for Japanese Popular Culture. 2) The second chapter looks at the introduction of television and the
experimental combinations between animation and tokusatsu in the sixties and seventies. It
captures the expansion of the tokusatsu genre, both aesthetically and geographically. Additionally,
it includes the interview | conducted with Hikawa Rytsuke, a founding member of the Monster
Club, of the first fan clubs to be formed in Japan. 3) The third chapter focuses on animation
technical and composition structures in the super robot style and the transition to the real robot,
looking at the influence of tokusatsu practices. It further explores DIY fanzine practices and how
fans were crucial in preserving animation materials. Additionally, it includes the interview |
conducted with artist and author Yoshie Kawahara, one of the first female animators to work at
Sunrise. It gives insights into production practices and their closeness with fan activities.

4) The fourth chapter focus on the golden era of real robot mechanic designs and the
collaborations between amateur and professional artists. The development of specialized fan
activities, their engagement with Gundam, and the idea of new humans. 5) The fifth chapter
focuses on the transition from real robots to humanoid robots and the increasing approximation
of representations that combine flesh and machine. It looks at the impact of Evangelion and how
the connections between robot anime and tokusatsu were essential for its conception. Finally, the

chapter moves toward the topic of rebuilding Tokusatsu and Robot Anime legacies. 6) The sixth
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chapter looks at surviving media practices, especially initiatives and preservations led by artists
and collaborators after the 2010s. This chapter focuses on the backstories of the Tokusatsu Museum
Exhibition, the establishment of ATAC, Sukagawa Tokusatsu Archive Center, and the Tsuburaya
Eiji Museum. These stories are traced through my research fieldwork and interviews at the facilities
and with its members to uncover their practices and hopes for Tokusatsu and Animation in the
future. Ultimately it finishes with an essay exploring how practices between tokusatsu and
animation are behaving in contemporary productions, paying attention to the use of digital tools
implementation and the stories of preservation and artists collaboration traced in the chapter.

The last part is where | elaborate final remarks on how the stylistic connections between
Tokusatsu and Animation, the artists efforts to preserve and archive artworks, come together in
the contemporary landscape of Japanese Media. It shares conclusions about analyzing Japanese
media establishment and transmission with a methodology that looks at the connections between
technical and social practices. Ultimately, | look at the possibility of reframing the relationship
between Tokusatsu and Animation as a way to create alternative ways of conceiving Japanese

media.
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Chapter 1: Tokusatsu Pioneers

1.0. DIY Art Techniques and the birth of a post-war Nation

The development of techniques to create images is deeply rooted in the anthropological
crystallization of a cultural movement or historical zeitgeist. In this sense, the image carries
aesthetic forms and an epoch’s overall actions, knowledge, and beliefs. For this reason, this chapter
is meant to open the iconographic material to identify the complex historical, anthropological, and
political framework in the wake of a post-war nation. To begin with, decompartmentalizing the
image is necessary to understand that there is a complex multitude of time, that is, the time of the
image and the time of history. As Didi-Huberman said: “There is no history of art without a
philosophy of history, that is, without a certain choice of temporal modes, just as there is no history
of art without a philosophy of art and a certain choice of aesthetic models.” (Didi-Huberman, 2017,
p.4). The image has an internal movement, and its stylistic transmission can operate within and
outside its original historical framework. Since they have temporal modes, long periods of
latencies, and a critical resurgence that portrays their survival even in their apparent demise,
images can contradict a historical zeitgeist and anachronize time.

That is also to say that time is impure, and the sense of what comes before and what comes
after possesses a margin of indeterminacy. That is why the post-war terminology means tensions
that came before, during, and after the Second World War in Japan. Notably, what was seen as an
inevitable need for modernization created a stark contrast between what it meant to give birth to
full-fledged modern power, posing dilemmas for prewar Japan, its historical continuity, and its
identity as a nation. The discontinuities of historical Japan, the interpretative narratives of warfare
that led to the imperialist invasions of other parts of Asia, the atomic bombings, and the defeat that
provoked a political, economic, and ideological crisis marked the moment of forced split and
consequently forced integration to rebuild Japan sovereignty. This movement has not stopped, as
it resurges again when emergencies and disasters anachronize time.

When the 2011 Tohoku Earthquake and Tsunami occurred on eleven March (3.11), it
created a national crisis, causing massive damage in the Tohoku and the Kanto region. The

magnitude 9.0 earthquake triggered a tsunami over forty meters high in some places, culminating
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in the Fukushima nuclear disaster in the Fukushima Dai-Ichi Nuclear power plant administered by
TEPCO. The earthquake and tsunami caused the meltdown of three nuclear reactors, causing
environmental contamination with radioactive substances and the displacement of hundreds of
thousands of residents. Prime Minister Naoto Kan said at the time, ““(...) this has been the biggest
and most difficult crisis for Japan in the sixty-five years since the end of World War I1.” (Tanaka,
2014, p.136). In a sense, as proposed by Tanaka, the second World War influenced and
fundamentally changed the apocalyptic imagination in the subsequent crisis that emerged in Japan.

The literary critic Norihiro Katg in his book “3.11 Shinigami ni Tsukitobasareru” (3.11 4t
IZHIZ 22 E T RIX & 7LD, 2013), concerning the aftermath of the 3.11 disaster, wrote particularly
about the relation of the disaster with the problematic questions of rapid economic growth, and the
implementation of nuclear power plants through the expressions of two post-war icons, Godzilla,
and Astro Boy. In Kato’s view, Astro Boy symbolized “prayer” as a good symbol for the peaceful
use of nuclear energy, and Godzilla represented “regret,” embodying the fear and resentment of
nuclear power. As such, in his view, the problem of postwar Japanese society would lie in its
inability to integrate the two views of nuclear energy, that is, “nuclear power” = nuclear power
generation and “nuclear” = atomic and hydrogen bombs (Kato, 2013, p.99-100). Additionally,
these characters have continued to exist independently as representatives of Tokusatsu, and Anime
genres, bringing the monster (%&#R, kaijir) and the robot/mecha (= 78 ~ &, A /1) to the forefront
of postwar and contemporary Japanese popular culture.

One of the critical remarks made by Kato is that the relationship between the two characters
configures a missing link or blind spot in the interpretations regarding nuclear energy discourses
at that time, which continued to reverberate in distinct ways in popular culture. First, they were
both created in response to the emergency of nuclear energy in the broad sense and the experience
of the atomic bombings in Japan. In 1951, as Japan and the USA moved to conclude a Peace Treaty,
Tezuka Osamu conceived the manga Ambassador Atom (7~ K A KA, Atomu Taishi, 1951-1952),
serialized in Kobunsha’s Shonen magazine. The manga’s theme is about coexistence and conflict
between humans and aliens from another planet, and the character Atom tries to negotiate peace
and be an ambassador. After that, Tezuka launched the manga Astro Boy, also translated as Mighty
Atom (&kfie 7 b L\, Tetsuwan Atomu, April 1952-1968), following the story concept based on the

desire for the peaceful use of nuclear energy. The manga was serialized in the same magazine two
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and half years before the movie Godzilla (=37, Gojira, November 1954) and later would be
adapted into a respective tokusatsu (1959-1960) and animation (1963-1966) series. In a larger
sense, Godzilla was firstly created in response to the radiation exposure of the Daigo Fukuryi
Maru due to the hydrogen bomb test performed by the USA at Bikini Atoll in 1954.

However, the idea of the peaceful use of nuclear energy in Japan, which had been
bombarded with it two times, could not have been born without the influence of the USA postwar
policy and media campaigns of Atoms for Peace and Project Candor, launched by Dwight D.
Eisenhower’s administration in December 1953. These campaigns aimed to manage fears of
continued nuclear armament while promoting the peaceful use of atomic energy even in the early
stages of the Cold War. The incident of Daigo Fukuryz Maru created an anti-nuclear movement
in Japan, which prompted the United States Information Agency (USIA) in Tokyo and the
Operations Coordinating Board (OCB) in Washington to be concerned about USA-Japan relations
status and warning that the Japan Communist Party (JCP) might benefit from this incident. “A
number of official initiatives followed, culminating in a proposal on April 28th, 1954, that the
USIA organize exhibitions on the peaceful uses of atomic energy and promote contacts with
Japanese scientists and engineers as well as with media figures and politicians who held favorable
views of the United States.” (Zwigenberg, 2012, p.3). The establishment of the nuclear energy
industry in Japan would not proceed without US aid, which could be in jeopardy if suspected

communists were involved.

Such pressure from the U.S. government, and the legacy of anti-Communist policies during
the occupation, the spirit of which the Japanese government itself continued to enforce,
combined effectively to sideline leftist-oriented scientists and reformers in the formative
development of the nuclear energy industry in Japan. As a consequence, the Japan Science
Council would not realize the platform of non-secrecy, democratic control, and autonomy

in science that its Marxist leadership had inspired. (Grunden, 2018, p.364)

As such, the conservative parties of the government, with the aid of politician Yasuhiro
Nakasone, and the cooperation of private commercial interests, came to dominate the nuclear
energy development in Japan. In November 1955, Japan and USA signed their first nuclear
cooperation agreement. Therefore, within Prime Minister Ichird Hatoyama’s administration
(1954-1956), Matsutaro Shoriki becomes responsible for leading the campaign for promoting
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nuclear power to resist communism. “(...) Shoriki brought American television technology to
Japan, like nuclear power, despite the fact that it made little technological or economic sense and
overrode domestic technology.” (Zwigenberg, 2012, p.4). There is a strong correlation between
the acceptance of nuclear energy and the desire for rapid economic growth, as Kato (2013)
observed. In Hiroshima, while there were numerous anti-nuclear movements, the local politicians
wanted to rebuild the city as a modern metropolis with the interest of city developers. In a sense,
peace was equated with capitalist prosperity, and the exhibitions Atoms for Peace (1956) and the
Hiroshima Restoration Exhibition (1958) were part of co-opting the opposition and making the
progress discourse appealing, given that atomic power could revolutionize daily life for the
Japanese people. In the Atoms for Peace exhibition, the millionth visitor received a gift. “The lucky
visitor, who was a schoolboy — organized groups were the bulk of visitors — was to receive a
television, a precious gift at the time.” (Zwigenberg, 2014, p.121). The gift at that time symbolized
the technological advance and progress unraveled in the exhibition materials about nuclear energy.

On the twenty-eight of March 2011, author Kenzaburo Oe (1935-) wrote an article called
History Repeats to The New Yorker journal about Japan becoming a fourth-time victim of the
atom, including Hiroshima, Nagasaki, victims of Daigo Fukuryz Maru, and the 3.11 Earthquake.
The article also questions the pacifism embedded in the Japanese constitution regarding the
renunciation of force and the three non-nuclear principles of not owning, manufacturing, and
introducing nuclear weapons into Japan. The last policy was initiated by then Prime Minister Sato
Eisaku in December 1967. However, for Kenzaburo Oe, even though these policies accurately
represented the ideals of a post-war Japan, they were swiftly changed with a reconstituted military
force and accorded with the USA to allow nuclear weapons in Japanese territory. “Therein lies the
ambiguity of contemporary Japan: it is a pacifist nation sheltering under the American nuclear
umbrella.” (Oe, 2011, para.3). This ambiguity is what made Saburo Kawamoto ask, “Why is
Godzilla dark?” in his book “Ima hitotabi no sengo Nippon Eiga” (45 U & 7= D Bk % H Al ],
1994), to which Kato added: “What emerges here is the question, “Why is Atom so bright?” (Kato,
2012, p.17). In a sense, the dichotomous views of nuclear technology spread in the postwar period,
and different aesthetic forms appeared within the Monster, and the Robot figures well into

contemporary times.
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This shows the effect of a kind of “after-action” that the nuclear disaster of March 11
produced. The idea is that the peaceful use of nuclear energy and the military use of nuclear
energy are connected like a Mdobius circle and that the peaceful use (nuclear energy)
thought as good (light) and the military use (nuclear weapons) thought as bad (darkness)

cannot be separated, as the accident showed. (Katd, 2012, p.21, my translation®)

Another point of this discussion is how and why this theme survived and returned after the
3.11 Earthquake, with Godzilla and Atom as key figures for critical thinking, interpreted as a
missing link. Godzilla is a tokusatsu movie, and Astro Boy was originally a manga adapted into
animation and a tokusatsu series. Historically, Literature and Art history criticism predate the fields
of Film, Manga & Comics, and Animation and the development of their critical analysis as art
forms. Since these twenty-century media forms were highly new and were considered alternative
or low-budget productions, there was a gap in establishing critical research on these art forms. The
lack of research and methodology into these art forms partially created a vacuum, or missing link,
in their historical and aesthetical importance. It’s crucial also to understand that Godzilla and Astro
Boy were created after the censorship control of Japanese media production by the USA was lifted.
That meant that creating critical artworks while experiencing the political tension in daily life was
still challenging for artists. They had to be creative with the materials and resources and carefully
craft their discourse. Considering this context, even if popular culture artworks contain elements
of entertainment, it does not mean that political and sociocultural factors are not taking a vital part

in their construction.

The delegitimating critique of popular art, though typically pursued under the banner of
safeguarding our aesthetic satisfaction, thus represents an ascetic renunciation, one of many
forms that intellectuals since Plato have employed to subordinate the unruly power and

appeal of the aesthetic. (Schusterman, 2017, p.327)

To counter this state of affairs, it is still necessary to create a space to free the

monopolization of aesthetics by pursuing the research legitimacy of popular culture artworks.
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There is already a large body of work in this direction that considers artworks as inhabiting the
world and being intimately integrated with the anthropological ethos of life. The materiality of
popular artworks and the sociological conditions in which they are embedded ultimately give a
powerful portrayal of how artists found new creative ways to respond and interact with the
problems of their time. Godzilla and Astro Boy were artworks that created a critical discourse that
continues to echo well into contemporary times. They also became iconic figures that helped
establish the Anime and Tokusatsu media and, together with other artistic productions, crafted
Japan’s national image over the decades. The aftermath of the 3.11 Earthquake and the surge of
critical thinking related to these two iconic figures point to a gap between critical thinking and
media creation being recognized and brought forth. It is my understanding that the artistic creation
that produces images is powered by the social movements that are crystallized in the image. The
social movements are not static, and here they assume the definition given by Didi-Huberman.
“These movements transverse it through and through, each one having its own trajectory —
historical, anthropological, and psychological — starting from a distance and continuing beyond it.”
(Didi-Huberman, 2017, p.19).

Didi-Huberman, who deeply researched Aby Warburg’s critical practice, says that to stand
before an image is to stand before a complex time. In doing so, to decompartmentalize an image
is also to understand the complex time that bears within itself and the interpretations that it has
been given. Images survive and return in discourse and artistic reflection because they are dynamic,
energy-bearing existences that challenge the understanding created around them and show that the
time of an image is not directly related to the time of history. As they survive through time, they
become complex and can interact with different historical periods and images and assume distinct
meanings. In this sense, it’s possible to think that the art object is a complex set of relations, a
heterogeneous dynamic point of encounter. The person who stands before the image has to open
up the time surrounding it and bring an analysis that accounts for the symptomatic play that
surfaced in a given cultural moment. This research accounts for the formation of Tokusatsu and
Anime artistic styles, their developmental coexistence, and the play of functions given in its
discourses. The account of their aesthetic legacy attempts points to a blind spot, a possibility of
movement and understanding of its complexity amid its death, survival, and fractured history. This

chapter will look at the materiality of DIY art techniques in the wake of postwar Japan and the
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social elements present in the artist’s experience account at that time to further comprehend the
forces at play in response to sociological, economic, and aesthetic values.

This chapter starts with Godzilla and Astro Boy artworks since their materiality was born
in the postwar framework. A framework marked by scarcity of materials, a fractured economic
and social structure, the lack of established artistic techniques, the trauma of defeat and occupation,
and the re-establishment of a Nation, domestically and internationally. After the end of the Second
World War, one of the first directives of the Allied Occupation to the Japanese government
concerned the mapping of military-related industries and the situation regarding scientific research
and development in the country. To achieve this mapping, they dispatched intelligence teams to
gather information, which resulted in the report “Scientific Intelligence Survey.” The report
created a picture of “(...) noting, in particular, Japan’s lack of material sources, limited industry
capacity, and ineffectual effort to mobilize scientists to support the war effort.” (Gruden, 2018, p.
347). The post-war media movement started from economic and social struggles marked by a lack
of material sources, and eventually powered by different agents; it became what we know today
as a worldwide entertainment industry.

In general discourse, the lack of material sources that had made artists develop DIY
techniques would be an account of a stepping stone that harnessed a booming industry. In the
2000’s it became Cool Japan, following Douglas MacGray’s article on Foreign Policy, the Cool
Japan Strategy in 2010, to promote and incentive the creative industries domestically and abroad*.
This use of soft power could be understood as Nye came to define as “(...) a staple of daily
democratic politics.” (Nye, 2004, p.6), and the ability to co-opt and attract people through culture.
This discourse has fluctuated in recent times, with the geopolitical shifts after the start of the Global
Coronavirus pandemic and increasing tensions over China and Russia’s actions®. The shifts in
discourse involving economic, political, and aesthetic value as means of national power are a good
indicator of how the entertainment industries can be a set of an invisible political battle. However,
technological progress and commercial success reports often pass quickly through artwork
techniques and materiality discussion. The cultural analysis also often focuses on narrative

construction and cultural interpretation as the core of the debate.

4 For more details, see: https://www.cao.go.jp/cool japan/english/index-e html (Accessed 2022 March 12).

5 See Kawasaki, Tsuyoshi. (2022) Japan’s Soft Power in Struggle over International Order. Japan and the World in the Age of
‘Multilayer Globalism' 2020 to 2023 (Commentary). Available at: https://www.jfir.or.jp/en/studygroup article/3933/ (Accessed
2022 August 10).
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Throughout this research, it will become apparent that in Tokusatsu and Anime, the artist’s
practices, and the materials used in art techniques, were mostly curated and archived primarily by
the artists themselves and their fans. However enormous the success of the Japanese media
industry appears to be, it is telling that independent practices and underground collaboration are at
the core of preserving some of its most iconic artworks. That is not to say that the industry has not
actively collaborated in this process; however, the most potent acts of engaging in the artistic
preservation of popular culture and its research come from artists and engaged collaborators.
Additionally, Japanese popular media has received academic attention in the last thirty years,
which means that it is still young and fresh research. Therefore, there is a large field of potentiality
to be explored and systematically discussed.

The commercial success of popular culture artworks seems to have created a scenario
where critical and entertainment spheres cannot coexist due to capitalism’s pervasive nature.
Perhaps, this is where the gray area is lost, and the possibility of seeing that perceiving an art form
only as entertainment could be a political stance. Besides reading into the artwork itself, a political
practice can be found in the social relationships and artistic practices that created such a work. In
many successful productions, they were not expected to achieve such results and were deemed
successful in retrospect. Perhaps the stance of looking at a social phenomenon within a
contemporary view creates the illusion that audience receptivity was easily achieved. | would
argue that the commercial success shows that the audience has been crafted and created over the
years, not only in the prominent artworks but in the multiple channels that provided materials, such
as magazines, products, action figures, and so on, enriching the viewer experience. That includes
building generations that could appreciate such productions and eventually develop and transmit
new aesthetic creations. Before this writing dives into the aesthetic properties of the DIY art
techniques in Japanese media, it is necessary to ask: when and how can “politics” seem to fall out

of popular culture?
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1.1. Popular culture and the (a) political framework

Since the late 1990s, the importance of character success has been increasing in various
media, such as manga, anime, movies, video games, TV tokusatsu shows, novels, and all sorts of
media interchangement in contemporary Japanese popular culture. Roughly put under the otaku
culture umbrella, the visual Japanese culture boom has been spread globally through internet
services, underground forums, festivals celebrating cosplay, merchandising and piracy websites,
and various widely interconnected online and offline communities. The emergence of
interconnected patterns in a distributive manner also relies on the self-organizing capacity of the
otaku network. As Thomas Lamarre suggests in An introduction to otaku culture (2004), this
capacity for self-organization can be thought of in terms of constitutive power; that is, it is possible
to quantify, organize, and work with patterns, but there is always a heterogeneous and autonomous
power that escapes or exceeds rationalization. This is a cooperation in which elements interact
locally and globally.

Because an overabundance of characters characterizes popular culture, the interaction
between characters and people creates an affective relationship that makes people feel their
existence through the body, which creates a sense of closeness with images. “They have an affinity
for fictional contexts (Kyoko no kontekusuto). They resort to fictionalization in order to possess
the object of their love. They have multiple orientations when it comes to enjoying fiction.” (Saito,
2007, p.227). In a sense, in otaku culture, there is a break in the perception of distance from the
image and its fictionality, which creates universes of affection. What could be called an affective
break from the frame occurs when the immersive worlds of moving images and their characters
expand into forms such as cosplay, character model kits that fans mold, and personalization of
personal environments with objects or props of these universes, among numerous practices of
cultivating Japanese popular culture.

One example that problematizes the proximity of affective relationship with images and
critical reception can be seen in Hetalia: Axis Powers, a satirical webcomic published as a manga
by Hidekaz Himaruya. The story is set in the Second World War period, featuring countries
personified by boyish characters exaggerating stereotypical positive and negative features of those

countries, including Germany, Japan, Korea, the United States, and Russia, among other countries.
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Controversy arose about the depiction of the South Korean character when it was translated into
Korean and with the announcement of an anime adaptation to be broadcasted on Kids Station in
2009. A petition was launched on the Korean web portal Daum calling for the anime cancelation.
The South Korean Grand National Party brought the issue to the National Assembly Committee.
“At the Special Assembly Committee on Defensive Measures for the Liancourt Rocks, on January
13, 20009, she accused the manga of being insulting to the Korean people, calling Hetalia a criminal
act, (...).” (Miyake, 2013, p.3).

Interestingly, the reception of this news in Japan caused confusion among people on the
internet. “With a few exceptions, most of the comments were negative, saying that Korea’s stance
was clearly excessive and that it was childish to be upset about a mere manga.” (Morishita, 2016,
p.12, my translation®). Since it was a manga character depiction, it was normalized that
misalignments might happen, and in counterpart, the European countries didn’t have such
criticisms. Morishita’s analysis shows that in this example, two points emerged. “In other words,
there are two points: the reception of the work is centered on the characters, and such reception is
understood as a highly “non-political” act.” (Morishita, 2016, p.12, my translation’). Additionally,
Morishita points to how popular culture is under pressure to change since the business models that
supported Japan in the postwar period are becoming unattainable since the 2000s.

Morishita explores this example as an indication that many Japanese people might find
political reading unsuitable for popular culture artworks. Of course, this dilemma encompasses
popular culture views and approaches that are larger than this research topic; however, it affects
the reception and often the possible criticism that such works can receive. The dilemma of what
can be political or deemed worthy of a discussion without assuming an a-political nature or minor
aesthetic value is caught up between critical lineage and division of low and high art, of traditions
of a certain elitism in art history that even though it has been challenged it still lingers and returns
inside and outside of academic circles. Nevertheless, the transmission of cultural forms inevitably
involves political elements and findings ways of dealing with them while not presuming that they
don’t have a critical approach might be a start to understanding their movements. | agree with

Lyotard when he says that if the mechanical and industrial appear in the art field, it should not be
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received as a disaster, “except if one believes that art is in its essence the expression of an
individuality of genius assisted by an elite craftsmanship.” (Lyotard, 2010, p. 241). Instead, it
should allow space to question art narratives received from the predecessors, not rely on totality,
and realize the differences that can arise in contemporary art forms. Morishita makes it clear by
saying: “(...) it is necessary to deal with the problem without assuming popular culture’s “non-
political” nature.” (Morishita, 2016, p.15, my translation®). Another important example for this
discussion is the reception of Godzilla (1954) and the differences in critical reception that it

received inside and outside of Japan.

She says: “Oh no. We've had atomic tuna, radioactive rain, and now Godzilla. What’s going
to happen if one of them comes into Tokyo Bay?”

Man A: “You'd be the first to be targeted, wouldn't you?”

Woman: “Ah! That's not good. It's my precious body that was saved alive from the atomic
bomb in Nagasaki...”

Man B: “Maybe we should start looking for a place to evacuate”

Woman: “Can you find somewhere for me too?”

Man A: “Oh no. Another evacuation. I hate that.” (Godzilla, 1954, dialogue, my

translation®)

The dialogue extracted from Godzilla (1954) connects with the social setting that shaped
the construction of its reception, as a succession of atomic and hydrogen bombs befalling the
Japanese people. In a way, the dialogue shows that Godzilla attacking Japan is also seen as
unreasonable. Even though the movie does not name it openly, the monster’s origin is directly
connected to the bombs dropped by the US and the general context of its launching. At the time,
when Daigo Fukuryz Maru men suffered from radiation poisoning, contaminated tuna fish entered
the Japanese markets before the radioactive contamination was discovered. This situation created
a media furor claiming that it was another U.S. atomic attack on Japan, and anti-nuclear peace

movements spread throughout the country.
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The peace movements would be made primarily by women in Suginami Ward in Tokyo.
In Hiroshima, on April 21, 1954, regional women’s organization mobilized the Hiroshima Branch
of Women and Y outh Section, which worked with Hiroshima’s citizens to petition the committee.
“This committee, which eventually became the local Gensuikyo branch, organized a mass meeting
on August 6, 1954, and was instrumental in bringing the first Gensuikyo Congress to Hiroshima
the following year.” (Zwigenberg, 2014, p.99). In 1955, Hiroshima hosted a congress against
hydrogen and atomic bombs called Gensuikyo. The organization of anti-nuclear movements was
partly due to the participation of women that were mothers, hibakusha, and teachers that were
members of the Japanese Teachers Union. “The activity of women teachers and the leftist Japanese
Teachers Union (JTU) was extremely important in this regard. The anti-nuclear movement saw
the rise of a new generation of female activists.” (Zwigenberg, 2014, p.97).

These protests also happened due to the Korean War (1950-1953) backdrop since the US
allowed the formation of the National Police Reserve of Japan to fill the country’s military vacuum.
Subsequently, the Chinese intervention and the threat of Soviet participation in the war prompted
“(...) the reinstatement of Japanese former officers and preparing for greater combat capability as
a Defense Force.” (Kuzuhara, 2006, p.115). This alliance was codified in the Security Treaty
Between the United States and Japan, signed in 1951, and revised in 1960. The treaty was
organized so that the US could maintain armed forces in Japan to protect the country. “Japan’s
foremost goal was economic rehabilitation, it would avoid involvement in international strategic
issues, and it would rely on the US for its security.” (Feske, 1997, p.431). In such a scenario, the
rational appeal for peace had to be grounded in an extremely practical awareness of the issue,
which was clearly critical of the Japanese government's aggressive rearmament efforts and of
America’s intensification of the Cold War.

The movie Children of Hiroshima ()% ® -, Genbaku no ko, dir. Shindo Kaneto, 1952)
gave a detailed account of the tragic aftermath of the atomic bombing impact in Hiroshima
especially focusing on children. However, the movie did not satisfy the Japan Teachers Union,
which had commissioned the film. “The union criticized Shindo’s film as lacking sufficient power
to convey the brutality of the bomb.” (Shibata, 2018, p.46). Contrarily, Hideo Sekikawa’s movie
Hiroshima was made in 1953 and is filled with scenes of desolation and brutality and a vocal

denunciation of the US atomic bombings. However, their apparent emotional appeal also led to
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harsh criticism, especially since movies about nuclear bombings should not be against any country.
Instead, it should be a prayer to all humanity.

In post-war society, it was believed that Japan entered the wrong war because of its pre-
modern characteristics. “In the field of film criticism, it can be said that the awareness of the
problem of Japan’s pre-modernism emerged as criticism of drama production that emphasized
making people cry. The word used in this criticism was sentimental.” (Morishita, 2016, p.40, my
translation 1°). This criticism of sentimentalism and the quality of political representation led to a

very harsh reception of Godzilla in Japan.

Godzilla is absurd in every respect. There is no fun in the deduction. (...) Godzilla is the
offspring of a whale and a gorilla, but I think this is an awful setting for an old Chinese or
Indian tale. It would have been better to incorporate the mysteries of biology more skillfully.
It’s not necessarily a bad idea to think of a monster emerging from the ocean floor after

repeated hydrogen bomb tests. And the sense of naming it “Godzilla” is not interesting.

(Ara, 1956, p.44-45, my translation'!)

Masahito Ara was a literary critic that first theorized about Godzilla and the subsequent
monster movies. At first, he defined the genre as (2248 R} =], Kiso Kagaku Eiga), that is,
imaginative science film, a similar concept to science fiction (SF). His position was that the
depiction of Godzilla was too unscientific, failing to incorporate fundamental biological factors.
In contrast, the reception of Giant Monster of the Sky Rodan (22 KPEER < K>, Sora no
Daikaijii Radon, 1956) was more positive. The movie had elements of an entertainment film but
still was seen as a movie that went beyond spectacle and criticized civilization. Since Rodan
emerged from the coal mines in the Kyushu region, due to the crustal movement, it was seen as a
more scientific and hopeful depiction than Godzilla. So, the dynamics between entertainment and
the critical political instance were discussed at the heart of the genre from the beginning, even
before the term, Tokusatsu appeared. “In general, the dissemination of scientific knowledge is

extremely weak, and healthy curiosity is not that common. In the present situation, if we
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compromise at such a low rank, it is only natural that we can only film things like Godzilla.” (Ara,
1956, p.45, my translation'?).

The conflict between entertainment and political views is present throughout the Godzilla
series in Japanese and American adaptations. Embassy Pictures re-edited the Godzilla (1954)
movie for the American audience, cutting more than thirty minutes of scenes and attaching
additional scenes with an American reporter. The film was renamed Godzilla: King of Monsters
to refer to the movie King Kong (1933), and the cuts erased the references to Hiroshima and songs
about peace. To sell the film to the US, it had to be stripped of its war commentary. Subsequent
monster movies in the sixties also develop more friendly characters, perhaps in an attempt to sell
to international markets. “There was a dead-serious Godzilla movie. Well before the series
degenerated into big-time wrestling in seedy latex suits, well before Godzilla had a laughably
unlikely son, (...).” (Tsutsui, 2004, p.13). William Tsutsui refers to the movie Son of Godzilla
(1967) in his remarks, where he treats the original movie differently than what he sees as more
commercial versions of the sixties that had distanced themselves from the postwar discussion.

Additionally, outside of Japan, Godzilla is mostly interpreted as a fighting monster
deprived of deep political meaning. One contributing factor is that the American versions of
Godzilla are far detached from the Japanese context. Godzilla (1998), directed by Roland
Emmerich, was completely visually separated from Godzilla’s usual formal characteristics,
utilizing CGI that made the character look closer to an iguana or dinosaur-like figure. However, it
did receive intense criticism from international and Japanese audiences that thought the movie was
far too distant from its origin. In a more contemporary interpretation, Shin Godzilla (+'> « =
7, 2016), directed by Hideaki Anno and Shinji Higuchi, received a critical appraisal in Japan
Times in the review titled “Shin Godzilla: The metaphorical monster returns.'®” It was interpreted
as capturing Japanese political issues at the heart of the movie; since it focuses on how Godzilla
reawakens Japan’s historical pressing concerns, such as responsibility, use of weapons, and citizen
engagement in politics, among other issues. Praised both internationally and domestically, its

reception also caused some divisions.
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13Schilling, Mark. (2016) Shin Godzilla: The metaphorical monster returns. Japan Times. For the complete review, see
https://www.japantimes.co.jp/culture/2016/08/03/films/film-reviews/shin-godzilla-metaphorical-monster-returns/  (Accessed 8:
February 2022).
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It’s choppy and full of special effects that seem deliberately designed not to impress —
except when they do. The story is so sketchy that it’s hard to follow, with a blizzard of
characters and cameos that presumably mean more to a Japanese audience than to an
American one. The film is at its best when it’s in parody mode, though it keeps that card
too close to the vest for much of its two-hour length. The humor, not the monster, is what

you’re left wanting more of. (Genzlinger, 2016 4)

The New York Times review highlights how the special effects using CGI are “designed
not to impress,” a sign of the difference in aesthetic treatment related to the long history of
establishing tokusatsu effects; however, they can also be remarkable. It gives a homage to leaving
room to perceive the materiality of the visual effects without trying to absorb the audience
completely. However, what is striking is that it is the humor and not the monster that is missed.
From the start, the American public has been used to a less political version of Godzilla, and
perhaps that established different expectations or erasure of meanings. However, this also points
to the historical perception of Sci-fi movies as entertainment, which does not necessarily need to
be political or touch upon critical statements. However, to assume that even what is assumed as
plain entertainment does not have a political and social function is an oversight.

Generally, even though these examples are distant in time, they show that postwar
descriptions of Japan are indeed, in many ways, inseparable from the American efforts to define
what Japan was throughout the reinstatement of the country’s sovereignty. It also shows how the
country strived to reconstruct itself under internal and international pressures. That is why the
dynamics of entertainment and politics play an essential role in the tokusatsu genre formation and
largely in other media formations that followed.

One influential book in this regard was The Chrysanthemum and the Sword: Patterns of
Japanese Culture (1946) by Ruth Benedict, where many cultural inferences and distinctions were
marked, such as the guilt culture of the United States and the shame culture in Japan. From that
point onwards, the placement and construction of Japan and the Other, the West, has assumed
many forms. “What it means to be a modern, advanced, civilized state is changing, and these

expectations have long affected Japan and will continue to do so. Similarly, there was never a pure

14 Genzlinger, Neil. (2016) Review: ‘Godzilla’ Returns, Again, With a Wink. The New York Times, October 2016. Available at:
https://www nytimes.com/2016/10/11/movies/shin-godzilla-review html (Accessed 8: February 2022).

33



Japan that somehow sat outside of, or unaffected by, the rest of the world.” (Leheny, 2011, p.367).
However, this does not mean that Japan hasn’t carved its own space, pushing for soft power, and
creating a cultural appeal.

The challenging contradictions in popular culture and its political framework need to be
brought to awareness so it can be possible to understand how politics can suddenly be out of the
image or suddenly be pressed forward. In perceiving such movements within artworks, it can be
possible to comprehend cultural negotiations between the aesthetic and social dimensions and how

ultimately, artists and collaborators involved in art production faced such challenges.
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1.2. Defining Tokusatsu genre

Tokusatsu (%7#%) is an abbreviation term derived from Tokushu Satsuei (&K 5),

meaning special effects. The term tokusatsu evolved from works that used special techniques to
create images that could not be filmed using only a camera and natural scenery or a standard set.
The term that started to refer to a group of special techniques has developed significantly from its
original meaning in film and television history, establishing a significant genre of film works
created in Japan. Notably, it embraces analog techniques based on miniature sets, optical
technology, and composition before introducing digital technologies and 3D CGI techniques. In
contemporary artworks, mainly in live-action and animation, there is a significant shift from analog
techniques to digital forms worldwide to expand the range of aesthetic possibilities and reduce
costs. The question about how to represent a fictional character to achieve a sense of realism sets
a different number of composition solutions in the moving image, depending on the available
technology.

Because of the genre’s appeal, many tokusatsu characters and imagery have been promoted
as the main character, much more than its human actors. To make their existence as accurate or
real as possible for the audience, the monsters and other creatures were created as if they were
connected to something real: social conditions, scientific conundrums, etc. In that sense, they can
become anthropomorphic, and cultural and social concerns can take concrete form as a monster
(IZ:Ek, Kaiji) or villains (5 A, Kaijin). As such, they possess an ambiguity of being fictional
beings that could never exist in reality, but at the same time, they remain real beings. Godzilla
became the first tokusatsu character to be widely recognized by the public. During the 1950s and
the 1960s, the golden age of Japanese films was established following the zeitgeist of the scientific
era, rapid economic growth, and future-oriented fiction. In Japan, animation evolved in film and
television media, largely influenced by Manga production, while establishing a close relationship

of rivalry with tokusatsu shows. However, until the 1970s, there was not much difference between
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media forms, as they all were grouped under the umbrella term Terebi Manga (7 L E'i& ),
which was considered part of the entertainment industry at large®®.

The dynamics of the genre formation started between Literature, Cinema, and Science
Fiction. As mentioned, at first, the new monster movies were defined as imaginative science film
(Ze g )52k ). Ara Masahito published the article “Kiisé Kagaku Eiga-Ron” (22 A8k S [ 7y,
Imaginative Science Film Theory) in the film magazine Kinema Junpé (1956). The term tokusatsu
appeared in magazines dedicated to materials that were being used to make the special effects. In
1958, Takeshi Kono published a short article called “Tokusatsu ni tsukawareta purasuchikku ” (¢
/=77 AF » 7, Plastics used in Tokusatsu, pp.42-43), published in a magazine
dedicated to rubber technology, called Gomu joho (= 2 1§5#R). The article explores how to source
rubber materials, and it also highlights Kono’s experience with discovering how to utilize and craft
the rubber in the making of Godzilla’s suit.

In a sense, the terms Imaginative Science Film (2248 F} 521 ) and Tokusatsu Film (R5fix
Ik-[#7) coexisted as authors were trying to name and identify this genre’s characteristics. In 1961,
the article Sozo Kagaku Eiga ‘Dai Kaijii Motsura’ Tokusatsu tanto no Tsuburaya-gumi (AB8:%}
SFROE TRPRERE Y T | RS O FI454H) was published in Kinema Junpé (1961), with a
picture of the Mothra movie set and an explanation about the film, utilizing both terms
interchangeably to explain its genre. In 1962, the article Tokusatsu Eiga no suchiruman (5t
[#] D A F—/ L~ ) was published in the Yomiuri Weekly, already utilizing the tokusatsu term.
Averagely, the term tokusatsu started appearing at the end of the 50s and became an established
term around 1960-1970s. One factor that contributed to the genre’s development was its expansion
to television following Tsuburaya Pro’s launching of the television series Ultraman (1966). In the
opening scene, the Ultraman logo is followed by the term 28 AH &k fix > U — X, that is,
Imaginative Tokusatsu Series. In a sense, it is the joined acronym of the two terms being used until
then to describe the genre. In the 2022 movie Shin Ultraman, the opening credits also start with

the term *Z24B45fix > U — X after the main movie title, paying a sort of homage to this period.

15 In the 1960s, manga originals were the most common art form accounting for 50%, and animation original works accounted for
42%. The changes in numbers throughout the years and the influence of video games change this scenario by the 80’s forward. See
Masuda, N., Azuma S., et al. (2013).
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One element that characterized the DIY quality of tokusatsu was that many artists from
different fields contributed to the genre, from design, physical effects utilizing plaster and
carpentry, sculpture and molding, wire and manipulation, backdrop painting, electrical and lighting
effects, camera workers, etc. These artists created movies, adapted available materials, and
developed their techniques and aesthetic ideas with few resources. Instead of calling it the English
term Special Effects, | decided to utilize the term Tokusatsu because it contains a distinct nuance.

Tokusatsu defines and describes the visual techniques used to make films but also defines
a genre within science fiction and fantasy that roughly includes the depiction of monsters and
heroes. Its technical aspect also embodies its movie genre. Hajime Matsumoto’s description of
why the term Tokusatsu was groundbreaking instead of utilizing English terms helps understand
the formation of the genre. “The term SFX became popular due to the influence of the booming
US film industry, such as Star Wars (1977), but it didn't quite fit, and when is replaced with the
Japanese term tokusatsu, | was struck by what | saw. Yes, it is tokusatsu.” (lizuka; Matsumoto,
2016, p.16, my translation®®).

Because in Tokusatsu, DIY expertise was a necessary skill to build miniatures and all kinds
of mechanisms, the term embodied the particularity of the Japanese cultural background.
Tokusatsu defined special effects as image composition with any material that might work with
low or high technology. With the anime consolidation at the end of the 70s and the beginning of
the 80s, specialized magazines about both genres started appearing. The Tokusatsu genre also
started to become more precise in its denominations, with sub-genres appearing, such as Super
Sentai Series and Metal Hero series. However, before exploring the tokusatsu branches, this
research will focus on the development of its art techniques and look from the angle of some of its

core art pioneers.
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1.3. DIY Art Techniques and Tokusatsu Art Pioneers

The relationship between cinema and animation always foregrounded the history of
moving images since they shared technical similarities and were shown side by side in many
exhibitions. The moving image technology appeared at the end of the nineteenth century and was
used to capture images and play with the gap between them. Optical toys and animated strips were
pervasive — Emile Reynaud projected a moving strip of images using the Praxinoscope in 1892 to
an audience, three years before Lumiére’s premiere; Humorous Phases of Funny Faces by Stuart
Blackton, credited as the first animation, was released in 1906 — and trick films and effects were
used in a variety of movies, such as The House of the Devil (Le Manoir du diable, 1896), The Man
with the Rubber Head L'homme a la téte de caoutchouc (L'homme a la téte de caoutchouc, 1901)
by Georges Mélies and later in the mingle of animation and cinema in John Bray's first film, Artist's
Dream (1913). In such an intersectional beginning, we should engage with Kristin Tompson’s
question: “Perhaps it is not coincidental that the decline of the novelty effect in live-action films
coincided historically with the commercial beginning of animation.” (Thompson, 1980, p.109).
Thompson argued that the regular exhibition of animation among live-action reminded the
audience constantly of the motion picture apparatus magic.

In this sense, in the beginning, animation and the so-called trick movies shared a common
space because they shared a particular fascination with movement and a pronounced taste for mix-
ups, surprises, and similar technical procedures. The similarity was between the techniques, such
as stop-camera and frame-by-frame compositions. The ability to stop the camera and control
frame-by-frame allowed sudden appearances and disappearances while the actors remained frozen,
and objects could be manipulated. These tricks films astonished audiences, but within time, their
novelty faded, and the popularity of animation spiked. George Méliés placed great importance on
the novelty in cinema and responded to the revelation of filmmaking techniques in the public press,
done by Gustave Babin in a series of articles published in L Illustration in 1908. “You destroy the
fruits of your own labor since you have destroyed the illusion that was your whole goal in
composing the trick. (...). Nothing is more difficult than the perfect and artistic execution of a

well-tricked view.” (M¢éli¢s cited in Solomon, 2010, p.57). In a sense, a trick, or what can be called
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image composition, could mimic reality, and hide its technique, but it could also be revealed or
even have its engendering as part of the image appeal.

Similar to Méliés, Makino Shozo also used trick films techniques such as cut-out and
multiple exposures in his films depicting Ninjutsu, or martial arts. Tsuburaya Eiji is said to have
acquired trick photography technology that is the basis of Makino Sh6zo movies under Edamasa
Yoshiro. Still, at the same time, he also inherited an appreciation of realism. In his debut as a
cameraman in Chigo no Kenpo (F 2 D #®llik, 1927), directed by Minoru Inuzuka, his efforts with
realism backfired because the main character’s face was captured in such a deep and realistic
manner that it was criticized at the time.

As special effects and animation techniques were being developed, new modes of
constructing images and portraying characters started to appear. In 1933 King Kong, produced by
RKO Films, was released; as Willis H. O’Brien’s first giant monster movie that used stop-motion
animation to bring the giant ape to life. This impressed young Tsuburaya, who analyzed the film
frame by frame with a magnifying glass and studied every shot, including King Kong’s movements.
When he joined Nikkatsu Studios, Tsuburaya continued his research on the screen process, which
had already been implemented in Hollywood, to incorporate it into Japanese films. According to

Sato (2021, p.127), Tsuburaya published a research paper entitled <2 7 U —> « /X 7 [Tk
TR, FADFEERHR L (Sukurin bakku ni tsuite fu, watashi no jikken hokoku, Supplementary to

the screen back, my experimental report, June 1933) in the Photo Times magazine.

There are deserts, oceans, the highest peaks of the Alps, the beast-infested depths of Africa,
Antarctica, the North Pole, etc. On the other hand, in rare cases, the author creates a story
based on his imagination, depicting the moon world or the universe passing by outside the
window of a rocket traveling to Mars, which may or may not be realized in decades or

centuries to come. (Tsuburaya cited in Sato, 2021, p.127, my translation?’)

Although Tsuburaya was a cameraman, he developed various techniques to depict his
subjects, such as using high-intensity arc lights, large fans to recreate rainstorms, and smoke to

make the scene’s atmosphere more realistic. In this sense, he wanted to create images that were
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thought impossible at the time. Before his stardom in Tokusatsu making, Tsuburaya worked in
many different movie productions developing these techniques. The intrinsic relationship between
trick film techniques, animation, and early special effects can be seen in Japan around the 1930s.
Kenzo Masaoka and Eiji Tsuburaya were active at a time when animation and special
effects were not yet as differentiated as they are in contemporary terms. Kenzo Masaoka, known
as the father of Japanese animation, and Eiji Tsuburaya, known as the father of special effects, are
not only close in age but also have been involved in the production of the movie Kaguya Hime (7>

<M, 1935) directed by Yoshitsugu Tanaka by J.O Studios. Tsuburaya was in charge of the

movie cinematography, and Masaoka was in charge of miniature production and photography.
Tsuburaya joined J.O. Studios in 1934, while Masaoka had a studio in Kyoto and was involved in
the company’s productions. After the first screening, the movie Kaguya Hime was considered lost
but suddenly discovered in 2015 in England. Subsequently, the National Film Archive of Japan
held a special screening in Japan, besides featuring in the special exhibition named Eiji Tsuburaya:

On the 120th Anniversary of His Birth!8 (4=3 120 4[4 5& ), held from 17th of August to

November 23th, 2021.

As the story goes, in 1936, the Japan Society of the United Kingdom organized a screening
to introduce Japanese culture in England. With the cooperation of the Japanese government,
Kaguya Hime was selected. To exhibit the movie in England, they prepared a short version,
downsizing the original 75 minutes to 33 minutes, including an English synopsis and staff credits.
“For this reason, the shortened version does not include the puppet animation scene and the
miniature set of Rashomon that Masaoka was in charge of.” (Yukari, 2021, p.138, my translation?).
On the occasion of the release of Kaguya Hime, Kenzo Masaoka wrote an article for Kinema Junpo
titled ‘Miniechua no seisaku to satsuei ni tsuite’ (J =T F = 7 ORUE L HREZ 2O T, On the
Production and Filming of Miniatures, 1935, p.78). The report contains a picture of the movie set,
including the Rashomon gate, and it highlights that the tricks, such as the use of miniature, are
what make the magic of movies.

“For example, in Kaguya Hime, the script says that “an ox cart will run like a gale,” but

when it is doubtful whether a real cow will run as ordered, a certain safer method is to have a

18 For more details about the exhibition, see: https://www nfaj.go.jp/exhibition/tsuburayal20/ (Accessed: 2 February 2022).
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puppet cow run.” (Masaoka, 1935, p.78, my translation?°). That’s the description of Kaguya Hime
scene script that mentions cow, so Masaoka decided to use stop-animation to compose this scene.
“Masaoka was the one who actually set up and photographed the dolls. However, the dolls
themselves were created by the sculptor Asano Mofu (real name: Takeo Asano).” (Yukari, 2021,
p.139, my translation?!). Asano Mofu was a sculptor active in the avant-garde art movement,
especially Futurism, in the early Showa period. He was involved in pioneering puppet shows in
the Kansai region, working with stage sets for plays and puppet production. Additionally, he was
a leader in the proletarian art movement in Osaka, encouraging independent artwork production.
Subsequently, Asano Mofu also helped make miniatures, sets, and special effects with Tsuburaya.

“At Tsuburaya's request, Asano went to Tokyo to participate in the filming of The Battle
of Malaya, Hawaii and was accompanied by Teizo Toshimitsu. In fact, Toshimitsu had joined the
Osaka Ningyo-za, a puppet theater company founded by Asano.” (Hagiwara, 2021, p.140, my
translation??). In 2018, it was discovered that a stage curtain for the Osaka Ningyo-za, an emerging
puppet theater company that existed in 1935, survived the second world war period?®. The stage
curtain design was made by Teizo Toshimitsu (1909-82), who would late help design Godzilla. In
this sense, the traditional puppet theater known as Bunraku and the Kabuki theater, a form of
dance/performance made by actors, influenced tokusatsu techniques and mechanisms used in
action scenes and the combat choreographed movements that would appear later in the Super
Sentai series.

In 1937, Photo Chemical Laboratory, P.C.L. filmmaking studio, Toho Eiga distribution,
and J.O Studio merged to form Toho Studios. Tsuburaya then joined Toho in Tokyo and was put
in charge of the Special Effects Division (#ZkHZi73#, Tokushu gijutsu-ka), the first section to
specialize in special effects in the Japanese film industry. The Special Effects Division helped

form special effects artists. Examples include Tomio Sagisu (also known as So6ji Ushio), who later
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23 News of the discovery was published in the online journal Voice of Nara (== —* [ZE ®7 | ). See: Asano, Eiko (FEF, 3k
). (2018). Gojira zokei-sha Toshimitsu Teizo ga moji dezain no donché, senka nogare genson 12 tsuki 1-nichi, Osaka fukitashi
de no ningyo geki koen de tenji. (7 7 EHEFDEE 03 LFT VA o OfiE, WtRknBifF 12 A 1A, KB - sl
TO NEIAT TREZR). Published: 12 November 2018. Available at: http://voiceofnara.jp/20181112-news619 html (Accessed:
2 March 2022).
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would launch his company P. Productions and produce Ambassador Magma (1966-1967), one of
the first tokusatsu shows that aired in the US with the name The Space Giants; and Keiji Kawakami,
who would become the special effects director for Ultra Q (1966) in Tsuburaya Productions,
among many others. Meanwhile, in 1965, Nobuo Yajima and Katsuro Onoe established the
Tokusatsu Research Institute (5 #i#JF 9% 7T, Tokusatsu kenkyii-jo), with Hiroshi Butsuda as a
representative, within the premises of Toei Studios in Tokyo.

Going back to Tsuburaya, in 1944, he produced the Katé Hayabusa Combat Team (%
R, Kato Hayabusa sentotai) sponsored by the Ministry of the Army (1872-1945). “As
miniature buildings exploded one after another, a composite of people fleeing in moving masks
was created, and the visuals were breathtaking as if they were caught in the middle.” (Sato, 2021,
p.132, my translation®*). After the war, in 1948, Tsuburaya was banned from working at Toho
Studios because of his involvement in war propaganda movies, but he returned to work in 1952.
In an interview, Masao Yagi (/\’K 1EK, 1926-2008), a sculptor that helped in the Godzilla film,

points to how the war and tokusatsu development went hand in hand.

After the attack on Pearl Harbor, we were asked to make a film about it, and the first project
we came up with was “The Battle of Hawaii and Malaya” in 1932. It was from this film
that tokusatsu came into focus. In other words, the war and the improvement of special
effects technology went hand in hand. (Tokusatsu Eiga Kenkytkai, 2002, p.13, my

translation?)

Years after the war, Toho was planning to produce a Japanese and Indonesian co-
production film about the aftermath of the Japanese occupation of the Dutch East Indies (now
Indonesia). However, the producer, Tomoyuki Tanaka, could not secure the movie deal with
Indonesia due to political conflict. Inspired by the success of the re-release of King Kong (1952)
and the release of The Beast from 20,000 Fathoms (1953), followed by the political discussion

regarding nuclear power in Japan, Tanaka started devising an idea to produce a monster movie that
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initially was called Project G. After successfully pitching the movie idea to executive lwao Mori,
the director Ishirc Honda and Eiji Tsuburaya joined the project. In a way, Godzilla would be a
DIY catalyst to start the creation of special effects/tokusatsu divisions in other movie studios
across the country. Masao Yagi, in the same interview, remembers how a giant rubber crocodile

inspired Tsuburaya to use the material.

When Toho purchased a Mitchell film camera from the U.S., they were also sold a giant
rubber crocodile used in Tarzan. I think it was about 10 meters long. The crocodile was left
at Toho’s second studio. It was sitting on the side of the stage in the rain. When Tsuburaya-
san saw the rubber crocodile, he wondered if he could make something monstrous or
dinosaur-like with this material, and that’s how we started. (Tokusatsu Eiga Kenkytkai,
2002, p.18-19, my translation?®)

Godezilla’s drawing was first created by Wasuke Abe (B[], F18), Akira Watanabe made

the design, Teizo Toshimitsu made the clay prototype, and the modeling staff involved included
the brothers Yasuei (J\ 'K, BE%¢) and Kanju Yagi (J\ K, #7), Kanju’s son Masao Yagi (J\ K,
1ER), and Eizo Kaimai. Tsuburaya Eiji granted an interview in the magazine Go-Nen no Gakushii
(5 4FE D53, 1956) with other creators of the time. Tsuburaya described in the interview the
process of developing Godzilla’s design, which meant that it should be close to a scientific
approach and a creature that children would be afraid of. “Immediately, I gathered the children
and listened to everyone’s thoughts. Then they said Mr. Wasuke Abe’s painting was the scariest
one, so [ went to Mr. Abe’s house and consulted with him.” (Go-Nen no Gakushi, 1956, p.34, my
translation?’). After that, Tsuburaya brought the drawings to Tokyo, and everyone started to
develop the design and how to construct it. However, one of their problems was that the source
materials were unavailable then.

Eizo Kaimai describes that acquiring rubber was difficult, so they contacted Mr. Takeshi

Kono, a rubber engineer: “At that time, Yokohama Rubber had an engineer specializing in rubber,
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Mr. Kono (Takeshi). Toho invited him and held a meeting with just us (the molding team). Then,
Mr. Kono said, ‘If you give me the budget, | will go to America and find good materials.” So, Mr.
Kono went to America.” (Tokusatsu Eiga Kenkyiikai, 2002, p.20, my translation?®). For Godzilla’s
construction, the first step was to use a wire mesh as a base to give the outline and then paste paper
on top of it to mold Godzilla’s form. Afterward, they use cotton wrapped with cloth to provide a
shape outline. Finally, softer fabric is placed over the surface, and the wire mesh is pulled out of
the sculpture. After Mr. Kono came with the materials, they had to build a kiln in the studio to
cook the rubber put on Godzilla’s surface. The result was a suitmation of 80kg, making moving
inside of it a challenge. For that reason, they had to cut the original suit in half to shoot the scenes
according to the camera angle while they prepared a second lighter version to be used.

Takeshi Kono (1958) wrote the already mentioned article about the uses of plastic in
tokusatsu. He then describes being consulted about the possibility of using materials like rubber to
help make the Godzilla suit. First, he was presented with a model created by Tsuburaya’s team,
which he recalls having a similar face to King Kong. Since nothing like that had been made in
Japan before, Kono thought using rubber for the suit wouldn’t be possible. However, after further
inspection, he decided to help the Toho staff. “The plastigel was purchased from M-Chemistry,
and we decided to use it after further preparation. A heating furnace with nichrome wires was built
in the studio. In this furnace, Godzilla made of plastigel was put into the furnace for heat treatment.”
(Kono, 1958, p.42, my translation?®). After that, Kono also helped with materials for the sequence
movie Godzilla Strikes Back (1955). From that point onwards, Kono would provide consulting
services to acquire and help acquire any materials that could be made into a monster.

Sourcing the Godzilla rubber-like texture material was only the beginning of this tokusatsu
movie’s challenging nature. Eizo Kaimai describes how in the first Godzilla (1954), the eyes were
drawn in a wooden ball and attached to the suit because they did not have control systems. So, to
give the appearance of liveness, they had to wet the eyes and put a light focusing on the eyeball to
make it shimmer from cut to cut (Hikawa et al., 2014, p.21). For Godzilla Strikes Back (1955),
Eizo Kaimai, in an interview with director Haraguchi Shinji, describes how he wanted to develop
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a mechanism to make Godzilla’s eyes more alive, so first, he tried using a koto string (a stringent
instrument known as the Japanese harp). Still, since it would break easily, the following solution

was to use a bicycle brake wire that he had to manipulate to create movement.

Kaimai: Yes. So, when | did the lip-synch, | bought a wire from the bicycle shop in front
of Toho. Before that, | didn't know about such wires, so | went to a shamisen shop in
Sangenjaya, bought some koto strings that | adapted, and then pulled them from behind. |
did that at first, but since it was a koto string, it would break. So, | went to the bicycle shop
to see if there was anything better, and they said they had it. So, | bought the wire...

Haraguchi: It was a bicycle brake wire! (Hikawa et al., 2014, p.21, my translation®®)

Godzilla (1954) claws were made of wood since other materials were scarce. Additionally,
they had to insert boots inside the suit so the actor could move, but since there were no boots in
shoe shops, Kaimai had to get boots at the local fish market. For the suit, there was no urethane or
zipper on the back. Instead, they had to make an opening about two centimeters long with an inside
hook where the actor could close the suit. The idea was inspired by a tabi®! shoe with a metal hook
called kohaze. Additionally, most of the sculptors and designers in the movie had a contract with
Toho and worked as freelance workers on a movie-to-movie basis. They also had part-time
students from the sculpture course of Tama Art University and architecture course from Waseda

University helping as assistants.

Haraguchi: So, it’s no exaggeration to say that a group of freelancers created the first
Godzilla. Kaimai: Mr. Toshimitsu and Mr. Yagi had a one-time contract, and his son and |
were temporary workers. We worked one day as temporary workers for 400 yen (laughs).

(Hikawa et al., 2014, p.29, my translation®?)
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31 Tabi are traditional Japanese split-toe shoes from the fifteenth century and are worn as socks in more contemporary forms.
Kohaze is the name of the internal metal hook that closes it.
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Because of the experimental DIY characteristic of developing new techniques, they hire
students from art disciplines as assistants to collaborate and discover novelty solutions. One area
that had further development was the creation of miniatures in scale to the monster. Miniatures
had to be made so that they could be used for live-action shooting and could also work later when
the optical composition was used to integrate the animated effects in the footage. One of the
miniature pioneers that later became the right man for Tsuburaya was Yasuyuki Inoue (Jf I, 2§
3, 1922-2012) .

Yasuyuki Inoue, served in the Imperial Japanese Navy Sasebo Marine Corps in 1944 and
was injured in a battle in China, losing part of his left leg. After the Second World War ended, in
the need of finding a job, he decided to join the Disabled Veteran Center in Kokura (/N8 D&%
B A\ AL FT), where he started learning furniture making. After moving to Tokyo in the Setagaya
ward, Inoue made friends with his neighbors. Inoue entered Nihon University College of Art,
where he studied under Iwao Yamawaki, an architect and photographer that studied at Bauhaus in
Germany before the war. In an extraordinary coincidence, in 1952, he lived around 200 meters
from Shin Toho. Inoue was invited to assist in the miniature making of movies such as The Fire
at Edo Castle (B & 1z ® FIL 732 £, Haruiro oden no kata: Edojo enjo, 1954) and
Submarine Rogo: Still No Surfacing (¥ /kffi 5 A 727 B8, Sensuikan rogo imada fujosezu,
1954). After that, Inoue was transferred to Toho studios to help Akira Watanabe, Teizo Toshimitsu,
and Irie Yoshio with the art direction of Godzilla. At Toho studios, Inoue meticulously planned

the miniature scale and took photographs and measurements of actual location sites.

We all went out to take pictures of the National Diet Building and the Ginza area for the
model drawings. We checked every little detail, from sidewalks and streetlights to
telephone poles, and to get the height of the buildings right, we had female assistants stand
in front of the buildings with black-and-white painted measuring sticks and take pictures

from different angles. (Kinema Junpd, 2012, p.67, my translation®®)
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To produce the miniatures models according to the actual locations, they utilized a basic
scale of 1:25 for the miniatures, adapting the scale depending on the scene. Carpenters built most
wooden houses, but the buildings destroyed by Godzilla, such as the Diet Building, were made of
plaster. The freelancer’s art college students who wanted to become sculptors had gone through
trial and error to create a building that could be easily destroyed. Tsuburaya also asked the Yagi
brothers, in charge of molding, to build a steel tower model made of wax. They used powerful
lights in the wax tower direction to melt due to heat, which was a technique to express the pattern
of the tower collapsing due to the heat rays emitted by Godzilla. The effects of the typhoon scene
on Odo Island and the waves generated by the destruction of Godzilla’s Kachidoki Bridge over
the Sumida River were made using a water-dropping device improvised by the tool workers using
drums. In sum, the first Godzilla was an experiment since the suitmation and available materials
were scarce, but this propelled research to utilize unusual materials. Inoue also helped in Godzilla’s
(1955) sequel, where the fight between Godzilla and Anguirus (the first quadrupedal monster)
brought further challenges to the miniature and manipulation team to solve.

The set of Osaka Port, where Godzilla and Anguirus appear, began with the construction
of a temporary swimming pool 25 meters by 25 meters and 70 centimeters deep on the
eighth stage, which took about four days to build by a team of about 12 or 13 people
working on the construction of the stage equipment. (Kinema Junpd, 2012, p.71, my

translation®#)

Inoue would stay at Toho and contribute to movies that were a hallmark of tokusatsu. Inoue
was born in Fukuoka, and because the movie Rodan (25D KIEEL < K, Sora no Daikaijii
Radon, 1956) was set in his hometown of Kyushi, his focus on miniatures became even stronger
than before. “When Eiji Tsuburaya saw the set after the miniatures were completed, he was
astonished: “It looks exactly like the picture!” (Miike, T. etal., 2022, p.54, my translation®). Inoue

would contribute as an Art Director and miniature maker in movies such as The Mysterians (H1ER
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[h 15, Chikyii Boeigun, 1957), The Three Treasures (H KA, Nippon Tanjo, 1959), Mothra
(1961), and so on. He also contributed to Ultra Q (1966), never leaving Tsuburaya’s side.

After Tsuburaya’s passing in the 1970s, Inoue opened his special effects company called
Alpha (77 /v~ 7 {&H]) in Ebina city in 1971. Inoue’s shop was capable of doing anything from
designing miniature sets to making props, suits, and masks. “Alpha made the suits, props, and
masks of the main characters for P Productions’ TV series from 1972 to 1975, including Magic of
the Ninja (1972-73) and Denjin Zaborger (Electroid Zaborger, 1975); for Sekonsha Productions’
Super Robot Red Baron (1973-74); and Toho’s Diamond Eye: Warrior of Light (1973-74).”
(Shiraishi, 2022, p.312). Inoue’s efforts were towards creating a realistic atmosphere in the sets on
the stage. His studies with craft making and architecture made him not only a miniature maker but,
in a sense, a landscape creator for movies. Inoue makes his artistic position clear to Toshio Miike

in this interview:

Inoue: I never thought | was making miniature models. My goal was always to replicate an
actual city and landscape. For instance, | designed the sets for Godzilla assuming to film a
real giant creature appearing in real locations, not a rubber suit monster walking on a stage.

Even though it was a monster movie, | never treated as a kid suff. (Miike, 2022, p.315)

Another pioneer at that time was Sadao lizuka (835, & H#E), which in the beginning, did
not have much hope in his prospects of having higher education or working with art. lizuka
explains the social situation at that time in an interview with Toshio Miike and Kazuhiro
Matsunomoto. “In those days, only about one-third of the students who graduated from junior high
school went on to high school. In short, it was a time of poverty, and tuition fees were not
affordable.” (Hikawa et al., 2014, p.142, my translation®). However, lizuka liked drawing, and he

wanted to work part-time, so he joined Toho in the Special Art Department (45 Z£7731). lizuka

started helping Yasuyuki Inoue with jobs such as painting miniatures and drawing clouds on the
horizon (the background wall used in the studio). In his recounting of that time, lizuka’s first
impression of Toho was a surprise: “When | first joined Toho, | was surprised at Tokusatsu...The

people who worked on the first Godzilla were all either part-time workers or specialized contract
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technicians, and there were no Toho technicians or employees. | thought, “What is this company?”
(Hikawa et al., 2014, p.143, my translation®).

In Godzilla (1954), another challenge was the creation of the ray effects coming out of
Godzilla’s mouth. Tsuburaya had already investigated and created working methods with screen
processing while devising procedures to create image composition. Hiroshi Mukdyama (7] (LI, 7%)
joined Toho in 1940, where he worked on composite productions and composite filming, and in
1954, he was appointed as section chief of the Composition Section (& %#4). It has at Mukoyama

Compositing Room that lizuka would help with composition work for Godzilla.

When | talk about Composition, | am talking about Mukdyama Composition (Hiroshi
Mukoyama was in charge of composition). In short, Matte Composition®. The main part
of the work was drawing matte pictures and compositing them with the actual main footage.
There was a shed on the opposite side of the river from Toho Studios, where there was a
compositing room known as the Mukaoyama Composition Room. When | was working on
Godzilla, 1 was asked to help a little after the shooting, which was the compositing room |

went to. (Hikawa et al., 2014, p.145, my translation®)

This was the beginning of lizuka’s work with image composition, which at the time, was
just an extension of his part-time job at Toho. At the time of Mukoyama Composition, there was
no poster paint (also named tempera paint) available, so they had to use a Nihonga pigment
material called suihi sumi (7KT%&), mixed with Arabia glue (777 £ 7 ##) and paint the matte

pictures to make the film composition“. In a general view, there was a pre-war Image Composition
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38 Matte Composition was a composition of two or more images shot separately to create a single image. Generally, the image is
shot with blue background, a matte mask is created for the subject area by taking advantage of the blue-bleaching characteristics
of black-and-white film, the mask is covered with the background image, and the subject shot with blue background is combined
with the inverted side of the mask. Additionally, is important to understand the chemistry that supported this technique. Silver
halide crystals in gelatin form part of an emulsion which is used to coat the paper or film, and this emulsion is sensitive to ultraviolet
radiation blue light. That is why, they took advantage of the blue-bleaching characteristics of black-and-white film for composition.
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40 For more details about the materials and style of uses, see Hikawa et al., 2014, p.145-146. Additionally, poster paint became
available in Japan when Optical Composition became more common at Toho Studios.
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Department (i% 4 /%) and the Optical Composition Department (Jt: %4 %), institutionalized after
Godzilla. These two styles shared the same room, but they had different teams and methodologies.

At the time of Godzilla, the people working at Toho were largely inexperienced in making
visual effects for film, as this field was not organized yet in Japan. However, as lizuka makes clear,
this situation changes with Godzilla Strikes Back (=< O &, Gojira no Gyakushii, 1955).
lizuka says: “At the time of Godzilla Strikes Back, we really became a team called Tokubi (473€)
(Special Effects Art). Half of the group consisted of part-time workers, but all became veterans.”
(Hikawa et al., 2014, p.144, my translation*!). As time passed and the staff became more confident,
the structure of Toho was also becoming more organized. lizuka was a part-time worker, but soon
he would become a regular employee. lizuka remembers this period and says: “l was getting
excited, and then Tsuburaya called me. It was just before | started working on The Mysterians
(1957). Tsuburaya said: “I’d like to start working on this kind of work (in which Optical
Composition scenes frequently appear), and | think you should do it.” (Hikawa et al., 2014, p.144,
my translation?). Tsuburaya started retaining skillful people and trying to build a Tokusatsu
Optical Composition methodology.

At first, lizuka painted together within the Mukoyama Composition style and then moved
to the Optical Composition invited by Tsuburaya. The department that performed optical
compositing was then called the Optical Photography Department (¢ #5368, Kogaku Satsuei-
bu), and the department that produced the materials necessary for optical compositing was called
the Optical Drawing Department (“*{Eil, Gaku sakuga-bu). In summary, optical composition
is a filming technique in which two or more film images are combined using an optical printer to
create a composed image. The department divisions were responsible for drawing animations and
creating compositing masks to integrate the live-action image with the animated parts. Once the
masks were complete, they had to reshoot the scenes in the optical printer. Besides other people
that worked with optical composition before, such as Shuzaburo Araki (G A5, =B, 1913-1961),
mainly there was no formal instruction on these techniques. Laughingly, lizuka explains: “We had

to figure out all by ourselves what materials we needed to make that picture and how many times

Ne TP TOHE] OFFE, b IARYIZ, BESTHIVEDDTF —AIT/R>TT, PIETANAS MR AT L,
FNRIRAIRART T U B IZNT I T

ReZNTENSNTWEE Z AL, ABRBRIC Throk)] o THIEINT, bx oL FHEkBifEE] (1957) ITAD
BICHR, TZ29WICEFEAERY—VPHEET AT LE NN TZWAREITE, BRIRNLE] »TEbT?

50



we could do the optical shooting. So, the film we used as a test had much length. When we tested
the film and saw the results, it was common for us to scream “Aaah” and have to do it all over
again. (Laughs).” (Hikawa et al., 2014, p.147, my translation3)

For drawing and creating masks, they used the animation stand, which was commonly used
for shooting 2D animation. Animation stands mainly consist of a camera that slides up and down;
the graphic material can be stacked in several layers on a glass plate and locked with pegs; it is
also movable from front to back and left to right, and it has a lamp that can be used to illuminate
from above or below. Basically, if the lamp is removed from the animation stand and un-sensitized
film (raw film) is inserted, the stand becomes a filming machine. Shooting, whether for animation
or making masks for live-action, has to be done one shot at a time for the required length. “One
second is 24 frames, so 240 masks are needed for 10 seconds, and they must be shot continuously.
In the case of complex composites, four different masks may be needed for one finished image, so
960 masks alone would be needed.” (lizuka; Matsumoto, 2016, p.32, my translation**).

The work of the staff that dealt with optical composition had to be carefully planned and
accessed; otherwise, in case of mistakes, weeks of work could be lost. In addition to drawing
animation, the optical drawing department was also the one responsible for creating the masks
necessary for compositing. However, they had a disadvantage, “In our case, unlike in the case of
animation, it is not possible to see the result of a drawing on the tabletop by looking at it on the
spot. We have to shoot the film once, develop it, and look at it to see if it is different or if we should
do it a little more this way.” (Hikawa et al., 2014, p.159-160, my translation*°). However difficult

it was, eventually, lizuka learned the technical aspects and developed his own techniques.

In addition to creating glowing rays of light by blending the core material during
compositing, lizuka used additional techniques to create more expression. Not satisfied

with the optical printer effect, lizuka created additional bokeh material, also using a fog
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filter, in areas of the image that he wanted to make glow more intensely. By burning this
material, he succeeded in creating a stronger image of shining rays of light. lizuka called
this “core bokeh.” This technique was lizuka’s sole forte and is the secret behind the many
rays of light that fascinate viewers to this day. (lizuka; Matsumoto, 2016, p.30, my

translation®®)

After Godzilla Strikes Back, in 1956, the Economic White paper stated that “it was no
longer postwar” since the economic growth and recovery were being driven by modernization. In
the same year, when asked about the special effects situation of Japan, Tsuburaya said: “After the
war, Japan’s trick technology became so advanced that even the United States, considered the
home of such technology, could not compete with us in terms of technique.” (Go-Nen no Gakushd,
1956, p.37, my translation*’). In 1958, the economic miracle known as lwato Boom made the
domestic consumption power rise, “(...) standards of living rose and households raced to obtain
the ‘three sacred treasures’ (black-and-white television, washing machine, refrigerator).” (JILPT,
2016, p.3). This meant that with the economy stabilizing, there more possibilities for leisure and
the availability of materials in the country.

It was in 1958 that the suitmaker pioneer, Keizo Murase (£, ##J&) joined Toho to assist
Mr. Yagi in making the Baran suit. In the movie Varan (K%Ek 7 >, Daikaiju Baran, 1958),
they used latex instead of burning the rubber. Since the monster had thorns along the back, they
faced issues finding adequate materials that wouldn’t break during the fight scenes. However,
Murase knew carpentry and different crafts by experimenting with DIY solutions with his father.
To arrange a solution for Baran construction, Murase investigated materials at a store of household
goods and electric appliances; that’s when he found clear plastic hoses in different thicknesses to
do experiments with. After cutting and molding the hose, he bought rolls of translucent plastic

sheeting to close the open sections of the hose and to arrange the format of the thorns. Murase’s
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craftmanship skills were well-received by Tsuburaya because using these materials meant that the

monster could be more resistant and wouldn’t break into the fighting scenes.

Mr. Oyaji (Eiji Tsuburaya) saw it and said, “It wouldn't be a good picture if the thorns on
the back fell apart and disappeared in the fight. You can break this, right?” I told him, “No,
it’s made of plastic hose, so it won’t break.” Mr. Tsuburaya patted the Baran thorns with
his hand and said, “Oh, it won't break! Did you think of this?”. I didn’t even know how
great Eiji Tsuburaya was until then, | had only heard about him from Mr. Yagi, but that
was the first time | got to know him. (Tokusatsu Eiga Kenkyiikai, 2002, p.29, my

translation*?)

One year before, in 1957, the Soviet Union successfully launched Sputnik, and the space
age began with the competition between the United States and the Soviet Union. That same year,
The Mysterians (MIEKES#5 5, Chikyii boeigun) brought Mogera, Toho’s first robot designed by
Akira Watanabe. Mogera was constructed as a stuffed animal with independent limbs and painted
with a metal texture. The image of Mogera would be passed on to Mechagodzilla in the scene
where he reveals himself in the movie Godzilla vs. Mechagodzilla (1974). The idea of turning
Godzilla into a robot, such as Mechagodzilla, was also inspired by the Mechanic-Kong, a remote-
controlled robot double of king kong released first in the animated television series The King Kong
Show (1966) and then in the movie King Kong Scapes (1967).

Rodan (1956) was the first flying manipulative monster and was a precursor of Mothra (&
» 7, 1961). The Mothra monster had been inspired by a moth, and as such, it had different
transformative stages, each requiring different suit models. Mothra was the first monster to use the
piano wire to suspend its entire costume, requiring a team of manipulative wire workers to
coordinate its movements. This technique would also be used for King Ghidorah, the antagonist

of Godzilla, that became very popular in the movie Ghidorah, the Three-Headed Monster (=K

PEER HEK B5e K DIRNR, San daikaijii chikyi saidai no kessen, 1964). The development of new
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monster movies meant that the manipulation of piano wires and the use of support rods to
manipulate objects that would not normally move played an important role in developing tokusatsu

techniques. Murase details the intricate manipulation work required for Guidorah:

In particular, it took six to seven people to move King Ghidorah, which had three heads,
two tails, and two wings and was full of moving parts, making it more labor-intensive than
the eight-forked serpent. In particular, since Ghidorah swung its head and tail while flying,
the movement of the main body and the manipulation of each part had to be done
simultaneously. When a life-size stuffed animal was hung, it was quite a large-scale

shooting. (Tokusatsu Eiga Kenkytikai, 2002, p.59, my translation*°)

Manipulation teams develop skills to act and manipulate monsters parts, often having to
act in unison during manipulation to convey a sense of liveliness to the movements. Other effects
specialties also started to flourish, such as using gunpowder for explosions, flames, smoke, wind,
and water to increase the elements of realism in the scenes. As well as the other effects mentioned,
these also required a high technical knowledge of chemistry and physics. The elaboration of
innovative techniques enhances the effects obtained but also requires careful technical
development and attention to safety.

Kazuaki Sekiyama® (B (L1, FnfiH) joined Toho studio as a part-time worker in the art
department under Asame Kume (A K, %) and Tadaki Watanabe (%32, F£1). He participated in
Ultraman A (1972) and Godzilla vs. Megalon (1973). Invited by Toru Suzuki (54, i), Sekiyama

would also later join the Tokusatsu Research Institute. Other figures at that time that worked with

manipulation and art-making for tokusatsu were Makoto Ogawa (//°)11, ), also at Toho, and Eiji
Shirakuma (1 f&, 2<7#) at Daiei Studios, working in movies such as Giant Monster Mid-Air Battle

Gamer vs. Gaos (1967), and Gamera vs. Viras (Gamera tai Uchiikaijii Bairasu, 1968). In an

interview, Sekiyama details the techniques and materials used at that time for King Ghidorah.
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%0 He worked as a special effects and manipulation staff also for Himitsu Sentai Gorenger (1975), Godzilla (1984), Giant God
Warrior Appears in Tokyo (2012), and many other tokusatsu productions.
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In Ghidorah, the Three-Headed Monster (1964), King Ghidorah destroys the buildings,
which was obviously done with a different way of attaching gunpowder. Now, we put
gunpowder directly on the inside wall of a building to create fire, smoke, and light, but not
on that one. | think they put something like a wooden box on the wall and destroyed the
building. (Hikawa et al., 2014, p.131, my translation®?)

Before King Guidorah’s challenges, an earlier movie helped create solutions for monsters
with multiple heads; it was The Three Treasures (H AFtE, Nihon Tanjo, 1959), directed by
Hiroshi Inagaki. The film explored the legends of Kajiki and Nihon Shoki, the oldest collection of
myths about the origin of Japan and the Gods. Three Treasures story utilized the mythological
monster Yamata no Orochi or Oroshi, the legendary eight-headed Japanese serpent/dragon-shaped
monster.

To represent such a complex monster, the inventive Keizé Murase designed a monster suit
that had no core and was suspended by piano wire. Murase made a device at the base of the neck
of the serpent to open and close the air valve to move the eight heads. Additionally, as Eizo Kaimai
states, they also used FRP: “The first use of FRP was in The Three Treasures. In this movie, there
was a scene where the light came out of a mountain in the sky. So, we decided to make a transparent
mountain. An engineer from Riken Science came to teach me how to use polyethylene for the first
time.” (Tokusatsu Eiga Kenkytikai, 2002, p.40, my translation®?). FRP is a fiber-reinforced plastic
or polymer, and it is a material commonly used in the construction and vehicle business. The use
of FRP increased the durability and sturdiness of the suit texture. One common element was the
close relationship between studios and industries working with different construction materials.
The art and sculpture staff often had to consult with specialists and scientists to understand the
properties of the materials and how to utilize them to achieve aesthetic purposes.

In 1962, King Kong vs. Godzilla was produced to commemorate the 30th anniversary of
Toho’s founding. Eiji Tsuburaya, whom King Kong had strongly influenced, must have dreamed

of a tag-team match with Godzilla, the monster he had created. King Kong’s distinctive feature
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was that hair covered his entire suit, so to adapt the suit, Eizo Kaimai says: “King Kong’s body
hair is made from goat’s hair.” (Tokusatsu Eiga Kenkyiikai, 2002, p.52, our translation®). Since
they were using goat hair to produce the signature black color style, they burned the hair with
gunpowder. However, this process meant they had to do patchwork whenever the hair fell or if
there was some issue with the suit between filmed scenes. The technique of using animal hair was
also used in The War of the Gargantuas (7 7 > 7 > v = & A  OFEERY L 2%t 7T A Z, 1966)
and later in Megaloman (A 7 &~ >, 1979). This was part of Toho studio’s concept of the
Transformation Human Series (=& Af# T U — X), which focused on humans rather than on
monsters. Other movies that were also part of this series are Invisible Human (%83 A [, Tomei
Ningen, 1954), The H-Man (354 & %14 A [, Bijo to Ekitai Ningen, 1958), and Matango (~ %
> =, 1963). However, as Kaimai makes it clear in this interview, using hair for suits was costly

and required attention.

I have two Megaloman heads, and in today’s terms, one of them costs about 300,000 yen.
When they get dirty from the action or something, | ask a hairdresser to wash them. I think
they are called Chinese yaks—a big cow-like animal. The hair is bleached white and
braided to make it longer. So, the labor cost was high because of the workforce required.
So, like Ambassador Magma, heroes with hair cost a lot of money. (Tokusatsu Eiga

Kenkyiikai, 2002, p.53, my translation®*)

In the stand-alone movie Dogora, the Space Monster (28 KIZEk N =7, Uchii Daikaijii
Dogora, 1964), the monster Dogora comes from space and has tentacles with a squishy and slimy
texture. To produce this kind of texture, they developed a technique that utilized air pressure from
below to create a water current to move Dogora’s suit, which was left suspended in a water tank.
However, to make the tentacles livelier, they also utilized animation and composed the footage.
Keizo Murase explains this combination in an interview: “In the climactic scene of the destruction

of the Wakato Bridge, the tentacles drawn with animation were composed with the miniature of
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the Wakato Bridge suspended by piano wire.” (Tokusatsu Eiga Kenkytkai, 2002, p.67-68, my
translation®).

Following in Toho’s footsteps, Shochiku, Toei, Daiei, Nikkatsu, and other film companies
hired some of Eiji Tsuburaya’s technicians and started establishing their special technology
divisions. One of the rivals of Toho in tokusatsu was Daiei Studios since they decided to create a
universe within the genre. Daiei’s first project was the unfinished Giant Horde Beast Nezura (K
HEER R X7 | Taigun-jii Nezura) which was supposed to be released in 1964. They wanted to use
real rats in this project, but after many struggles, they canceled the project. In 1964, the Olympics
were held in Tokyo, and Daiei studios moved on to its next project Gamera (KEEER Y X 7,
Daikaijii Gamera, 1965), directed by Noriaki Yuasa and with special effects by Yonesaburo
Tsukiji. Akira Inde, Masao Yagi, and Keizo Murase made the modeling of the monster.
Subsequentially, in 1966, Masao Yagi, Keizo Murase, and Toru Suzuki opened their modeling and
production company called Ekisu Production (=% X 7’2 &7 3 3 ).

There were some material challenges in modeling and arranging the fire that came out of
the first Gamera’s mouth. “The flames that shoot out from Gamera and make it fly are made of
asbestos, a material that can no longer be used. It was the one used in the chimney of a house’s
bathroom, and so the tube was attached to the inside to spew out flames.” (Tokusatsu Eiga
Kenkytikai, 2002, p.85, my translation®f). Asbestos is a natural fibrous silicate mineral that can be
an electrical insulator and highly fire-resistant material. It was widely used in the construction
industry until it was discovered that inhalation was harmful to health in the 1970s. However, even
though they used anti-flammable materials, the flames would rise and make Gamera’s nose melt a
little, so they had to peel it off and repair it using latex.

The success of Gamera led Daiei studios to make a series of movies, including Gamera vs.
Barugon (KREEERIRBH I A Z %3V =, Dai kaijii ketto Gamera tai Barugon, 1966), and Giant
Monster Mid-Air Battle Gamer vs. Gaos (KIEERZE F1Hk T A Z %} v A A, Dai kaiji kiichii-sen
Gamera tai Gyaosu, 1967), and the first outer space fight in Destroy all Planets (% A 7 %}5~ 8

[EEBR N1 7 X, Gamera tai Uchitkaijii bairasu, 1968) among others. For the second movie, the
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Gamera suit was redesigned by Ekisu Production, and the Barugon monster was molded by
Ryosaku Takayama (=1L, B ), who worked on Ultra Q (1966). Additionally, Daiei launched
the first movie of the trilogy Daimajin (JKEE##, 1966). The main character was modeled by
Ryosaku Takayama, who had also worked for Toho and acquired latex technical knowledge under
Fuminori Ohashi. Subsequently, he applied his skills to various Daiei productions and Tsuburaya
Productions.

At the end of the 60s, the first monster boom saw the first sign that its momentum was
passing. Other genres started appearing, especially the ones dedicated to folklore, like Yokai
Monsters: 100 Monsters (8k 1% (5 #9358, Yokai hyaku Monogatari, 1968) and the animation Gegege

no Kitaro (7 774 @ B AKHS, 1968). The demand between production and the audience also

became tighter with the increase of animation programs for television in Japan and abroad. While
the first Tokusatsu boom happened in Cinema, the second boom happened in television, expanding
the scope of the genre, and increasing its relationship with the animation field in aesthetic
procedures. “Other Japanese pop culture products soon followed in the commercial slipstream
created by the king of the monsters: Japanese animation and live-action series proved affordable
ways to fill airtime in the early decades of American television.” (Tsutsui, 2006, p.2).

Before entering the topic of tokusatsu in television, I want to remark that the artists DIY
techniques and efforts led to creative breakthroughs in the face of scarcity. The methods developed
by trial and error started being organized, and departments were divided by style or specialty.

Yasuyuki Inoue defines it best in the interview with Toshio Miike:

The SFX Art Department had groups such as carpenters, sculptors, backdrop painters,
plasterers, and electricians. Each group was filled with talented artists and artisans. For
metal work, Syujiro lijima was highly talented. He made metal tanks for water dumping
devices. Among my assistants, Toshiro Aoki was particularly helpful. Although Eiji
Tsuburaya established the golden era of the Toho effects films, he attained it because of
the people in the SFX Art Department. (Miike, 2022, p.315)

To organize some of the techniques mentioned in this section and based on lizuka Sadao’s
drawings and explanations of them (Hikawa et al., 2014, p.188 — 205), | made a general framework

of Tokusatsu techniques developed at the time (see Figure 1). In the Special Effects art department,
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the set production team would be responsible for building and decorating the set, and its natural
scenery, such as the sky, forests, mountains, etc. In the same department, they would have the
sculpture and suit production team dedicated to the suit-making process, using numerous materials
and different sculpting techniques. The special effects dedicated to gunpowder and explosions
would investigate destruction mechanisms, materials such as gunpowder, gasoline, cement,
fireworks, and so on, and ignition devices. The manipulation and wire work team would be
responsible for the movements controlled by the piano wire. The wires were color painted, so they
do not show up on camera, and the lighting is also designed so that the wire lines do not shine.
They also produce effects with water, and at Toho, they build a large pool with permanent
devices attached underwater and at the surface for filming water-related scenes. The shooting and
camera group used trick camera angles, high-speed shooting, and slow motion to produce
perspective adjustments of miniatures. The lighting team used multiple lights to create depth and
three-dimensionality in a subject, using light bulbs, aluminum foil, and materials that could reflect
light. Finally, the post-production team works with composition and editing; they utilize an optical
printer that combines a projector for projecting the material to be composed and a camera for
capturing images to create complex compositions. When creating composition images on film, a
mask is used to create an unexposed area, and the film is rewound and re-photographed, this time
with the already-exposed side masked. The composed images can also be done with glasswork,
line drawing, animation, etc. Although departments were being organized according to techniques,
there was no division of labor at the beginning, so all the staff experienced various things. Whoever

was available and willing to assist would take on different responsibilities.

lizuka: Godzilla was a hit, wasn’t it? If Seven Samurai (1954) and Godzilla had not been
successful, then Toho would not have existed. That’s how much Godzilla was a catalyst
for Toho. After Godzilla became a box-office success, they decided to make a tokusatsu
film, which led to the production of Godzilla Strikes Back (1955) and Half Human (1955).
Godzilla was the first film that got me into the world of tokusatsu, and | think of Godzilla

as a treasure that will last me a lifetime. (Hikawa et al., 2014, p.144, my translation®’)
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lizuka clearly states that Godzilla was a catalyst for creating tokusatsu movies and a
precursor to open the field to DIY practices. Its success helped create hope for visual effects
production, an art starting in Japan. At the end of this section, it is possible to say that the
resourcing of materials, the development of techniques without prior instruction, and the
collaborative process born in this period were perhaps more politically engaged than credited. In
the next section, this research will turn to the connections and collaborations of artists in tokusatsu
and animation practices. The aim is to demonstrate that the interconnection between artists forged
creative approaches to make moving images. Finally, this research will also look at how the

television expansion in Japan created a healthy battle between tokusatsu and animation for the

viewer’s attention.
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Tokusatsu Techniques

1.0 Special Effects art (set
production)

Building and house decoration (
construction, setup)

Set of natural scenery such as forest or sky (
setup)

—' 1.1 Sculpture and Suit Production j

Destruction mechanism

—! 2.0 Special effects (gunpowder BH

Ignition and explosion devices

—| 3.0 Manipulation and wire work j

Pool photography

—| 4.0 Special effects using water j—

Sea setup

‘Water removal and drop effect

Tricks with Camera Angles

High-Speed Shooting (Slow Motion)

—| 5.0 Shooting (Camera) H'

D
6.0 Lightning

Equipment transportation

A7 FHIT U & — (optical printer)

Compeosition using mask

Aerial image synthesis

Glasswork [on-site synthesis)

editing)

7.0 Post-production (compositing,

Screen process (on-site synthesis)

Mask creation (hit-and-miss)

Animation Drawing

Line drawing (animation composition)

Editing (cutting)

Figure 1 Tokusatsu Techniques Graph
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Chapter 2: Tokusatsu Media Expansion

2.0. Media Transformations: Tokusatsu, Robot Anime, and Television Media

In the sixties, a paradigm shift emerged within animation and tokusatsu production since
television media became widespread in Japan. Like Tokusatsu, the animation industry was also
taking DIY steps to develop its own aesthetic characteristics. In the early stages of television media,
manga from children’s weekly & monthly magazines and folkloric stories were considered a
primary source for animation. However, when tokusatsu shows aired in television, they challenged
animation because the glimmering appeal of monsters, heroes, and weaponry became hugely
disseminated. As tokusatsu captured adults’ and especially children’s attention, the animation
industry changed in various ways. The 60s and 70s are a period of extensive experimentation and
collaboration between artists and media formats. This period was crucial for establishing the basis
of Japanese media into established genres with recognizable aesthetic forms.

However, around the *60s and 70s, television media had different names and definitions.
For example, Terebi Manga (Manga for TV) was an umbrella term for animation, live-action
shonen heroes, and tokusatsu. “Initially, animations broadcast on television based on manga were
called TV Drama, TV Anime, TV Manga, etc., but TV Manga gradually took hold. However, the
term TV Manga existed even before Astro Boy, and some people referred to Manga News around
1958.” (Nishimura, 2018, p. 241, my translation®). One example of experimentalism within media
aesthetics and formats can be found in Tezuka Osamu’s works.

The original manga Ambassador Magma (Maguma Taishi, 1951-1952) was adapted as a
tokusatsu show with the same name aired on Fuji TV (1965-1967), and later the manga Tetsuwan
Atomu or Astro Boy (1952-1968) would be adapted as animation (1963-1966) and live-action
shonen hero drama, Mighty Atom (1959-1960) produced by Mainichi Broadcasting. The

Ambassador Magma adaptation to the tokusatsu television series was created by Tomio Sagisu
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company P. Productions®®. The series was the first tokusatsu made in color, released before
Ultraman from Tsuburaya Productions.

Tomio Sagisu (1921-2004), who created the production company P. Productions in 1960,
was a popular manga artist before that, working under the name Ushio Sou;ji®. Souji had been in
contact with Tezuka since the early 1950s when Tezuka worked for Manga Shonen. Before the
war period, he entered the Line Drawing Room (#£[#i=, Senga-shitsu) of Toho Studio, and the
head of the office was Ikuo Oishi®* (}f1, fil/E). However, Oishi was suddenly called to war.
During this period, producer Mori Iwao appointed Eiji Tsuburaya as the manager of the Special
Technologies Division (47%k 5 f75#, tokushu gijutsu-ka) and as acting manager of the Line

Drawing Room in Oishi’s absence. As such, Ushio Souji worked under Eiji Tsuburaya during this

period.

I was in charge of the animation essence of the work in this Line Drawing Room. Still, it
took me three years to master the entire process from scenario — creating storyboard —
key and in-between animation team — in-between animation — background — shooting
— development rush editing (acetone apply by hand) and so on. Even so, | could not say
that | was a full-fledged professional unless | spent another two or three years mastering

every part of the process thoroughly. (Souji, U., 2007, p.188, my translation®?)

The technical procedures that Ushio Souji describes can be applied for image composition,
utilizing live-action and animation-based techniques. At the time, the cel for animation was already
being produced domestically; however, companies would wash, dry, and reuse used cels about
five times due to financial struggles. As a manga artist, animator, and knowledgeable person about
tokusatsu procedures, Souji Ushio was uniquely positioned to work with Tsuburaya and later
Tezuka. The animation The Story of the Muk Tree (A 27 @K ™G, 1947), directed by Shoji

Maruyama, was the first animated film produced by Toho Educational Film. The short film tells

59 P, Productions is currently owned by Shiro Sagisu, the composer of the soundtrack of Neon Genesis Evangelion, (1995) and
Shin Godzilla (2016).

60 Since I'm utilizing a resource where the artist uses the name Ushio Souji, | will be referring to him as such in the rest of the text.
61 In this period, Toho concentrated on films for military cooperation. The teaching film materials used line drawings (animation)
to explain new weapons and bombing theories for military training and were produced under Toho’s wartime cooperation system.
R IZZOMBET, T2A—2a DTy ADE I RIEHEHY LzOER, v U Aoty TEk—
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the story of the changing seasons that come to an old tree, and Souji Ushio made the special effects
that contained live-action combined with animation. When it was released, Souji Ushio and
Tsuburaya watched and discussed the techniques used. Ushio describes Tsuburaya’s comments on

the scene where snows fall on the ground.

“l always told you there are only three kinds of tokusatsu: miniature, composition, and
camera work. In other words, this technique is the camera work. It’s the most efficient
technique that doesn’t cost much money or time. But it doesn’t work very well by itself
because you must also be familiar with the anime field and at the same time have a good
knowledge of camera mechanics,” he said. When Eiji Tsuburaya finished watching the
scene where the air freezes over, he left, saying, “You are the only one who can express

this kind of scene beautifully now.” (Souji, U., 2007, p.218, my translation®)

The memories archived by Ushio Souji before he passed away in 2004 are invaluable to
understanding how animation and camera knowledge were deeply intertwined in artists practices.
This know-how went beyond limited pre-conceptions between media, ultimately giving space for
the necessary experimentalism to create innovatively aesthetic procedures. In Tsuburaya’s
comment to Ushio Souji, he clarifies that although camera work is fundamental, it only works if
you combine it with anime field knowledge. Tsuburaya recognized that it was the combination of
both practices that ultimately would create a new mode of image expression. In P. Productions,
following the massive success of the television series Astro Boy (1963) and its system of creating
merchandising and sponsorship to regain revenue, they decided to produce the animated television

series Zero Sen Hayato (O &% <° &, 1964). At that time, P. Productions had less than ten

employees, with two coming from Toei Doga and five joining them at its inception. In 1965, the
studio produced the tokusatsu pilot The Adventure of Mr. Crab (7 7 7 & ® E k), combining

live-action, animation, and new techniques.

BNDSOHLBEREIWLS > TV, BRIII =T 27U~ ART—7 ., BATI—=TDZFH LN N> TR,
DFED ZOEMIFON AT U—I 27, LD ORWR LRI T 7= 7728, L, RRn
NN EL WDV DIE, T2 AGBICHEEL, RO AT A DOMRICE L RITNER S 20w nbi2k) H
RE IR BICERORDL Y — 2 BB, [Z290WIFEERAHBTLICERTEDIDIE, WERLE LMW ARWVA
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I made the pilot version of “The Adventures of Mr. Crab” as a test of various new
technologies, including ‘realistic animation’ (still animation), ‘matte raw compositing’ (a
technique to reduce fixed costs), ‘super-detailed animation that resembles live-action,” and
‘invisible human processing through a mixture of still animation and live-action,” as well

as testing a range of new technologies. (Souji, U., 2007, p.260, my translation®*)

At this point, Tezuka and Souji would have different meetings. Tezuka was aware of
Souji’s works and his company's quality, as P. Production also supported Mushi Productions when
they were overwhelmed by the animation production workflow for television. Previously, Tezuka
had allowed for a tokusatsu adaptation called Mighty Atom (Tetsuwan Atomu, 1959-1960) from
his manga Astro Boy. It was produced by Mainichi Broadcasting and Matsuzaki Production and
sponsored by Lotte Corporation. Matsuzaki Corporation was founded by Keiji Matsuzaki, who
had worked at Toho before the war with Eiji Tsuburaya. However, it was not a secret that Tezuka
was not satisfied with the result of this tokusatsu adaptation and was reluctant on allowing other
adaptations in the future.

Ushio Souji had a good professional and personal relationship with Tezuka, so he
convinced Tezuka to allow P. Productions to produce a pilot tokusatsu based on Tezuka’s original
work. Souji convinced Tezuka based on the condition that Tezuka had to approve the pilot version
before they created the series. After Tezuka approved the pilot version, they launched Ambassador
Magma (Maguma Taishi, 1966-1967). The series also combines live-action and animation effects,
characteristics that Souji had been working on perfecting it. In this way, it can be said that Souji’s
artistic practice of mixing media and ability to work with different technologies made this project
possible and so well received.

After the success of Ambassador Magma, Tezuka decided to produce his TV drama, called
Vampire (/32731 ¥, 1968-1969)%, with 26 episodes aired on Fuji TV. Aesthetically it was a
composition of animation and live-action, where a cell-animated wolf was combined with a live-

action background. The composition effects credits are given to Eiji Yamauchi, who worked at

“eRZI My MR [777BOER % TV TAT =2 (AF—NT=RA), [~y MEAR (v Mexi
WA 27200, TEEENVOBEBTY =A ), [RAF—AT =R LEBEDORGIZL2EZVIAMLE] L, 2
FIERBHIFOT A M TES .

% For in-depth reading about the relations between Souji and Tezuka during the period of making this tokusatsu series, see, Souji
Ushio, (2007), Chapter 12. < 7"~ KfE#EAE S (The Story behind the birth of Ambassador Magma), p.256-271.

6 See Staff and Technical information about the TV Drama Vampire from the Tezuka Osamu website. Available at:
https://tezukaosamu net/jp/anime/38 html (Accessed 2022, February 15).
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Toei Studios, and then joined Tezuka’s company Mushi Productions. Eiji Yamauchi would
become a founding member of Sunrise studios, collaborating on the planning of Gundam and later
becoming the company’s president.

Nishimura (2018) points out that in the early 60s, new trends emerged in animation, and
he classified it into three general types. First, long feature animations released in movie theaters,
an example being Toei Studios productions; second, the experimental animated films produced by
individual artists, as represented by Animation Society of the Three (7 = A —3 3 > 3 ADL)
and finally, television animations, for example, Astro Boy by Mushi Productions. For long feature
animations, for instance, Toei Animation began as a studio in 1956, aiming at making feature films
that could rival Disney Productions. Later, they would also join the movement of making
animation for television. The studio gathered animators such as Yasuo Otsuka, Yasuji Mori,
Tomoharu Katsumata, and the upcoming animators Isao Takahata and Hayao Miyazaki of the
now-famous Studio Ghibli.

However, while Toei studios were working on featured animation films, Osamu Tezuka
aimed to bring animation to television. “In feature films such as Toei’s, it was common to use only
one cel for two frames of film, but for Astro Boy, one cel for every three frames shot was the
smoothest animation used, and often the animators tried to use only one drawn cel, with zooms
and pans giving the illusion of movement.” (Condry, 2013, p.104). The limited animation style
was not unique to Japan; as Morishita (2018) shows, since the 1950s, this animation style appeared
under UPA, as animators Zack Schwartz, Steve Bustustow, and David Hilberman had left Disney’s
realistic animation style behind, choosing a more expressive, modernist avant-garde expression
for their new studio. The studio focused on creating a heterogenous style environment. “It’s
stylized, limited animation became de rigueur in television and its low-budget, commercialized
series.” (Andrae, 2013, p.198). Limited animation techniques allowed for a different representation
than the restriction of Full animation realism at Disney. As such, animators, designers, and
cartoonists became more engaged in creating independent animation and animation for television
and commercial purposes.

In Japan, Yoji Kuri, Hiroshi Manabe, and Ryohei Yanagihara established the Animation
Society of the Three in the *60s at the Sogetsu Art Center. This art center supported artists in
exchanging and transmitting various authorial experimental arts. They held the Animation of Three

screenings featuring the works of the three already named artists. It evolved to be an Animation
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Festival in 1964, with more creators participating in the festival. “The participation of artists who
were then attracting attention in their respective fields, including cartoonist Osamu Tezuka, artist
Tadanori Yoko, and illustrators Akira Uno and Makoto Wada, further expanded the range of
expression in animation.” (Morishita, 2018, p.290, my translation®’). The development of this
festival was marked by experimenting with a media mix of experimental music, narration, actors,
and animation. Although the group was extinguished in 1966, individual or authorial animation in

Japan was nurtured by these activities led by Yoji Kuri.

The animation of the three was in 1960. | knew from two or three years before that the era
of manga would change, that the age of animation would come, and that the age of Japanese
TV cartoons would replace magazines and the like. That’s why | was thinking of doing
animation before that time. (...) It was around 1952 that TV stations were established all
over the world. Television simultaneously sprang up in Japan, the US, France, and Spain.
Therefore, animation also sprouted on the other side of the world without influencing each
other. Each grew on its own. It is not as if we inherited the influence of ten years in the
USA. (Kuri cited by Morishita, 2018, p.293, my translation®®)

Yoji Kuri thought that animation would invade television and that television and media
would develop independently in each country. However, that can be true to a certain extent, as
aesthetic influence from abroad was bound to inspire artists. The arrival of television, the wave of
independent productions, and the proximity to live-action tokusatsu would create a welcoming
environment for media innovation. Moonlight Mask (Gekko Kamen, 1958-1959) is a TV adventure
drama program, and it’s the first masked hero, produced by KR TV (now TBS TV) and Senkasha.
“Moonlight Mask was born from the words of Toshio Kobayashi, president of Senkdsha

Productions, ‘Let’s make him a hero like Superman!” The original story was written by Yasunori

T BEEOFHIER A, EMMERZOMERAI, 1 7 X M —% —OFEHERCMEMR &, YREA 58 T
BEED TWIEFZEOBIMI LY, T=2A—2a VORRDIREDIENY DS w7z

B3NDT = A= a AT—NAROFETL LI, FOZ, ZFFiING, v HORRITED > TRET = A DRFRIC
25, HEEL DNIRD o TARDT L EREORHEERFIZHK D o THho TWieblS, EnbEDRNZT = A—
arERAHD EFEITEZ TV, (FEE)SHRICT LERPHRIZOE—ILHE_FEHTLE 9, HRLT AU I H,
TT VA AL A, T UVERRBFIZEAZ T, DT = A B HEROEMTH, BAEWIIEER L LTHE
ATC&E, TNENDBBFICHFEZATEL, TAUY A THERLS T, ZORBELZITHNIZL NI A L0 LIZY
This citation appears on Morishita (2018, p. 293). For further research on the topic, please see the original Kuri, Yoji (/A BL7¥ 7).
(2002) ‘Otona manga o animeshon ni shitakatta’ in Sogetsu Art Centre Records Publication Committee. “¥(J 60 4EX B H 7 —
k&> Z— D2t E”, Tokyo: Film Art (7 1 /L 27 — k), pp.138-139. About the story of the Sogetsu Center as an avant-
garde art space in the 1960s, see https://www.sogetsu.or.jp/about/artcenter/ (Accessed 2022, February 20).
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Kawauchi, a hero with a very Japanese sense of compassion.” (lwasa, 2008, p.20, my translation®°),
As Allison (2006, p.98) points out, Superman comics and live-action circulated widely in post-war
Japan. Although Superman influenced the superheroes in Japanese television dramas, the
subsequent heroes that appeared in tokusatsu would take a different take on the hero trope. Since
Moonlight Mask, the masked hero series was a hit, and that encouraged the production of more

series, such as Yisei Oji (125 F.1-, 1958-1959), the first alien hero produced by Senkosha.

In other words, they were the great ancestors of the later Ultraman and Space Sheriff Gavan
(1982). Following the analog heroes of costumed private detectives fighting international
gangsters, it is not difficult to imagine the difficulties faced by Senkdsha Productions,
which had neither the precedent nor the know-how to portray a hero who had suddenly
come from outer space. It is worth mentioning that they were also the great ancestor of
Ultra Q (1966) and Captain Ultra (1967). (Iwasa, 2008, p.21, my translation’®)

In this scenario, as tokusatsu and animation were entering television and evolving,
transformations would happen to these genres. The iconic image of Astro Boy paved the way to
include the robot or mecha in future tokusatsu productions, where monsters, robots, and heroes
would conquer the viewers in Japan and abroad. Next section will focus on the development of
Ultraman and Kamen Rider, and how they came to exist through collaboration between artistic

fields, and their impact in tokusatsu genre.
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2.1. Ultraman and Kamen Rider

In the middle of the 1960s, with the widespread of television, the film industry entered a
stall period. Eiji Tsuburaya, Nobuo Yajima, Tomio Sagisu (aka Ushio Souji), and others became
independent and established their own production companies aiming to enter the television world
to survive. Nobuo Yajima worked first at Shochiku Co., then until around 1969, he mainly worked
on tokusatsu TV series in cooperation with Toei Special Technology Division. Later, he would
work on the tokusatsu television series Spectreman (1971-1972) created by Ushio Souji at P.
Productions and Ultraman series in Tsuburaya Pro. When Tsuburaya Productions was first
established, it still had strong ties with Toho studios since it was the largest shareholder and its
executives also worked managing both companies. So, the studios dedicated to the cinema would
also play a big part in expanding the productions for television.

The origin of Tsuburaya Productions can be traced back to Tsuburaya Special Technology
Institute (F3 A2 EATHFZEAT), which Tsuburaya established in 1948 when he was temporarily

banned from Toho because of his involvement with war movies. Besides his work at Toho,
Tsuburaya’s institute attracted artists interested in making tokusatsu and learning new filming
techniques. At that point, Sadamasa Arikawa, who would become Toho’s second special effects
director, Minoru Nakano, Kazuo Sagawa, and Tetsuo Kanjo, frequented the research institute.
Later they would become indispensable members of Tsuburaya Productions.

In 1963, the institute was renamed Tsuburaya Productions, and they started working on a

project called WOO for Fuji TV, and for TBS, a project called Unbalance (77> /37 > R).

Anticipating the success ahead, the company purchased an Oxberry Optical Printer from the USA.
Still having no money, Tsuburaya had to get assistance and asked TBS to make the purchase of
the Optical Printer for his new studio. At Tsuburaya Productions, they also brought people from
different fields to collaborate and create Tokusatsu for television. “Young staff members from the
research institute, veterans of special effects films from Toho and other companies, surrealist

artists, and TV directors from TBS were stimulating each other while establishing a new genre of
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“Tokusatsu drama on TV.” (Tsuburaya Pro., 2001, p.134, my translation’?). When Ultra Q (1966,
February to July) aired on TBS with its alien heroes fighting monsters (similar to monsters
developed for the WOO project), it caused the beginning of the Second Kaiju Boom. Meanwhile,
in July of the same year, P. Production launched the already mentioned Ambassador Magma based
on Osamu Tezuka’s original story, as the first color TV series produced in Japan, one week before
the release of Ultraman (1966-1967). However, Tsuburaya had no direct competitive animosity
towards new studios since he offered consultation and encouragement to the new companies
appearing since he had worked directly or indirectly with many people.

Around the same time, Tsuburaya Productions began working with Nippon TV, releasing

Kaiju Booska (}:Ek~"— 2 77, 1966) as a co-production with Toho. The Booska series genre is a

sitcom for children, is friendly, and is closer to human-sized kaiju. The shift to appeal to the
children public also was influenced by gag/comedy manga, Osomatsu-Kun (3% < A, 1962-
1969), created by Fujio Akatsuka, and Obake no Q Taro (434 @ Q KEE, 1964-1966) created
by Fujiko Fujio (Fujiko Fujio A, Fujiko F. Fujio). The world of manga and animation influenced
the creation of tokusatsu dramas for television since the idea of appealing to a
fantasy/comedy/drama with new special effects techniques could easily capture children’s
reactions. “The influence of Fujiko Fujio’s animated film Obake no Q Taro (1965), which coined
the term QQ Time in conjunction with Ultra Q, which was also a major factor.” (Tsuburaya Pro.,
2001, p.134-135, my translation?). After Ultraman, Captain Ultra (1967), a tokusatsu show
produced by Toei Company, took its time slot at TBS broadcasting. Besides working at his studio,
Tsuburaya also oversaw and advised the work of special effects director Sadamasa Arikawa for
the movies Son of Godzilla (B E DHEE =2 F @ B+, Kaiji Shima no kessen Gojira no
musuko, 1967) and Destroy All Monsters (ZZERKUHEEE | Kaiji soshingeki, 1968).

The DIY aspect of monster making was also improved by artists interested in avant-garde
movements, such as Futurism and Surrealism. Ryosaku Takayama (/= (L, 3%, 1917-1982) was

a Japanese painter influenced by Surrealism, a suit maker, and a sculptor. Takayama, with Akira

R ZERTRER N D DX T AL v 7 | HESCEKEAD BRIZFRME ORT T T a—n LT U XADEHZE, TBS
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Sasaki and Seiji Kato, worked in the puppet production for the short, animated film Poron Guitar”
(AR v ¥ & —, 1959) directed by Go Ono. This was part of the efforts made by Toei that had
established the Educational Film Department, giving space for developing domestic and
independent animation. Ryosaku Takayama was introduced by Tohl Narita and joined the
production of the monsters for Ultra Q. Tohl Narita (5% H, %) was a part-time worker in the set

of Godzilla (1954); he also worked at Toei, and in 1965, he became a contract employee of
Tsuburaya Pro. Narita served as art director from the second season of Ultra Q (1966) and designed
monsters and regular mechanical items for Ultraman (1966), Ultra Seven (1967), and Mighty Jack
(1968). Besides his work as a suitmaker, Narita produced sculptures and held solo exhibitions,
eventually opening his art gallery called Gallery Urin in Ginza (closed in 1992). In 1970 when the
World Expo was held in Osaka, many artists created and exhibited artworks. One of its landmark
artworks was the Tower of the Sun (KXF5 D2, Taiyé no To) created by Tard Okamoto. Narita
participated in the creation of the Three of Life (4= @8, Inochi no ki), based on Okamoto’s
original idea, which was placed inside the Tower of the Sun artwork.

However, at the time of Ultra Q, Tsuburaya Productions did not have a line drawing
department, so a former Toho production manager named Tatsuo Kuroda did the line drawings.
Since TBS had purchased the Oxberry Optical Printer, Tsuburaya Pro workers had to go to TBS
Films to produce materials, edit them, and make the optical composition materials. In this situation,
Tsuburaya asked his long-time collaborator, Sadao lizuka, to help make the special effects for
Ultra Q, even though he was not supposed to work outside his job at Toho. Tsuburaya had gathered

tremendous respect among artists of many fields.

In such a situation, if | were asked to cut off a piece of mask in this cut or remove a moving
mask from this part of the film, | would do it. Of course, strictly speaking, this was
something that Toho personnel were not allowed to do. If Tsuburaya (Oyaji) said, “Do it,”
and there was no one else to do it, I had no choice. | had to do it. (lizuka; Matsumoto, 2016,

p.177, my translation)

3 Poron Guitar (26 min., 16mm, color, Gakken). For more information, see https://gakken-eizo.com/artanime/movie html
(Accessed 2022, February 15).
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The leading team for Ultra Q was Keiji Kawakami, invited from Shochiku, Hajime
Koizumi, and Sadamasa Arikawa as special effects directors, and Toru Matoba, active in Daiei
studios. Tsuburaya’s work method was to entrust the veterans with the production supervision
while assigning young staff members who had gathered under his supervision as assistants and
allowing them to gain more experience in the special effects field.

The sequel Ultraman was planned almost simultaneously, but it would be made in color
film. Mamoru Sasaki and Keisuke Fujikawa wrote the script about the hero Ultraman, who came
to earth to pursue the monster Bemura from the M78 nebula. For the effects on Ultraman, lizuka
Sadao would make the drawings and the masks to be used and take them to TBS so they could
unify the images in the optical printer. At that time, all compositing work was done on 35mm film,
even for television. For Ultraman, Ryosaku Takayama and Narita worked together to create a

series of famous monsters.

We also devised our trick to make the monster close its eyes. The actor squeezes the
bicycle’s brake connected to the wire inside so that the monster closes its eyes. (...) It was
made by dissolving large head hairtails powder in oil and putting it in a can. (...) For
Gabadon’s body, I used buttons from a jumper. (Tokusatsu Eiga Kenkytikai, 2002, p.104,

my translation’®)

The main thing about the design of Ultraman effects is that the Specium Ray and the other
movements utilizing visual effects were all created through discussion among the staff members
brainstorming how they could create them. “Ultraman features not only the Specium Ray, but also
the Eight Split Rings, the Super Gun and Spider Shot of the Science Special Search team members,
and other various ray techniques.” (lizuka; Matsumoto, 2016, p.181, my translation’®). These
effects were by no means an easy task. For example, the eight-part halo that cuts the Baltan aliens
in half composition had to be meticulously calculated, considering the timing between the effect,
the sound, and the blade cut of Baltan, to produce a unified moving image. For the Specium Ray,

the challenge was to create a three-dimensional volume, as lizuka clarifies in this interview.
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“That’s why in the beginning, | made the Specium Ray denser in the middle. Then, as you go
outwards, the density is broken up. In this way, the image is flat, but it appears three-dimensional.
The light in the middle is very strong, while the light around it becomes weaker.” (Hikawa et al.,
2014, p.162, my translation’’). For more precision, lizuka used an animator tap, a metal device
used to fix the animation paper in the same position. Precision was necessary, especially when
they had to make composition masks for running figures.

After Tsuburaya’s death on 25 January 1970, Sadao lizuka and Minoru Nakano established

their own special effects company called Den Film Effects (7> « 7 4 /LA« =7 =7 |).

Additionally, after Tsuburaya’s death, Toho undertook a drastic transformation and reduced the

overall budget.

(...) on March 1, 1970, shortly after Tsuburaya’s death, the studio closed the Art, SFX,
Electric, Entertainment, and Acting departments and reorganized them into newly formed
Administrative, Art, Visual, Entertainment, Property Management, and Machinery
departments. At this time, Yasuyuki Inoue and his assistant Toshiro Aoki opposed the
closure of the SFX Art Department. As a result, the department survived and became a new

division under the auspices of the Art Department. (Shiraishi, 2022, p.312)

The Ultraman opening, with its fluid body transforming into the program logo, the concise
and easy-to-understand episode format, the unique monster’s transformations/attacks, and other
design aspects, have contributed to its popularity. But another significant change was that parallel
with the program's broadcast; a soft vinyl monster doll was released by the toy manufacturer
Marusan Shoten in May 1966. The toy industry aimed at boys was made of vehicles, cars, boats,
soldiers, etc. The shift to making a soft vinyl monster was innovative and well-received. This led
to a soft vinyl doll boom and a full-fledged monster boom in toy production. This was before
merchandising, or toy-making in television programming, was established. Tezuka had already
connected animation and merchandising revenue, but the idea of making characters into toys
would completely change the animation and tokusatsu industry. In contemporary terms,

merchandising and toy production are closed related and theorized within the animation industry.
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However, it was pivoted from the interaction between the fields (animation; tokusatsu), creating
new possibilities in the industry.

Model fans recognize Marusan Shoten as Japan’s first manufacturer to produce plastic
models. When the Ultra Q series started to be broadcasted, the company launched the electric-
powered walking plastic model toys of the series characters. In 1964, Marusan had already
released an electrically powered walking Godzilla. In August 1966, they launched the Walking

Kaiju Series’® for all the monsters that appeared in the series; for example, Kaiju Gomes (> < %
B — X3 A A, ART N0.496, 1966) contained one control box, one gearbox, and three rubber

tires, size was around 25 cm. Unlike the soft dolls, this model was green and accompanied by an
electric control box.

After the Ultraman series was launched, they released the first Ultraman toy (#* < EER >
J—X 7L k7~ , ART No0.540, 1966), and the aircraft used by the SSSP, The Jet VTOL

(ART No.556, 1966). “The first plastic model of the Tsuburaya mecha was released in the summer
of 1966. Like the Walking Monsters series, it ran on electric power and could also move forwards
and backward.” (Chimatsuri, 2002, p.39, my translation’).The production of toys that would
determine the coming media boom was a time-consuming process that required creating molds,
designing materials, and marketing strategies in a collaborative effort between artists and designers.

Amid the Japanese broadcast domestic schedule, NHK included the British science-fiction
series Thunderbirds (1965-1966), created by Gerry Anderson and Sylvia Anderson, from 1966 to
1967. The series used electronic marionette puppetry combined with miniature models and special
effects sequences. Gerry Anderson developed plastering for moldings and the electronic
marionette puppetry called Supermarionation, which involved using electronics to synchronize the
puppet’s lip movements with pre-recorded dialogues. Disney already used Animatronics, a form
of robotics animation created by Walt Disney Imagineering, for their attractions and themed parks.
However, because of Tokusatsu and the DIY qualities of Japanese productions, Thunderbird’s
mechanical puppets and devices were hugely successful in Japan. In 1966, the Shogakukan Book

(/N 7)) was the first monthly manga magazine specializing in TV Manga and Tokusatsu

8 Walking Kaiju Series contained versions of the monsters: = 2 2 (Gomes), = & (Goro), ~< 7 (Pegira), %7 = =+~ (Kanegon),
77 7 <& (Garamon), ¥ = A (Pagosu), N K 7 (Dodora), #7 7 & >~ (Garamon). See details about these toy versions in Chimatsuri,
2002, pp.6-24. For the other monsters added after the release of Ultraman in the same toy collection, see pp.26-36.

<1966 FHREICREFSNTABRAT DT FTETMLHE 15, THRIEERS Y —X) LRUC<EITL > TETL,
AIEET D 2 & b AIER.”
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that serialized Osomatsu-Kun, Obake no Q Taro, and Super Jetter (1965-1966) created by Fumio
Hisamatsu. In 1966, Nishi Hajime’s manga Thunderbirds was serialized®® from the September
issue as one of the special effects monster stories that became a boom in 1966. In the same year,
Shoji Otomo wrote a detailed account of the secret techniques involved in the making of
Thunderbirds for SF Magazine 7 (11), saying:

1) The dolls are made of plastic and fiberglass and measure 20 inches (approx. 55 cm) in
height, and other 3-inches dolls are available for miniature sets. 2) The movement of the
doll’s lips is free-automatic, with unique signals recorded in advance for the lines taken
and controlled by a motor so that the doll’s lips are triggered when the signal is issued
during filming. This method is also used for head movements. 3) An industrial television
camera is placed on the stage in the same position as the 35 mm camera (Aliflex). What is
being filmed is displayed on a monitor television on the stage to ensure no mistakes are
made. (Otomo, 1966, p.162-163, my translation®?).

These examples show that the DIY construction mechanisms for miniatures, monster
models, and animated characters made their way into specialized magazines. Finally, with the toys
and model construction, the DIY approach arrived at the viewer, who could now have their models
in addition to watching and reading about the show. This model ensured the opening of a wide
range of public and made a profitable model of televised media, connecting design, company
sponsorship, and merchandising products effectively. Ultraman and Thunderbirds were some of
the first televised media to be made into toys and models within this strategy. In Hideaki Ito’s
(1999) mapping of the Thunderbird boom in Japan, he shows that already in December of 1996,

the series plastic models were already available, overlapping with the Ultra Q and Ultraman toys.

Until the release of the “TB No. 2” Plastic Model in December, many TV materials were

available, and the Thunderbird's special feature in Shogakukan’s was also a valuable source

8 For a more detailed account of the publication and dissemination of Thunderbirds in Japanese magazines, see Ito Hideaki, 1999,
pp.16-17.
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of information. This was followed by the hugely popular No. 2, which made it possible to
produce a series of TB Plastic Models and helped to create a huge boom. (Ito, 1999, p.22,

my translation®)

In the meantime, it can be said that taking advantage of the Thunderbird boom, Tsuburaya
Productions devised a more mechanical depiction of Ultraman in Ultra Seven (1967-1968), which
aired on TBS. Additionally, Mighty Jack (1968), the one-hour tokusatsu drama, was conscious of
the children’s market for the mecha plastic models pioneered by Thunderbirds toys. In 1967,
Marusan changed its name to K.K. Maruzan, so Ultra Seven models were sold under this new
name. Ultra-Seven leading character toy brought a straightforward innovation; the toy figure was
fixed to the base using a suction cup, which could be pulled by spring tension, making it jump.
“There were various Maruzan advertisements in children’s magazines of the time. During the
rebroadcasting of Ultra Seven in 1968 (every Thursday from 18:00), there was a period when as
many as 120 spot commercials were intensively aired for a month.” (Chimatsuri, 2002, p.61, my
translation®).

In summary, Ultraman brought innovative elements, such as the narrative of the giant alien
hero with the support weapons that would defeat the enemy with a special move, the use of the
optical special effects, for example, the Spacium Ray move, and the texture and realism given to
the monsters and machines. Since then, Ultraman has expanded to numerous series and movies,
such as Ultraman Ace, Ultraman Taro, Ultraman Leo, Ultraman 80, Ultram Great, etc. After
Tsuburaya’s death, his son Noburu Tsuburaya took over the Ultraman franchise.

Tsuburaya Productions had been at the high of tokusatsu production. Still, in the 1970s,
Toei Studios developed a new model for television media, including an increased collaboration
between Manga, Tokusatsu, and Animation to create innovative works. Toei’s Kamen Rider ({i
17 A 4 —) series began in 1971, and it was around this time that the methodology of children's
programming and merchandising began to flourish. To understand Kamen Raider, it’s necessary

to look at its creator, Ishinomori Shotaro, and his background as a manga artist that also was

involved in animation.
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Since Tezuka was involved with multiple manga projects, he hired many assistants
throughout his career, helping create a new generation of artists. Many famous manga artists of
the sixties and seventies were his assistants, such as Fujio Akatsuka, Fujiko F. Fujio, Fujiko Fujio
A., and Shotaro Ishinomori. Many of the next generations of animation pioneers worked in the
Astro Boy animation, including Rin Taro (actual name Hayashi Shigeyuki), that directed Galaxy
Express 999 (1979), and Metropolis (2001), based on Tezuka manga of the same name. Y oshiyuki
Tomino directed and assisted in many episodes of Astro Boy. Mushi Productions also inspired the
creation of new animation studios, such as Studio Zero, created together by Fujiko F. Fujio, Fujiko
Fujio A, Jiro Tsunoda, and Shotaro Ishinomori. These manga artists had worked together

producing manga at the apartment building Tokiwa-so ( | = 7 it) in Tokyo. The building has

been reformed and is an open museum in Tokyo.

Studio Zero also helped with the animation work of Mushi Productions, and they famously
directed Astro Boy’s Episode 34. This episode was considered a disaster by Tezuka since it was
possible to identify each manga style of the artists involved, missing the unity of Tezuka’s style in
Astro Boy. In an interview with Fujiko Fujio A, he describes this moment: “The first animated
cartoon that Mr. Tezuka asked me to draw was Midoro ga Numa no Maki from Astro Boy. When
| showed the finished original to Tezuka-sensei, he said, “Uh-oh!” and looked to the heavens...I
remember that.” (Ishinomori Pro., 2018, p.46, my translation®4). In 1961, Japanese overseas travel
was not permitted for sightseeing, so Ishinomori got a travel license as a reporter sponsored by
Shueisha to cover the 19th World Science Fiction Convention (Seacon), held in Seattle in the USA.
After covering the event, Ishinomori started to travel worldwide for seventy days. While in Zurich,

Ishinomori wrote in a letter:

As for American ten-cent comics, there are many of them in Japan, so there is nothing to
inform you about them, but I thought it would be interesting to try this style (genre and
theme-specific magazines) in Japan as well. Of course, it needs to be arranged in a Japanese

way. This style is also popular in Europe, but since it is followed, it lacks freshness and
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interesting aspects (I was surprised to see Disney books available in every country).

(Ishinomori, 2008, p.177, my translation®)

Returning to Japan, Ishinomori went on to publish two essential manga works, Cyborg 009
(1964-1981) and Rainbow Sentai Robin (L1 > 7" —H§&x = £, 1965), both of which were
adapted to animations, respectively in 1966 by Studio Zero, and 1965 by Toei Doga. These two

mangas presented the early idea of Sentai, that is, stories focusing on the reasons for fighting and,
later the Super Sentai (squadron fights with multiple characters). In his travels worldwide,
Ishinomori also researched how to develop his stories, and the travel experience in different
countries appeared in his works.

Cyborg 009 introduced the first super-power team in the manga world. The manga has a
long and varied publication in many magazines and gives a detailed account of war and the
relationships between people of different races. The basic story outline is that Black Ghost, a
terrorist organization that wants to start another World War to gain profit, has developed cyborg
soldiers. However, nine cyborgs rebel against Black Ghost, scaping along with Dr. Gilmore, the
lead scientist of the 00 Cyborg program. Each of the nine cyborgs has a unique past and identity.

The cyborg 001 is Ivan Whisky, the group's strategist, a baby known as the electric brain.
Cyborg 002 is Jet Link, a former gang member; 003 is Frangoise Arnoul, a French schoolgirl; 004
is Albert Heinrich, who lived in East Germany before the separation; 005 is Geronimo Jr., native
American; 006 is Chang Changku, a former Chinese pig farmer; 007 is Great Britain; 008 is
Pyunma, from Kenya, and finally 009 is Joe Shimamura, a Japanese with mixed cultural
background. Cyborg 009 and Kamen Rider have a lot of common points. Both main characters are
converted cyborgs or augmented humans; they are unwanted by the evil organizations called Black
Ghost and Shocker, respectively, and are also able to escape from these organizations with their
newly acquired powers, thus becoming the only ones that can fight these enemies.

Mainichi Broadcasting System initially requested Toei Television Department to plan a

children’s program to be broadcasted in April 1971. The people involved in the project were
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Yoshinori Watanabe from Toei, producer Toru Hirayama with Noboru Kato, and Ishinomori as
the original author and character designer. For Kamen Rider’s design, Ishinomori started with a
character wearing a white helmet with red crosses and a white rider suit, but the project was
abandoned. Ishinomori also thought about adapting the main character of his manga Skull Man®®
(1970), serialized in Weekly Shonen.

However, Skull Man's story was that the parents of the leading character had been
murdered, and with his newly acquired powers, he sought revenge. The theme was not suitable for
children, so, Ishinomori and Toru Hirayama redesigned the main character of Skull Man to
resemble a grasshopper. They thought that the children would relate to the insect’s characteristics
on the character. Ishinomori was involved in the planning and production of Kamen Rider (1971-
1973) to Kamen Rider Black RX (1988-1989). Kamen Rider brought transformation (henshin),
poses, and devices to the character, which created a transformation boom in tokusatsu for
television.

Ishinomori also used the theme of the outcast ninja, in which Kamen Rider is a sort of anti-
hero imprinted with augmented evil technology that has no choice but to fight the evil organization.
Initially, the Rider was a human being that had to face other human beings. However, it gets more
intricate because once the monster’s enemies are defeated, they are converted to their original
human form. Ultimately, Kamen Rider and the evil monsters are humans facing each other. So,
the series is permeated by themes of justice, guilt, human roles, and societal pressures.

Although Kamen Rider is a recognized successful series, in the beginning, it struggled to
get television ratings. Additionally, the suit actor Hiroshi Fujioka who was playing Takeshi Hongo,
got into an accident while performing maneuvers with the motorcycle. At this time, the stunts
performed by the actors were considered dangerous since they had to deal with real gunpowder
explosions and bike maneuvers. While Hiroshi Fujioka was in the hospital, Toei decided on the
appearance of No. 2 Kamen Rider, played by actor Tsuyoshi Sasaki. The series eventually became
successful with the innovations of adding transformation poses and the introduction of Rider Girls.
When Fujioka returned to the show after recovering, the series was already so popular that they
also made a movie version.

From the Mainichi Broadcasting System team, Yoichi Sakon was in charge of Kamen Rider,

and in 1972, he wrote an article about the show’s background and success. Sakon starts by saying

8 |n 2007, studio Bones adapted Skull Man into animation, with direction by Takeshi Mori.
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that he didn’t expect the show to be so successful and that now, the show went from television to
covering numerous children’s daily necessities with Kamen Rider images. “(...) so much so that
even I, the person in charge, am not sure of the exact number of items that filled the children’s
surroundings.” (Sakon, 1972, p.12, my translation®’). The items went from toys to school supplies,
clothes, bicycles, sweets, and rice crackers; any product targeted to children would have been
licensed to stamp Kamen Rider images. The program, which started with viewer ratings in the 8%
range, rose to the 20% range in September of the same year, and letters from children would begin
to pile up on the television station. Sakon tries to answer the question: Why did children love

Kamen Rider so much?

Masks have two aspects: one is that they are used for intimidation and self-aggrandizement
against enemies, and the other is that they are used as an embodiment of human nature’s
transformative instinct that allows a person to transform into another personality, family,

or animal by putting on a mask. (Sakon, 1972, p.12, my translation®)

The idea that the mask conceals the real face, either for intimidation or to inspire a sense
of belonging and transformation, made Kamen Rider appealing to children since they could
imagine themselves as him. The mask is powerful because it plays with the idea of masking in
society, with behavioral changes depending on the social situation. Much has been written about
the mask concept in Japanese culture, but Bachnik defined two significant uses for simplicity.
“This specifies that self and society are linked in practice by codes of conduct [giri and ninjoo]
with two ‘faces’; one social, the other emotional.” (Bachnik, 1992, p.3). According to Bachnik,
depending on the social situation, there would be certain flexibility between the social and
emotional shift, with aspects of the self being more inclined towards the inside or inner world and
aspects of the social order tending towards the outside world.

For Sakon, children’s world had been permeated by a kind of salaryman anthropomorphism
inserted in the distinction between “my home” and “outside.” Since there was a high standard of

adulthood, almost unattainable for children to achieve, the idea of a hero that could transform with
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superhuman abilities would be especially appealing to them. This appealing aspect was
counterbalanced by the fact that the main character of Kamen Rider was an ordinary human being
captured and dragged to fight by this evil organization. So, the hero is sad about being a superhero.
“We thought this would give children a new image of the hero of tomorrow, a tragic hero that
would go against the grain of today’s too-immediate, too-immediate world.” (Sakon, 1972, p.13,
my translation®). In fact, besides having the intention to aim the show at children, Ishinomori
explains that a more profound level is embedded in the story correlating with the challenges of the

70s, like the use of technology, coal pollution, and other social-political problems.

The ‘Shocker’ is the symbol of a distorted technological civilization. Kamen Rider is born
as a result of the addition of this technology. Later, he becomes a guardian deity of nature
(awarrior of peace), but in other words, he is the “poster child of technological civilization”
or an ogre monster. Thus, it goes like this. Instead of nature (symbolized by grasshoppers)
directly rebelling against humanity (symbolizing civilization), the “Kamen Rider” (half-
grasshopper, half-human), that is, nature and man cooperate in fighting “evil.” (...) It is
human wisdom to coexist well with nature. Kamen Rider is the symbol of true civilization.

(Ishinomori, 1994, p.262, my translation®)

The foundation of Ishinomori’s conception of Kamen Rider is the conflict between nature,
civilization, and technology. Beyond the intention of its creator, the success of Kamen Rider
created a problematic sphere in Sakon’s perspective. “This boom has spawned a new monster out
of the world of television programming and into a field we can no longer reach, and it has grown
into a monster of epic proportions.” (Sakon, 1972, p.15, my translation®?). Sakon believes that
Kamen Rider became a monster from television to merchandising that is impossible to manage or
control. From 1972 to a more contemporary view, Otsuka & Steinberg (2010) compared Kamen

Rider products and Bikkuriman Chocolates. In Kamen Rider’s case, the images of the character
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adorned packages, so children bought products because they contained narrative elements from
the show they loved. In the case of the Bikkuriman Chocolates, there was no original series on
which they were based. They were simply printed characters made for a chocolate brand. After the
product’s success, an animation was made.

Otsuka & Steinberg’s argument is that the consumption model was different because since
the children were collecting the Bikkuriman Chocolate characters, the narratives started to emerge,
triggering the product’s success and the subsequent animation productions. “Child consumers
purchased stickers, which were the differential fragments of information. Therefore, what the
candy maker was “selling” to children was neither the chocolates nor the stickers, but rather the
grand narrative itself.” (Otsuka; Steinberg, 2010, p.107). They conclude by saying that commaodity
and consumption can merge into one. Consumers can take the process into their hands and establish
different relations beyond what was intended for the product.

This practice is possible, to a certain extent, because products like Kamen Rider or other
series are simultaneously everywhere, creating a need to consume or develop narratives. In such
conditions, there is a predisposition to assume that characters in these products come from a show
or animation. In a sense, children are exposed to the universe of narrative-making, creating new
possibilities for characters. Although these consumption patterns seem like different processes,
they are deeply interconnected. The aesthetic and commercial patterns brought by Ultraman and
Kamen Rider helped remodel the tokusatsu genre, and its success challenged the animation field.

The next section of this research will demonstrate how in the sixties and seventies, the
composition experimentalism between live-action and animation would take place. The
experimentalism shows that artists were discovering and established the limits and capabilities of

each genre and how they could compose with both.
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2.3. Experimental Composition techniques in the early '70s

The idea of mixing animation techniques, such as utilizing cel and stop motion together
with live-action, has been present since moving image production began. Optical toys and
animated strips were pervasive, and trick films and effects were used in various movies. However,
this scenario did not disappear, and there are several examples of compositions between animation

and tokusatsu in the 1960s. For example, the series Dai Ninjutsu Eiga Watari (< 22k & &7 4
', 1966) by Toei Doga was the first tokusatsu produced by the company (see Figure 2). Toei had
the Educational Film Department, giving domestic and independent animation space to develop.
They utilized their animation strengths to combine animated scenes with live-action footage.
Nikkatsu soon joined with their tokusatsu movie Gappa: The Triphibian Monster (KX E.EL A+ /¥,
1967), directed by Haruyasu Noguchi. In the same year, Shochiku produced The X from Outer
Space (F-H KEEBRX 7 Z, Uchii Daikaijii Girara), directed by Kazui Nihonmatsu. The already
mentioned series Vampire (1968) from this period, produced by Mushi Productions, also mixed
cel animation with live-action.

Figure 2 Dai Ninjutsu Eiga Watari, Toei Doga (1966)°

In Godzilla vs. Hedorah (1971), directed by Yoshimitsu Banno, the environmentalist
message comes forward with the image of Hedorah, a monster born from pollution. The movie

incorporated the psychedelic culture of the 70s, and they inserted an animated segment. The cause

92 Image reference from ‘Dai Ninjutsu Eiga Watari (gekijo-ban)’ (R ZEHTHLE 7 4 U (BI35HK). (2004). Sadao Funatoko (dir.)
Japan: Toei Bideo, (1h26min) (DVD).
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of the pollution problem lies in the disposal of unprocessed hazardous materials, which, if traced
back, leads to the problem of energy extraction through combustion, especially fossil fuel power
generation. Therefore, the positive image of nuclear energy is enhanced by environmental issues,
but nuclear power’s negative image also persists.

In the 1970s, Tsuburaya Productions would venture into image experimentalism. At first,
they produced two pilot shorts movies that used cel animation, dolls and stop-motion, and
miniature sets. First, Planet of the Giants (E.EKZ 2, Kyoji Wakusei, 1974, 2min 40sec) was
produced with cel animation, miniatures, and stop motion in search of a creative visual expression
(see Figure 3). In 1975, Tsuburaya Three-dimensional Anime (P4 3Z/A7 = £, Tsuburaya Rittai
Anime, 1975, 2min 40sec) was produced with cel animation, puppet stop motion, and live-action
(see Figure 3). A man wanders into a dune, is chased by a monstrous puppet bird, and fights it but
is swallowed by a fissure in the earth. The man falls into a cel-animated world inhabited by a giant
girl. There are fantastical elements, such as actual actors being animated and being chased by

puppet-animated birds. As such, this short leaves a strong impression.

Figure 3 (above) Planet of the Giants (1974), ( under) Tsuburaya Three-dimensional Anime (1975)%

These first two productions were pilot versions where they could test different image

compositions. After gathering production experience, they made Dinosaur Explorers Born Free

% Image reference from Toei Video website, see https://www.toei-video.co.jp/special/tsuburaya-kyouryu/ (Accessed 2022.10.06).
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RBEERBE A — 7 U —, 1976-1977, 25 ep.), the first series utilizing composition methods
that mixed live-action, miniatures, and animated characters. The characters are represented in cel
animation, but the other environment elements include miniatures and stop-motion. Almost at the
same time, Tsuburaya Productions launched a different experiment, Pro-Wres no Hoshi Aztecaser
(e VADER T AT B A % —,1976-1977), created by Go Nagai and Ken Ishikawa (see Figure
4). It utilizes mainly live-action images; however, at the height of the battle, the pro wrestling

character and the surroundings are transformed into cel animation, making it possible to represent

otherwise impossible physical movements.

Figure 4 Pro-Wres no Hoshi Aztecaser (1976)*

Figure 5 Dinosaur War Izenborg (1977)%

% Image reference from ‘Urutora tokusatsu pafekuto mukku vol.26 Sutaurufu/ puroresu no hoshi asutekaiza (Kodansha shirizu
mukda)’, (77 )V b %% PERFECT MOOK vol.26 A ¥ — UL 7/F B LADRE 7 AT # 4 ¥— (ki Y — X MOOK).
2021. Tokyo: Kodansha.

% Image reference from ‘Kyoryit dai sensé aizenbogu vol. 1’ (FxEKEF 7 A £ 7R — 2 VOL.1). (2013) Kanji Otsuka, Kazuho
Mitsuda (dir.) Japan: Toei Co., (2h5min) (DVD).
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Aztecaser is in line with Tiger Mask (1968-1971), a manga published by Ikki Kajiwara and
Naoki Tsuji that also received an animation adaptation (1970-1971) by Toei. The character is
recognizable by the tiger mask and the combination of jump attacks and martial arts. In real life,
New Japan Pro-Wrestling licensed the character and created a real-life Tiger Mask to participate
in professional wrestling fights. These almost simultaneous series, Dinosaur Explorers Born Free
and Aztecaser, mixed live-action and animation composition, but each emphasized them from a
different perspective. Dinosaur Explorers Born Free was the first production of a series that would

be called the Tsuburaya Dinosaur Trilogy, which was followed by Dinosaur War Izenborg (72?&
KERGT A B AR —7, 1977-1978) (see Figure 5) and Dinosaur Squadron Coseidon (&Y 7 i
x=t& A1 KN, 1978-1979). In Izenborg, the humans transform into the giant hero Eisenborg, and

the dinosaurs become the enemies to be fought. The technique that combined the animated parts

and live-action into a visual unity was called “three-dimensional anime” (32{& 7" = 2 ). By calling

it three-dimensional anime, they aimed to create a unity of elements, no matter the origin of capture,
be it camera or drawing, and compose a world that remained tangible. Contemporary 3D CGI
consists of animated serialized images and is often used in live-action, animation, or a combination
of the two. Perhaps the experimentalism in the 70s anticipated several characteristics of image
composition before different digital techniques were available because the artists were exploring
all possibilities. However, the final production of Coseidon was made entirely in live-action,
utilizing special effects but not animated scenes. Perhaps it was deemed too costly or difficult to
continue these experimental practices.

The emphasis on dinosaurs and monster creatures in these experimental productions was
linked to Godzilla and Ultraman's monster boom. In such a context, monsters had a tremendous
impact on how people in the 1960s viewed dinosaurs. At that time, there was no small number of
books that juxtaposed monsters, imaginary creatures, and dinosaurs, which used to exist in the past.
The narrative created was that the dinosaurs were creatures of great destructive power and
supernatural ability, just like the monsters.

In 1965 the Shogakukan Nyumon Encyclopedia Series launched the Introduction to Ultra
Monsters (77 /L bk 1%k AH) and Introduction to Ilustrated Monsters (kX fi# A FH). These
two books were edited by SF film critics Shoji Otomo and Tsuburaya Eiji. Following the strategy
of creating encyclopedias, in 1967, the book World Encyclopedia of Monsters (fH 5t A5 Bk =5 1)
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is then edited by dinosaur specialist Ikuo Obata, Tsuburaya Eiji, and Tohl Narita as a designer.
This was not only an illustrated book on monsters but was compiled to be a teaching resource
based on historical facts about dinosaurs. The book consisted of three parts, first about dinosaurs,
second about UMA (Unidentified Mysterious Animal), and finally about Ultra monsters. These
books offered a way to learn about science and enjoy monsters simultaneously, being an influential
factor in creating a public of children and parents.

In Ultraman, episode ten, “The Mysterious Dinosaur Base,” the monster Jirahs is a survivor
of the Loch Ness dinosaurs brought to Japan. Still, it breathes hot rays from its mouth and mirrors
Godzilla. They utilized parts of Godzilla’s suit to create Jirahs. Nevertheless, the obsession of
Professor Nikaido, who raised Jirahs, to bring the dinosaurs back to life is a theme reminiscent of

Jurassic Park (1993). In the movie Legend of Dinosaurs & Monster Birds (R - 1% & DInan,

1977), directed by Junji Kurata, prehistoric dinosaurs return and terrorize a community close to
Mount Fuji. In the scenes of dinosaurs appearing in Saiko Lake and threatening people on boats
or closer to the water, it is clear that the movie was inspired by the terror-like attack of Jaws (1975),
directed by Steven Spielberg.

During the seventies, artists created complex hybrid image compositions between these
media forms, inspired by the multiple experiments carried out by their predecessors. By combining
these media formats, artists stretched each media’s weaknesses and strengths, experimenting with
their aesthetic possibilities and reinforcing their representation range. Additionally, the idea of
transformation pervasive in animation and tokusatsu was explored as a bridge between the worlds,
i.e., celluloid characters that transform into live-action and vice-versa. The seventies marked the
initial boom of Super Robot Anime. As animation programs were competing with successful
tokusatsu shows, they had a tremendous impact on the following style of tokusatsu. The following
section will show the development of Super Sentai and Metal Heroes and the animation’s aesthetic
influence on them. Especially with artists transiting between fields to bring innovative aspects of

aesthetics and narrative potential.
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2.4. Super Sentai and Metal Heroes

The presence of giant robots in tokusatsu can be traced back to Mogera, which appears in
Earth Defense Force (1957), the giant robot that embraces Egypt iconology in Giant Robo (1967,
Toei), and Jet Jaguar, the advanced robot created by the inventor Goro Ibuki that appears in
Godzilla vs. Megalon (1973). Ishinomori already had created the long-running manga Cyborg 009,
which dealt with squadron fighters and solo heroes in Kamen Rider that sought justice and
coexistence in society. Inspired by his travels, Ishinomori would establish the squadron fighting
teams in Himitsu Sentai Gorenger (FA B % = L > ¥ v —, 1975-1977) and J.A.K.Q. Dengekitai,
(¥ ¥ v I —FEEFX, 1977).

The five characters were selected because “This was an attempt to bring elements of the
Kabuki masterpiece ‘Shiranami Gonin Otoko’ and other detective dramas popular at the time into
tokusatsu programs.” (Keibunsha Co., 2002, p.12, my translation®). Along with the idea of a group
hero, it was decided to use colorful primary colors to give the characters individuality. The unique
heroes before and after the transformation, various monsters, elaborate special moves, flying
mecha, and effects won the support of children, and Gorenger became a long-running series. The
series also employed another theatrical measure: announcing their names and posing in front of
the enemy. “In Goranger, the five characters are impressive when they announce themselves as
all five Gorangers. This style of posing for the enemy and announcing oneself like a warlord is
often seen in period TV dramas.” (Keibunsha Co., 2002, p.13, my translation®’).

J.A.K.Q. Dengekitai took over the group hero line and spy action of Goranger and added
dramatic and mechanic elements centering on the tragic heroes who became cyborgs. In this film,
particular emphasis is placed on the protagonist’s machine, the space machine. Ishinomori also

created Daitetsujin 17 (K#k A 17, 1977), based on giant robot battles to produce a definitive,

realistic use of effects. The project started in the summer of 1976 when giant robot animation was

booming, and this know-how was later passed on to the giant robots of the Sentai series.
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Following the use of more mechanisms in the Super Sentai series, Spider-Man (A /XA 4
—~ >, 1978-1979) presented the spider-man character piloting the giant robot Leopardon to fight

giant monsters. The series was produced by Toei and loosely based on the Spider-Man comics.
The partnership between Toei and Marvel would continue with the Sentai series, Battle Fever J
(1979-1980), which also introduced the Battle Fever Robo, a fighting robot. The motif of this film
was inspired by the word fever from the movie Saturday Night Fever (1977). “At the time, Toei
had a contract allowing the use of characters from the Marvel Comics Group, including Spider-
Man, and Battle Fever J were based on American comics such as Captain America and Ms. Marvel
in the planning stages (...).” (Keibunsha Co., 2002, p.15, my translation®).

From Battle Fever J, the Super Sentai format has been expanded to include monsters that,
once defeated, regenerate into a giant (i.e., become a monster), and the heroes pilot the giant robots
to fight them off. The members also would represent different countries, Battle Japan, Battle
France, Battle Cossack (Soviet Union), Battle Kenya, and Miss America. Each suit would have a
flag embroidered on the chest and stereotypical characteristics of those countries in the characters.

By the 1980s, the success of Gundam (1979-1980) created a wave of interest in depicting
robots more realistically. As a result, Denshi Sentai Denjiman, (& 1% > v~ >, 1980-

1981) produced by Toei improved the representation of the robots in Super Sentai. “One of the
main features of the work, the giant robot, has a gimmick that transforms from the non-
transforming Battle Fever Robot of the previous work into a Denji Fighter (fighter aircraft) —
Daidenjin (robot), presenting a more advanced image of the hero robot.” (Keibunsha Co., 2002,
p.28-29, my translation®®). They also inserted a cosmic element since the five members could be
descendants of the Deniji aliens, as they defend Earth against the Vader clan. The series solidify
some of the iconic conventions that came to identify the Super Sentai genre.

The conventions such as the appearance of the monsters, the fighter’s transformations, and
their name pose enunciation; the action fights where the monster is defeated once, this is followed

by the monster becoming a giant. So, the fighters assemble, riding the giant robot to defeat the
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monster again; the fighter’s epilogue usually follows the end of the episode. These steps would
become a standard that the subsequent Super Sentai series would follow. One exception to these
standardized conventions was Taiyo Sentai Sun Vulcan (KFGEEFRY /304 ) 1981-1982),
which utilized animal motifs for the first time, with only three members, and transforming robots.
By the time Dai Sentai Goggle V (Kikfx=— 27 /L7 7 A 7, 1982-1983) was made, the
production team had the goal of developing the super sentai genre into a long-running series.
Besides the Super Sentai series, Shotaro Ishinomori’s tokusatsu works at the beginning of
the 70s include Android Kikaider (A i& A fi] 5 71 A 4 —, 1972-1973, Toei), and Inazuman, 1973-
1974, NET). He also contributed to robot representation with manga turned tokusatsu, Robot
Detective (=2 7~ v R JHIERF, 1973), the tokusatsu robot comedies Do your Best! Robocon, (73 A/ lE

AU m 7R = 22, 1974) and Robot 110 (= 48 » | 110 &, 1977). In 1981, Robot 8-chan (= 74~ » K
8 © %> /u) was made in the Robocon style, also based on Ishinomori’s original work.

As the Super Sentai genre combined more mechanical elements and robots, this gave way
to the birth of a new subset of the tokusatsu style, the Metal Hero. When Space Sheriff Gavan (5
HIF ¢ v /N>, 1982-1983) was launched, it brought new ideas, such as metallic combat suits
and “vapor deposition” to complete the transformation instantly. Later, it became known as the
first Metal Hero production.

The fifth super sentai series Kagaku Sentai Dynaman (£l=##kx % 1 )~ >~,1983), was
named Dynaman as a combination of the words dynamite and dynamic. To create such an active
scenario, they utilized a large amount of gunpowder since the five colorful explosions were a
crucial point in the hero’s name-calling pose scene. For this production, they appointed Yutaka
Izubuchi, a designer who had worked mainly in the animation world. Producer Takeyuki Suzuki
was responsible for animations, such as Toshe Daimos (1978), where Yutaka Izubuchi made his
artistic debut. Suzuki was the producer of Future Robot Daltanious (1979-1980). Because
Takeyuki Suzuki was exposed to innovative designs in the animation world, he decided to bring
animators to see if they could apply their techniques into the tokusatsu genre.

They introduced the character Megiddo (Dark Knight), a beautiful enemy inspired by
Tadao Nagahama’s introduction of drama in the series Super Electromagnetic Machine Volts V

(EB&ER~ > — > AH/vT7 A V). Additionally, they brought the idea that the show would become

popular if the enemy and the hero were attractive. However, from episode 9 onwards, the airing
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time changed from 30min to 25 min due to a change in the schedule of the TV stations. “Toei was
aware of this shortening and chose ‘increasing the overall tempo’ rather than simply cutting the
drama part. As a result, the name-calling scene became speedier, and the series unigue production
method was completed.” (Keibunsha Co., 2002, p.59, my translation'®). This created a dynamic
cut of scenes that became the characteristic cut of frames tempo in the Super Sentai series.

Choudenshi Bioman (& 131 4~ >, 1984-1985) followed the same strategy and, in

doing so, increased the number of female protagonists to two since they followed Nagahama’s
approach, counting on the female audience to make the series a success. The series was structured
to be enjoyed as an epic drama over the course of a year. As such, the Robot trilogy animation
series directed by Nagahama influenced not only the drama-like structure of the series but also the
overall aesthetic of Izubuchi’s design work. “In Bioman, Mr. Izubuchi went beyond mere design,
proposing new characters deeply involved in the storyline, as shown on page 62, and was also
deeply involved in setting the backgrounds of the characters and the worldview of the story.”
(Keibunsha Co., 2002, p.60-61, my translation°?)

Another critical element of this series is the innovation in using materials for the character’s
suits. “Starting with Goranger and continuing with the previous Dynaman, hero suits were made
of cotton and nylon, but the company Rainbow Zoukei Kikaku, in charge of modeling, found a
new material to replace them: the synthetic fiber ‘opecot,” which was used in Bioman.” (Keibunsha
Co., 2002, p.61, my translation'%). The opecot material was used for women’s swimwear and had
ideal elasticity to endure action sequences. They also chose it because is heat-resistant, so sparks
would not burn stunt performers in the suit from the explosions. The size of the masks and
technology of the mask modeling used FRP (Fibreglass Reinforced Plastics), a synthetic resin in
which glass and carbon fibers are embedded as reinforcement. FRP was used in The Three
Treasures ( H AFEA:=, 1959) for the first time, as already mentioned. As such, this technology also
migrated to the tokusatsu television series since Goranger. The materials were also used for robot

suits.
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Figure 6 (left) Flashman (1986) and (right) Zambot 3 (1977)103

The introduction of robots was so successful that in Chashinsei Flashman (572~ 7 v
v 2~ 7, 1986), they introduced a second and new robot in the series. Creating robotic

mechanisms for the series was costly; however, it was deemed necessary for innovative drama in
a long series. The second robot, Titan Boy, was designed as a fast-moving robot to differentiate it
from the Flash King. The cost increases because two suit robots are made for each robot, one for
action shots and another for close-up shots. Most of the close-up costumes are extremely heavy
and difficult to walk in. The suits used for action also differ because they are made of soft material,
mainly urethane, instead of the FRP to give more mobility.

As seen in Figure 6, Flashman also brought a mask that used goggles that made the face
of the hero visible, a feature incorporated from anime series, such as Zambot 3. “This technique
was often used in animation, but in tokusatsu, it was structurally and technically difficult to
incorporate gimmicks into the masks, so it was avoided. In Flashman, it was impossible to create
an effect in which the entire front of the mask was open, so the idea of opening and closing only
the goggles was adopted.” (Keibunsha Co., 2002, p.65, my translation04).

Miniature work was time-consuming and physically intense. In the early days, they used
silk threads to move the miniatures of cars and mechanisms (Keibunsha, 2002). After radio-

controlled motors were available, they changed the miniature manipulation method to motor-

103 Image references (left): “Sipa sentai ofisharu Mook 20 seiki 1986 choshinsei furasshu man (Kodansha shirizu mukku)’, 2019,
Kodansha. (right): Hikawa, Rytasuke. (1997) ‘20-Nen-me no zanbotto 3 (otaku-gaku sosho)’. Tokyo: Ohta Publishing.
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controlled means. In 1987, Hikari Sentai Maskman (GtH&[X~ A 7 = ») was the first squadron

to combine five machines in the transformation.

However, the five-unit combination was realized in Maskman due to the improvement in
toy manufacturing technology, which made it possible to reproduce the gimmick of the
five-unit combination and the economic boom that occurred during the bubble period. In
addition, toy sponsors moved their production bases to overseas factories where wages
were lower, which helped to keep the toys low production costs. (Keibunsha Co., 2002,

p.66, my translation®)

Among the people who worked in the development of the Super Sentai and Metal Hero
series, | want to highlight that some of the future directors of the 90s and 2000s, that started
working around the mid-80s. Hiroshi Butsuda (f# [, 7¥) and Toshio Miike (=i, #5<) were
from Kumamoto, and they moved together to Tokyo. They both participated in the Tokusatsu
Research Institute, learning how to make tokusatsu effects under Tetsuzo Osawa and Nobuo
Yajima, the founder of the Institute. They started their apprentice as art staff in many of Toei’s
tokusatsu series. “Interviewer: In the case of Bioman, there are quite a few scenes of Biorobo on
the special effects set. For example, in the scene where Biorobo is piling up stone walls. Miike:
Yes, we did this stone wall. | think Butsuda-kun and | made it together.” (Fukuoka Tokusatsu
Zadankai, 2020, p.30, my translation'%). For the Super Sentai series Dengeki Sentai Changeman
(BT = ¥~ L, 1985-1986) and the Metal Hero series Space Wolf Juspion (. ER454#
Uy A4, 1985-1986), they had a shooting schedule, as Toshio Miike explains in this

interview:

We’d finish the Super Sentai once, according to the broadcast order, and then we'd connect
it with something like Metal Hero and do it all through. It was always a solid sequence. At

this stage, Osawa-san had already left the Institute, and Fujita-san became the designer. Mr.
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Fujita also had a long career and could do on-site drawings and decorations. Mr. Fujita
taught Butsuda-kun and me how to make miniatures. (Fukuoka Tokusatsu Zadankai, 2020,

p.40, my translation®®’)

Yasuo Fujital®® (3% H, Z855) worked as a tokusatsu designer and animator in works such
as Phoenix (‘X ™ 5, 1978), Dengeki Sentai Changeman, and others. According to Toshio Miike,
he was an incredible figure that taught him not only special effects art but also camera work
involved in tokusatsu. Toshio Miike also worked part-time for The Return of Godzilla (1984).

After he left the Tokusatsu Research Institute, Miike worked on the movie Gunhead (% >~ >
', 1989), directed by Masato Harada and Koichi Kawakita, which was a joint venture between

Sunrise and Toho. After that, Toshio Miike went to Hong Kong and to the U.S to shoot Ultraman,
The Ultimate Hero series (1995), where he also worked with Shinji Higuchi, whom he holds deep

admiration, as he reveals in this interview.

Higuchi worked on DAICON films with people who could draw various kinds of pictures,
so | think Higuchi is one of the best directors in Japan in terms of his drawing ability. He
was highly acclaimed for his movie Gamera: Guardian of the Universe in 1995. He later
became a full-length film director, leading to Shin Godzilla in 2016 when the world finally
recognized the monster movie genre. (Fukuoka Tokusatsu Zadankai, 2020, p.52, my

translation®)

Toshio Miike worked in Denkou Choujin Gridman (FEY¢# AN 27V v R~ >, 1993-1994)
created by Tsuburaya Productions. The series is about three kids discovering that their superhero
video game it’s possessed by Gridman, which merges with Naoto to fight the digital monsters.

The series was shot in video format instead of film, and they struggled to convey the electronic
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108 Yasuo Fujita official website: http://dkohboh.la.coocan.jp/index html (Accessed 2022.05.05). Later in his career, he became
involved in CGI animation as well.

W08 “ffi 1 S AT DAICON 7 4 Vb LINTEABBHIT D NT2B E RoTWELIZND, REM<ENTE S LA
DEBEORTE by FRELEVWET L, ZOMN SAPRREE L LTEY a7 VEROBS Y 205 L 9127485
T, —WIIED [H AT REERZETRE] TGS T, ZORARMOEBE R X 91> TZO—AIE
DIy T VT ITER-T, KOREEME L VD Py RO RDNIRD BN DAL D DI T

94



computer world utilizing miniatures. Miike says: “l had to make miniatures and make them glow
in various ways, so | used fluorescent lights, small wheat bulbs, and optical fibers. I tried all kinds
of ways to express the cybernetic world, but the finished product with videography doesn’t seem
to have the same sense of scale.” (Fukuoka Tokusatsu Zadankai, 2020, p.52, my translation!'?).
DiC Entertainment adapted the series to the US public and named it Superhuman Samurai Syber-
Squad.

Hiroshi Butsuda was also involved in productions since Bioman (1984). He directed
episodes of Ninja Sentai Kakuranger (ZEF#x 7 7 L ¥ v —, 1994-1995), and Kyizkyiz Sentali
GoGoFive (Brakkkx = — 2 — =7 7 1 7, 1999-2000), among other series. In the 2000s, in the
Mirai Sentai Timeranger (A KHkfX % 4 & L > ¥ ¥ —, 2000-2001) and Hyakuji Sentai
Gaoranger (& BkEkX 74 1L > ¥ 4 —, 2001-2002) series, helping to introduce CGI in some
scenes. Butsuda says that there was a demand for visual expression using digital technology around
the 2000s. “Furthermore, a couple of years earlier, the efforts of Director Onoue, who had been
promoting the digitalization of the tokusatsu institute at the time, had borne fruit, and it had become
possible to do computer graphics in-house.” (Butsuda, 2012, p.150, my translationt!?).

Katsuro Onoue entered Toei around 1985 and worked on many tokusatsu series. Onoue
helped build technical and aesthetic knowledge that helped flourish new ideas for the 2000s.
Timeranger used about half miniatures and half CGI; for Gaoranger, made just one year later, they
switched to full CGI. “It’s not a case of saying that CG is better for everything. | know | keep
repeating, but miniatures have the qualities of miniatures, and computer graphics have the qualities
of computer graphics, and what is important is which method is best suited to what you want to
express.” (Butsuda, 2012, p.151, my translation'*?). Butsuda also became a tokusatsu director in
Kamen Rider Ryuki (2002) since he already had experience making CGI. Butsuda also went on to
direct Kamen Rider 555 (2003) and Kamen Rider W (2009-2010), among other titles, well into the
second decade of the 2000s. He is also known for incorporating traditional and digital elements in

the image, depending on the texture that he wants to achieve.

Wes =F 27422 >T, Ax btHoTWRNEVTETANDL, ZTOHFIZHENTE AN, /INIRFERE AN
0. K7 7A = E Lz, KRYCHOFIOFTEMMREZRIAL L) LRBLE LN, ©F4AREE
LEERD R, S LTHARF—VERH R THRABRE U ATT IR

WX B2, 34FERIND, YIERIFEFTT OT VX2 Wb & it L C& 2B EEBEOS N EEFBR, fLNTH CGN
H3kE2 L 9lZoTETCWEATT?

V2 A TEH CC BNWMNEFZIEZAR I EITIRNTT NG, MELFRILIEEZEHT & I=Fa27ZEFI=
F 2T D, CGITIEICCOXLENRHH-> T, RFROIFEH LTV LIZEDTENRES>TNDINEWNS Z ETT LR

95



I have worked on both Sentai and Rider, so | understand the difference well, but Heisei
Rider’s realistic tokusatsu, in which CG is combined with real scenery, fits its worldview.
However, the fun of Sentai tokusatsu lies in something else, and I think it would be good
to explore new ways of presenting it within the conventional way of doing things. (...). At
first glance, it seems that we are moving in the opposite direction of the current trend, but
on the contrary, | think we are one step ahead of them. (Butsuda, 2012, p.178, my

translation?)

Butsuda’s conception is shared by different artists who see miniatures or set-making as
creating a worldview. More accurately, it comes in the direction that is necessary to understand
the material’s texture, weight, and coordination before making it to CG. In a conversation between
Butsuda and Hideaki Anno, there is an interesting take about creating sets: “Butsuda: But why do
you insist on recreating miniatures for an anime? Anno: The point is to reproduce them. We called
the backgrounds sets, even though they are computer graphics (everyone laughs).” (Butsuda, 2012,
p.23, my translation'4). The difference in aesthetic conception is also at play, in which there are
different expectations according to the genre; however, they can also be broken to achieve different
results. Hideaki Anno goes further in his elaborations, saying: “The good thing about tokusatsu
scenes is that we can put foreign objects into real space. | like the sense of discomfort of seeing a
person in a miniature space in a composed scene.” (Butsuda, 2012, p.25, my translation®®).

The sense of discomfort or clash between reality and fiction scenarios or objects is at the
core of tokusatsu. Perhaps because the DIY roughness quality of its making has become an
aesthetic style, something that viewers, as Anno, enjoy. The characteristic of embracing image
discomfort as part of creation and viewer experience is one of the distinctive aspects permeating

in the Japanese media environment.
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2.5. Monster Club, the beginning of DIY fan activities

The establishment of the science fiction genre in Japan was marked by the aesthetic
exchange between tokusatsu and animation. Mainly by the artists working in the productions and
learning the know-how of artmaking by sharing their knowledge. However, this scenario also
cultivated a public or viewer dedicated to understanding and codifying such works. In the middle
of the 1970s, there were no magazines or media to discuss animation and special effects, so two
monster fanzines,'*® were born, and their members began their activities. The DIY attitude was,
“if you don’t have any, you should just make one.” In a sense, they need a community where they
can share unique interests, research, and create knowledge that could be spread to other people.
The fan group called “Chii (Oozora)” (H (F335€ ) was created to discuss tokusatsu, and they
started their anime and tokusatsu fanzine called PUFF with the collaboration of SF ~ 77" .-, the

first successful magazine dedicated to science fiction; the first editor was Masami Fukushima and

it published by Hayakawa Shobo.

In the summer of 1974, a group of people who liked monster movies gathered at Tsuburaya
Productions on their days off and formed a club called the “Monster Club” under the
leadership of Hiroshi Takeuchi. The main members included Hiroshi Takeuchi (Toshio
Sakai), Hisashi Yasui, Noriaki Ikeda, Masumi Kaneda, Yoshiharu Tokugi, Yuji Kaida,
Shinsuke Nakajima, Masahiko Tomizawa, Masayuki lwaida, Tomoo Haraguchi, and many

others. | was also a member of the Monster Club. (Hikawa, 2000, p.55, my translation''’)

In Hikawa’s account of the Monster Club (FEER{E558, Kaiju Kurabu) time, the number

of people interested in tokusatsu and animation was still relatively small. So, in a sense, these first

116 “Fanzine. An amateur magazine produced by SF fans. The term soon became commonplace after being coined by Russ
Chauvenet (in opposition to prozine) in 1940.” (Stableford, 2004, p.109). The term fanzine is fairly popularized to describe fan-
produced magazines. In Japanese, the term used is ([F] A#&, dojinshi), the meaning of ([F] A, dojin) is like-minded people, so in
sum, a practice cultivated and funded by fans. For more details on the history of definitions regarding dojinshi, see lizuka, Kunihiko
(8%, HZ), 2017,
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fan groups and fanzines helped create a space for sharing knowledge, interests, and research about
topics that did not exist yet. The early magazines were dedicated to television and aimed at children
overall. “Even though each person had their specialty, the Monster Club had a good salon-like
culture where people enjoyed what they enjoyed without distinction between anime and tokusatsu,
and where people respectfully took in what they learned from each other’s activities.” (Hikawa,
2000, p.55-56, my translation!'®). The Monster Club members started recording and archiving
materials, researching interviews in magazines and books about tokusatsu and monsters to develop
their fanzine.

Besides leading the group, Hiroshi Takeuchi was an employee at Tsuburaya Productions
in the sales and planning department. Takeuchi met Hisashi Yasui because he was a part-time
worker for maintenance at Tsuburaya Productions. Masumi Kaneda, who would later be a writer,
was still a high school student. Yasui also brought later his university classmate Hiromitsu

Nishiwaki (74}, f%5%) to join the group after he became a tokusatsu music researcher. Noriaki

Ikeda later became one of the pioneer writers of tokusatsu and animation criticism. Shinsuke
Nakajima wrote for the fanzine PUFF!'°, and Masahiko Tomizawa'?® was also involved in many
writing and art projects. Ryasuke Rikawa became a researcher and writer of both tokusatsu and
animation, on multiple initiatives to develop research and conservation of these art forms. Tomoo
Haraguchi had relatives working at Toho Studios, so he visited many tokusatsu film locations,
sometimes receiving miniatures about to be discarded. Haraguchi mentions that the group could

verify the information by accessing the original models.

(Haraguchi): After Ultra Seven, | was given a small wooden miniature of the Hydranjer,
which was about to be discarded, and | kept it with me for a long time. One day, | was
looking at a steel Hydranjer from Kodansha's ‘Tanoshii Kindergarten,” which was a large
tinplate miniature, and | said to everyone: “The number of holes is different, what do you
think? (laughs)”. (Akita, 2017, para.2, my translation'?*)

Wefl e NIZBEY v v VIEH->TH, 7=A - FHRORBIZR LT _RE S OIFRE LA, BWVOIFBNIIIEGE 4 A
STRINTRE L ZAFIMY ANLD Evodo, L&EHr U SUHERAREMERTIZIE S 572

119 In 2019, Nakajima published the book “PUFF & PEBAMEASER DIF: Rl 7 7 > ¥ LV JAESR” (PUFF to Kaijii Kurabu no
jidai: Tokusatsu fanjin fiun-roku), exploring this period in detail.

120 See more in Gomi, Yoko (2011). Available at: http://www.style fm/as/05 column/gomi/gomi109.shtml (Accessed 2022.04.12).
ReTonhZ7v7 0] Bfbolth, BEINLT TS R0V —DORBO/NY A XI=F 2T &2\
WT, Fo b RUNTH > TWEATY, $5EEHHRED [0 LWSHRD 128> Thieng RIV Py —DRF
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Hydranjer is a submarine that appears in Ultraman Seven (1967) and has small holes on
the side, prompting a discussion about the difference between the commercialized miniatures and
the original one. According to the interview and text by Akita, this story was featured in the third
issue of the fanzine Monster Club. Since Takeuchi worked at Tsuburaya Pro, he gathered the
approval of President Satoshi Tsuburaya (succeeding Hajima Tsuburaya), and the first issue of the
Monster Club fanzine was published in 1975.

The title and cover were designed by Kako Yonetani k4, ££52), who had worked on
monster designs for the television series Mirror Man (1971) and Jumborg Ace (1973). Later on,
the Monster Club would help to write and organize pieces for Monsters Pictorial Books and in the
publications of Tsuburaya Pro?2, Takeuchi also helped save materials before they were discarded
so the club could use them for their publications. “Haraguchi: Normally, it was 16 mm, but for the
composition cuts, they used 35 mm for accuracy. That’s why we still have photos of Geronimon
monster and others in the same quality as with a still camera. Thanks to Mr. Takeuchi, we can still
see these things today.” (Akita, 2017, para. 4, my translation'?®). For the composition cuts of the
film, they used 35mm film because they needed a high degree of accuracy, which helped conserve
the images. At this time, Monster Club member Ryisuke Rikawa was also participating in a fan
club dedicated to Space Battleship Yamato (FHi ik -v~ K, 1974) and helping in the fanzines
publication. Hikawa helped publish the first issue dedicated to Yamato in the magazine OUT*?4,
“Around the same time as the first issue of OUT, Asahi Sonorama, the commercial publisher of

the Monster Club itself, published Fantastic Collection, which began the appeal of monster movies

—, ZHET Y FHORY A XZ 572 ATTR, ZRTWT, [ROENES Iedh, £ RATTINRY] LA
SACEE LT Z ERH -T2 ATT(R)) (JEA).” Interview and article by Akita, Hideo. (Fk FHBE3). (2017). Available at:
https://news mynavi.jp/article/20170627-kaijyu/2 (Accessed 2022.04.13)

122 One example forTsuburaya Productions was “~7 7 > % A7 (v 7 TV 2 L7 ¥ 3 7 No.2 ZEfBR iR O 31X 5 L & i
RN~ Z <= (Fantastic TV Collection No. 2: The Wonderful World of Fantastic Special Effects Images Ultraman). Tokyo:
Asahi Sonorama, 1978. For additional information about the magazine articles that the Monster Club helped publish, see Akita,
Hideo (2017), page 4. Available at https://news mynavi.jp/article/20170627-kaijyu/4 (Accessed 2022.04.13)

123 S@EIE 16mm 720 Y AR v S CIIRBEAE D 5720 35mm T-> TWZATT R, ENLAF—IH AT E
MC2ZAVT 4 TP2r=E L DEERENEZES>TND, HHVIDONEBROENDDIFNTNSADRNT A TT
4] (Ji ). Akita, Hideo, 2017, page 4. Available at https://news mynavi.jp/article/20170627-kaijyu/4 (Accessed 2022.04.13).
124 For the complete discussion on this topic, see the section “DIY fanzines to specialized publications” on this thesis, where the
fan clubs dedicated to Yamato animation are discussed. It is to be noted that the impact of tokusatsu and animation fan clubs
happened almost simultaneously since they were fundamentally dedicated to science fiction. In this sense, they often specialized
in tokusatsu or animation productions and then learned from the other media field. Fan discussions' collaboration degree is seen in
fanzines and later specialized publications.
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to the younger generation. This was another inevitable result of the times.” (Hikawa, 2000, p.56,
my translation!?®),

The Fantastic Collection first edition was dedicated to Science Ninja Team Gatchaman (%}
FREKEY ~F v~ >, 1972), and the second edition was dedicated to the Ultraman series?.
These were the first issues that used a multimedia approach alternating between animation and the
tokusatsu series. The “mook” style*?” of publishing booming in the eighties, which mixes the style
of a magazine and a book, often also publishing pictorial books, is an extension of the trend started
by fan clubs collaborating with publishing companies. By engaging in DIY fanzines and fan clubs,
the members were doing a media archeology excavation by following the clues that the materials
provided and discussing and writing about the aesthetic choices that the artists made at that time.

“As a natural consequence, my Yamato fanzine activities were also heavily influenced by
the Monster Club. The basic methodologies such as broadcast lists, staff interviews, and
encyclopedic information organization that are now the standard were clearly the style of the
Monster Club.” (Hikawa, 2000, p.56, my translation'?®). The systematic approach in the fan clubs
was led by the desire to create a community and a space to discuss such topics. As such, the
Monster Club was a pioneer group, together with other mentioned groups, to establish a
collaboration network that influenced fans and the publishing industry at large. Without the work
done by these groups, many research materials could have been lost since they were not seen as
valuable at the time. It was typical for miniature, set artworks, celluloid films, and drawings to be
discarded after production.

The group members of the fan clubs would ask permission to retrieve the “trash” to save
the materials they considered invaluable for their activities. In contemporary times, production

materials of this kind are considered a rarity. They are usually sold at auction websites or given to

125 «OUT AT & IZIZREHIIC, BEEREEBEObOZRiRRHA L8R Y /) F~T 77 Z AT 1 v »aL sy
a v BEFISH, BEREOFFEE~OT E—/L BN IbRtIN5.”

126 (Fantastic Collection) 7 7 > # A5 4 w7 AL 27 g v JEfEHEMGEOTITS LE MR YL E S~ /v 5t
7>l v k7 Q. (The Wonderful World of Fantastic Special Effects Films Ultraman/Ultra Seven/Ultra Q.) Tsuburaya
Productions; Asahi Sonorama, No.2, January 1978.

127 See p.23, chapter “FEf & Hi” (Era and publishing, pp.16-34), in Japan Book Publishers Association (A A<3E£E H il
2. BARMERE S B AEEE S 50 4252 (Japan Magazine Publishers Association 50-year history of the Japan Book
Publishers Association), 2007. Available at: https://www.jbpa.or.jp/nenshi/index html (Accessed 2022.05.02).

18 BIROMR E LT, B~ FRAAGEEE G, BEVEEROREREETICH 72, WETIFEFLR->TND
Y 2 SRAS v T o A B a—Tg EOIRR R iERR . FIBREREEY R ST W RICREMERER ThH
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associations preserving such materials. Indeed, many artists' artworks history would have been lost
or unheard of without fan activities.

Paying homage to the group activities, in 2017, the television series called Monster Club:
Imaginary Tokusatsu Youth Chronicle ({%BR{E%85 ~ 22485 R B 50 ~)° was produced by
Mainichi Broadcasting System and aired in different television stations. The drama consists of four
episodes, and the story follows the actual events of making the Monster Club in the 1970s and the
process of making their fanzine at the time. However, the characters and many story elements are
purely fictional. The episodes also count on Ultraman series monsters guests, including Alien
Metro (A k& > 2 N), Alien Guts (%7 7 &£ \), the space dinosaur Zetton (£ >~ k), Alien
Ghose (=Z— A 2 A), and Alien Baltan (/)L % > 2 \). The monster guests are actors wearing

suits, following the characters, and comically impacting the series.

Zines and fanzines have been a place for the creation of alternative spaces, where
participation and cooperation between members lead to community building. Belgium zine-maker
Nina Nijsten gave a good definition: “Zines can function as a participatory alternative medium to
give alternative views on the society that can’t be found in the mainstream media.(...).These
connections can be useful starting-points for further co-operation and sharing of knowledge,
support, and resources.” (Reitsamer; Zobl, 2014, p.329). That was the case with the first’s fanzines
dedicated to tokusatsu, which helped pave the way to preserving and building media understanding
and research when it was unavailable. These movements changed and shaped the history of

Japanese media over the decades.

129 For more information, see the official series website. Available at: https://www mbs.jp/kaijuclub/#intro (Accessed 2022.05.05).
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2.5.1 Interview with Hikawa Ryiisuke, Monster Club member

The following text is a transcribed interview with the researcher and professor Hikawa
Rytisuke about his participation in the Monster Club, exploring the activities developed and the
beginning of fan-led research and archiving practices. The interview was realized online on the
3rd of August 20221%,

*k*k

Angela: Thank you very much for your time today. | am familiar with Hikawa’s research,

and I've read some of your books.

Hikawa: Thank you very much.

Angela: My first question is, in the summer of 1974, Tsuburaya Productions monster film
lovers gathered in a club called the Monster Club that was formed around Hiroshi Takeuchi. There
seemed to be various members, but Hikawa-san was also a member. | want to ask how you felt
about being a member of the Monster Club, about your experiences and the activities you enjoyed.
| have read about the Monster Club, since Hikawa-san participated in it, | would like to hear about

your experience.

Hikawa: Yes, I think it was the first week of August ‘74. The meeting | mentioned was
probably in the first week of August 1974, but even before that, Takeuchi-san (779, 1#) had
probably gathered some of the members. Tsuburaya Productions had two offices at the time, one
in Soshigaya-Okura, where the production team was, and the other in the Mori Building in
Roppongi, which was the second Mori Building, where the sales and music publishing offices
were located. Each of these offices was visited by fans, and | started interacting with people who

thought, “This is it!”” So, the starting point of the Monster Club was a bit different for each person.

130 The interview was conducted in Japanese language. The transcription from audio to the Japanese language was realized by
Ryotaro Miyasaka (7 3% & AER). The translation to English inserted in this thesis was made by the author.
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| went there in August not to visit Mr. Takeuchi but rather to join a coterie magazine called PUFF,
which was advertised in SF Magazine and written about in Mr. Nakajima’s book, and which was
published by a group called “Chi (Oozora)” (Hi (¥ 35% &) at the time. | joined this group first.

I was not informed that we were going to meet at Tsuburaya Productions, but | was asked
to come to the meeting, and when | got there, | found that Mr. Hisashi Yasui (Z2}F:, i) was at

Ueno Station. The reason why we were meeting at Ueno Station was that some people were coming
from Takasaki, but when | got there, | was surprised to see that it was Tsuburaya Productions. |
heard vaguely that Ultra Q would be shown at the meeting, and since Ultra Q was in black and
white, it had not been a rerun since 1974, so it had been a long time since | had seen it. That one
episode, “Defeat Gomez!” (= X X Z {8+ ! ), and the “The Challenge of 2020 (2020 4Dk

H%) with the Kemurians in it.

At that time, Yuji Kaida (B# H, # =]) and Saki Hijiri (B21%, 1) probably came from Osaka
as well. I thought that if I interviewed Mr. Kaida, | might be able to find some photos from that
time. | lost some of mine, so | can’t find them. There, Ken Kumagai (FE4¥, fit), the producer of

Ultraman Leo, came to me and asked me to talk to him about the various problems | was having
with Ultraman Leo from the fall onward. So far, the PUFF project has been a Monster fan club, a
fan activity, so | had been thinking of it more as an exchange or communication based on the
premise of liking a specific type of monster. | also thought that I was someone who watched a lot
of tokusatsu (special effects). Still, at that time, | went to Tsuburaya Productions to talk to various
people and received a script for Ultraman Leo, which was being broadcast as a souvenir. | learned
what it is like to be in a place where “Monster Shows” are made, how adults make blueprints or
scripts and carefully create them one by one, and how producers make decisions about the direction
of a project, even while worrying about the direction. It was another level of experience, and | was
very excited and surprised.

At that time, there were no magazines on animation or special effects like there are now.
Hence, there was only very bogus and inaccurate information for children about how programs
were made. | could understand that “a suit was made, people entered the room, and filming was
done” and so on, but I could not understand that there was a script, to begin with. If you think

about it, “script” and “director” are indicated on the TV credits, so it should be easy to notice. |
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believe that everyone spends their childhood with the understanding that Eiji Tsuburaya is the
creator of these films. Well, that is not true.

So, this is where my view of things changed. | had this experience, and the level of people
around me was very high, so what | just said about being surprised was child’s thinking. For
example, you must go through the primary sources and sort out the literature to do proper research.
Then you have to go back to the source material. Many people from the surrounding area,
especially from the Kansai region, were familiar with horror movies and foreign science fiction
films. The conversations were full of background information that made me nervous. | felt half
regret at how childishly | had participated in this kind of meeting, but on the other hand, my interest
in such unknown things had grown. It was the summer holidays of my second year of high school,
so when | started studying for the entrance examinations, but it was a groundbreaking meeting.

That’s why | decided to go to the Space Battleship Yamato (7§~ ) site because
experience came first. About two months after | went to Tsuburaya Productions, Space Battleship
Yamato started, and it was three months after that that | went to the production site. Still, my
interest was in the production process, and such things also grew from my visit to Tsuburaya
Productions. And it so happened that as | was leaving, Mr. Takeuchi said, “I'll hold a meeting on
the first Sunday of every month, so if anyone is interested, please come.” So, | started attending
gatherings like that in August, September, and October.

Angela: When you were a member of the Monster Club, Hikawa-san, did you also join the

Space Battleship Yamato fan club in parallel?

Hikawa: Chronologically speaking, yes. First, there was the Monster Club, and then Space
Battleship Yamato started on 6 October. At that time, | was watching Saru no Gundam (Jx @ &
[, 1974), and | was a traitor (laughs). Because | watched Saru no Gundam from Tsuburaya
Productions and thought it was not so good, and then the next day at school, my SF friends, or
those in the same physics club, watched Yamato and made a big fuss about it. I missed it, and |
was so disappointed!

Well, | start watching Yamato from episode 2. In 1974, which is the 20th anniversary of
Godzilla. Godzilla’s birthday is on 3 November, which is Culture Day, and so we held the 2nd

Japan Science Fiction Show (5 2 [F] H A SF 2 = —), a separate event from the SF Conventions,
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which are conventions created by fans. Apart from that, there is a producer, Masahiro Noda (%7 H,
£ 72), who in SF Space Opera was one of the central figures. These people gathered together a
group of young but professional people, and they were holding the 20th anniversary of Godzilla
there, a Godzilla coming of age ceremony (=<7 Dk AZ() and the Komatsu Sakyo Award (/)»
¥AE 3UE), so, | went there, and there was a film screening of the first episode of Space Battleship
Yamato. | suddenly saw the one | had missed on the big screen. At that time, the fifth episode had
already been broadcast, but | think that night was the broadcast day, so | missed the fifth.

Then | talked to my friends at the school | mentioned earlier, and I thought, well, there is a
company called Tsuburaya Productions that makes Ultraman, so there must be a company that
makes Yamato too. | barged in there and negotiated a visit. | wanted celluloid pictures. So that's
how the arrangements were made to go to the Yamato site. From there, at the meetings of the
Monster Club, we only talked about Yamato. So, I think | was looked down upon at the time
(laughs). I’m sure 1 was looked at, and people thought: “What is this guy doing here?”” I did a little
bit of that double-timing. Not quite science fiction and not quite monsters; if it were science fiction,
I'd give my soul to science fiction, one and all! When it was time for the monsters to appear in the
meetings, we went with the monsters.

| remember that when Rodan (%% KPEEKZ K1) was broadcast on TV, | was talking
about Yamato so much that it was frowned upon. | was a bit young and didn’t know how to
communicate with them, so | stuck my neck out. Noriaki Ikeda ([ & &) probably wasn’t
around in August, but he came to the meeting in the middle. He was taking research notes, and
when the film was broadcast on TV, he took notes on the script director and everything. | think the

same thing happened with Yoshiharu Tokugi (&4, &5 #). | was taught to do rudimentary things,

such as taking notes and recording the back of the film rather than just staring at it.

In the meantime, around the turn of the year, people like Masanobu Komaki (7N, HEfd),
who later became editor-in-chief of Animec (77 =X = 7)), who passed away recently, and other
SF people from this area also came to work for Tsuburaya Productions. There was a cultural
exchange between science fiction, monsters, and animation in these places. | was part of that
cultural exchange.

In January 1975, | was in Ikebukuro watching Godzilla on New Year's Day, and | was kind

of, well, frowned upon, taking pictures from the screen. That experience is quoted in the drama
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about Monster Club. On my way home, Tomoo Haraguchi (J5i 1 %44=), whom I think was still in
junior high school or a junior high school student, approached me and said, “We were taking
photos, weren't we?”” We stood around talking at Ikebukuro station, not knowing if we were about
to enter a coffee shop at the time. It was frowned upon by the friends | was with, but I don't want
to remember some of it because all the frowned-upon memories keep coming up. (laughs).

I didn’t know at the time that Mr. Haraguchi was such a fantastic person (laugh), so I told
him there was a meeting like this and that he should come. Mr. Haraguchi would bring out Ultra
Seven items from the Monster Warehouse, and he would also bring out props. We would have a
little fun, and then we would all pick up the Ultraman Leo recovered rush film. At that time, people
in rural areas only had access to children’s magazines (for tokusatsu) and could not record anything,
so | think they were in an environment where they would watch TV and pass it by in a flash. |
jumped into that kind of environment all at once. At the Godzilla coming-of-age ceremony |
mentioned earlier, Sakyo Komatsu and Hiroshi Takeuchi were the hosts. | think both Honda Ishiro
(KL FEUERR) and Fukuda Jun (#% H #ii), who were still alive at the time, were there, as well as
producer Tanaka Yukou (FHH' /& =), lighting designer Kishida Kuichiro (5 H JL—EF), and, |
can't remember for a moment, the staff of the first Godzilla. We had a round-table discussion, like
a gathering of all the people who could appear in the film.

Anyway, in August (1974), when | went to the first Tsuburaya Productions meeting, |
became aware of the need to preserve the materials properly, so | took a tape recorder and recorded
them. | made a dojinshi magazine (fanzine) of the recordings over the New Year, and when |
handed it to Mr. Takeuchi, he was surprised and quite pleased that he appreciated it so much. |
was also delighted that Takeuchi-san enjoyed it. I wondered how | had made it so quickly. He
asked me to bring the remainder to give to other people. It was probably around 1975 that the
Monster Club magazine was created. Without warning, Mr. Takeuchi suddenly brought it to me
and said, “I’ve made something like this,” and I was surprised. It was different from PUFF. PUFF
was a fan club, but the Monster Club was like a fan club with solid critiques and interviews with
the staff. Takeuchi-san knew | could not write that deeply about monsters and tokusatsu, so he
suggested | write about the Space Battleship Yamato’s Monsters. That was probably the first thing
| wrote and probably the longest. | wrote it just as | saw it, and Noriaki Ikeda laughed at me right
before him (laughs). At that time, | had already been in and out of Yamato studio, so | started to

use proper illustrations and evidence and learned by watching and imitating.
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When you think about it, (the Monster Club) was a kind of salon, and it was also like a
school, wasn’t it? Like practical education out of the blue. In the case of PUFF, it was a fan club,
so people could write about whatever they liked, but the Monster Club was different; we were
aware of what we now call Tokusatsu culture. Monster films were looked down upon, so people
would say things like, “this is a vulgar thing” or “it's just for the sake of business.” So, in contrast
to literary films, tokusatsu was treated in a very ghetto way. For example, “The masters don’t use
visual effects!” (laughs). The fact that Godzilla and Ultraman are a hit overseas now was
unthinkable then. Around the time the first issue of the Monster Club came out in 1975, it was the
season of monster film extinction.

Ultraman Leo ended in March, and Godzilla disappeared into the sunset with
Mechagodzilla Strikes Back and said goodbye, and Kamen Rider barely continued. However,
everyone continued to respond to Mr. Takeuchi's research questions... | was fired around that time,
so it wasn’t easy. It sounds dry, but that's how the world works. As I mentioned earlier, until around
the 1970s, when a film was finished, it was just one more, and then the next one was done; there
was no such thing as a long-term series that lasted 20 or 30 years. We never dreamed of such a
thing, and the more it was discarded, the newer customers came in. But, instead of that, it was
more of an accumulation type. Mr. Takeuchi started the project with a solo effort, and then Mr.
Hisashi Yasui (¢ # % &), another major player who produces publications based on the
accumulated material, joined the project. It was like two wheels on a cart.

After that, a magazine called Terebi Kun (7 L E'< A/) was published, | think in 1976,
because it had Combatler V on the cover. It was the third TV magazine for the generation a bit
younger than TV Magazine (7 L '~ > )and TV Land (7 L 7 > I), from kindergarten
to first or second grade of primary school. It was the third TV magazine to start. At that time,
Hisashi Yasui joined the editorial department of Terebi Kun as a contracted staff member and
began to write articles and gather information on his own. | think it was in 1976 that a report on
Ultraman appeared in a magazine called GORO, which was aimed at adults and featured nude
photogravures, and it got a tremendous response.

There was a proper background, including Eiji Tsuburaya's accomplishments and
everything. The significant difference from the past Ultraman specials was that the article was
supervised by someone important to Japanese culture, such as Eiji Tsuburaya, and the monsters

were appropriately treated instead of just TV personalities. When adults look at it, they see that it
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is a work of art and that there is a designer or a sculptor behind it. The approach of saying: “This
is why we are showing these pictures,” is entirely different. It doesn't just make you think that
Ultraman is nostalgic. | think the article shows a little bit of the concept that although Ultraman
was created by adults and shown by adults to children, it has a cultural and artistic aspect. I could
not see the process because | only looked at the results. However, there is such a proper step-by-
step process.

| felt the same thing when | went to the Yamato site. Until then, | knew that the animators
were drawing pictures, but I didn't know who was giving the instructions based on what. | didn't
know how it was organized, what the process was like, what checks were made, etc. However, |
understood that process is essential to the final quality and emotion. I still often write about this in
my manuscripts. Still, I am particularly frustrated with animation and tokusatsu because when a
TV program ends or a movie theater lights up, everyone remembers only the characters and the
story. So, that’s what all children’s magazines are made of. Either you talk about the characters,
or you talk about the stories.

There is the mechanism and process by which the stories and characters are created, and
then there are the people who did it, and then there are the people who share the work. For example,
the Ultra Monsters were designed by an artist named Tohl Narita, so there is a logic as to why they
are different. The analytical method or approach to that logic is (very) important. Nowadays, such
things have become so commonplace that one might think that such things are taken for granted,
but the fact is that there were people (like Mr. Takeuchi and Mr. Yasui) who made such procedures.
| often warn students about this in my classes at the university, and | think there are so many things
that everyone takes for granted, but this is the most dangerous part. This is where research begins
with doubt. I always tell them that there are changes before and after things and that they should

recognize them.

Angela: That ‘normal’ is normal from today’s point of view, but it was not normal for the

people back then.

Hikawa: Yes. So, when people see Ultraman or Ultra Seven, they say things like, “Oh,
that’s because of the scriptwriter, Mr. XX,” but until a specific point in time, few people even

thought about that. That is why the achievements of the Monster Club and Mr. Takeuchi, and Mr.
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Yasui are so significant. Probably not many people have created so many “normal” things. [ mean,
strictly speaking, they did not just create them. Researching (works) was also a kind of
entertainment, if that’s the right word, but research is one way to enjoy it. The most significant
achievement is the creation of a cultural sphere that is very close to academia while also being
business-based. However, it isn’t easy to recognize that some people have done such things.

That was the story of Ultraman. After that, there was also the first issue of a magazine
called OUT (Monthly OUT) about Yamato. This was also the June 77 issue; however, this was a
subculture magazine. Well, it had all the elements required for an anime magazine since there were
no anime magazines back then. It had the stories of the work, a directory of the characters, and the
making-off of the film. There are storyboards from the scenario, original drawings, and a collection
of famous lines. So, this is a scientific review, and there was a dictionary of terms, which | was in

charge of. I think there is also an interview with Yoshinobu Nishizaki (75 5% &). Mr. Nishizaki

is the person who created Yamato. He paid for Yamato and made it himself as an independent film,
which was groundbreaking then. Instead of an existing Toei or other production company, a single
producer collected the money and bought the broadcasting rights.

There was also Noboru Ishiguro, who was the on-site director right after they finished 26
TV productions, and | went over to him and asked him about various things. When | looked at his
desk, | saw a Yamato storyboard. | asked him what it was, and he told me that it was a re-edited
version of the TV series and that it was a new part of the series to be sold in America. The studio
had already disbanded, but I had caught up on information about such things early on by doing
direct interviews like that. Around March/April 1977, Mr. Katsuki Hamamatsu (#£f2 52 48), who

was editing OUT at the time, visited Mr. Nishizaki and told him that he had just sold a copy to the
US and was thinking of having Japanese fans see it too! So, we did this extensive feature, and
OUT magazine sold very well. And based on the response, the film project gradually became
bigger and bigger. The producer Nishizaki held a meeting with all the leaders of fan clubs in the
country, and we agreed to cooperate in the project to win a prize.

Especially in the case of Ultraman, we were lucky because Mr. Yasui was a member of
Terebi Kun, so the audience for advanced reading became younger. So, while keeping this
advanced reading style in the background, we also mixed it with the fact that the Ultra Brothers
are popular among children and did various special features in Terebi Kun. As we did this, people,

including younger elementary school students, gradually accepted the geeky side of things. Those
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who grew up reading such books eventually became junior high school and high school students.
This was very good. If we had focused only on the older generation, we would have seen a drop-
off, but there were mechanisms to prevent that from happening. Looking back on it now, | think it
was quite comprehensive and all-encompassing in building a cultural foundation.

Also, as | said before, everyone first looked at the Monster Club with a concerned eye when
talking about anime, but the atmosphere changed in the middle of the year. | think it was around
1976 when Combatler V was released. In 1976, an anime called UFO Robot Grendizer had a ‘sister
character’ called Maria, which was obviously an afterthought and drew attention to beautiful girls
in anime. The tide changed quite a bit when idol-like characters appeared in robot anime. It was a
time when the story of anime was also included, or rather the degree of freedom was increased.
When Tomizawa-san and Nakajima-san started working on the PUFF magazine, they began to

have anime, and | think the anime ratio increased.
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2.6 Introducing Tokusatsu beyond Japan

Tokusatsu has expanded beyond Japan with television shows exported to other countries,
inspiring homages, and original contributions to the genre. With the internet, online forums, and
worldwide viewers, it would be easy to think this is a recent phenomenon. Indeed, the technology
allowed for faster transmission, but there was an interest in exporting and entering markets from
the beginning. The reasons vary between economic interests, wider market opportunities, and
aesthetic innovation and relevance.

Since Godezilla, there has been an interest in monster movies and later in television series
featuring suit actors, miniature models, and special effects of a wide range. One example is the
series Super Giants (1957-1959), directed by Teruo Ishii and produced and distributed by Shintoho
Company (dissidents from the Toho branch). It was created in the context of the development of
nuclear weapons, and the series had a message of anti-war and a desire for peace. The series shares
some tropes of Adventures of Superman (1952-1958), based on the Superman comics created by
Jerry Siegel and Joe Schuster. Super Giants series had its first six movies condensed into three
films in Italy and France. In the 1960s, Walter Manley's company bought the rights for the series
and altered the name to Starman.

Even more so, many countries produced versions of tokusatsu monster movies, like Gorgo
(1961), directed by Eugéne Lourié, an international co-production collaboration between the UK,
USA, and Ireland. The movie was an homage to Godzilla and was made utilizing suitmation,
miniatures, and special effects. Following this trend, the film Reptilicus (1961), a Danish-
American co-production about a prehistoric reptile, was released in Denmark and USA. In Asia,
Daekoesu Yonggari (Yongary, Monster from the Deep, 1967), a South Korean and Japanese co-
production between Keukdong Entertainment Company and Toei, was directed by Kim Ki-Duk,
with Kenichi Nakagawa as the special effects director. The storyline is of a giant monster coming
to Seoul after being awakened by an earthquake triggered by a nuclear bomb test.

Another example in the 60s was National Kid (1960-1961), the tokusatsu television series
produced and broadcast by Toei was sponsored by Panasonic to promote the brand. Although it
did not succeed in Japan, it became popular in Brazil. In Brazil, the series premiered in 1964 and

remained on the air until early 1970 through local television stations Rede Bandeirantes and TV
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Record. The character became and has remained so iconic in the country that the Samba school
Unidos da Tijuca, in its thematic journey through space in the 2009 parade, brought the fantasy of
National Kid to Rio de Janeiro’s carnival, among other science fiction cult figures.3!

The series Ambassador Magma, from 1966, was aired in Brazil in 1973 by television
station Rede Tupi and rebroadcasted by TV Rede Record in the late 1970s. In the 1960s, the
Ultraman series aired on Rede Tupi television and rebroadcasted until the 1980s on Rede
Bandeirantes, TV Manchete, and TV Record. Later, P. Productions would produce a new series
starring a giant hero that would also become popular in Brazil: Spectreman. The series, created by
Tomio Sagisu, was aired between 1971 and 1972 on TV Asahi. In Brazil, it was aired in the 1970s
by TV Record and rebroadcast in 1980 by TVS (currently SBT). Since the series dealt with
ecological issues and its fight sequences, the monsters came out of the industrial waste, which
resonated with the Brazilian audience. It also aired on Turner Broadcasting System in the USA
between 1978 and 1980.

In 1982, Claudio Seto decided to create two magazines to create Brazilian manga, creating
the magazines Super-Pindquio (Super-Pinocchio) and Robd Gigante (Giant Robot). Giant Robot
featured two adventures; the first, Giant Robot - The Mighty Guardian, with a script by Claudio
Seto (signing with the pseudonym Selene Tobias) and art by Watson Portela, was an adventure
inspired by manga, which, at the time, were still virtually unknown to the reading public. The
Giant Robot was an automaton commanded by three people to face significant threats. The second
adventure of the title, Ultraboy, by Franco de Rosa (art and script), brought an adventure with a
character inspired by the Ultraman and Ultraseven series. The magazines had only one edition,
but in 2018, Franco de Rosa teamed up with Maurilio DNA, and they revived the comic Ultraboy
by mixing colors and monochrome. The final product was released at CCXP- Comicon Experience
in Brazil, the largest entertainment convention in Latin America.

The Super Inframan (4 [Ed# \) is a Hong Kong tokusatsu film produced by Shaw Brothers

Studio in 1975. The movie features transformation poses inspired by Kamen Rider, suit actors,
monsters, and robot fights, including Chinese martial arts. Inspired by Japanese tokusatsu that was
available on regular television broadcasting, Brazilian fans created 2000 the original web series

Insector Sun, by KRI ProducGes Entretenimento, based on the Brazilian superhero comics. In

131 Photo and news about National Kid in Brazil’s carnival of 2009, see: https://gl.globo.com/Carnaval2009/0,, MUL952532-
16634,00-NACIONAL+KID+VAI+INVADIR+O+ESPACO+SIDERAL+DA+UNIDOS+DA+TIJUCA.html
(Accessed 2022.02.12)
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France, Jushi Sentai France Five (8t 1-8kx~ < > 2 7 7 A 7), an original tokusatsu mini-
series, was directed by Alex Pilot in 2000. Each member of the group was themed after an aspect
of French Culture. They also had mecha vehicles and robots to assist the fight members.

In Thailand, Sport Ranger, a television tokusatsu series similar to the style of Super Sentai,
and the American Power Rangers franchise aired on Thai Channel 3 in 2006. The series theme is
based on sports, so each character has a sports specialty. In the Philippines, the tokusatsu series
Zaido: Pulis Pangkalawakan (2007-2008) was broadcasted by GMA Network. The series is a spin-
off of the Japanese Metal Hero series Space Sheriff Shaider (FZHi %< v A ¥ —, 1984-1985),

which is the last of the broader Space Sheriff Series.

Japan and United States have a long history of mutual influence on visual media, and it can
be said that they have fundamentally influenced each other aesthetic models. Beyond Godzilla
movie adaptations and their take on the franchise, different tokusatsu styles invaded the United
States. In 1992, TOEI and BANDAI produced the Super Sentai series Dinosaur Squadron Beast
Ranger (RLFgH&[x s = 7 L ¥+ —). Following the Super Sentai tradition of the five rangers,
the Zyuranger’s costumes and colors were used for the American adaptation of Mighty Morphin
Power Rangers (1993-1996). The series premiered in 1993 on the Fox Kids programming block,
becoming a pop culture phenomenon along with an extensive line of toys, action figures, and other

merchandise products. The success made space for the Gridman the Hyper Agent (&2t A\ 7 U
v K= ) to be adapted to the American audience as Superhuman Samurai Syber-Squad (1994-

1995) produced by Tsuburaya and DiC Entertainment.

Highly successful, Transformers, a media franchise developed by Japanese toy company
Takara Tomy and American company Hasbro. It grew into a worldwide franchise of movies,
comics, and animations, all based on the transforming robot toys that started around 1984-1985,
expanding until contemporary times. The success of Japanese tokusatsu and Robot Anime gave
space for the Hollywood movies such as Real Steel (2011), directed by Shaw Levy, and Pacific
Rim (2013), led by the Mexican director Guillermo Del Toro. “After Del Toro migrated to
Hollywood, he created Pacific Rim, which, as noted, reflected these Kaiju and Japanese
manga/anime giant robot aesthetics as strong influences. Above and below: similarities in chest
armament in Tezuka’s Ambassador Magma (top image) and Pacific Rim.” (Davis, p.19, 2016).
There are also clear influences from Ghost in the Shell (1995) to the movie Matrix (1999), directed

by the brothers Wachowskis, especially in the representation of green numbers and the overall
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technological depiction®*2. In sum, the 90s and 2000s generated not only the anime boom but also
a demand for tokusatsu shows and their adaptations to foreign markets in different countries,
inspiring the production of original shows.

“These Japanese programs — especially the phenomena of Mighty Morphin Power Rangers,
Pokémon, and Yu-Gi-Oh! — gradually transformed the Saturday Morning landscape in less than a
decade.” (O’Melia, 2020, p.2). Author Gina O’Melia says that while Susan Napier wrote in 2001
that people would watch Japanese shows because they were outside of the mainstream and that the
adult public would appreciate the novelty, in her view, it was different for American children.
“Japanese content had been consistently the highest rated programming on Saturday Morning for
years at that point, and the schedule was becoming dominated by it.” (O’Melia, 2020, p.6). It can
be said that the shows that were so prominent in the 1990s in the United States resonated with a
broad audience of varied ages. The popular shows in the USA would be translated into Portuguese
and Spanish, also being broadcasted in many countries of Latin America. Of course, each country
dealt directly with the Japanese industry about releasing shows in their countries, besides the
partnerships with the USA.

For example, in Brazil, many television stations had Japanese series before introducing the
Mighty Morphin Power Rangers. “A flurry of TV series began in the late 1980s and the following
years. After Jiraya came Flashman, Jiban, Lion Man, Winspector, Space Cop, Cyber Cops, and
soon every network had its batch of tokusatsu.” (Lobato, 2013, p.21, my translation®®3). Series like
Changeman (BB xT = > 2~ >, 1985), the Metal Hero series Space Wolf Juspion (. ER%F
Y v A ¥4, 1985-1986), and World Ninja War Jiraiya (R 2 ¥ A ¥, 1988-1989),
enjoyed a successful rate in Brazilian television. Space Wolf Juspion was called Jaspion in Brazil
and was broadcasted on TV Manchete, giving 15% of the daily audience to the television station.
When Power Rangers came to Brazil, it was broadcasted in Rede Globo, in the time slot children
most likely watched. The show became a huge success and popularized tokusatsu to a broader
audience in the country. Because older viewers watched tokusatsu shows broadcasted in Brazil at
the end of the 80s and 1990s, fans started to create independent websites and groups to share

Japanese shows. “Using the Internet resources, they began to deepen their research, build

132 For a detailed account of the mutual influence between Japanese shows and US productions, see Davis, Northrop (2016).
133 “No final da década de 1980 e nos anos seguintes, comegou uma enxurrada de séries na TV. Depois de Jiraya, vieram Flashman,
Jiban, Lion Man, Winspector, Space Cop, Cyber Cops, ¢ em pouco tempo cada emissora tinha seu lote de tokusatsu.”
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specialized websites and blogs, share rare and classic episodes, and collect relevant (and irrelevant)
information, so that children of the past could watch episodes that were rare or never aired on TV.”
(Lobato, 2013, p.23, my translation®®#). That created a wave of interest in the genre in Brazil, not
only among the Japanese Immigration Community but with the vast population in the country.
Space Wolf Juspion, called Jaspion in Brazil, became such a beloved character that a
complete Brazilian version of the hero®*® started being produced in 2018 by Sato Company*®, It
is a film distribution company near Sdo Paulo founded in 1985 to provide access for Brazilian
viewers to watch Japanese programs. Although no concrete release day was stipulated, the project
is about Brazilian Jaspion fighting in Sdo Paulo. Additionally, the independent 3D CGI artist
Rafael Segnini produced his version of the character, calling it “Jaspion 3D and uploading the
productions to his YouTube channel*®’. This production was not missed by Toshio Miike, that

commented about the production in an interview:

Speaking about Juspion, there was a CG work created by a Brazilian artist that was
uploaded on the Internet. How did you feel when you saw it?

Miike: It was a surprise, wasn’t it (laughs). The images are a massive upgrade while
respecting the original image. In the original, the way Juspion gets into the mothership
form of the Daireon is not logical, but it was presented as if it were in zero-gravity space.

I was impressed. (Fukuoka Tokusatsu Zadankai, 2021, p.6, my translation®3?)

It is unavoidable to notice that the DIY process for making Tokusatsu has changed the
worldwide media landscape. From fan groups to making homages or original works produced

outside Japan, the DIY aspect was adopted in other countries. Besides autonomous creators and

134 «Usando os recursos da internet, eles comegaram a aprofundar suas pesquisas, construir sites e blogs especializados,
compartilhar episédios raros e cléssicos, coletar informacdes relevantes (e irrelevantes), de forma que criancas do passado
pudessem assistir a episodios raros ou que nunca chegaram a ser transmitidos na TV.”

135 This project in Japanese News: https://www nikkeyshimbun.jp/2018/180519-71colonia html

Brazilian news: https://www.sobrevivaemsaopaulo.com.br/2020/06/filme-brasileiro-do-jaspion-deve-se-passar-em-sao-paulo/
(Accessed: 2022.04.06.)

136 Official page of the Sato Company, which distributes Japanese programs in Brazil. See https:/sato.tv.br (Accessed: 2022.04.06.)
137 Rafael Segnini YouTube playlist with the versions made of “Jaspion 3D”.

See https://www.youtube.com/playlist?list=PL 768196 B6A28E6C6B (Accessed: 2022.04.06.)

We [Py 2840 ] EEZ2IE. 77 VVOEFNREANT CC EMEFIEESNTZ b DN Xy b RIZT v 7 r—RENT
WETHR, HIVUTHEHEICED SN IARAANRTEIZRGN T, EOLITELLNE Lz, =i ity 7Y
LETEIREK), FVTTADAA—VEEEL DD, MES T L— T v T LIEBBITR>THWETHIE, ¥ A
EAUPRHIERREOZ A LA IR VAL EELDOREF LAY VT ATITEHETIE RS A=y LHIZAS TN E
T, TNEEEERO LOITKRBLTINT, BITEHLE L
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fans, it is clear that the image of Cool Japan and the soft power these shows hold can be linked
with broader movements of capitalism, globalization, and interconnectedness that the twenty-first
century came to signify. Anne Allison (2006) argues that Japan has come to symbolize an
imaginary space where goods move in the global community. “Rather, Japan operates more as a
signifier for a particular brand and blend of fantasy-ware: goods that inspire an imaginary space at
once foreign and familiar and a subjectivity of continual flux and global mobility, forever moving
into and out of new planes/powers/terrains/relations.” (Allison, 2006, p.277).

The overwhelming imaginary space that Japan can signify in the global community has
many aspects worth analyzing, be it economic, social, political, and so on. They are highly
connected and enmeshed as an organic process. In the same book, Allison argues: “Taking account
of the centrality of mecha in Japanese play goods throughout the postwar period to the present, |
call this aesthetic techno-animism.” (Allison, 2006, p.13). | would argue that the centrality of
technology in Japanese media is the space where the materiality of objects in human surroundings
is garnered by artists and shaped to reveal different aspects of aesthetic, social, and political
reflections. | propose to look towards the machine, specifically at how techniques and aesthetics
are enmeshed, to look at the artist's perspectives and how they are active agents in making choices
of materials, forms, and narratives that indeed shape society into reflection, denial, acceptance,
and an array of reactions. In the next section, this research explores the technosocial connections

shared by tokusatsu and animation.
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Chapter 3: Super Robot, Effect Animation, and Fanzines

3.0. Towards the Machine: conflict and integration in image composition

Critics and audiences view art as finished products to be appreciated and interpreted; an
artist sees a work by another artist through the eyes of a fellow art-maker, as a made thing,
and tries to discern how it was made, how its materials were worked. For an artist,
experiencing other people’s art is part of the endless quest to deepen her own knowledge

of art-making — her own techne. (Staten, 2019, p.3)

The concept of Art in the Greek world was closely aligned with the skill and the know-
how passed down to generations. It concentrated on the nature of artmaking and the social
constitution of knowledge sedimented throughout the generations. Staten (2019), in a reflection
about recovering or investigating art through techne, sought to reacquire its meaning as developed
firstly by Plato and then fully matured in Aristotle. In sum, his approach proposes a shift from
looking at art as a finished product to interpreting more on how and with what art is made. In this
sense, techne, in the first instance, is a form of social-historical knowledge, a practical knowledge
that has been accumulated within and across cultures over generations, that is then passed to
individuals, where the know-how that is inherited is passed along to other individual’s mind and
bodies. “Such practices are virtual machines or programs in which is encoded the know-how
human societies discover over time.” (Staten, 2019, p.10). The know-how can be defined as the
myriads of trial and error, discoveries that come together and are passed over generations.

The word techne (techné) has an etymological connection with tekton (carpenter) since
techne’s feature would be of epistemically well-founded practice. In short, techne would embody
positive values in its capacity to increase the sphere of control and the episteme of human
knowledge. However, the semantic conjuncture, aside from having the meaning of practice, art,
technique, and expertise, can be translated into other contexts as artifice and trick. This relation
would correspond to the distinction between genuine techne and mere technémata (techniques),
the latter being part of a craftsman's repertoire, which did not constitute a craft or expertise per se.
This distinction is also connected to the Prometheus myth. While the technémata can be used for

harmful purposes, a genuine techne would be directed towards a suitable purpose.

117



In Aristotle, the concept of techne is brought forth by the intrinsic relationship between
form and matter, being natural or artifacts. “Both natural and artefactual forms, then, start out as
‘intrinsic seeds of natural potential’ in Aristotle. This natural potential is intrinsic to matter itself,
although it is itself formless — or perhaps because it is formless — feels inexorably drawn towards
form (...). ” (Staten, 2019, p.66). The desire to form consists of the combination of thought and
poiesis, which means the knowledge embedded in the artisan mind that moves the tools, which
shapes the materials, a sort of physical motion that embodies the disembodied power of techne.

In this way, the way that Staten architects techne to the modern thought is that techne would
be a form of forms, “the evolving logic or logos that holds a practice disperse over time, space,
and individual practitioners whose individual appropriations of it might differ in ways large and
small, and which enables them to track given lines of forces.” (Staten, 2019, p.189). A critical
aspect of his theoretical framework is that the creation of new forms would be attributed mainly
to the techne ensemble’s dynamics on individuals and larger communities. The human, the tools,
and the artmaking process are deeply interchangeable factors; to look at this process, it is necessary
to look at the machine.

The machine concept is operated following Deleuze’s understanding of abstract machine,
which is close to how Staten’s virtual machine is applied. Hence, Deleuze’s abstract machine is
not a mechanical apparatus; it is what runs through differentiated levels of material, cognitive,
affective, poetic, and social elements. The virtual machine of Staten is the code of the know-how
that crosses generations. That is because apparatuses, humans, and social matter are all
interconnected. So, the machine is what allows a particular dynamic of innovation that
encompasses all of these levels. “For the Greeks, artifice was ‘that which is produced by man and
not spontaneously engendered by nature. Art, which the Greeks identified with moinoic (poiesis)
‘creation’ and technology, from the Greek téyvn (techne) ‘craft’ are the two great sources of
artifice.” (Chabot, 2003, p.16). The artificial aspects of poiesis and techne tend to pose a duality
between natural, living things, and artificial objects.

For Gilbert Simondon, increasing autonomy or indetermination does not mean total
assimilation between technical and living beings. However, the proposal of the information
machine's autonomy — a characteristic that was up until that point only attributed to living beings
—ended up leading mainly to a reprint of the Cartesian paradigm in biology with the emergence of

the Cybernetics field. In this sense, Simondon’s system of thought confronts the Cybernetic
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proposal of the union of technical mechanisms with natural beings because a technical being would
not be a natural object but rather a tendency to the concrete being. This movement would derive
from the abstract technical object, which becomes closer to the existence of natural objects

(spontaneously produced) as it concretizes its existence.

He never asserts that the mode of existence of technologies is entirely commensurate with
that of living things. Concretization is a tendency within the development of technical
objects. The object always retains the vestiges of its abstract and artificial origins. Its
existence presupposes an objective conceived of and executed by human beings. (Chabot,
2003, p.17)

However, again, the assimilation between them would never be complete. The distinction
between abstract and concrete technical objects would be due to the difference between functional
convergence and divergence. The technical object would materialize itself as it was progressively
released from its abstract residue. With this in mind, Simondon’s proposal demonstrates that the
technical object could not be reduced to a scientific principle. As such, by not being absolutely
concrete, insofar as it only tends to an embodiment, Simondon’s position involves an
approximation between the technical and the organic. In this sense, the origin of technical objects
would be made by leaps, and their evolutionary invention would depend on the thought and self-
poetic character of the living. Ultimately, technical developments would have human intervention
(not the only one), and there would be no full concretization because evolution would be tied to
the human being. In a way, Simondon was an anti-technocrat and tried to construct a theoretical
model that considers the technical object within the process of its creation in a milieu, that is, not
outside or inside.

The conflict and integration of elements in image composition are organized considering
many factors. Digital Animation and Tokusatsu deal with media composition, with their ability to
utilize images from different sources, such as live-action, painting, motion capture, 3D CGl, and
other digital techniques for drawing and composition. The relationship between different elements
in the moving image composition deals with combination, the balance of conflicting textures, and
image layers. However, how to solve the composition was already present in the analogic era, with
a combination of Optical printers, Animation stands, Drawing techniques directly on film, careful

planning of the animated effects, and so on. Digital practices have brought an awareness of image
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composition to the forefront of aesthetic discussions in the twenty-first century; however, it is not
a “new” practice.

The optical printer is a mechanism that allows multiple images to be composited on a single
strip of film by covering an area with a mask to protect it from exposure to light. It is also designed
to make a copy of the film since the optical printer contains a projector at one end and a camera at
the other. In a simplified manner, by running the film through the projector and re-filming with
the camera at another end, you create a duplicate ready to use for adding colors, animated effects,
and composition with different live-action footage to combine a scene. The camera and projector
lenses® allow for zoom in and out, slow-motion and speed-up movement, image filter, blur, and
the already mentioned masks to create the animated scenes. With digital software for image
composition, it is easy to redo a scene if any mistakes happen. However, in the analog era, once
the film had been exposed to light, the image would be burned by the chemical process on the film,
and it would not be possible to erase it. For example, with the optical printer: “If you wanted to
create a slow-motion effect, for example, you could shoot two camera frames for every one
projector frame. Any more than two frames create a staggered effect between the frames and an
effect that can also have applications in creating time and image distortions.” (Mamer, 2013, p.
395).

To create masks that would lead to the animated effect, they used the animation stand4°,
which was mainly used for making 2D animation. In the animation stand, the camera is mounted
on top, with a lamp on the opposite side of the camera lens so that the film applied to the camera
can be projected onto a drawing board (a board on which lines and pictures can be drawn). The
process of outlining the projected image starts and different masks are made. For example, a fixed
mask was used for compositing where the camera did not move to replace unmovable parts, while
a moving mask was used for moving objects such as people. Once the mask is completed, it must

also be reshot.

As a result, the photographed image is projected, and the necessary parts such as the part
of Godzilla’s mouth that spits fire, the position of the building that explodes when exposed

to light rays, and the outline of the people that were to be combined, etc.; are displayed and

139 For understanding how the DIY process with optical printer contributed more widely to Avant-Garde Cinema, see Powers, John.
2018.
140 For more details on the mechanical and technical procedures utilizing animation stand, see Brian G.D. Salt, 1977.
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traced (projected) on paper. In Toho’s Optical Drawing Department, this tracing process
was called “Ataritori,” and the traced paper was called “Atari.” Ataritori was usually done
with a pencil, and the ink was used for the pen while observing the back-and-forth
movement. The mask is then completed by the assistants, who fill in the outlines. (lizuka;

Matsumoto, 2016, p.32, my translation*!)

This process meant that it sometimes took weeks of work by several people making the
animation, filming, and composition departments to get the approval for the effects applied. Using
masks to protect an area from exposure and composition schemes made in the animation stand
made many other effects possible since they could overlap images and add other procedures.
However, it is interesting to observe that the animation stand for cel animation already had an
optical composition feature because of the procedures of combined frame materials, including cel
images and painted backgrounds, etc., along with sliding the layers to create movement. In fact,
in tokusatsu productions, both machines (Optical Printer and Animation Stand variations) were

used interchangeably to create light effects, unite separated images into one frame, and so on.

These lineages are technoaesthetic lineages based on tentative experimental solutions
derived from working with the abstract machine implicit in the problem of compositing,
which became concretized in history of cel animation in a series of variations on the base

apparatus used to work with cel layers: the animation stand. (Lamarre, 2018, p.7)

Lamarre proposes to think of animation in terms of determination. This position means
working with the nuances of the animation process without transforming them into closed rules,
that is, working with the heterogenesis of the processes. “Consciously or not, when we stress the
importance of artwork in animation, we tend to introduce a strict divide between technique and
technology, which rides on a questionable division between poiesis and techne.” (Lamarre, 2009,
p.13). The non-division between technique and poetics underscores the heterogeneity that the

abstract machine proposes. To think in terms of determination rather than in technological
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determinism and in terms of a machine rather than structure. The animation is organized into
several planes or layers of images that occur in a succession of images, often applying low or high-
quality technologies in the same image. For this reason, the layered composition becomes an
important factor since it includes the humans who work to build their features and produce through
it; it also encompasses other virtual and real machines.

Regarding the animation stand as an apparatus and its overall effect on the animation field,
there is a significant lineage of renowned authors such as Alan Cholodenko!#?, Thomas Lamarre,
and Paul Ward. More recently, the reflection in the open-source book Animating Unpredictable
Effects: Nonlinearity in Hollywood’s R&D Complex*® by Jordan Gowanlock (2021) rethinks the
historical and theoretical relationship between animation and engineering by studying software
tools used to animate in Hollywood blockbusters animation and film. In the contemporary
moving image field, nonlinear animation gives complexity to moving images and a sense of human
touch in a highly digitalized environment. This applies to the animation industry that utilizes
nonlinear animation in 3D CGl, and to VFX studios that build tools to simulate animated images
inside live-action footage or give the impression of simulated immersion. “This epistemic horizon,
this episteme, applies not just to our supposedly “post-cinematic” digital lives, but also to the way
society sees materiality and material phenomena.” (Gowanlock, 2021, p.5).

Nonlinear animation also involves configuring software and programming algorithmic
simulations to create movement. This technology is used in financial mathematics, management
science, and animation tools used in Hollywood blockbusters and the video game industry.
Gowanlock argues that: “It has become such an effective engine for technology development that
Hollywood software is now used in a variety of other fields, from architecture to geophysics.#+”
(2021, p.52). Animation has been historically and theoretically approached as a nonrealistic style
of composition and movement. And as such, the medium had a complicated relation to realism and

its theoretical place.

142 His works include The Illusion of Life: Essays on Animation (1991), the Illusion of Life I1: More Essays on Animation (2007),
and numerous publications in journals such as Animation: An Interdisciplinary Journal, among others.

143 The book has an open access, so it is public available at: https:/link.springer.com/book/10.1007/978-3-030-74227-0 . In general,
the book rethinks the historical and theoretical relationship between animation, and engineering by studying software tools
used to animate, it dives into the economic and institutional machine that is constantly producing the cycle of media
technology emergence, dominance, and residue. And finally, develops a theoretical framework for understanding how
knowledge is created through making media apparatuses and artifices.

144 For more about the relationships between USA government funding on VFX and animation technology, Cold War practices,
and the current evaluation of this industry chart, see Chapter 3: Hollywood R&D Complex, pp.51-84, 2021.
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Four years before the impactful publication of The Language of New Media (2001) by Lev
Manovich, the author published an article called ‘Reality’ effect in computer animation (1997)
presenting the state of affairs at the turn of the twenty-first century: “As film scholars were
producing increasingly detailed studies of cinematic realism, film itself was already being
undermined by three-dimensional computer animation.” (Manovich, 1997, p.13). Manovich
analyzes the discourse surrounding realism (1997, p.10) in Bazin — the cinematic image as an
impression of visual reality —, Comolli’s — history of computer graphics as a historical substitution
of stylistic conventions and techniques —, and Bordwell and Staiger — the relationship between
realism conventions and the history of the computer graphics industry. Each approach adds a
perception regarding the simulation of codes formed in classical cinematography and the
simulation of the real environment. “However, under current Hollywood standards, a movie is
considered a live-action film unless, the main character is animated, or seventeen-five percent of
its components consist of animation.” (Ishioka, 2019, p.151, my translation'#%). However, even
this definition is being stretched nowadays, with the premiere of the remake Lion King (2019)
made by Disney Film Productions being promoted as live-action. The Lion King uses CG
animation, photoreal imagery, and virtual reality components to produce a live-action feeling.

On the other hand, the Japanese relationship between animation and film, or even special
effects, had a distinct development, even though it was also influenced by the scenario in the USA.
In this sense, | would argue that tokusatsu effects approached mimicking aspects of reality without
being pressured to hide its artifice. The materiality of their craft was passed on in a system with
senior artists and new people learning and developing innovations on-site. The new artists hired
would experience the artwork deepening their own techne or art. There was also some space for
innovative approaches as no materials and procedures were established initially. The digital
composition was inserted in the 1990s but used carefully in some parts of the frame together with
established techniques.

Watanabe Hideo is an anime director member of the Archive Center for Anime Studies at
Niigata University. In his article Directing at Anime/Animation Studios: Techniques and Methods
(2020), he discusses some common elements of directing a live-action film and animation. He

interviewed Toei Animation Katsumata Tomoharu and said: “There is no difference between a

Wt EHBWAEDONY Uy FBEEAE T, TAANRT = A —2 9 TR, DOEREZEO LT A A—8 v bR
T A= a VN RRLMB TROWAI DX [EEME )] R E3nN5.”
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live-action film director and an animation film director. If anything, it would be that an animation
film director must be able to read, understand, and work with exposure sheets. But that would be
it.” (Watanabe, 2020, p.5). Watanabe also remarks that animators benefit from watching live-
action since they have to construct similar images in a three-dimensional space of paper and think

of angles and other elements.

This can be seen in the Ghost in the Shell (1995) director Oshii Mamoru’s (1951-) helming
of Avalon (2001), or the Neon Genesis Evangelion (1995-) director Anno Hideaki (1960-)
taking the reins for Shin Godzilla (2016). These directors were able to make the crossover
because the methods for directing animation and live-action films are fundamentally the
same. (Watanabe, 2020, p.6)

In a sense, the procedures are similar because both animation and live-action film directors
have to imagine how to compose each frame’s movement. The storyboard drawings help create a
base for the creative endeavor. The similarities of technical procedures allow artists to transit
between media, especially in the case of animation and tokusatsu culture, that has been long
intertwined. In doing so, they stretch the limits of what can be expressed in each genre and build
collaboration networks that ultimately allow for a creative energy flow. By looking at the artists
technical practice and sociopolitical contexts, it becomes clear that to understand these movements,
it's necessary to look at the step-by-step process of aesthetic procedures. Otherwise, the risk is
missing the most ethereal connections forged in art practice and the social collaboration of artists.
In this sense, to open the apparatus and the abstract matter of a machine, in Deleuze’s terminology,

it’s necessary to look at both ends in a continuum process of becoming.
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3.1. Super Robot — designing robot anime boom across media

Why did Robot culture and representation flourish so much in Japan? The mainstream of
Robot Anime became the trunk of a tree fed by the interaction of tokusatsu, manga, and animation
development. Besides, robot representation artworks of this kind have inspired industrial robots,
movies, and robot development projects. To a certain extent, throughout the decades, the robot as
a character, beyond its usability, has been positioned at the core of Japanese Media. The
representation of robots has been critical in terms of mechanical design and visual expression,
overlapping Japan’s image as a country that has been rebuilt and achieved rapid economic growth,
excelling in the trade of advanced technological products. The cutting-edge ideas and concepts of
science and technology reside in robots and have been recognized by the world, leading to the high
technology impression in animated images.

Most Japanese born in 1960 were the first generation to have TV and experienced watching
TV animation. Osamu Tezuka’s Astro Boy kicked off the era of televised animation, and in the
late sixties and start of seventies, artists started developing robot representation. Initially, a
common theme was that children would control the robots as weapons, and the robots themselves
had infantilizing round figures.

In this period, two manga adapted to animation had elements that would change the round
figure childish robot into the Super Robot genre, that is, scientific giant humanoid robots. First,
Tetsujin 28-go (1956) manga was written by Mitsuteru Yokoyama, with the animated version
airing on Fuji TV from 1963 to 1966. It was one of the first representations to have a giant robot
at its center and is the ancestor of all giant robot anime shows. The story plot is that the Imperial
Japanese Army developed the giant robot Iron Man No. 28 at the end of the Pacific War as a secret
weapon for reviving Japan. The main character, Detective Boy Shotaro Kaneda, is caught up in
the struggle for the small remote-controlled device that allows him to control the robot.

Additionally, Eight-Man is a manga ( 8 ~ >, 1963-1966) and anime (1963-1964) created

by writer Kazumasa Hirai and manga artist Jiro Kuwata. This is one of the earliest cyborg
superheroes predating Ishinomori heroes Kamen Rider and Cyborg 009. Yoshie Kawahara, a

novelist and screenwriter that worked as an assistant in the animations Invincible Superhero

Zambot 3 (EEHE A Y >R » b+ 3, 1977) and The Ultraman (Y% /L k 7 < ), an animated
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version of the original tokusatsu, professed her admiration for Eight-Man: “My first love was
Eight-Man. He was not a human East Detective. It was that robot, whose dismounted arm was
controlled by a microelectronic brain and whose ‘8’ on its chest when opened, revealed a micro
nuclear reactor inside.” (Kawahara, 1998, p.66, my translation).

With the broadcasting in the 60s of Ultra Q, Ultraman, and Ambassador Magma, the
tokusatsu heroes started using suits made with latex, vinyl, and props. In the 70s, the works of
Ishinomori were adapted for television with titles such as Kamen Rider (1971-1973), Jinzé Ningen
Kikaider (1972-1973), Inazuman (1973-1974), Robotto Keiji (Robot Detective, 1973), and Himitsu
Sentai Goranger (1975-1977) the first Super Sentai series. The tokusatsu genre filled the television
broadcasting time, competing with animation series. Especially, Kamen Rider was a significant
influence on the henshin (transformation) boom, in which the characters would transform or morph
to enter battles with monsters and engineered humans. In this context, the 1970s animators also
began designing robot characters with celluloid, which made it possible to accentuate the gleaming

of the metallic robots within the medium itself.

e« TRIAROM TR, T=A hv) 2otz AR DREME] T, Sz T/ NVEE SN THRY .,
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3.1.2. Gatchaman and Mazinger Z

Tatsunoko Productions was established by three brothers, Tatsuo Yoshida and Kenji
Yoshida, and manga artist Ippei Kuri (real name Toyoharu Yoshida). Ippei Kuri worked in Kyoto,
but he moved to Tokyo to join his two brothers on the quest to make their company in 1962. The
company started to work with manga and later moved on to create animation works. The change

to animation was partly influenced by Hiroshi Sasagawa (7#)I[, U4 L) who advised Tatsuo

Yoshida about animation production. Sasagawa worked as an assistant to Osamu Tezuka and got
introduced to the animation world when Tezuka visited Toei Doga (now Toei Animation).

Sasagawa says in an interview:

Later, | became an independent manga artist, but there was a series of discontinuation of
monthly magazines, so | told Tatsuo Yoshida, whom I met then, “Animation is also good;
why don’t you do it?” I didn’t blindly suggest it. He thought his unique “studio style” could

be applied to animation. (Misawa; Nakagawa, 2021, p.168, my translation*’)

Since Tatsunoko was divided into the three Yoshida brothers and assistants, they
collaborated to write the story, draw the main characters, and paint the scenery. In the case of
Tezuka, even though he had assistants, it was only his style and works featured under his company.
In an interview, Ippei Kuri (Toyoharu Yoshida) says that Toei Doga approached Tatsunoko with
the idea of animating Space Ace. “We accepted the project, but the production company said we
would have to sell all copyrights, including the characters, to them. The price was too low, and we
could not come to an agreement.” (Misawa; Nakagawa, 2021, p.160, my translation*8). Since the

agreement failed, Space Ace (5-Hf —— A, 1965-1966) was the first anime made by Tatsunoko

Productions, without Toei’s collaboration, and was aired on Fuji TV.
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Jinzo Toriumi was a scriptwriter who worked on several scripts for Tezuka before joining
Tatsunoko, where he became the head of the planning and writing department. His talent as a
scriptwriter was an excellent addition to the team, and his contributions would help Space Ace’s
ratings, as he describes it. “The ratings for Space Ace, which was in production, suddenly rose
from the ninth episode, which | wrote. | was lucky. Until I quit in 1977, | wrote all the original
animation proposals.” (Misawa; Nakagawa, 2021, p. 176, my translation!*°). They went on to

launch many other animations in the sixties. However, it was Science Ninja Squad Gatchaman (£}
FREKRT v F v~ 1, 1972-1974), a five-member superhero ninja team that morphed into

superheroes to fight robot monsters, that brought aesthetic changes to the genre. Rainbow Sentai
Robin (1965) already had presented the idea of a squadron fighting; however, Gatchaman brought

special weapons and mechanical vehicles besides the ability to morph into superheroes.

The eldest brother, Tatsuo, and Kuri’s originality and realistic portrayal of people with a
touch of gekiga. The detailed mechanical design. Smooth movements. It was not only the
boys who were fascinated by the artistry, which broke the common TV animation standard
of 3000 celluloid pictures for a 30-minute program. The maximum number of celluloid
pictures used for a single program was 6000, and the average was 4500. (Misawa;
Nakagawa, 2021, p.164-165, my translation'*°)

Their aesthetic innovation of mixing gekiga®®* style and the use of more cel frames to depict
the mechanical design and the fighting movements were a success and also inspired further works
in this direction. The art department responsible for the mechanical design was led by Mitsuki
Nakamura and the newcomer at the time, Kunio Okawara. Okawara describes how he entered

Tatsunoko: “I was still a rookie, but Mitsuki Nakamura, the art director, invited me to try my hand
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151Gekiga (BH) is a style of manga that brought realistic and more mature stories to the world of manga. In 1959, a group of
manga artists created the Studio Gekiga (& T.52), and to explain their proposal, they wrote and printed the postcard “Information
on Gekiga Studio” (I T.55 0 T2 N), respectively signed by the artists: Takao Saito, Masaaki Sato, Fumiyasu Ishikawa,
Shoichi Sakurai, Tatsumi Yoshihiro, Susumu Yamamori, and K - 7t3£#: (K - Motomitsu). They sent the postcard to various
media outlets and established manga artists, including Tezuka Osamu. Even though the group soon disbanded, their approach of
utilizing sharp angles and dark and hatching lines in their theme of mature and socially engaged manga profoundly impacted the
manga world from the 60s to the 70s. For the complete “Information on Gekiga Studio” text, see Tatsumi, Y. (2014), pp.281-282.
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at mecha design. Mr. Nakamura could not handle the job by himself, and he wanted to elaborate
on the props. So, | was lucky.” (Misawa; Nakagawa, 2021, p.204, my translation?®?). In the
animation, there are many scenes that lead to the transformations and merges of robots that would
become popular. It was only in 1976 that Tatsunoko entered the giant super robot trend with
Gowapper 5 Go-dam, which brought a female leader to the fighting squadron.

Gatchaman aired simultaneously as Mazinger Z (1972-1974), produced by Toei Doga and
broadcast on Fuji Television. Mazinger Z was created by Go Nagai. He had the idea of having a
person inside the cockpit to control the robot while looking at a car. This idea would become a
prototype for subsequent robot animations. Before making his debut as a manga artist, Go Nagai
worked as an assistant to Ishinomori Shotaro. Nagai says that after Ishinomori Shotaro read The
Black Lion (F£ ™%l 1-), he asked Go Nagai to be his assistant. “At that time, Mr. Ishinomori was

working on everything from gags to science fiction, such as Cyborg 009, so | learned a lot from
him as an assistant.” (Nagai, 1992, p.40, my translation'®®). Go Nagai drew light-hearted gag
manga before entering the science fiction theme. His manga Devilman (1972-1973) was animated
by Toei, and he explored a darker theme of hero and antihero figures. Because Toei needed to find

a new project, Nagai proposed Mazinger Z.

This was my first robot animation program. Until then, Astro Boy by Mr. Tezuka and
Tetsujin 28 by Mr. Yokoyama had been broadcast. Atom has a personality but a machine
inside his body, while Tetsujin is a remote-controlled robot. | wanted to create something
different from the robots of the past. I thought it would be interesting if a human could get

into the robot and control it like a car. (Nagai, 1992, p.151-152, my translation'>%)

The scriptwriter was Keisuke Fujikawa, who had been actively working on tokusatsu

productions in Tsuburaya Productions up until entering the animation world with Mazinger Z.
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Fujikawa, says: “At that time, Mr. Nagai would just send us pictures of enemy mechanical beasts.
I would look at them and come up with the storyline, which was fun to write.” (Misawa; Nakagawa,
2021, p.189, my translation®®®). Fujikawa would also be responsible for the script sequel Great
Mazinger (1974-1975). In the Mazinger Z narrative, the robot is made of a superalloy called
Chogokin Z, which is said to be forged from the Japanium metal that generates photonic energy,

making Mazinger Z the most powerful robot.

Under the influence of Ultraman, the mechanical monster ‘Kikaijua’ appeared in every
episode of Mazinger Z. It was always defeated in the end, so became commonly known as
a ‘beaten mecha.” However, this is the name used by the audience, and in many cases, they

are called ‘monsters’ at the production site. (Hikawa, 2000, p.21, my translation°6)

Furthermore, Murakami Katsushi, an industrial designer belonging to Poppy, a subsidiary
of Bandai, created the superalloy (zinc alloy toy) design of Mazinger Z, called Chogokin Mazinger
Z (1974). Murakami used die-cast (metal) as the material and launched a prototype that packed a
variety of gimmicks, such as rocket punches and precision modeling not seen in earlier
polypropylenes. Thereby, the action figures echoed the entire experience of the narrative through
its visual aesthetic, transposing it to the toy figure. As a designer for Bandai toy manufacturer,
Murakami’s position to commercialize three-dimensional objects set him apart from other
designers.

After the success of Mazinger Z, Murakami worked with tokusatsu and animation
mechanical designs, intending to turn them into manufacturable toys. In Tokusatsu, he was
involved with Inazuman (1973), Leopardon, the giant robot in the tokusatsu Spiderman (1978) by
Toei, and the metal hero Space Sheriff Gavan (1983), among others. In terms of mechanical
animation designs, he collaborated with Yoshikazu Yasuhiko, that was in charge of the clean-up

mechanic design for Brave Raideen (55 7 A 7 1 —~, 1975) and Chodenji Robo Combattler
V (1976) in which Kazutaka Miyatake made the mechanical designer. After Brave Raideen (1975),

which aimed to be commercially post-Mazinger era, robots designed to be made into toys
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accelerated. Kazutaka Miyatake started working with illustration with Kamen Rider and then

Mazinger Z, explaining this process in this interview.

Miyatake: Yes. When | published a three-sided illustration of the Discovery issue in a
coterie magazine, someone from the publishing industry was checking it out, and someone
from Ishimori Productions asked, “Can you do an illustration of the Kamen Rider’s
Cyclone issue for us?”. That was a big hit, and this college student started getting job after
job. Mr. Go Nagai liked the illustration and asked me to do a perspective drawing of
Mazinger Z. (Tane, 2015, p.35, my translation'®’)

Kazutaka Miyatake, Kenichi Matsuzaki, Haruka Takachiho, and Naoyuki Kato were all
members of science-fiction clubs, and they decided to start a company called Crystal Art Studio,
the predecessor of Studio Nue. They also frequented the Japan Science Fiction Convention
(TOKONS). Mainly, Kazutaka Miyatake worked with mechanical designs for Zero Tester (£ &
7 A & —, 1973), a science fiction animation series produced by Sunrise Studios and Crystal Art
Studio (future Studio Nue). “He complained about ‘too many lines’ in Sunrise’s Zero Tester, and
when he finally learned to reduce the number of lines, Mr. Nishizaki told him to “add more lines”
in Yamato.” (Animage, 2012, 7(409), p.85, my translation*¢). He would become known for the
internal anatomy diagrams of robots and detailed mechanical lines. One of Miyatake’s artistic
inspirations for this approach was the illustrator Shusei Nagaoka.

The emergence of these heroes, monsters, and vehicles as objects of children’s desire came
to form the foundation for the later success of Robot Anime in the 1970s. In the early stages of the
TV series, manga and animation were treated as the primary material, with the products containing
the characters or logo from a given show playing a secondary role. However, the monster + hero
+ machine paradigm inverted the roles, with sponsors and companies having more control over

the character’s design and setting.
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3.2. Effects and Liveliness in Space Battleship Yamato

Space Battleship Yamato (= HiHkAMi v~ b, 1974) innovated by depicting the drama of

mechanical machines manipulation while making full use of the outer space stage. It marked the
beginning of showing a collective drama that would inspire animations such as Mobile Suit
Gundam (F&EhEE + 77 > & 2, 1979-1980) and Space Runaway ldeon ({=7i ELA# 1 7 42, 1980).
The series was produced and written by Yoshinobu Nishizaki, Eiichi Yamamoto, and Keisuke
Fujikawa and directed by manga artist Leiji Matsumoto. Before Yamato, Matsumoto had success
with the manga Otoko Oidon (%33> & A), depicting the coming-of-age of the main character,
Oyama Nobota, with a messy background of old meters and slits and sharp-edged mecha. Since
Matsumoto came from the manga world and was unsure about certain technical aspects of

animation production, Noboru Ishiguro was assigned as Chief Director to assist Leiji Matsumoto.

Ishiguro CD is also a long-time science fiction fan. His various experimental technigques
(such as the extensive use of ripple glass and mask photography), the bold composition of
the Yamato as a dot in space, the unique form of the explosion in the weightless state that
radiates out from his background as an effects animator, the waves, the rocks, and the
waterfalls, etc., is truly brilliant. The skillful depiction of natural phenomena such as waves

and rock destruction gave Yamato its distinctive flavor. (Nakatani; Kushino, 182, p.34, my

translation®®°)

Kazutaka Miyatake worked as a mechanical designer as part of Studio Nue, and in the
sequels of Yamato. Additionally, Studio Nue created designs from various angles for the animation
based on Matsumoto’s rough designs and created original designs for the different props,
mechanisms, and artwork. The scriptwriter Keisuke Fujikawa that worked both in tokusatsu and
animation was approached by Yoshinobu Nishizaki to become part of the project that initially had

been planned to be a tokusatsu drama. Fujikawa describes this moment in an interview: “At first,
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they came to me, wanting to do a tokusatsu film. That project didn’t materialize, but then he
approached me and said he wanted to do a sci-fi animation for adults. I thought, “I've got a chance”
when | heard that.” (Misawa; Nakagawa, 2021, p.190, my translation'9). At that time, working on
animation was considered a lower position, and scriptwriters were not very socially recognized.
The production studio was called Office Academy (4~ «+ A + 7 71 X —) and was located in
Sakuradai, Tokyo. In 1974, then young Ryusuke Hikawa took a tour of the production site and
described the space division.

The first floor was a bakery; the second floor was office space and a drawing room; the
third floor was a workshop for filming, etc. (entry was strictly prohibited, so my memory
is hazy.) The fourth floor was the main production room and administrative and art-related
areas, but this was a 2DK in an ordinary apartment. The rooms for production and setting
were on tatami mats, and the art department was working in the kitchen. The bathroom was

used to store large-format celluloid. (Hikawa, 2012, vol.9, p.533, my translation®®?).

The studio was a DIY space created inside a common apartment. At that time, Noboru
Ishiguro was responsible for creating effect animation (=7 =7 K7 =X I = ). This field is
set apart from character animation; the animation of effects is responsible for achieving different
depictions and textures for waves, natural elements, and so on. In science fiction-based stories,
animators have been working on ray beams, explosions, debris, mechanical parts, etc. In sum, it is
the tokusatsu of the animation world. It is a highly stylized area that introduces secondary
information that provides a sense of materialism or density to the image. The complexity of
intentional movement powered by the effects creates liveliness in the image. According to Chow
(2013), liveliness corresponds to primary and secondary liveliness in animation. The first focuses
on a particular progressive action, usually the main characters. The secondary gives complex
movement cues to the whole, creating and holding that world materiality to the viewer. Takashi
Hashimoto (&4, 4% 5) worked with Hayao Miyazaki and Hideaki Anno, and other directors, and
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specialized in drawing mecha and effects. In an interview, Hashimoto explains how the effect

animation gave dept to the characters.

Hashimoto: Effects are important. In Steamboy, Katsuhiro Otomo told me that the smoke
behind the character was one of the characters and that | should express the character’s
emotions through the smoke. He told me that the smoke behind the character was one of
the characters and that | should express the character’s emotions through the smoke.
(Ozawa, 2019, p.187, my translation'®?)

In Chow’s analysis of types of liveliness in a broad spectrum of animations, he notices a
specificity about the Japanese case. “Japanese popular animation (called anime in the Western
context) seems to present a balance of the two types of liveliness; both featured prominently from
scene to scene.” (Chow, 2013, p.58). The observation that there is a certain balance between the
two types of liveliness also attests to how the effect animation evolved mutually in Japan, inside
the animation world, and in collaboration with tokusatsu.

The distribution of color in the first episode of the series is used in exciting ways to
articulate the scenes' narrative and emotional aspects. For example, when Capitan Juzo Okita is on
the bridge, the color changes to a reddish monotone when the emergency lights are turned on after
the ship is hit by the attack of the alien race known as Gamilas. Since Hikawa had access to the
cel materials in the studio in 1974, he took photographs of the cel before they could fade or be
destroyed. He describes how they worked to create specific color aspects at that time.

Last time I talked about the cold view outside the window of Captain Okita’s bridge while
the interior was stained in a red monotone. Although a filter of “red para” (paraffin) was
used in the photography, it should also have turned the space outside the window red.
However, it was separated to look normal. This was the effect of “multiple exposures.” A
black “mask’ was used to cover the window frame, and the interior was photographed once

with red paraffin over the interior. Then the film was rewound, and a reversed black part
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covered the bridge cel so the exterior portion could be shot normally. This is a mechanism

by which the two worlds are composed. (Hikawa, 2012, vol.10, p.486, my translation®®®)

This description of the use of masks to shoot layers separately and later compose with them
to create color gradations and meanings in the narrative is very similar to the use of masks in visual
composition. Color is also used to differentiate between the spaces depicted in the animation, with
dull colors being used to identify leisure and common places inside the ship or in the underground
living space on Earth. However, the design of the main body of Yamato was so heavy in the
number of lines and thought to be unsuitable to be animated, so the animators had a difficult time
with the production and animation process. “The complex curves (curved surfaces) of Yamato’s
mecha, which are characteristic of Matsumoto mecha and Yamato, were difficult to shape and it
is said that it made the animators cry.” (Nakatani; Kushino, 1982, p.38, my translation'%4).
Additionally, because the animation emphasized the weight of the mechanics of Yamato, the
movements had to be slow, with a large number of medium-length sections, which took a long
time to produce. Because of the technical challenges, simple mistakes that could have been avoided,
such as misplaced cells, smudges, and scratches, can be noticed.

The expression of color and light was made utilizing mainly two technics: mask
photography to shoot colors and compose with different planes in the frame, and the ripple glass.
The rippled glass has a wavy surface distortion and is inserted between the cel and the camera and
moved frame by frame to create a dynamic and distorted image. Today this effect can be easily
made in software, but at this time, this technique performed the materiality of creating an
atmosphere. It can create the presence of something transparent, such as the setting sun, the mist
that glows in the air after an explosion, and so on. The ripple glass effect also produces a presence
of three-dimensional space in a bi-dimensional cel.

The optical effect can be achieved by utilizing glasses and camera lenses, which was the

principle behind the Optical Printer. This dual-camera system allowed such effects in tokusatsu
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and live-action movies. In producing masks and cutting them into positive and negative, it is
possible to protect a portion of photosensitive film over several exposures and work on image
layers. In doing so, it is possible to combine multiple images into one image, which is then re-
photographed on a new film.

This process was also being developed and utilized by animators that wanted to produce
optical effects to create a sense of liveliness and materiality in their works. The main difference is
the amount of time working in each frame to achieve continuity, depending on how many elements
are manipulated in the image. In the absence of expensive apparatus, it was possible to create the
optical effect by utilizing materials such as the ripple glass between the cel image and the camera
to distort the image. In a sense, the ripple glass works as a second camera layer, distorting and
adding texture to the final result.

Another important point is that the animation stand makes it possible to combine celluloid
images, backgrounds, and other materials into a single image, which originally included optical
compositing functions. The post-production process can be realized in the shooting by adding
elements and paying close attention to the camera position. Because of these principles, animation
can be composed by cutting and manipulating the masks of a cell on the table of the animation
stand, depending on the animator’s ability. However, due to the structure of the animation stand,
there is a limit to the number and direction of materials that can be moved laterally on the same
screen. It was also not possible to move in different axial directions simultaneously. Making
optical effects is also a challenge because the position of the camera and the cel composition must
be calculated precisely.

In episode four of the series, Yamato performs warp travel (see Figure 7). To create the
distortions to enter the warp space, there is a great use of optical effects to cause image and color
distortions. “The surrounding stars and effects and the main body of Yamato are clearly multiple
exposures since they are distorted differently. Furthermore, the celluloid area is changing to
rainbow colors, so it is either a brush sliding over a solid color or further multiple exposures.”
(Hikawa, 2012, vol.13, p.428, my translation'%)
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Figure 7 Warp travel scene in Yamato?%6

In Figure 7, the image of Captain Okita is divided into three separate colors, with simple
multiple exposures. The image on the right side is Yamato pushing through warp space, with
multiple exposure effects. With software development, compositing has become simple in the
digital age. However, to create such effects at this time meant that once the film has been exposed
to light, an image is burned into it via a chemical change, and it cannot be erased.

A discussion panel took place in Shinjuku on May 18, 2010, between the director of Space
Battleship 2199 (2012), Yutaka lzubuchi, and Yoshikazu Yasuhiko, the staff member of the Space
Battleship Yamato. The discussion was subsequently published in Animage (2012/7, vol.409).
Yoshikazu Yasuhiko worked on the storyboards of almost half of the series, and he was instructed
to include long shots in the sequence. Yamato was one of the first series to have long shots because,
in robot animation, the sequence varied between bust shot, and bust turnaround, with a close-up
of an explosion in the background. To create long shots with the impression of materiality in
weightless motion and give weight to scenes, they had to break rules that were made to save time
and resources. As such, Yoshikazu Yasuhiko comments on how surprised he was by the effects

used in Yamato:

So, | was summoned to the studio in Sakuradai and saw the pilot film, and | was amazed
to see how different it was from what | had made. The background kept receding, but the

spaceship came into the foreground. It was an optical composition, and | wondered how

166 Still-image from Uchuu Senkan Yamato (Battleship Space Yamato). 2012. Leiji Matsumoto, Noboru Ishiguro (dir. et al.) (first
season, 1974-1975). Japan: Bandai Visual (10h40min) (Blu-ray DVD box).
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they could do such a thing. Then the producer (Yoshinobu Nishizaki) got very angry in
front of the staff. “This is not good enough!”” What is he complaining about? | was surprised
twice. That was my first impression of him. (Animage, 2012, 7(409), p.84, my

translation'®”)

Another technical aspect is that in optical compositing in live-action, the moving object is
usually set on a blue screen because the mask is later extracted (from a positive to a negative). It
is then possible to combine the background image to the center mask and then reshoot it to an
optical printer. However, that was not the case in Yamato. As mentioned in the animation stand,
the idea was to share the subject (the cel) with the mask on the table. A light is shone from under
the table, so the cel was lined up so that the light could not pass through them. The camera then
skips one frame at a time. First, the cell is lit from the surface and photographed. The material is
lit from the back in the next frame, and a masked image is taken at the same position. Repeating
this process produces a film image in which the material and the male mask are skipped every
other frame. Then, they can be isolated in a laboratory lab to produce one film of the image and a
separate film of the mask. Additionally, the female mask can be generated by reversing the male
mask with lab processing. Noburo Ishiguro, that worked with the special effects for Yamato

explained and is cited by Hikawa about how much effort optical composition took for animation.

During this time, | was asked to experiment with elaborated camera setup methods to make
composition photography which we called “skip photography,” by which the filming
department charged me an exorbitant fee, and Mr. Nishizaki almost fired me. The director
of photography, while looking at a statistical chart of camera work, was complaining that
it took three times as much time and effort to shoot as in standard animation. (Hikawa,
2012, vol.13, p.428, my translation)
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It becomes clear that the idea was to use optical composition to depict surreal visual
expressions. Until Yamato, science fiction anime had been a fantasy scenario with scientific
elements; however, Yamato was the first full-fledged science fiction anime that aimed at adults.
The principle of manipulating light and effects through camera lenses combined with an artist's
composition abilities made Yamato a fan favorite. It also attests that mask composition, light
manipulation, and camera work are essential to creating images that transcend the apparatus. The
technical aspects are malleable to the expression and emotion that is to be conceived to the
audience. That said, emotional cues usually are enforced by secondary cues of liveliness which
depends on a combination of technical mastery coupled with a capacity to convey empathy and
pathos. However, despite its innovative approach, Yamato, which was scheduled to run for 38
episodes, was canceled after 26 episodes due to poor viewer ratings. However, the movie Space
Battleship Yamato: The Movie (1977), directed by Noboru Ishiguro and Toshio Matsuda, consisted
of the original series of edited arcs, and it became a huge success. It was the same year of Star

Wars (1977), and the space opera genre became a hit-maker.

Figure 8 Spaceship smashes into Mars (Ep.1)%°

169 still-image from Uchuu Senkan Yamato (Battleship Space Yamato). 2012. Leiji Matsumoto, Noboru Ishiguro (dir. et al.) (first
season, 1974-1975). Japan: Bandai Visual (10h40min) (Blu-ray DVD box).
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In episode one (see Figure 8), the spaceship Sasha smashes into Mars, with the explosion
effect being made by Ishiguro, with red waves being circumscribed by white and yellow colors.
To give a feel of texture in this shot, it is said that the surface of this cel image was painted with a
finger. The sense of liveliness that Chow (2013) discusses in animation is intrinsically connected
with embodiment. Humans can only experience the world through the sensorimotor experience,
which is possible to interpret through sight, touch, and self-localization in space and time. That is
why, when Yutaka lzubuchi and Yoshikazu Yasuhiko discuss the combination of free-hand

drawing and CGl, they present essential points of what they perceive about these styles.

Yasuhiko: I think it is a good thing that the pencil touch is retained and the smoothness of
the CG is reduced to increase the hand-drawn feel, a sensibility unique to Japan, which has
struggled in a limited environment. Where does this lead us? Foreign countries freely use
realistic CG, but I think Japan is correct not to go in this direction.

Izubuchi: Rather than 3D modeling and motion, I’'m trying to give it warmth.

Yasuhiko: A handmade feeling is essential, after all. It leaves room for the imagination. It
differs from a complete CG, and Japanese animation can’t compete in that direction.
Izubuchi: Even when using CG, | aim for a form close to that of the cel animation era. Not
with 3D textures, but with 2D CG. Because characters are still in 2D, | feel more

comfortable with them on the screen. (Animage, 2012, 7(409), p.87, my translation'’®)

Yasuhiko worked in the first Yamato and utilized hand-drawing techniques. Yutaka
Izubuchi was the general director for Space Battleship Yamato 2199 (5-H kil v~ b 2199,
2013). 1zubuchi made character designs for Gundam, Evangelion, and numerous tokusatsu shows
Choudenshi Bioman (1984-85), Choushinsei Flashman (1986-87), Kamen Rider Agito (2001-02),

and others. For Space Battleship Yamato 2199, Izubuchi uses CGI but aims to get closer to a cel
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animation feel by utilizing 2.5D ! techniques. Within CGI technology, one of the trends in
Japanese animation has been to combine CG with 2D surface touch. Because animation in Japan
has been closely associated with cel hand-drawn techniques, the idea was to adopt costly beneficial
technologies but integrate them into the already established aesthetic model. The use of cel
drawing touch in the digital environment comes from an idea of presence or embodiment. The
presence of the hand’s texture endows the image with a sense of liveliness. “On the other hand,
through experiencing these phenomena of liveliness, we feel that our bodies are in touch with the
digital objects.” (Chow, 2013, p.2).

The second cue that creates liveliness can enhance the indication of human presence
coupled with the intentional feeling of the artist’s hands left on the image. In a sense, the qualities
of effect animation brought in the original Yamato, and the feeling of liveliness gave a chance for
viewers to create affect towards the image. When Yasuhiko says, “A handmade feeling is essential,
after all. It leaves room for the imagination”, this is where the viewer comes into play, where the
embodiment and the media can connect. In the next session, this research focuses exactly on how

the closeness of the fans to the image would create communities and change the media landscape.

111 25D is a representation of the three-dimensional shape of an object as seen from one direction and is called 2.5D in the sense
that it is between two and three dimensions. It is distinguished from 3D by the absence of information about the backside or interior
of an object. It is usually represented in the form of 2D data with additional information.
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3.3. DIY fanzines to specialized publications

Yamato not only opened up a new field of animation but also provided the basis for
developing anime fan clubs, which had been few and far between. At that time, Tatsuya Nakatani
and Asami Kushino started making a fan club for Yamato. Kushino says that after falling in love
with Yamato, she went to the Office Academy (the producing studio) to visit and see more details
about the animation and discovered like-minded fans there. “I joined the Yamato fan club that Mr.
Nakatani and his colleagues were planning to create as a liaison and journal-writing staff (in other
words, a chore).” (Kushino, 1982, p.48, my translation'’?) Because at that time, there were no
magazines specializing in anime and no video recorders. Kushino and other fans decided to create
a DIY format to preserve materials related to Yamato with a fan club. They started gathering
members by asking to be listed in the reader’s column of the SF Magazine (SF ~ 77 2 >) to recruit
members. The response was positive, and the fan club attracted many people, fans of Leiji
Matsumoto manga, science fiction fans, high school students, and older people with war memories.

“Some of the older people contacted us because they had been involved with the battleship
Yamato during the war and felt a deep nostalgia for this Yamato.” (Kushino, 1982, p.48, my
translation?’®). It was named — C.B. ¥~ K, Lab — which stands for Cosmo Battleship Yamato
Laboratory (CBYL), and the club was active from April 1975 to January 1976. The success meant
many people joined, with activities alternating between a newsletter and a fanzine containing

information about Yamato. The fanzine included several names Yamato (-~ 1), Yamato Land
(r~ K6 A L), Yamato Books (-7~ K Books), and so on. The number of members was on the
verge of being a thousand, so they had to dissolve the group.

They reformed the idea, and Nakatani and Kushino created a new group named the Yamato
Association (YA) — (Y~ k « 7Y = A 2 =3 ) and limited the number of members. In an
interview conducted by Koichi Fuzukumi with Hikawa Rytisuke, he mentions the enrolment of the

later in the Yamato Association. “Cover of the first issue of the Yamato Association newsletter
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(1977), a Yamato fan club of which Hikawa was president while at university.” (Fukuzumi, 2017,
p.13, my translation’#).

They created a newsletter called the Cosmonaut and continued with Yamato, Yamato Land,
and other fanzines. In 1977, a club named C.B.Y.C. (Cosmo Battleship Yamato Connection),

published their fanzine Iscandar (-f A % > %' /L), containing archives with animation storyboards
and production content. In 1983, the magazine Animec (77 = X » 7)) published a deluxe version

dedicated to Yamato, where members of CBYL and YA are interviewed about the process of
making the fan clubs and realizing Yamato fanzines. The members interviewed are Masaru
Komaki, a former YA member that worked at Animec at the time, Asami Kushino, a CBYL
member, and then YA member, Hideaki Ito, a former member of YA, and Tatsuya Nakatani,
CBYL and YA member.

Nakatani: When | was in my second year of high school, Yamato was broadcast, and |
became a big fan with my classmates. When we visited the studio, we met Kushino-san,
and when we saw the settings, we decided to publish the materials in some way to preserve

them, so “Lab” was born. (Hamamatsu, Animec 1983, p.58, my translation'’)

The fanzines started around the end of the broadcasting, around episode twenty-five. They
also paid for the rights to publish Yamato images from the studio at that time. The group also
helped the studio move, and in doing so, they got original materials, such as cel works, scripts, etc.
“Those cels would be famous now, but at that time, the guys helping under the stairs were
cramming stuff into card boxes and going away (laughs). Now they’re worth a fortune... or is it
rubbish buried somewhere?(laughs).” (Hamamatsu, Animec 1983, p.60, my translation 176).
Because they helped move the studio, they asked which materials they could take to use in their

fanzine to the studio staff. Subsequently, they would sell their fanzines at Comiket events.
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Because of their involvement with the studio, the Yamato Association (Y.A.) would help
the studio with the promotional strategy to release Farewell to Space Battleship Yamato (1978).
That happened in OUT (H HI7" & ), a magazine dedicated to subculture in anime that started
being published in march of 1977 by Minori Shobo. In the June issue of 1977, they published a
special about Yamato, called A world of wonders: Yamato World (€ £ D5 v~ F Db bH 5
E)Y7 with the contribution of the Yamato Association. They also contributed to the September
with the second part, Space Battleship Yamato World Part 2 (=¥l v~ Mo dH 5 £ PART
2), containing interviews with Noboru Ishiguro and Y oshinobu Nishizaki. According to Fuzukumi

(2017, p.12), Hikawa was also involved in writing the feature on Yamato for OUT, besides the

other mentioned members.

Ito: | started to help edit the June issue of OUT, and Mr. W started working for “Y.A.” as
a semi-professional editor.

Nakatani: It was the time of the release of Yamato Part 1, and we helped with Office
Academy’s promotional request. (...)

Nakatani: With the publication of anime magazines and the release of Farewell, we were
under much pressure. But recently, I’ve got my head back on straight, and I’m thinking of
coming back to “Y.A.” to research other animations. (Hamamatsu, Animec, 1983, p.63, my

translation®’®)

The success of the two editions dedicated to Yamato also marked that commercial
animation’s situation was amidst dramatic change. The publishing industry recognized the
existence of a segment of anime fans and began planning special features and monographs dealing
with the popularity of old and new anime. In 1978, Animage (7 = A — <’ =) was launched, and
the July issue contained on its cover an illustration of Yamato Ship celebrating the second movie
Farewell to Space Battleship Yamato: Warriors of Love (& S IZFH#fE Y~ F Z0ikt7-5,

177 The article is signed by the contributors respectively: 71 ®) : 747 I — (BEW T - QR+ - EHEM - ZHEkE— -
RIESE + YA). Yamato first publication: H 11177 7 k (OUT), BF1 52 4F 6 A 5 (June 1977) second publication: H 117 7 k
(OUT), BEF 52 4 9 A ¥ (September 1977).
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1978). Followed by the August issue bringing more information, including a Yamato Ship poster
attached. This boom of fanzines about Yamato shows a different level of fan activity happening.
Fans were starting to develop ways to connect with their favorite animations, going after thorough
information about art production and character design, entering into contact with animation studios,
etc. After Animage, several magazines dedicated to animation started appearing, such as The
Anime (¥ - 7 = A, 1979), Animedia (7 =27 « 77, 1981), My Anime (=1 7 = A, 1981),
Animec (7" = * » 7, 1981), among others. Before the institution of specialized magazines,
manga artists and animators were the first to organize spaces dedicated to discussing and sharing
art approaches, followed by more specialized fan activities. For example, during the TV broadcast
of Astro Boy, Mushi Productions published a monthly magazine for fans, Astro Boy Club (ki 7
22 < 7). The magazine featured Astro Boy’s information, besides featuring other manga
artists. With the end of the series, the magazine was dissolved in 1967.

The project was reborn as a new magazine called COM, in 1967 published by Mushi Pro
Shoji. In a sense, Tezuka wanted the magazine to feature established artists works and become a
gateway for upcoming artists in the session “Gura + Kon” (<% + Z A, COM, 1968, p.205). The
issue celebrating one year of the magazine’s existence (1968, January 1) has a celebratory message
from Tezuka on the back cover. “From this year, in the ‘Gura + Kon’ section of the magazine, we
have decided to have a separate section for the development of children’s manga artists,
differentiated from the youth manga section. The reason for this is that we want as many talented
artists as possible to emerge.” (Tezuka, COM, 1968, my translation’®). When the magazine
stopped in 1973, the manga community lost space to launch new works.

In the 1970s, due to the oil crisis or oil shock, it became difficult to start and maintain
subculture magazines. At this time, because animation works were under the umbrella term Terebi

Manga, the magazines that reported on animation were Bouken O (& [ T), Television Land (7

L B 7 » R), Television Magazine (7 L &~ 4 ¥ ), etc. Before the seventies, another

Wez LUnb, KFED [<H - ZA] OFT, [HEEEANRLEF-ZVXHLT, ELWTFELEAMEREZET
L7OOMEINIH I FH LI, OEVTHELLENENRTTULLWZD TH 5.” This issue also featured the
individual manga stories, Tezuka’s Phoenix (‘X @ J&), Ishinomori’s Jun (3’ = ), and “Hooten Seishun Zankoku Monogatari” (77
—7 —FRFEEEYE) by Shinji Nagashima. (COM, 1968, pp.3-39). Meiji University's website also has a comment section on
their COM collection from 1967-1973. See https://www.meiji.ac.jp/manga/yonezawa lib/feature/feature com 1.html (Accessed:
2022.04.10).
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initiative was the Tokyo Association of Animation Congenial Souls'® (H L7 = A —3 3 [H]
I-43) or in the short form Anido (77 = K /), an association created in 1968 by professional

animators that worked in Toei Doga, Mushi Pro, Studio Zero, A Production, and other studios. It
was created to be a space for professional creation and exchange between people working in
animation. The organization irregularly published a briefly mimeographed animation news called

Animation Letter (77 = A 722 ¥, 1968).

As they became more active, they launched a more extended booklet and changed its name
to “FILM 1/24” (First Edition Sep. 24, 1971). It was one of the members of Anido, Takashi Namiki,

that launched the magazine Fantoche (Z=F 7 7 >k — 3 =) in 1975, entirely dedicated to
animation. Fantoche (no.8) was reprinted in the Manga Shonen Monthly 2 (1977-12) due to

problems in distribution. In the beginning section of the eighth issue, there is an explanation of the
magazine’s purpose. The magazine started because a man went to the International Animation
Festival in Annecy, France. “It began with a man impressed by a French animation magazine. He
said: There has never been a book on animation in Japan. | want to publish it! Help me!”” (Fantoche
Special Edition, 1977, p.200, my translation'8!). The man was the already mentioned Takashi
Namiki, who later left the magazine. While focusing mainly on the works of animation artists, the
magazine also touched on TV animation and other forms of animation to discuss the nature of the
animated form.

While the fanzines about Yamato are being developed, another important fan activity is

happening almost simultaneously. In 1975 the group Labyrinth (3('&) was formed by manga

critics Jun Aba, Teruo Harada, Yoshihiro Yonezawa, and other circles that discussed manga,
science fiction, and so on. “The Labyrinth 75 met weekly to foster discussions and aimed to work
as a critique group on two pillars: the launch of a manga criticism magazine and the creation of
new forms of events.” (Comic Market Committee, 2005, p.27, my translation®?). As the book
about Comic Market makes clear, they were part of the new generation that blossomed from

initiatives like COM magazine. In such a scenario, they wanted to create a movement of manga

180 The English translation is taken as it appears in FILM1/24, February Ed. no.12, 1974 (HE#n 49). For access to the Anido
association chronological publication, see http://www.anido.com/publication/publicationhistory/973 (Accessed: 2022.04.10)
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criticism, and so they founded the magazine Comic Critique (2 BTt )% 2%, 1975) and
launched their manifesto. It was the success of their circle collaborations with other groups and
the magazine response that propelled the launch of the Comiket or Comike (= X -7 ) event
for fan productions (dojinshi) and manga criticism.

The approach came from the perspective of a fan DIY event so people could sell and share
their self-made productions about manga and anime shows they enjoyed. “The events content is a
fanzine sale, an evolution of the fanzine sale booths that were the most fun and meaningful part of
the manga conventions. It will be a fan event for fans, by fans, with a focus on fans, with no
professional help or ‘teachers’ invited.” (Comic Market Committee, 2005, p.28-29, my
translation'®3). Comike started as a semiannual doujinshi event inaugurated in 19758, that in
contemporary times has grown to be the largest fan convention in the world. The convention also
attracted fans dressed in a fashionable style, but it was far from being called cosplay. According
to the organizers, the first cosplays that appeared were from Triton of the Sea (1972) and
Gatchaman (1972).

The Space Battleship Yamato boom, which began around the same time, led to an increase
in the number of anime fans and anime circles, and cosplay based on anime became
mainstream at Comike. The Mobile Suit Gundam boom of 1979 was decisive in this
situation and attracted media attention. At Comike 15 in September 1980, the number of
cosplayers increased dramatically, and combined with the venue’s small size, criticisms of

cosplay gradually emerged. (Comic Market Committee, 2005, p.234, my translation'®®)

B ONFIT, BERKSOFTHo L (B L, EROb 127 7 VO VAR T — 223 R ¥ AFETS, £ 21T,
Ty v EAL NI LA Ry MeARL, T eD N EEY 2 T4 ZREATED LW ZE2HgICLE, 77 v
L7700 DbDT7 7 DAR T B

184 The first Comike event was inaugurated on 1975/12/21 with 32 circles and 700 people attending (2005, p.32). For more
information on the content boots and data by year of the event, see Comic Market Preparation Committee (2 X v 7 ~v—7%4 > |
Yl 2). (2005) ‘a2 v 7 ~—% > b 30°s 7 7 A /L—1975-2005" (Comic Market Thirty Years File—1975-2005). Tokyo:
Comike.

BRI UEIEE o 72 [FHEBE Y~ b OT =200, 7=AT77 ¥ T=AF =7 VOEMPHEMNML, 237> bO
ARATLTH, T2AZRKIC LI bOBREFE R TUTE ET, 79 FITIT IR LT ¥ 5] ORT—L208_E,
CORPUIRE E 2D, ~2Aa I bERSNTHEET, 80F 9 DA Iy b 15 TR, 2 AT A V=2
WL, RLEORIHME-S T, 2 AT VIR 28I Rk 4 12T X £ L7z.” The Comike 15 occurred on 1980/9/14, 340
circles, and 7000 people attended. In Comic Market Committee (2005), see the section “ZT A 7L E HRKE, a Iy hEa A
71 (Cosplay and changing rooms/ Comike and Cosplay), p.234-239.
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In the middle of the seventies, the artists and fans started to collaborate and have more
direct contact, with fans visiting studios, making fan clubs, and realizing interviews. The success
of such initiatives made the publishing industry realize that animation content needed a bigger
space. It was the beginning of the animation press, that began to bring the backstage of productions
into the spotlight. The appearance of specialized magazines resulted from artists and fans activities

fomented throughout the years.
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3. 4. Melodrama invades Robot Anime: Brave Raideen, and Nagahama Robot Romance Trilogy

Yamato also attracted the attention of women fans who liked manga and science fiction,
especially since Leiji Matsumoto’s art was already popular in manga and science fiction novels
and had made its debut in animation. Then, Brave Raideen (535 7 A1 7 « — >/, 1975-1976),
animation was realized by Tohoku Shinsha, Shoeisha, Sunrise, and Asahi News Agency.
Yoshitake Suzuki and others wrote the original robot anime script. The Raideen Planning
Document is a rework made by the director Y oshiyuki Tomino8 based on the previous work made
by Suzuki and others and contains each character’s identity and setting. It was planned to surpass
previous animations that had worked with giant robots; to do that, it included many fantasies and
occult civilizations elements. The story plot consists of the giant robot Raideen being powered by
energy derived from the continent of Mu, and the threat of the Demon Empire awakens him. A
boy named Akira Hibiki is then called to fight for the Earth.

Yoshie Kawahara, as already mentioned, started working in the animation industry at
Sunrise Studios, then worked independently as a freelancer. I met her at ATAC, Anime and

Tokusatsu Archive Center (77 = A F¢fiR 7 — 71 A 7 H4##) in 2019 during one of the monthly

meetings between animators and researchers. She told me that people were surprised when she
first visited Sunrise Studios as a teenager. The reason was that the animation industry had targeted
mainly a young male audience, so they were unaware that women were also interested in animation
and science fiction works.

However, according to Yoshie Kawahara, female fans were involved in artmaking and fan
activities even if the primary target public was male. “By following Yamato, the women learned
about the deep world of ‘character setting books,” ‘post-recording,” and the ‘production process,’
which they had never known before. It was in the year after Yamato. The women met Brave
Raideen.” (Kawahara, 1998, p.68, my translation®”). When Raideen was released, people that
loved manga were also getting interested in watching animation, and it was successful, especially

with the female audience.

186 For the Raideen production details and design process, see Tomino, 2019, pp.46-53.
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One of the reasons for its success is partly because Yoshikazu Yasuhiko, who worked in
Zero Tester, was in charge of the Raideen design works. The Animage vol.4 (12) of 1981-1982
had a special publication containing the design notes of Yoshikazu Yasuhiko and Animage 1982
Notes featuring some of Akino Sugio’s character designs. Yasuhiko gave the design a slightly
shojo manga feel, including bright colors, more round lines, and a softer look than previous designs.
However, this also brought some altercations since the producers asked the staff to change the
direction to an animation that emphasized mechanical elements and dispensed with the marked
colors. Amon other reasons, the internal conflict led to a change of directors, with Tadao
Nagahama assuming the series.

Although Raideen's work underwent many twists and turns, it contributed to the formation
of the basic format of robot animation and had an enormous impact on subsequent works. It also
impacted the industry, with the success of the Raideen toy proto designed by Murakami Katsushi.
“However, with the success of Raideen, toy companies became sponsors and developed a system
of cooperation with the program producers in terms of both ideas and profits.” (Onozuka, p.36,
2009, my translation'®). The toy that succeeded was the Raideen Chogokin (superalloy), which
could transform into Godbird form. 18

The beautiful characters created by Yoshikazu Yasuhiko became popular, contributing
significantly to the expansion of the anime program’s fan base, including young women.
Additionally, the hero transformation had different elements than the conventional robot
animations. In the Fade-In scene where the hero Akira is going to board the Raideen robot, he says
fade-in, Raideen appears as a stone statue, and Akira is sucked in as Raideen emits a bright,
mysterious light. After Akira’s fade-in, Raideen is transformed into a robot that adopts
anthropomorphic expressions, such as moving the mouth and making sounds that match the
emotional battle setting. One of the Raideen robot’s main appeals was that the softer design lines
matched the anthropomorphic characteristics of the movement and sounds, which were distinct
from the machine-like, expressionless faces of Mazinger Z and Getter Robot, (7" v~ &% —u 7R,

1974-1975).

Bl = AMTAT 4= DFEIINZE->T, MESHEN AR P —L720 0 TAF 70T HIL T T b BAH RN &
/13 BREID RATE S 47z,

189 Toys names released in 1975-1976: “Z A 7 ¢ — + = v K/3— RJZHE” (Raideen - Godbird transformation) and “# &4
Z A 7 4 — > (Chogokin Raideen).
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Those who understood the “definition of mystery” gathered together to form the “Raideen
Fan Club Mutron” about a year after the broadcast. In an era without media like today, this
fan club, which recorded 1,000 members at its peak, was organized and managed by simply

high school and University girls. (Kawahara, 1998, p.72, my translation'®).

The fan club “Raideen Fan Club” (B& 7 A7 4 —> « 777 77, RFC &ik)
published the fanzine Mutron (A — k&>, 16 volumes) dedicated to Raideen. Nowadays, the

volumes are hard to collect; the remaining are collector’s items®®l, The fanzine introduces the
characters, episode stories, illustrations, news collections, reporting on events, and interviews with
the staff that worked in the animation. In Mutron vol. 8, is mentioned the contribution of Hiroshi
Kazama (&[], 7€), that is the alias name of Yoshie Kawahara (77 it X L x). Female fans

administered the fan club that was supporting the show by promoting events, buying items, and
spreading the fan base.

Despite such success, the project was too ahead of its time by attempting to incorporate
mystical elements as a new approach to robot animation. As mentioned, the sponsors' demands
were extreme, so they had to change Raideen. Tadao Nagahama assumed the series after Tomino
was an established director in the sports anime genre, with his over-realism techniques of sports
representation. At that point, they decided to eliminate some characters, and “(...) it had already
been decided that the route would be changed 180 degrees to robot wrestling animation.”
(Izubuchi; Tokugi, 1982, p.71, my translation'®?). However, according to Kawahara, director
Nagahama realized that Raideen’s fan base included young women. “Nagahama was convinced
that he could bring drama to ‘robot manga’ when he recognized the solid existence of a support
base of young women, something he had never expected.” (Kawahara, 1998, p.74, my

translation%). This helped Raideen achieve some changes in robot animation storylines and

Woez 5 LT IMMOER] ZMTIEICHLPEEST, MK TR, K 1LEDIC (FA4T 44— T 70057« A
—bhr] BRERESNIZ, WEDL D RAT 4 T ORVIRIZ, REHITIE 1000 N\OZBEELHER LT 7
7T 7 kM, EE LD, bOAALREOLT R, KT RETHD.”

191 | was able to acquire the Mutron (A — k 2 >, volume 8). There is almost no trace of records about the fan club members in
specialized magazines; however, on the counter page of Mutron vol.8, itis possible to find the names of the magazine’s contributors.
Members are listed as follows: (JR£E: #21L 0 2>, FHEECT-. BILE L | B =M1, FOIEZE, B =/~1. OHERT),
(EEHEAE: MR 25, G817 A #2110 ). My translation of the list members is as follows: (Editing: Rika Sugiyama, Toshiko
Ito, Mari Sugiyama, Miyazaki Miyoko, Emi Aoyagi, Miyazaki Miyoko, Toshiko Ito), (The material provided by: Hiroshi Kazama),
(Publisher: Rika Sugiyama).
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brought new popularity for the show outside the aimed scope of series!®. In a way, Raideen was
the antithesis of conventional robots. While it was full of new attempts and materials to break away
from them, it was a tumultuous struggle between traditional formats and introducing new aesthetic

elements, affecting form, fan base, and industry.

At the time Raideen was released, the mainstream robot animation was based on the
original stories by Go Nagai and produced by Toei Doga, and was filled with gekiga
touches and prioritized power, which inevitably gave it a muddy impression. In Raideen,
Yasuhiko presented a new era of character and robot design, in which power is portrayed
with elegance and sophistication, while beauty and dynamism are also emphasized.
(Hikawa, 1997, p.120, my translation'®)

After the success of the latter half of Raideen directed by Tadao Nagahama, he then started
his next project Chodenji Robo Combattler V (&R 48 =« /N T —V, 1976-1977).
Joining the project, Saburo Yatsude is the joint pseudonym name given by Toei producers for
tokusatsu, super sentai series, and Combattler V. According to the scriptwriter Masaki Tsuji*®,
originally the Raideen staff was supposed to work on this project; however, they had not decided
yet if it would be a Raideen sequel or a new work. Eventually, the project was assumed by Toei
headquarters, and not Toei Doga. Until then, Toei had been working on live-action, but the success
of animation made the company decide to produce both pillars, live-action, and animation. Also,
had the participation of Soeisha (then named Sunrise Studios). “However, the project was planned
and eventually outsourced without deciding on the essential drawing and directing staff. The
producer Takashi lijima, who knew Nagahama, asked the Raiden staff to join the project.” (Okubo,
2003, p.12, my translation®®?). The animation brought five robots that could be combined. For
Combattler V, Yoshikazu Yasuhiko and Kazutaka Miyatake would work together again in the

design process. Kazutaka Miyatake from Studio Nue describes in an interview with Okubo the

194 Although it is outside the scope of this thesis, many female heroines and characters have been depicted in animation throughout

the decades. See, Take shobd (77 JE). (1999) ‘7 = A b 1A VA —ERZEE L v A 0+ DA% (The Pretty
Character Chronicles: The History of Animation Heroines, 1958-1999).

We [T 4F =] OBGULERR, vRy b7 = A0 FWITOKHZIRIE, FEh ] (F o B8 CBIm & » Fii#E,
BHELET, 20585 LTHIREBWVHGNRSxELoTWe, [FA4T7 40— TE, NI—FHEFEILA~<—|

STHIEH L L ICER L EHEZECL2HFROX Yy T 7 F—LaRy NOTYA %, BEITRRLIZOE”

19 See Isawa, Ydichi (2003), chapter: ‘RESPECT - H.45> (RESPECT Masaki Tsuji), pp.203-207.
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creative process of making the five robot characters and the merging mechanics that had to align

for the commercialization of toys.

The part about the five machines merging together was already presented to me when |
joined the project. | believe that the manga artist Moribi Murano (who was also active as
an animator and director) first drew the base. Then Yasuhiko-san cleaned up the designs
we had made and sent them to Murakami-san for drawing, who corrected them, and this
back-and-forth process was repeated until they were completed. (Okubo, 2003, p.208, my

translation®®)

The process involved Toei, Sunrise, and Bandai (designer Katsuji Murakami) working
closely together to create the character's mechanics and develop marketing strategies for the
animation. The concept involved machines piling up and merging using magnets and
electromagnetic force. Kazutaka Miyatake was also involved in this process, as he explains it to
Okubo: “I was in charge of putting the combined patterns together into animations. The so-called
wandabas (meaning the launching of the mechanics, etc.). The word wandaba comes from the
march ‘wandaba dada dada dada dada...J” in The Return of Ultraman (1971).” (Okubo, 2003, p.
208, my translation®®). This musical rhythm “wandaba dada dada” got known because of the

song “MAT @7 —~2 in The Return of Ultraman, and also in “TAC @ U > & /\—jji [} 201>

composed by Toru Fuyuki. Here, Miyatake is referring to the system of showing mechanical
patterns that is easy to understand by the viewer. For the quality of mechanical design to be shown
in the animation, they created a scene bank that could be used to assemble the five robots. Visually,
there use various elements such as shutters and latches. The cockpit (system) is also transformed

at the same time. In his reflection, Miyatake reveals: “What Studio Nue brought to animation,

Vs O UREE LT, EWIHIERSIEBM LIRS SRS TWE L, BAUNCIEBER OFEFSFRE(T = A
—H— HHFEE L THLIRBEINTZ)EARR=RZ R DN TN T, Thhb I bbTTFFA L
TbOEZESAMEERIZZ V—2F v 7 LT, A EEAVICES TEERASTELZLOZBELTEIWVIfTo
DRIV ERYIRLTTEDLNR>TATT

Wen ZOEERNE—2% BIEX=T= A= a3 IlELDDLDOIFFOEETLE, Wbhd “TUZ " (A=
v I DFEEREEE T, o TER UL RI~ ] [MIFOHE~— F [T FRF R R 1 DIEEIR.

200 See: Miyauchi, Kunio (& PNEIER). (1978) ‘B8: MAT ®7 —=" on ‘Saundo Urutoraman’ (7> K« W)L kT <) [LP
Compilation]. Japan: King Records, vol.2.

201 See: Fuyuki, Toru (% H, 1 5), Aoi Masahiko (25 & &0 2). (2017) “TAC © U ' F A —f” on ‘U )V F T~ AA Y
TFIVBGM T — A A A (Vv kT~ Adbth-anniversary music collection; disc-1)° [CD]. Japan: Nippon Columbia.
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either as a format or as an epoch, was reality. As science fiction fans, we were not satisfied with
the mecha of previous animations.” (Okubo, 2003, p.208, my translation?%?).

The series was followed by Super Electromagnetic Machine Voltes V (&R~ — >
ANLT AV, 1977- 1978) and Tasho Daimos (B4 1 € A, 1978-1979). The three animations
would be known as the Nagahama Robot Romance Trilogy. In the sequel, Machine Voltes V, the
design was made with the sponsor to adjust the transformation of the robots more effectively and,
in doing so, make it easier to create toys. “Despite calling it a crow tengu, Tadao Nagahama, and
his staff worked hard to make the new giant robot Voltes V look attractive as an alternative to the
Combattler V. This is a theme that continues in the current Super Sentai series to this day.” (Isawa,
2003, p.114, my translation?%%). Adding to the melodramatic worldview, Nagahama incorporated
an anti-war theme within the complexity of human drama. For Tosho Daimos, they had to combine
the elements of the previous seasons but also provide some new elements. One person essential to

this innovative approach was the producer Takeyuki Suzuki.

Producer Suzuki, who had worked on live-action tokusatsu heroes for Toei films such as
Accumizer 3 (1975), participated in the production with innovative ideas that broke down
the barriers between animation and live-action. He introduced the methodology and style
he had learned there for the first time to television animation and breathed new life into

this production and the animation genre itself. (Isawa, 2003, p.115, my translation2*4)

Producer Suzuki invited Kazutoshi Takahashi, a swordfighter of the Ono Kenyukai (<%
%] &L 2%), which is well known for working in Toei’s transforming pose for tokusatsu. To

incorporate sword fighting in Tasho Daimos, Kazutoshi Takahashi showed the sword fighting
movements to the animation staff, which resulted in the creation of unique action sequences.

Takahashi is also the sword fighter responsible for the transformation pose in Kamen Rider. “The
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transformation pose was the same as the killing pose in Jitdo Icchokusen with Tsuyoshi Sasaki and
was invented by Kazutoshi Takahashi of the Ono Kenyukai. Such transformation poses became
an indispensable part of the transformation heroes.” (Aeon; Take shobo, 1995, p.85, my
translation?®®). As such, in Tosho Daimos, the action scenes mixed with human drama become a
success for both children and adults.

Takeyuki Suzuki was also the producer of Future Robot Daltanious (A& = 7~ 4 /L4 =
7 A, 1979-1980) by Toei and Sunrise, and other animation projects. “In later years, Suzuki

applied the animation know-how he had acquired during this period to live-action productions
such as the Super Sentai series. He also succeeded in breathing new life into the series.” (Isawa,
2003, p.115, my translation?°®). For example, Suzuki produced the super sentai series Chaoshinsei
Flashman (#1277 v v =~ >, 1986-1987). Flashman’s story is that five children were

kidnapped as babies and raised on an alien planet by the enemy that would attack Earth to do
experiments with transmutation. The five members ultimate goal is to find their actual parents.
“As a digression, this film is also the first in which the heroes use multiple giant robots.” (Aeon;
Take shobo, 1995, p.180, my translation®?). The robots in Flashman are combined to form the
super robot Flash King, and then the five members enter the cockpit. In the transformation of
Flashman, the shut goggles open and close to reveal the hero’s face, which was an element
common portrayed in animation. In this way, the legacy of the Nagahama robot series also invaded

the super sentai genre and new elements were incorporated.
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3.4.1 Interview with artist Yoshie Kawahara

Interview with artists and author Yoshie Kawahara (7] it & L %)

Date: Sunday, 26 June 2022
Place: Aoyagi Restaurant, in front of Kami-lgusa Station on the Seibu Shinjuku Line, where Sunrise studios

used to be. The restaurant was also a kind of ‘company cafeteria’ for Sunrise staff?%e,

**kk

Angela: Thank you so much for your time today. It was exciting to see the Sunrise
birthplace. First, | would like to ask how you got involved with animation and started working at

Sunrise?

Kawahara: Astro Boy started on TV right when | was six years old, so of course, | watched,
but my favorite as a child was Eight Man (8 < >~). In Eight-Man, you see a human transform into
a robot. I was more interested in the science fiction type of animation that was around at the time,
so I guess I was more interested in, let’s see, the Yusei Shonen Poppy (/D43 A1, 1965-
1966), Uchii Shonen Soran (F-H/V4- Y 7 >, 1965-1967), and Uchii Patrol Hopper (757X K
7 —/ L7k 2, 1965). So, | watched all the cartoons Toei made aimed at boys. | was in the third
year of junior high school when Mazinger Z (1972) started, and Devilman (1972) started. | wanted
to be a manga artist, so | knew Go Nagai (7k 7, %) and Leiji Matsumoto (f24%, Z51) as manga
artists. 1 was told they would do an anime, so | started watching it. | loved watching Mazinger Z
and Devilman, and | watched the reruns nine times. So, when I was just a sophomore in high school,
| watched Space Battleship Yamato (1974). It just so happened that I said, “I like Yamato, I like
Yamato,” but all the girls around me didn’t watch anime, and even fewer combat themes.

Strangely enough, when | was drawing manga and other things, | had friends in that area.
Then | heard that a company was making an animation of Yamato, just around the corner from my
high school. We would now call it an animation studio, but it is a subcontractor studio. So, for the

first time, from there, | brought this thing called a character list that my friend had gotten, and he

208 Conducted originally in Japanese language. Transcriptions from audio recordings made by Mr. Taku Kawai and Ms. Mie Kawai.
Translations to the English language by the author.
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showed me the character list. He said, “This is the kind of thing you see in animation.” It was a
drawing of the main characters. So, | wanted to have it on my hands; | wanted to see it. So, | was
using my network of high school students to put up such materials, and it was around this time that
| came across Brave Raideen (1975). | have always loved ancient Egypt since | was a child. So,
my friend called me and said, “Hey, there's a cartoon on TV right now with a character that looks
like it’s from Egypt.” He told me to turn on the TV, and when I did, it was the first episode of
Raideen.

(Pointing to a book on the table) I wrote about this in the book, but I brought it up because,
in those days, many characters like Mazinger Z or Go Nagai were relatively strong and sweaty.
However, Yoshikazu Yasuhiko, who designed Raideen characters, made the characters fall
between Shaojo (Girls) and Shonen (Boys) manga. He drew a character with a soy sauce face, which

was unusual at the time. People were attracted by his drawings and wanted to follow that style.

Angela: For both boys and girls?

Kawabhara: It’s like it won the hearts of girls. I also liked Egypt; in that context, it had the
robot and Egypt connection, but I was also good-looking. It was the sense of the people doing it at
the time, for example, the bow, even though it’s a robot. Not missiles. When he shoots the bow,
he doesn’t do it deliberately; he moves slowly. I wouldn’t say it was like Kabuki, but they were
cool like that. Yes, the fingers are not just extended. When he flies, he doesn't fly like Superman.
| was fascinated by that. And then | saw Raideen, and | thought it was good, and just a little while
later, a friend of mine told me that the company that made it seemed to be near my school. It was
in Kami-lgusa. I went to a school in Fujimidai, a little north of here. It was really within walking
distance. He said, “You can walk there,” I said, “Well, I've got to try it.” At that time, they were
still working on episode 9 of Raideen; they were still doing “satsudashi” (&< ->72 L), which | still
remember very well, so they had only done about 3 or 4 episodes on TV. That’s about the time I

went to their studio.

Angela: So, what is this “satsudashi™?
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Kawahara: The term “satsudashi” is used in the animation industry; it refers to combining
the finished pictures, backgrounds, and other items and handing them over to the film company
that will make the film. The production director does that. How many seconds of this should be
taken? The director specifies the backgrounds, how many seconds to use them, and so on, and then
brings them to the film crew. The process of preparing for the actual work is called “satsudashi.”
So, when they were shooting, there were still cels and backgrounds there before the shooting.
When I went there, there was a cel of episode 9, and it was on the producer’s desk. So now that |
think about it, if episode 9 were to be shot, it would typically be two or three months before it

would air.

Angela: While the episode aired on TV, they had about three or four episodes in progress?

Kawahara: They were working on the 9th episode, so they were working around three to
four episodes ahead. Also, after filming, much work is still needed, such as adding sound and other
things. It would take at least a month to complete it, so whether the schedule was good or bad was
another matter. So, even though they were doing one film a week at the time, that meant four films
a month, so even if you consider it a month, it would still be much work. So, there are robots on

the enemy side that I've never seen before, and drawings there. Like, what is this?

Angela: So, it was inside information that only a few people knew.

Kawahara: That’s about the extent of it. At that time, my friends, who were also anime fans
who became friends through their love of manga, as | mentioned before, made copies of a simple
coterie magazine (dojinshi) which at that time was a copy magazine. We would go to a stationery
store, fold them in half, and staple them together. That was the kind of thing we were making. So,
we took advantage of that and lied and said, “We are running an animation research group. Please
let us observe.” It was a lie. But when I told them that, they would say something like, “Oh, really?
You're a high school student, and you’re watching this stuff?”” But when | said so, they kind of let
me in, and [ said, “We want to make something like this, not that kind of coterie magazine.” They
said, “Oh, you can go ahead and take the copy. You can take it from there,” I would make a

photocopy of it right then and there, in its raw form. Even back then, the company had a copy
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machine. Although photocopiers were still in use in the old days, | would ask the person | wanted
to make a photocopy of it on the spot. Also, in those days, the celluloid became trash after they

were used, so they would say, “You can take them if you want them.”

Angela: I was surprised when | read that.

Kawahara: That’s because it is industrial waste. You have to pay to have it taken away. So,
from the company’s point of view, people should take them instead of just wasting away. It’s a
win-win situation. Director Tomino Yoshiyuki was there. He said, “What, you like it” “ You like
this kind of thing?”” and then he said, “Well, I’ll give you this,” and he gave me a niece piece of
celluloid that he usually wouldn't have given me. Banzai! Then, a person in charge of publicity at
the company at the time saw it and said, “You like it, don’t you?” He said, “Well, if you want, you
can stop by on Saturday before school?” I was asked if I wanted to work part-time. | wondered
what it was all about, and then he said, “It's the work of separating the necessary celluloid from
the unnecessary ones.” He said, “You are watching the show. So, there are times when you look
at it and realize that you have seen his picture before, right?”” Oh yes, I said. He proceeds, “Those
are pictures that could be used again, so you must sort through them. So, you also know the parts
that won’t appear anymore.” For example, once a robot on the enemy side is defeated, it will never
appear again. We don’t need that kind of thing. He says, “I don’t need those, so please separate
them. You can take the ones that we don’t use anymore with you. The ones in the big bag (called
a cut bag); you will write down what kind of picture it is and put it on this shelf.” This is what later

was called a cel bank.

Angela: It was like image storage.

Kawahara: That’s right. [ had to organize the bank, and in exchange, | could take home any
cel they didn't need. | started doing it part-time. But now and in the past, there was always a
shortage of workers. They said, “I have to paint this one cel by 5:00 today,” and then people asked
me, “You are drawing comics, aren’t you?” Like just tracing the lines. “If it’s like this, I'm sure
you can draw a beautiful line.” He would say, “Drawn me a little of this,” or “You have held a

brush before, haven’t you?” and then I said, “Yes.” I was having fun and happy. So, I learned
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somehow the work, and before I knew it, they said, “I heard you are graduating from High school,
why don’t you come work here?” There was no exam or anything like that.
Angela: The next question | want to ask you is, you wrote the name Kazama-san on this

member list for Raideen dojinshi magazine (Mutron Dajinshi, 2»— ~ & 7). Do you remember it?

I would like to hear about the fan club and the created activities. (See Figure 9)

Figure 9 Mutron Daojinshi, (4 — / =z 2) vol.8 details, author collection

Kawahara: Yes, this magazine is called Mutron, it says here (points to the magazine), where
it says the editorial, Rika Sugiyama (211, U #7) and Mari (< V), these two were twins and they
liked Raideen when they were in high school, and they came to visit Sunrise company even though
Raideen was already over by then, just like my old days, they said: “We like Raideen very much.”
At the time, | was already working on the next film. There were 52 episodes of Raideen, the first
and second half, but the director of the first 26 episodes, the 27th episodes, and beyond was
different. The director of the second half was a man who cared about his fans and welcomed them
when they came to his office. | knew him well, and the girls came to visit him. He asked me if |
would listen to them. | talked to them and heard that they wanted to start a fan club. Unlike today,
copyrights were not so strict, so we said we would cooperate with them. They didn’t know anything

160



about anime; they were just fans. So, if they were going to start a fan club, 1 said | would be happy
to provide them with materials and advice. | was named Honorary Vice President. The word
“honorary” means I don’t do the actual work, but I watch from the side and complain.

Mari Sugiyama and Rika-chan were working on this fan club book. I think the difference
between boys and girls at that time is that when girls like something, they all want to get together
and work hard. To get things going, | felt that | had to be good to the people at the company and
not cause trouble or damage the work | loved. There should be no mistakes in doing a fan club.
Every time something happened, they would go to the place that held the rights and ask, “I want
to do this; can we do that?”

Thanks to them, we were able to hold screenings, and they were fans, but they had to pay
for it, and the rights company would rent the film, and they had to go and get a license for the
projector, which was a camera that projected the film. We went to obtain the permit and held
screenings. Some laws and regulations apply to venues that can accommaodate a certain number of
people and can be a hassle. We had to go to the city office, etc., get permission, and then they did
it all. It was like a real job. But they started as a high school student, then went to college, and
thanks to all that work, they had 1000 members in the fan club. However, back then, if you had
more than 1,000 members, you were called a corporation, which was different from just a fan club,
and you had to pay taxes. It was a hassle. So, we decided not to do that.

We set a limit of 1,000 as the upper limit. And the other great thing is that we only charged
what the copy cost us. We have to assume that there is no profit for us. When making the first copy
of the paper, 1 would only get the cost of the paper from the members, say 500 yen. As the number
of copies increased, there were different prices, let’s say 300 yen. But if I make this into income,
| have to pay taxes and so on. We had to return the money, but you can’t just replace the money.
So, we asked the members what they wanted: something original. We asked the rights company,
“Since we got these results, we would like to make an original poster,” they would pay the

company the money for the copyright rights.

Angela: So, what did you do?

Kawahara: | took a poster of Yasuhiko-san! It’s a little bit of a Gundam story. | went to

Yasuhiko’s house and asked if I could have it. (laughs). Okay. I said, “In exchange, a penny or ten
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yen per person.” However, Yasuhiko said: “If you bring it, I'll tear it right before you. Let’s say
I'm going to do it because it’s free, I will draw it, and then you can go home. A big one.” We had

to do it right!

Angela: The fan club was only for women?

Kawahara: No; it just happened that the chairpersons who started it were girls. There were
always more girls on the staff, but that doesn’t mean that there were no boys. Maybe Mr. Hikawa-
san could have been there, but I’'m not sure. Mr. Hikawa had joined the Yamato fan club. He was

a member of many fan clubs.

Angela: My next question is a little bit connected to my research, but since we met at
ATAC saloon, I’'m sure you know that there has been a lot of research and preservation of anime
and tokusatsu, and there is a growing awareness, especially among artists, about the world of anime

and tokusatsu and their connections. What do you think about these recent movements?

Kawahara: Well, do you know how creative the Japanese are regarding so-called films?
There has always been an inevitable overlap in the number of people who like to watch movies.
Of course, individuals have differences, but people who watched tokusatsu in their childhood also

watched anime. In this way, the fans overlap. The term ‘J2 > A 72 % (meaning intense or

passionate people) has become a popular one, especially among those who have started their
activities, including dojinshi activities, to show that they like something, so there is a flow of such
people in Japan. Of course, some fans are entirely detached. Tokusatsu and anime are two different
things, but many people overlap, especially those on the receiving end, those who not only create
but also receive programs and such, and see films and think, “I like it.”

Since these people are not making their stuff, they are not making films, so they try their
best to get what they like around them. In short, they try to increase the number of their friends.
So, a certain number of people like Mr. Hikawa are okay with tokusatsu and anime. However, it
is difficult to say how large the number is. Another thing is that in the past, people of that

generation, like Director Tomino, were not interested in animation; they wanted to make movies.
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But it was difficult to get into film as a career. So, many people came to animation because they
had no choice, even though they wanted to work in film.

Many people who started out wanting to enter the world of film as a first step were from a
generation slightly older than me. That’s one of the reasons why in Japan, Eizo (visual images) is
a genre of movies in Japan, and Tokusatsu is one of the genres of movies. Tokusatsu is used as a
part of a larger film. The other is that the moving pictures in animation are connected to the comic
books in magazines. So, there is a difference in which direction they came from. There are two
streams, | think. I came in from the comic side. So, there is a difference in the direction of artists
between those who came from video and those who came from still pictures. The people on the
receiving end connected them, as | mentioned earlier.

I think ATAC came into existence because of the people receiving, as | said before, people
who wanted to make friends. ATAC is finally in an era where these people are making their voices
heard, and the world is recognizing it, thanks in particular to Mr. Anno. | am sorry that a part of
me says, “If Anno-san makes a move, the world will see it,” and I was along for the ride. But I also
liked Raideen as a practical thing already. | was also working beyond that. | have a lot of material
at home. There are many celluloid films that I liked that were given to me. However, what I’'m
going to do with this? | talked with Hikawa Rytsuke and others about how it would be great if we
could build a museum or something like that where we could leave them. Then, they thought it
might be possible to do something like that, so they made a place for it.

That was a Banzai already! After | pass away, | would like to count on people. | have many
things | want to leave behind, including the know-how | had while doing the work. Sunrise, too;
as | said before, when the company changes, it inevitably cuts back on the old stuff. We want to
preserve them in some form so that people like you can continue to do research on them in the
future. And people who are going to make Animation and Tokusatsu in the future will use it as
material, and they will say, “This kind of thing exists based on this kind of history,” because there
is a big difference between doing it with an understanding and doing it without knowledge. I’'m
collaborating for a straightforward reason. And as | said, I left this job before digitalization, so |
can talk about what happened before digitalization. But of course, those people, myself included,

are all getting older now, so | think we have to do something within these last ten years.

163



3.5. Aesthetic changes in Zambot 3

Super Machine Zambot 3 (M A ¥ > 7 » b 3) was launched in 1977 as the first

animation of Sunrise. Former employees of Mushi Productions established Sunrise studio. It had
its own planning company, Soeisha, with further capital participation from Tohoku Shinsha.
Sunrise Studio was established as its animation production site. “This was because the founders,
Moshimoto, 1t6, Yamaura, Shibue, and Iwasaki, did not have the financial resources.” (Tomino,
2019, p.301, my translation®®). After the collapse of Mushi Pro, many producers and animators
had to start again and discover how to make a living. Tomino also describes that at Soeisha, he
and the staff that worked on Zero Tester were paid meager wages. Additionally, at this time, Tatsuo
Yoshida passed away (1977/09), which led to the artist’s exodus and reorganization of Tatsunoko
Productions. In this situation, they hired new artists, such as Mamoru Oshii, Mizuho Nishikubo,
Hidehito Ueda, and Koichi Mashimo, to work in the studio for some time.

Zambot 3 was directed by Yoshiyuki Tomino, written by Yoshitake Suzuki, and Yoshikazu
Yasuhiko made the characters designs. Besides them, the working staff also included other
important names. “The art direction was by Mitsuki Nakamura, a member of the Tatsunoko group;
the animation was outsourced with the participation of Yoshinori Kanada, a Toei-colored artist,
reflecting the changing map of the industry and the hybrid style of ‘Mushi Pro + Tatsunoko +
Toei.”” (Hikawa, 1997, p.9, my translation?'9). This hybrid combination of aesthetic lineages made
Zambot 3 an essential work of super robot animation that was already transitioning to a different
style.

The story was based at the end of the Edo era, when the Jin family moved to Earth, scaping
from the Gaizoku, which had destroyed their home planet Viar. After hundred years of living
peacefully on Earth, the Jin family has to fight the invasion by the Gaizoku, which launches
monsters called mecha boost (monsters with mechanical parts) to attack in each episode. The

connection between the Edo period and the robots of the Jin family is highlighted in the Japanese

09 <g BT D A, PR, IWE, BT, BIF L Wo T A X v T e BITEE IRy o 72035 T 5. The mentioned
founders full name respectively: 572 2 (Moshimoto, Yoshinari), %5 it (Its, Masanori), ILI{#% — (Yamaura, Eiji), #2iT
¥HK (Shibue, Yasuo), & 1&F1E3 (Iwasaki, Masami).
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elements that were integrated into the robot design. “Zambot weapons are also treated in the
Japanese style; the Japanese sword (Zambot Cutter), the spear (Zambot Blow), and the ten-way
shuriken (Zambot Buster). Only the Zambot Grapple, often mistaken for a ten-handed weapon, is
an ancient Okinawan weapon called a sai.” (Hikawa, 1997, p.127, my translation?). The idea to
bring swords and armor more fantastically and less scientifically appeared in Great Mazinger
(1975-1975). However, Zambot 3 is the first animation incorporating Japanese elements in the
weapons and robot style. For example, in the first two episodes, the robot face design is reminiscent
of the Raideen robot. In episode 3, named Zambot 3 Appears (¥ > 7~ > b 3 Hi#i), for the final
transformation, the robot’s forehead receives a crescent moon reminiscent of Date Masamune’s

armor.

The head is based on an ancient Japanese helmet. The crescent moon decoration on the
forehead may be from Date Masamune. This work was initially planned as a robot
animation for the Sengoku period so that it may be a vestige of that. The torso is also
reminiscent of a Jinbaori (Japanese battle surcoat). (Hikawa, 1997, p.126, my

translation??)

Besides the Japanese elements, the robot Zambot Ace was the first to use a gun as a weapon,
simulating a western movie type of fight. This combination of different features meant that the
mechanical designers had to work hard to create a smooth mixture. “Until now, there were only
two types of giant robots: transforming robots and combining robots. Zambo Ace transforms into
a fighter and combines with two other mecha to become a giant robot. This two-stage format,
which is now commonplace, was originated by Zambot.” (Hikawa, 1997, p.127, my translation?!3),
In a sense, the Super Robot era of animation was primarily marked by the mechanical

transformation (henshin) or the combination (gatai) of its mechanical elements. The idea of the
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Sengoku period is also called the Warring States period in Japanese history, dating approx. 1467-1568.
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two-step transformation and combination of robots will be common in the so-called Real Robot
genre. Additionally, at this time, the insertion of giant robots transformation and combinations is
happening in the Super Sentai series, which also helped create this innovative movement in
animation.

In Hikawa’s analysis, the success of Zambot 3 was followed by Invincible Steel Man
Daiturn 3 (BEfEH N\ 2 1 4% — > 3, 1978-1979), and then Mobile Suit Gundam (F§Ehik + 4 o
A 2, 1979-1980), building on Zambot 3 achievements and they were produced with a higher

degree of freedom. “These three streams and the introduction of giant robots into tokusatsu
productions can be said to have maintained the vitality of giant robot animation up to the present
day.” (Hikawa, 1997, p.132, my translation?!4). There was already familiar ground in technical
composition and the know-how of a DIY approach to both fields. Still, the Giant Robot theme
crossed and helped create similarities and differences between animation and tokusatsu dealing
with this theme. Zambot 3 also brought multiple characters to the Jin Family, designed with round
features and the warm quality of Yasuhiko’s designs. The warmth of the characters played against
the serious themes of war, and especially in episode 16, with the explosion of human bombs and
the genocide of humans, the emotional pathos captured the viewer. However, one unique element

of this animation is the contributions of Yoshinori Kanada’s style.
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3.6. Yoshinori Kanada'’s explosive legacy

According to an NHK special®'® broadcasted after Yoshinori Kanada passed away, his
father was a pilot in the Self-Defense Force. For this reason, Kanada’s started liking planes and
mechanisms. Yoshinori Kanada’s (1952-2009) debut was in Toei Doga with the animation Maho
no Mako-chan (1D~ 25 % A, 1970). After that, he joined Studio No.1, founded by Takuo
Noda ( HH, 5.#). He worked on many animations, such as Space Battleship Yamato (1974),
Getter Robo G (1975), UFO Robot Grendizer (UF O e 7 L > ¥ A #—, 1975), and then
went on to work in Wakusei Robo Danguard Ace (B2 v 48 & > 77— R A, 1977). In a sense, in
the first half of the seventies, he mainly worked for Noda’s productions.

After that, he joined Studio Z, which was established by Shingo Araki (i A, {#&) and
his colleagues. The first generation?® of the studio was made by Masaki Abe, Shingo Araki, Kazuo
Tomizawa, Shinya Sadamitsu, and Yoshinori Kanada. In 1976, Hajime Kamegaki, Hideyuki
Motohashi, Satoshi Hirayama, Kazuo Tomizawa, Masayuki Uchiyama, and others?'’ joined Studio
Z, and at that time, Kanada was part of the senior team. “They made their first animation by
creating the opening sequence. One of these was Voltes V, which established a connection with
Sunrise Japan.” (Hikawa, 1997, p.142, my translation?8). After that, Studio Z also started working
on Zambot 3 (1977), and Kanada’s debut as an animation director was in the super robot anime
Divine Demon-Dragon Gaiking (KZEfEwE 77 A % 7, 1976-1977) for episode 34 and the last
episode. Kanada worked closely with Takuo Noda in Getter Robo G and Gaiking. “The

combination with Takuo Noda, a strong and sturdy animation director who excelled in powerful

25 (MAG - Net Special: Yoshinori Kanada, revolutionary child of animation) ‘MA G « % v b AT ¥ )L 7= A DHay R 4
FH{F* 2> (2010) One episode. NHK: 14 August (Sat.) 23:00-24:00 (BS2), 23 August (Mon.) 23:15-24:15 (BS hi). Cast and
appearances: &% 7517 (Anno Hideaki), B —#8 (Ochi Kazuhiro), /[\MkiA (Kobayashi Osamu), B S¢H#H (Sadamitsu Shinya),
R KFnF5 (Tomonaga Kazuhide), B H sk (Noda Takuo), 7kJI1# 41 (Hikawa Ryifisuke), #f & (Murakami Takashi). News
article about the Kanada’s Special, see: https://animeanime.jp/article/2010/08/01/6773 html (Accessed 2022.04.10)

216 See Animage, 1981 (8).“Young lions of Studio Z5!” (A & VA4 Z5 OF Z i 7-7- H1), pp.88-90. In this edition, they introduce
the history of Studio Z. In the first phase, the members (p.89) are respectively listed as Fi[ %5 1E E. (Abe Masaki), FeAH & (Araki,
Shingo), i 5 3¢ (unknown), & IRFNKE (Tomizawa Kazuo), H YE#fih, (Sadamitsu Shinya), < H{Jt ) (Kanada Yoshinori).

217 To avoid confusion of name readings, the western version is followed here by the original name, respectively: Hajime Kamegaki
(Fu¥E —), Hideyuki Motohashi (448 75 ), Satoshi Hirayama (*F-1L %), Kazuo Tomizawa (& iR Fiilf), Masayuki Uchiyama
(Pl IE=2), retrieved from Animage, 1981(8), p.89.
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drawings, made the early works of Kaneda’s animation an ace in the action genre that continued
to amaze animation fans.” (Kanada, 1982, p.44, my translation%°). The distinctive style of Kanada
started to get noticed and admired by both animators and fans. One of Kanada’s colleague, Hajime
Kamegaki expressed the admiration he felt. “Kamegaki says the work of Yoshinori Kanada still
inspires him. He says: ‘I want to learn the timing contrast between getting close to the movement
and when to let it go. The screen’s power is still not as strong as | would like it to be. ” (Animage,
1981, p.89, my translation??°),

Kanada’s style was consistent with rough touches that resemble the gekiga style. Flowing
lines create deformations through movement, which makes them move with liveliness. In Figure
10, at the right, the gekiga style is apparent in the harsh lines, and in the left frame, the light and
softness increase as the movement ensues. Another critical point is that he manipulated the
movement using second cues, like rough, rounded lines and scattering of explosions, to provide
robust realism fueled with pathos. On Zambot 3, the beautiful designs made by Yasuhiko were
made fully alive by Kanada’s approach to movement pull and interval, which created a dynamic
environment. The animation was dynamic, subtle, and extremely impressive because the fluid cuts

were made with unique timing.

Figure 10 Frames from Ep. 22: Butcher's last day in Zambot 322

A «IBRVR AR L T O EROIFHEMFEER L0 v K<, @7 = AOPIHERIL, 727 v a ViD=
—RELT, T=A7 7 U EENRERT 02>
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TELEIA FOXAILTOEY N NTA DI ESEFLN, HMIOBEINEIELELBINETA] &7
221 still images from: ‘Muteki Chajin Zanbotto 3°. (2018) Yoshiyuki Tomino. Japan: Happinet, (9h29min) (Blu-ray box).
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In the 70s and 80s, Kanada developed a personal style of manipulating movement,
sometimes ignoring the storyboards if the scene required an animator’s input. By bringing his
authorship mark, Kanada brought the concept of letting the animator’s talent shine instead of being
uniformed into anonymity. The key-animators role in contemporary animation is to create a
personalized aesthetic mark in different scenes, often using individual specialties if the scene
requires it. The concept of personal animator style became more apparent in the industry within
Kanada’s approach to animation. His approach was not about increasing the number of frames per
second for a naturalized realism, nor was it explicitly reaching for steadily limited animation.
Instead, his approach was about experimenting with movement, poses, and timing.

The Kanada Special broadcasted by NHK showed that he used rulers with different shapes
to break the curves and figures that he drew previously. In this way, he would distort the lines and
shapes to create unexpected patterns for movement, often interrupting or skipping lines in-between
frames. The feeling on the screen is of the artist’s hand, a fragment of a drawing, an extension of
a line that seems alive as it moves graphically, distorting or becoming more natural than a realistic
image could achieve. The interrupted lines also created a feeling of urgent movement, giving
emotional expression to the scene, which was added by the bold use of color and lighting. In the
late 70s and early 80s, robot animation was characterized by a feeling of liquid fire, where the
interaction between color, line, and light would make the explosions, and the fire becomes liquid,
giving a sense of liveliness. Kanada contributed to the blossoming of effect animation, expanding
the range of emotional weight and movement without being constrained by the number of frames.
In a sense, it is as if Kanada understood that the interstices between the frames gave room for
infinite possibilities of composition.

Hikawa has been collecting Kanada’s original drawings and also film rolls. In the already
mentioned NHK Special, Hikawa holds the original film for the animation Galaxy Cyclone Braiger
(SR hEJR 7 7 A 77—, 1981) and explains the use of time deformation realized by Kanada. To
put it simply, in animation, there are styles of animation called on 1s, 2s, and 3s, which means the
time an image is held on the screen.??? So, in anime, the drawing is usually changed every 3s
because it is animated on the three frames rule. However, in the opening of Braiger, Kanada’s

timing does not obey conventional timing per frame rules. Hikawa shows that in one section of the

222 For example, if you animate on 1s, you have 24 drawings. If you animate on 2s, one drawing holds time for 2s, which means
you will have 12 drawings, and on 3s, you will have subsequently 8 drawings.
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opening, the frame holds 2s, 2s,1s, 2s, 1s, 1s, 2s, and 1s. Doing so creates a unique feeling of being

in the middle of a scene since the speed is alternated in different flows.
Kanada also worked in Galaxy Express 999 ($R{r[#%1E 999, 1979) and Harmagedon:
Genma Taisen (XIBERHE,1983). Specifically, in Genma Taisen, Kanada created fire dragons and

used the power of the rays of light that cut through space with round or cross shapes. In Figure 11,
the characteristics of explosions that come alive in the round, and lateral shapes of white, orange,

and red variations of fire and movement, are seen in Arcadia of My Youth (O EEDT IV HT
4 7, 1982). “Mr. Kanada first attracted attention as Exploding Kanada because the image of a

swelling explosion gave him an unprecedented sense of strength and power.” (Kanada, 1982, p.
48, my translation??®). The Exploding Kanada quality refers to the power of the second cues in the

animated explosion that is worked within the complex timing variation.

Figure 11 Yoshinori Kanada'’s explosion style in Arcadia of My Youth (1982)%%*

Contemporary artist Takashi Murakami that started the Superflat movement, was inspired

by Kanada’s approach to composition and movement. Murakami affirms that his sculptures

WeGHKIE, &Y 1BEOEE] L LT, BEEEZHUTESNOREBREDOA A —UR, ENETIIRWVWIEI &
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24 gtill-images from: Arcadia of My Youth. 2013. Tomoharu Katsumata (dir.) Japan: Toei Co.. (2h10min) (Blu-ray).
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Hiropon 2° (1997) and My Lonesome Cowboy 2?6 (2001) were inspired by the Kanada style of the
explosion; however, Murakami wanted to create a 3D expression of it. In the same interview for
the Kanada Special of NHK, he describes Kanada as a choreographer because of the composition
ability he holds over his animated characters as they move between the frames. In his book
Superflat (2000), Murakami explains the relationship between the eccentric painters and arrives at
Kanada’s work. “To think about super flatness is to think about Yoshinori Kanada. In tracing the
sources of his lines, one passes through Horst Janssen, Ito Jakuchu, and Kano Sansetsu of the
‘lineage of eccentrics,” Damien Hirst, Gerhard Richter, and Katsuhiro Otomo.” (Murakami, 2000,
p.115). In fact, in the section of the same book where he explores the visual aspects of Superflat
(pp.28-29), he poses animated images from Kanada in Galaxy Express 999, and by the side,
Katsushika Hokusai’s work Thirty-six Views of Mt. Fuji (around 1831).

In a sense, Murakami wanted to fill the gap between art movements and create a bridge
where popular culture could be discussed in Art History. | agree when Murakami says that despite
Kanada’s enormous force in establishing many animated aesthetic styles, he remains largely
unknown to the academic field. However, instead of placing him in a direct lineage of flat art,
Kanada’s work is a much more complex combination of elements, ranging from gekiga manga to
the works of his colleagues, such as Kazuo Komatsubara, Kazuhide Tomonaga, and others in
establishing distinctive animation styles. Specifically, I would argue by the influence of the
Tokusatsu genre. | believe that Kanada’s approach was in direct line with a DIY approach of
moving image experimentation, where elements were mixed and unified in what is called and

recognized as Kanada style.

Kanada Perspective dares to boldly collapse the perspective to emphasize a dynamic
picture. The Kanada Jump stretches out from the bowlegs and jumps up stylishly. Many
of the techniques created by Kaneda can often be seen today, such as the Kanada Beam,
which scatters circular beams of light and converges them into a beam. (Hayakawa, 2020,

para.4, my translation??")

225 The sculpture is part of the Collection SFMOMA. See: https://www.sfmoma.org/artwork/99.128.A-D (Accessed 2022.04.08)
226 The sculpture is part of the Collection in the Museum of Contemporary Art Tokyo. See:
https://museumcollection.tokyo/en/works/6384102/ (Accessed 2022.04.08).

IR —=2 %A TRKBIZHLTE A T v 7 RigZiflid 2 T&mH =2 , H=RNBMORNIAZA Y v
2R OBHR L [EHY Y 7], AEOXEZBGIEOE, NRESETE—AIZT 5 [EHE—LA] 22, &HEKR
AR UEMEE <, BIRTH LIZLIERIZT % Z & 28 T& %977 Hayakawa, Seiichiro (F-J117% — ). 2020. Published
Online by: Media Vague Inc. See: https://magmix.jp/post/31932/2 (Accessed 2022.04.10).
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Kanada’s work explores the contrast and contradictory nature of form and composition in
a complex timing. Instead of focusing only on flatness, he pushed flat against depth, curved against
straight lines, and elastic forms against rigidity, 2s, 1s, and 3s timing, all to create a diverse range
of expression. Instead of flat planes, the diversity and contrast of his techniques range created such
an impact. After all, besides working at many studios producing robot animation, he also worked
with some of the most recognized animation directors, such as Yoshiyuki Tomino, Hayao
Miyazaki, and Shigeyuki Hayashi (pseudonym Rintaro). For Miyazaki, Kanada worked on Lupin
I11: The Castle of Cagliostro (/L/~> =it 7 U A4 A k& DI, 1979), Nausicaa of the Valley of

the Wind (JAl\O 4D 7 377, 1984), Laputa Castle in the Sky (KZEDH% 7 & = %, 1986) and
Porco Rosso (LM, 1992). In Nausicad, Kanada and Hideaki Anno worked together, with Anno

expressing his gratitude in the Kanada Special on NHK because they would often engage in

conversations during and after working with Miyazaki.

The work of a real animator can only be his own. This is because the source that supports
and produces the technique, including explosions, screen composition, and everything else
(if we call it drawing technique), is the part of the person’s physiological innate sense - that
should be called qualities. (...) It would be a mistake to think that we can simply imitate
his work by drawing rough poses and unorthodox movements. (Miyazaki, 1982, p.92, my

translation??®)

Miyazaki perceives in Kanada’s work a strong sense of the elements necessary to create
movements, such as gravity, inertia, acceleration, and, most importantly, the capacity to mix these
elements in their artwork. These elements are incorporated into one physiological matter because
an artist distinguishes himself by constructing personalized techniques. That is the psychological
quality that an artist mixes into the years of harnessing techniques and experience. In the 80s and
90s, Kanada’s recognition among the industry and fans would continuously increase. Kanada also
received a fan club and a fanzine dedicated to his work. The animator Osamu Kobayashi and his

brother, the illustrator Makoto Kobayashi created the fan club Yoshinori Kanada Fan Club (4 H

WCRMDT = A —H—DIEFL, ZTORADLDIZ LSRN, B8R L, BELEHOBRL., 204 ~T
EE A T(ENEEETNR &V D 72 51X Z O &2 X 2 AHHTREIL, RAOEBAZRE > TAENRE.-- &
BLWOIREMAENLTHD, (.) BOHEFEEZELT, o lFWA—ACHBREZ OB E AHITIXL V. £825
DIXHRLEY TH D
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FTh~7 7 > 7 < 7)), also producing a fanzine when they were high school students in 1981. In
the 80s, Kanada created his Original Video Animation (OVA), called BIRTH (/3— 222, 1984),

together with Shinya Sadamitsu. This experimental project follows an intense action sequence,
with explosions and dynamic flying scenes. In a sense, this works focuses more on the author’s
animation qualities than on developing a structured narrative.

Kanada’s career covers a diversity of artistic creations and aesthetic styles. In his late
period, he would be involved with digital animation and the development of video games. In
February 1998, there was a screening of Kanada’s work at Tokuma Hall in Shinbashi District
Tokyo, under the publication of the Animage volume. The exhibition screened the animations
Divine Demon-Dragon Gaiking (1976), Zambot 3 (1977), Invincible Steel Man Daiturn 3 (1978),
Zukkoke Knight: Don De La Mancha (1980). The event attracted many people in the industry,
including Shinya Sadamitsu, Hideaki Anno, Hajime Kamegaki, and others?°. They also produced
a commemorative book Kanada Yoshinori GREAT (4 Hi{#*Z)) GREAT) organized by Kazuhiro

Ochi and Hirotoshi Sano, collected illustrations and messages from industry members to encourage
Kanada on the new step of his career.

“Yoshinori Kanada is moving to Honolulu, Hawaii, USA, for a few years to participate in
a theatrical full CG movie production project for a video game company.” (Hikawa, 1998, para.3,
my translation?3!). Kanada left Japan to join Square Enix to get involved with new technology,
especially digital animation, and 3D CGI, which were relatively new at that time. Kanada would
work on projects at Square but also continued to collaborate with Japanese Studios. He worked on
the art layout for the animation Final Fantasy: The Spirits Within (2011). Also, Kanada contributed
to the first attempt to make a fully Japanese digital animation, in the first episode of OVA Blue
Submarine No. 6 (& @ 6 %, 1998) directed by Mahiro Maeda (Fij 1, %) of Studio GONZ0O%2,

229 See MOBSPROOF (Ed.). (2018), entry “003 /S— 2", p.16.

230 Animation industry professionals attended the screening: 5 Gt (Shinya Sadamitsu), /M5 — 5 (Kazuo Komatsubara), B
5} (Takuo Noda), &% 75 B (Hideaki Anno), 1 JFU{E % (Nobuyoshi Habara), £ ¥5— (Hajime Kamegaki), A 4575 2
(Hideyuki Motohashi), ##551& (Osamu Nabeshima). (Animage, 1998, 5, Kanada Special Booklet attached to Animage Magazine,
without page numbers).

Ble WML, HEF5—L2 OB 7L C6 A—E—DRWEF B Y =7 MIBMT 27-%, BEER., KkE D
AMB I VWL D LillpoloDiZ”

232 Director Koichi Chigira (-8, Z2—) mentions the participation of Kanada in the first episode of Blue Submarine No. 6 in an
interview in 2017. See: Kato Masahiro (I B.X). 2017 ‘GONZO 25th anniversary special project Interview with director Koichi
Chigira about the production of Blue No. 6, LAST EXILE and Brave Story [part 1]’ (GONZO £l|37. 25 J& 54554l T-BH 2 —
BT THD 6 5] TLASTEXILE] [7'v 4 7 & b—VU —1 O#l{ERMFE). PIA Corporation. Available at:
https://ure.pia.co.jp/articles/-/74509 (Accessed 2022.04.10).
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Kanada’s contributions to the development of cel animation and digital animation
techniques and aesthetic styles influenced many artists working in different fields of Japanese
Media. After Kanada passed away, at the Computer Entertainment Developers Conference?3?
(CEDEC, 2011), video game designer Masanobu Endo and video game developer Takashi Tokita
presented the legacy of Kanada’s work in 2D and 3D for video games and animation throughout
the first decade of the 2000s.

“Today, Japanese animation is highly regarded for its visual expressions equivalent to SFX,
but this was only possible because Yoshinori Kanada was the standard-bearer and pioneer of effect
expressions, like the Tsuburaya Eiji of the animation world.” (Hikawa, 1998, para.4, my
translation?**). Hikawa’s comparison also shows the incomparable influence that both these artists,
Yoshinori Kanada and Eiji Tsuburaya had on creating visual effects in the moving image.
Kanada’s contribution started with Super Robot animation but had a lasting effect on how artists

think about moving image composition well beyond the animation field.

233 For Cedec 2011 program details, see https://cedec.cesa.or.jp/2011/program/GD/C11 10036 html. Contents of the presentation
are available on the Cedec Digital Library. See Endd, Masanobu; Tokita, Takashi (8, HEfii/ I, £ 5]) (2011) “Nihon anime
no densetsu, Kanada Yoshinori-shi ga gému ni nokoshita mono’> (HART = A D&k, &HEMAHRN T — L5 L7=W).
Computer Entertainment Developers Conference (CEDEC 2011). Available at: https://cedil.cesa.or.jp/cedil sessions/view/543
(Accessed 2022.05.08).
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Chapter 4: Real Robot and professional and amateur productions

4.0. Real Robot — the golden era of mecha designs

The success of Zambot 3 and Daiturn 3 created a stylistic variety that opened the door for
Mobile Suit Gundam (F&EhHE 1= > & 4, 1979), directed by Yoshiyuki Tomino. The character

design was made by Yoshikazu Yasuhiko, and the mechanical design by Kunio Okawara. The
series contained in-depth science fiction elements, and the mobile suits were inspired by the book
Space Troopers (1959) by science fiction author Robert A. Heinlein. However, the design followed
previous animation elements, such as the horned helmet shining on the forehead, the diamond-
shaped eyes, and the mask. They also kept the guns and swords that appeared in Zambot 3; however,
under the influence of the space opera Star Wars (1977), the sword gets a light beam, and the riffle
has beam energy. Bullets with light rays pierce the enemy, and a fierce light-thermal sword slices
the targets in half. This was a showcase that had never been seen in animation before. Okawara,

in an interview, recounted some of the details of the mechanical design in Gundam:

Director Yoshiyuki Tomino also said he wanted to create a full-fledged robot animation,
so | proposed the idea of moving away from the simple silhouettes of cylindrical and square
columns for the limbs that had been used since Mazinger Z and adding something more

akin to human muscles. (Shimanuki, 2015, p.25, my translation®®)

The storyline is that humanity moved to space to live in its second home, a colony orbiting
Earth. In the year 0079 of the Universal Century (a.k.a 1979), the Principality of Zeon fights for
independence against the Earth Federation, starting a war that lasts one year and kills half of
humanity. In episode one, the Earth Federation citizens have to evacuate because they are under
attack from the Zeon mobile suits called Zaku. The Zaku end up killing more civilians, which
triggers the young character Amuro to pilot the new mobile suit prototype of the Federation, that

is, Gundam. Following, the Federation manages to retreat, but that is when Zeon commander Char

BWAEBOBEBRHEREIABAENZRER Y hT =222 DTN EFoTWeDT, BrblE [vYri—z ] 7
LTz, FROENHERLAED Y IRy b LEEN T, ABOHBAIENHEDEANRL Y L)
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Aznable attacks piloting the Red Comet, initiating a gruesome fight between Amuro and Char’s
mobile suits. The hero had to defeat the enemy that originated from within the colony, and the
dramatic development was so convincing that it achieved a higher level of catharsis than battle-
only stories alone could. The story also is depicted favorably to Zeon forces, making the Federation
and the Gundam a resistance to the Zeon overwhelming force. The more humanized design of the
robots made by Okawara matched the dramatic storyline. Even though Gundam became known as
the animation that started the real robot representation, researcher Hikawa points to the connection

with previous super robot elements as to why it retained such success.

It was only half a realistic step away from the giant robots fighting monster mecha. In the
end, that was a good thing. It is precisely because it played the leading role while retaining
the super-robot elements that, unlike later Gundam series and real robots, it remains so

memorable to this day. (Hikawa, 2000, p.17, my translation?3)

However, like Yamato, the original television series was not so well received at the time of

its broadcast. It gained more success once the series was compiled into a movie trilogy, released
respectively as Mobile Suit Gundam (F§&Eh#E 1= 77> 4 2\, 1981), Mobile Suit Gundam 11: Soldiers
of Sorrow, (F&EhER 7 > 2 A 11 X - B 1-f, 1981), and Mobile Suit Gundam 111: Encounters
in Space, (F@EhEk £ o & L1 < D HVVFHTHw, 1982). The Gundam success was propelled
by the plastic models that entered the toy market. The super robot style did not immediately shift
to the real robot. Not every studio was following the Gundam realistic robot route, and even
Sunrise also released more orthodox super robot animation at the time, such as Invincible Robo
Trider G7 (fE@in A~ k7 4 X —G 7, 1980-1981), and the collaboration with Toei, Future

Robot Daltanious, 1979-1980).

During this period, the only tokusatsu work was Spider-Man of 1978, which introduced

the concept of giant robots or transformed heroes riding and fighting giant robots. This

286 <PLER X f LH S CWVZERBARDSNRY TIOWCHRITH 721072, BRI, TR TR0, A—r3—
ORy hOBEZLZHZRLOOFREZEST-DSHZE, BOHT L FLL ) =X 7 LaRy hbOLEND, O Xxhbn
FHEIRICHESTNWAED 759
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became a full-fledged series, with the first Super Sentai series, Battle Fever J, produced in
the same year as Gundam. (Kakeo; Katd, 1997, p.22, my translation®®")

Hikawa (2000) considers that the elements that made Gundam successful were the
combination of realism and heroism. At the Gundam release, Hikawa worked in many magazines
dedicated to animation, tokusatsu, and manga. Since the editors were aware of the launching of
Gundam plastic models, they rushed to create publications and Pocket Encyclopedia’s aiming at
children as their audience. Even though the storyline had a darker tone, the magazines emphasized
the mechanical details and, in doing so, captured the children’s attention.

The combination of realism and heroism is also expressed in Amuro and Char’s characters.
Amuro is a young kid who pilots the Gundam but is unaware of the deeper problems and
discussions at the federation. He gains battle experience and tries to battle Char, that is more
experienced and involved in the reality of the Zeon municipality. The contrast between the
character’s battle experience and involvement in political matters shows immaturity versus
maturity, the child versus the adult, and the individual versus society. In this game of differences,
the heroism of Amuro is put against the experience and reality of Char’s Zeon supremacy. “And
Gundam succeeded in taking the human side of the drama back into robot animation one step
further by pushing robots aside as mere objects.” (Nakajima, 1982, p.206, my translation?38).
Indeed, the human drama and its correlation with the machines became the central theme of the
Gundam series.

The emergence of the realistic robot line was consolidated with Space Runaway Ideon (f=
FELARA T AL, 1980-1981), directed by Yoshiyuki Tomino and produced by studio Sunrise®.
The storyline follows humanity which had began colonizing other planets. In the Andromeda
Galaxy, humans live on the planet Solo and find ancient remains of Ideon. The alien spirit of the
Sixth civilization is condensed in the Solo Ship, a spaceship that humanity commandeered to
escape from the Buff Clan, and in the giant robot Ideon, which is completed when three machines
are combined. They discover that Ideon reacts to protect young children, but its power remains a

mystery. As the series evolves, Ideon shows that it moves according to the Sixth civilization

Bz O, FERIERIZ 78D TR F—< | 12T L0 SV LWRITHED o 7223, Fro b oERrR
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239 See official information about the series. Available at: http://www.ideon.jp/tv/index html (Accessed 2022.04.10).
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collective spirit sealed in Id, that is, the unconscious, and does not move according to its whims.
“The 1d Monster was a monster of an alien spirit collective that appeared in the American movie
Forbidden Planet. The mecha that played the main role in Space Runaway Ideon was also an alien
spirit assembly.” (Kakeo; Katd, 1997, p.60, my translation?4?).

The movie Forbidden Planet (1956) was directed by Fred Wilcox, and in the film, the
advanced race Krell, built a machine to create material objects from thought. However, they could
not control their subconscious desires and were annihilated by monsters created by their minds. In
the movie, the enemy is the Monster from the Id, a creature made of solidified psychic energy
derived from the subconscious thoughts of Dr. Edward Morbius, powered by the Krell Machine.

Similarly, the concept of mental energy of the Sixth Civilization being imbedded in Ideon
presents the Robot as the direct manifestation of a collective mind; however, it shows destructive
powers. In episode 38, Ideon cuts a planet in half as he escapes. The will of Ideon is often referred
to as “Ide” = Id, a play between the words Ideon and Id. The choice of Ide manifests as a form of
control since it manipulates events according to its desire. The conflict between the psyche of the
individual versus the collective is brought as a schizophrenic frenzy because the characters start to
hear each other in different locations, all according to Ideon’s plans. The character's choices are
continuously undermined. In the conflict between the Buff Clan and the human colonizers, Ideon
gathers more power. The original plan was for a total of 52 episodes, but due to a lack of growth
in toy sales, the series was canceled, and the final number of episodes was changed to 39.

Light flashes come out of Ideon’s body in every direction in linear arrangements (especially
in episodes 13 and 39). Light comes in the explosions, in the form of mental energy that powers
Ideon, and in the destructive power of the machinery. In the final episode, "In the Cosmos with
you,” Karala and Joliver are from the Buff Clan and Earth, attempting to bring peace to both sides.
As it is impossible, Ide releases its infinite power from Karala’s baby since she is pregnant. The
people from Earth and the Buff Clan all float through space, becoming light due to Ideon’s power.
The animated series was scrapped and made into two movies, The Ideon: Contact (THE IDEON
&)%) and The Ideon: Invoked (THE IDEON #filiis, 1982) that reworked the series ending.
Yamato, Gundam, and ldeon became essential works in animation and film since they were

released as stand-alone films in theaters.
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4.1. Gundam Newtype = New humans

After Yamato, the animation fans started to evaluate and position themselves more
assertively in creating fan clubs and fanzines. With Gundam, the number of fanzines increased as

new reruns and versions were released. One of the first fanzines registered was Gun Sight (% >
4 ) produced by the Gundam Fan Club (77 >~ % 2 FC), which contained explanations about

the series, illustrations, and so on. Shinsuke Nakajima has been involved in writing freelance

pieces about animation and cites some of the content that was present in the fanzines.

The characters in the animation have meaning only when the viewer projects a pseudo-
personality onto them, so it is essential that the characters are fleshed out in such a way
that they can withstand this and induce it. However, the current TV animation is full of
characters that are so flat and lifeless that it is hard to say they are alive. Zambot 3 was the
first to throw light on this hopeless situation, and | believe that Gundam is a further

development of this. (Nakajima, 1982, p.219, my translation?*!)

In early robot animations, for example, Raideen, there was a mixture of fantasy elements
within the mechanical aspects of the robot. However, in the Gundam universe, the pilot Amuro
achieves a new stage of human evolution by gaining heightened mental awareness and a sixth
sense in space, the so-called Newtype. However; the director Tomino avoided using the word Esper

or psychic to describe it, calling instead “= =— 4 - =7 = new type.” The idea that humanity

could develop into a new type became a theory among fans because the term was never fully
developed or explained. There was a growing awareness among SF fans of the discrepancy
between the older generation, which was critical of visual culture, and the younger generation,
which was more tolerant. Once the movies were released after the series, Shochiku's advertising
producer, Tadahiko Nobe, wanted to make Gundam appealing to the general public by gathering

fans in one place. To commemorate the opening of the first movie Mobile Suit Gundam (1981), a

2L F ERPNEZ R L THEO TCT = ADF Y TIIZOBRE LSOO TT D, THICMZ D 5. ThEihR
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festival was created at Shochiku in Shinjuku, followed by the declaration (Declaration of New
Century Anime, 7 = X #rit:#d 5 =) at the plaza in front of the east exit of Shinjuku Station. The
event was held on 22 February 1981, and 15.000 people attended.

We have the first anime of our time.

Mobile Suit Gundam is a new type of animation that transcends the receiver and the sender.
This work appeals to a futuristic world where people and mechanisms are fused with a
cutaneous sensation.

However, in the darkness of the absurdity of battle, the characters simply breathe while
suffering and struggling with each other. There, love, and truth are far away.
Nevertheless, they eventually reach a faint glimmer of a new type, but in reality, we don't
even have a glimmer of that.

Because Amuro’s Newtype belongs only to him. This is a drama about the question of
living.

If we are to accept this question, we have no choice but to seek our own spiritual world
(Newtype) with deep expectation and determination.

Now, let us pledge ourselves to the future.

We hereby proclaim our era opened up by anime and the dawn of a new century of anime.

A New Century of Anime 0001.02.22
(Komaki, 2009, p.7, my translation)*?

The event sends a definitive message to anime fans by creating a movement where young
people would be at the center. Gathering anime fans also allowed producers to have an idea about
the public they should aim for in their productions. Declaring Gundam as a newtype of animation,
one that fans could follow to enhance themselves and that they could also be part of it, made the

interaction move closer between fans and production companies. Ideon also possessed the newtype

MR T BHIL, REBHORROT=AZIZLDTRIZT S, EEEEL T XA I, ZTFELEVFEBLTHI A
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element, the medium entering the bodies, and the light explosive effects fluctuating on the
character’s skin. At the end of the declaration of the New Century Anime, they marked the year
0001.02.22, making 1981 the beginning of the newtype movement.

“What Mr. Tomino has done through the Gundam movie trilogy and the Ideon Contact and
Invoked is to assert that ‘Anime is a media for you, the people that live today’ and ‘Also, anime
has come this far. So, what about you?’ In other words, it is a provocation.” (Nakajima, 1982, p.
222, my translation®*3). Indeed, giving the media to the fans, and encouraging the cultivation of
fans’ habits, opened the space for the subculture that was already happening to be named in the
future, the otaku movement.

Another important aspect is that the fans’ activities had matured at the beginning of the
eighties. So, their research was being developed at the same time Gundam was broadcasted. The
Gundam articles®* that were published in the Animec (77 = A » Z') magazine at the time helped
the anime to achieve commercial success. The line between fan and artist was blurred since they
often fed each other. Artists and researchers once active in fan clubs and fanzines would become
producers and artists in the next decade. The admiration for animation and tokusatsu art/techne
created spaces where spontaneous activities could emerge and proliferate in Japanese media. It
also shows the direction of media, which was getting closer and under people’s skin, directly to

the retina, creating an emotional connection deeply embedded in the viewer’s psyche.

W3 CPREfR T X b)) ZEEE T4 740 ) SR - BERAB U TERIARR 722 LiE, (T =A135%%E
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244 See Newtype Editorial Department (= = — % A 7' f@#58). (2019) *Animec: Gundam 40th Anniversary Issue: The legendary
magazine is back for one issue only!” (7 = A v 7 = Animec: 5 > & 2 40 JA4EFE& T Bl OMERED 1 5R Y O KIETEN (B
R1U A 7 804). (Kadokawa Mook; 804). Tokyo: Kadokawa.

181



4.2. Professional and Amateur Productions

The 1980s marked the period when fans who grew up watching tokusatsu and anime
became amateur artists, and they would later join professional productions, bringing new aesthetic
perspectives. It was also the period where there was a conflict between the older and young
generations of fans that had different views of what was considered serious science fiction
productions. It was also a political gap because this generation had no direct experience at war;
that is, they were not used to engaging in political discussions in daily life. In a sense, the
citizenship practice had changed, and this generation’s media preferences and artistic practices
were also different. “We know from Althusser and Foucault that professional and institutional
ideologies are also woven into our daily lives and therefore is not simply the processes of
deprofessionalization and deinstitutionalization that enable productive power to emerge in every
day.” (Atton, 2014, p.348). Instead, the fans became professionals and engaged in small-scale
changes within the studios.

Kazutaka Miyatake became famous due to his mechanical designs for the Macross
animation. His career had been marked by pursuing the anticipation of the three-dimensionality of
spaceships in movement. One of his well-known inspirations is the movie 2001: A Space Odissey
(1968), directed by Stanley Kubrick. Until the middle of the 1970s, he had made designs for Kamen
Rider, Mazinger Z, Yamato, and other productions as part of Studio Nue. Besides working on
animation, Miyatake participated in creating the first movie that utilized computer graphics in
Japan.

Before Macross, Miyatake had worked on two productions, namely the animation released
by Toho Technopolis 21 C (77 / " U & 21C, 1982) and Bye-Bye Jupiter (= K726V = & %
—, 1984), a science fiction film directed by Sakyo Komatsu (/)>2, 72 3X) and Koji Hashimoto (1%
A, =£7R), distributed by Toho Studios. Even though the film was released after Technopolis 21C,

in terms of work, Bye-bye Jupiter came first for Miyatake. For Bye-bye Jupiter, Miyatake’s
involvement began in the early stages of the project around 1979, with imageboards, storyboards,
and mechanical designs that should be represented accurately or realistic. “Unlike previous
tokusatsu films, BBJ introduced new technologies such as Japan’s first motion control camera

system and computer graphics, and was written and directed by Sakyo Komatsu, the author of the
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original novel and an expert on science and technology.” (Miyatake, 2007, p.26, my translation?4°).
After the success of Star Wars movies, new post-production technology was exported to Japan,
and motion graphics started being used.

For the movie, Miyatake worked on the main passenger spaceship of the film, TOKYO-M,
which appears in the movie title background. “It’s nice to see my 2D design become 3D and move
on the screen as it should, but it also reveals the way | perceive design, so in that sense it’s scary,
to be honest.” (Miyatake, 2007, p.27, my translation®4¢). However, his experience designing the
spaceship mechanisms utilizing a new technological approach proved invaluable for his next
project.

Studio Nue, which had steadily built up its creative strength, was in charge of the television

series Future Police 99 (7 = —F ¥ —7 U X 99), which later would be renamed Technopolis

21C, produced by Toho. Studio Nue was responsible for the original story, designs, and
storyboards. The project was initially planned to combine live-action, miniatures, and animated
characters. Miyatake was in charge of the three main robots, the technoloids (77 / & A1 R),

which were designed with the assumption that the robots would be realized as suits for actors to
wear, like in traditional tokusatsu shows. Miyatake was working on two live-action productions in
succession. However, there are differences between designing for animation and tokusatsu. One
of the main differences is that for animation works, to reduce time and cost, the number of lines
must be reduced to facilitate the workflow. However, in live-action, the number of lines is usually
increased to give more attention to details resulting in a realistic design.

Miyatake, in an interview for Figure King magazine, dedicated to action figures, talked
about the process of designing for a tokusatsu suit. “When robots are recreated in a suit, the surface
wrinkles, as in Ambassador Magma, even though it is called a metal body. So, Toho and | tried to
make a stuffed animal that could move firmly without wrinkling by covering the black rubber suit

with hard alloy and plastic parts.” (Figure King, 2018, p.23, my translation?*”). However, as the
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project progressed due to its technical and economic difficulties, it was changed to an animation
film instead of a live-action television series and then renamed Technopolis 21 C. The final
animation film was directed by Masashi Matsumoto (24, 1E ), the character designs were made
by Yoshitaka Amano (K%, #3%), and the mechanical design by Miyatake. However, Miyatake
also says in the interview that Noboru Ishiguro contributed immensely to all members of Studio
Nue. “The worldview was not something | came up with alone but was created naturally through
interactions with Noboru Ishiguro, who helped with the planning, Kenichi Matsuzaki, the
screenwriter of Nue, and a large number of staff members.” (Figure King, 2018, p.22, my
translation?4?).

The storyline was set in Sentinel City, where crimes using scientific weapons were frequent,
and Technopolis was formed to deal with such incidents. Following the attack on the Island Bank,
someone steals the most advanced tank, the Temujin. The stealing plot objective was to hack a
secret program installed in the Temujin. The Technopolis crew is then deployed to pursue the
Temujin tank. For the Temujin design, Miyatake says, “We had Mr. Ishiguro come help with the
storyboard. Mr. Ishiguro is an effects animator specializing in explosion scenes. He also likes tanks,
so | left it to him.” (Miyatake, 2007, p.24-25, my translation?*). Ishiguro’s knowledge, both in
terms of technical mechanisms and his ability to create animated effects, helped the transition of
initially a tokusatsu that then moved to be only animation. Many attempts to composite live-action
and animation were attempted during the seventies, and although some were successful, others had
to be modified or canceled. This attests that artists were collaborating to create a new aesthetic
movement between the genres, but it was still a challenging task within that period. With all the
difficulties of production, the animation film attracted fans that produced a fanzine R.U.R. Special

Edition Technopolis 21C (R.U.R. %54 7 2 / A8 U A 21C) in 1982 with mechanical details,

and fans letters.

When Gundam was released, there was a controversy about defining animation as science
fiction. That is because, until that point, the older science fiction fan generation believed in arguing
about the genre definitions and would discuss until consensus could be formed through debate.

However, the first generation of “otaku” that matured around the eighties did not necessarily
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follow the methods of the older generation. There was a gap between their points of view and ways
of discussing artworks that dealt with science fiction scenarios. Taimatsu Yoshimoto (2009) argues
that the generation gap was related to how political discussions and its presence in daily life had
changed.

However, the first otaku generation was the first generation to have politics removed from
their lives at school and in the workplace, and some did not have the experience of
controversy itself. Yasuhiro Takeda, born in 1957, and Mari Kotani, born in 1958,
commonly say that their generation had no politics, while the older generation had politics.
(Yoshimoto, 2009, p.146, my translation?°)

The first otaku generation involved in animation had no direct experience with politics as
an active space in their daily life. So, there was a generational gap between the new generation and
the generation that had experienced conflict and war. This perception also meant that fans were
not considering politics as an element that could be potentially important in the artworks that they
were discussing. Science Fiction started as a Literary genre that migrated to visual mediums; in
this regard, there were different perspectives at play in the term’s definition historically?®*.

In Japan, the annual science fiction convention called Japan SF Convention (H A& SF K
43) has been held since 1962. The convention was held in different regions of Japan and was
named after the hosting city. The first science fiction convention was held in Meguro in Tokyo
and as such, was named MEG-CON?%?2, At the DAICON 25 held in Osaka in 1986, there was a
discussion panel with the participation of Osamu Tezuka and SF writers Taku Mayumura (JE 4,
EL), Aritsune Toyota (#-[H, A 1H), moderated by the also author Tetsu Yano (%%, f#%). The
discussion was around the establishment and legacy of SF in Japan. Osamu Tezuka was part of the
first convention and relayed his thoughts, “We had our first convention, which was a real club

meeting in hindsight. Science fiction was a way of bonding outside of business, and | don’t think
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21 Although related to this thesis topic, for a deeper overview of the Science Fiction term in the Literary circles and its historical
changes, see Tatsumi, Takayuki. (2000) ‘Generations and Controversies: An Overview of Japanese Science Fiction, 1957-1997.
Science Fiction Studies, 27 (1), pp.105-14. Available at: http://www.jstor.org/stable/4240851 (Accessed 2022.05.17)

252 Japan SF Fan Group Federation’s official website with the list of each Convention since 1962. Available at: http://www.sf-
fan.gr.jp/jsfcon/list html. (Accessed, 2022.05.17)
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any of us thought we’d go pro, but if you look at the photos from back then, half of us have become
active as professionals.” (The 25th Japan SF Convention Executive Committee, 1987, p.3, my
translation?%3),

The members who joined as SF fans became artists, writers, and professionals working
with science-fiction in different art areas. Masami Fukushima established the Science Fiction and
Fantasy Writers of Japan (SFWJ) in 1963. The Japan SF Fan Group Federation was founded by
Takumi Shibano and Masahiro Noda in 1965 and supported fan clubs and fanzines all over Japan.
However, as the convention and SF groups appeared in different regions and attracted people from
different generations, there was no unified consensus on what could be considered SF. When
Yasuhiro Takeda, the future animation director and Gainax studio founder, joined University, he
became active in science-fiction clubs in the Osaka region. “Almost every University in Japan had
sci-fi clubs, ranging from very small to extremely large.” (Takeda, 2005, p.26). Later the groups
would form the Confederation of Kansai Student Sci-fi Clubs. Yoshimoto also emphasizes
Takeda’s view at that time, that there was a sense of rivalry between the Osaka and Tokyo regions.
“In addition, there was a sense of rivalry against Tokyo science fiction fandom and opposition to
the “small science-fictionism” that only print science fiction was science fiction. Therefore, we
decided to actively take up tokusatsu and animation, which were not recognized as science fiction
by the “small science fictionism” group.” (Yoshimoto, 2009, p.148, my translation®>4). Yasuhiro
Takeda met Toshio Okada at an SF festival, “Seto-Con” in 1978. They both would host the
DAICON 111 (1981) in Osaka with the idea of taking up tokusatsu and animation as part of the SF
territory.

Once they began preparing to host the event, they decided to make an original film for the
opening event. As Takeda was introduced to Hiroyuki Yamaga and Hideaki Anno, he remembered
how Anno started to create an animation as they discussed how to proceed. “After a bit, he held
the pad up and flipped the pages rapidly. A powered suit ran across the paper.” (Takeda, 2005,
p.48). After that, Takami Akai joined the project, but the budget and materials were the problems.
Since cel was expensive, they bought only one cel and took it to the vinyl yards in Osaka. “Sure
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do! He replied, bringing out a roll of sheet vinyl. He said he’d sell it to us for ¥2000 a roll (about
US$ 9 in 1981 dollars).” (Takeda, 2005, p.50). As they took the vinyl, they soon realized that the

material would be a challenge to use to make an animation.

Our production site was an empty room in the factory/house where Okada’s family lived
and ran their business, Okada Embroidering. For the animation paper, we used B5
(176x250mm) sized accounting paper; we made our own tap by hand and punched the
holes for the tap into the cut vinyl sheets with a two-hole punch — the kind that office
workers use. (Takeda, 2005, p.51)

As they had no experience making animation before, they had to work tirelessly to finish
itin time. DAICON I1I opening starts with the Jet VTOL ship that appears in Ultraman descending
from the sky to Earth. Out of the ship, a member of the SSSP gives a cup of water to the girl outside
and asks her to deliver it to “Daicon.” As the girl starts her journey, she is obstructed by a mecha
robot, and then Gomora from Ultraman appears. As she battles with the mecha robot, she catches
the missiles causing a massive explosion as it hurls back. After the robot is defeated, he launches
a missile that summons Godzilla through the symbol that appears in Space Runaway ldeon (1980).
King Ghidorah, alien Baltan, and Gamera chase the girl as she flies with her jetpack. The opening
also brings lightsabers, star destroyers, the Gotengo ship from the movie Atragon (1963), the
Yamato ship, USS Enterprise from Star Trek, and other references in successive explosions and
chaos. Finally, the girl finds a weakened daicon (meaning radish in Japanese) and gives the cup of
water. As it absorbs the water, it turns into the spaceship Daicon that flies into space.

The animation brought up a mixture of characters from science-fiction imagery that
challenged the definitions of SF and brought the popular media landmark that had been created up
until the eighties. It signalizes that the new daikon spaceship had absorbed and been aesthetically
influenced by all these shows and that they were carrying that legacy to the future. Also, before
hosting the event, Yamaga, Takeda, and Okada had traveled to the US to WorldCon and
Disneyland to gather ideas for their convention. And so, they brought the idea to produce and sell

goods, such as mascot figures and powered suits made of polyresin. That inspired Okada to later
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on, open his store called General Products?® in 1982 to produce and sell SF and anime
merchandise.

Furthermore, the venture’s steady expansion eventually inspired Takeda and his associates
to set up Wonder Festival?®¢. This festival would gather amateurs and professionals working with
garage kits, producing figures by molding and casting from prototypes they made. In comparison,
artists working with tokusatsu had been developing sculpture-related techniques to construct suits
and set props. Now, this practice of DI'Y making has entered the amateur and professional artists
that were working with goods derived from animation and tokusatsu. The first Wonder Festival
event was held in 1984 in Osaka, with Godzilla at the forefront; the so-called real-life modeling
was the event’s core?®’. From then on, monsters and anime goods started to appear simultaneously.
Because of such initiatives, they were invited to help promote the theatrical version of Ideon (1982),
helping make goods and advertise for Sunrise Studios.

After DAICON |11, the group decided to create an independent movie production called
Daicon Film in 1982. They had Daicon Il opening animation copies and raised capital for their
next projects. However, as people from Studio Nue had seen the DAICON Il animation, they
contacted the newly Daicon Film with a proposal, they invited them to help with making Macross.
“So, when production began for the new show, Anno and Yamaga went to Tokyo to join the staff.
It was their first professional gig, and the experience would prove useful in producing their own
amateur work.” (Takeda, 2005, p.69). In general, the making of Macross will count on a large
number of young staff who entered the animation industry from the ranks of science fiction and

animation fans clubs.

25 See, “Opening the General Products store,” p.61-65; and “Ideon Festival,” p.65 in Takeda, 2005.

256 See more about Wonder Festival in Takeda, 2005, p.87.

27 The Official Wonder Festival website contains the list of the events by year and information about the core of goods from each
event. See: https://wonfes.jp/pastlist/?y=1980 (Accessed 2020.05.06.)
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4.3. Modeling Robots Silhouettes: Macross and Dunbine

The Super Dimension Fortress Macross (HERFZ22i%€~ 7 1 A, 1982) was created and
produced by Studio Nue with cooperation from Artland Studio®®. When Macross was created, the
storyboard artist and mechanical designer Shoji Kawamori also worked with Yoshiyuki Tomino.
“It seems that it was not a good idea to work on such a robot project outside Sunrise. But Macross
was a project that we had proposed to Sunrise in the first place, and it was rejected (laugh).”
(Kawamori, 2013, p.129, my translation). Even though Sunrise rejected the Macross project,
Studio Nue decided to create the project. The studio had artists with a range of specialties, such as
animators, designers, novelists, and illustrators collaborating on the artworks. They were involved

in all animation steps from start to finish. While Kawamori was working on Crusher Joe (7 7
v —1 a7, 1983), directed by Yoshikazu Yasuhiko and produced by Studio Nue and Nippon
Sunrise, he met the animator Ichird Itano (B %, —ER).

Ichiro Itano started working on Studio Musashi together with Y uji Moriyama (111, EiR),

and his first participation was on Wakusei Robo Danguard Ace (1977). Itano and Moriyama also
worked on Yamato together afterward. In an interview, Itano recalls that being a beginner animator

that worked mainly in-between animation was difficult.

They said, “You don’t have to think about acting like a human being. It's all the original
artist’s idea, so it's not for the animators to think about”. The policy there was, “You’re
paid on a piecework basis, so you should tap the tap and draw as many moving images as

you can to get paid so that you can make a living.” (Oguro, 2004, p.1, my translation®*)

After working for three months, they quit the studio and went freelance, working as
subcontractors for different studios. That is how Itano ended up working with Yoshikazu Yasuhiko

and Yoshiyuki Tomino in the Gundam television series. “(...) around the time of Char’s return

258 Artland was an animation production company set up by animation director Noboru Ishiguro. The studio was the production
centre for Macross, and later utilised the know-how gained from Macross to produce the OVA Megazone 23 (A 47~/ — 2 23,
1985) and other works.
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(episode 26, Resurrection of Char), | had already become an original picture artist. After that, my
name started to appear (in the credits) as an original picture.” (Oguro, 2004, p.1, my translation?6°).
For works such as Crusher Joe and Gundam, Itano still had to adhere to stylistic unity, not having
much opportunity to explore his animation style. It was Tomonori Kogawa (if)!l, A &), the
animation director on Ideon (1980) and founder of the short-lived studio Bebow (t&™—7~ # —,
1979-1989) that helped Itano find space for creating his artistic style. Kogawa often covered for
Itano, in the case studios asked for corrections regarding his style. In an interview, Itano explains
Kogawa’s support: “You can do whatever you want. I'll say Bebow did it. He defended me against
the stereotypical fixed direction, saying, Bebow unifies Bebow, so it’s fine. So, it was thanks to
Bebow that | blossomed.” (Oguro, 2004, p.2, my translation?6?). Itano worked in Ideon, producing
depth movement, explosions with massive missile launches, and the use of light rays from the
robot in a unique way. Kawamori was aware of Itano’s distinctive animation style and invited him

to join the Macross project.

Itano: The fact that we were allowed to do whatever we wanted was attractive, but we could
work so hard because of the novelty of Kawamori’s design. | liked airplanes, so | was
surprised that they could transform into robots without any tricks. When we were doing
the aerial battles in Crusher, | thought, “Maybe this (similar fighter) will become a robot
(in Macross). It has two legs, and I think its face will come out from here”. (Oguro, 2004,

p.2, my translation?)

Because of the complex mechanical design developed by Kazutaka Miyatake and Shoji
Kawamori, there were concerns about the possibility of animating such complex devices. The story
plot is about an alien spaceship that crashes on Earth, and then a military organization reverse

engineers the technology and names it SDF-1 Macross. In the launching ceremony, the Macross
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cannon fire automatically, starting a war with the aliens known as the Zentradi. A civilian pilot,
Hikaru Ichijyo, takes the new prototype VF-1 Valkyrie to engage with the enemies. Then the
fighter aircraft transforms into the gerwalk mode (robotic legs make it possible to walk) and the
batroid mode (humanoid robot). After transforming in the final stage, Hikaru encounters Lynn
Minmay and rescues her from the aliens. Valkyrie is a realistic-looking fighter aircraft that
smoothly transforms into a humanoid form. It is not a simple transformation with hands and legs
sticking out, but highly three-dimensional and complex. Kawamori explains the thought process

behind the design:

If it’s a fighter plane, I’m not convinced if it doesn’t look like an aerodynamic form that
flies. From a young age, | was immersed in air shows at Atsugi Air Base and at Seaside
Motor, an imported car dealership that later became a sacred place for supercars, and |
often saw cars undergoing maintenance, which probably influenced me. (Shimanuki, 2015,

p.43, my translation??)

The Atsugi Base?®* is a jointly base USA/Japan located across Ayase and Yamato City that
holds different squadrons for self-defense and air program development, and US Navy jet fighters
also fly the base. Two tactical fighter aircraft inspired Valkyrie, the American twin-engine
McDonnell Douglas F-15 Eagle and the Grumman F-14 Tomcat developed by the USA Navy
Naval Fighter Experimental (VFX) program. Kawamori would later also help build the Diaclone
toy line for Takara, which consisted of transforming vehicles and robots. In the latter half of the
decade, Takara would then develop the Real & Robot series, including the Car Robot series, which
transforms real cars into robots and is known as the series that produced many items that formed
the core of the Transformers series.?®® Kawamori’s designs were inspired by observing the
aerodynamics of planes from the local air base and car dealer’s shops which made him aim to re-

create solid designs for transforming robots, planes, and cars.
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264 For further information, see Atsugi Air Base's official website: https://www mod.go.jp/msdf/atsugi/about/index.html (Accessed
2022.04.06).

265 For further information, see Takara Company official website: https://www.takaratomy.co.jp/products/diaclone/the diaclone/
(Accessed 2022.04.06).
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Another innovative idea of Macross is that the character Lynn Minmay becomes an idol
singer on board the spacecraft SDF-1 Macross. Her songs, which cause confusion amongst the
alien Zentradi soldiers, are used as a strategy in the conflict. “If you have to solve a war with
weapons, you can do that in any film. That pattern is commonplace in both novels and live-action
films and is not truly original. | thought about it and came up with the idea that if a singer gives
the enemy a culture shock, it should be possible to end the war.” (Kawamori, 2013, p.139, my
translation%®). The idol singer Lynn Minmay is voiced by Mari lijima, helping launch her career
as a j-pop singer partly because of the series success. The fictional idol and the songs became a
musical movement that is the base for the later appearance of virtual idols like Hatsune Miku.

The animation directors for Episode 27: Love flows (23t 41 %) were Itano and Haruhiko

Mikimoto (see Figure 12 and 13). The character Lynn Minmay sings while the Macross ship has
one hatch open, and there are attacks from both sides. The episode presents the ethereal singing of
Lynn against the dynamic flow and zigzag of fighters coming from different directions. This
episode was remarkable in terms of narrative and animation innovations. In the last battle scene of
the episode, Hideaki Anno and Fumio lida helped Itano finalize the animation. Anno left a
signature mark at the end of this episode, inserting the DAICON girl in the chest of one Destroid
robot (see Figure 12). It was the first professional work for amateurs Hideaki Anno and Hiroyuki
Yamaga, and as beginners, their names were not inserted in the animation credits. However, by
inserting the daicon girl, Anno left an aesthetic signature that identified their contribution to

Macross.

Itano: Probably, yes. Anno and lida (Fumio) did the last part.

Oguro: In the fortress, just before the Daedalus Attack, there’s a DAICON girl on the chest
of the Destroid.

Itano: | drew the shape of that attack (on the surface of the fortress) as it changes shape. |
think that part was done by Anno. Are they stop-motion images?

Oguro: Yes, stop-motion drawings.
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Itano: At that time, | think Anno used to draw cuts where he used static pictures to add

detail. (Ogura, 2004, p.2, my translation®")

Figure 12 Love Flows, Macross (1982) and DAICON 111 opening animation (1981)

This episode demonstrated Itano’s approach to animating different scenes, specifically
with attention to the flow of spaceships, missiles, and explosions that he had been steadily
developing. In Ideon episode 29, Sparkling Sword (% @ #ll) the mecha Adigo for the Buff Clan
movement increases in speed and direction. To achieve this, Itano increased the length of action,
since they couldn’t increase the number of cuts, they did three cuts in one cut; and split some
sections that were originally one cut into several. The shape of the explosion and the smoke trails
left by the missiles were also unique.

To achieve the smoke effects trails Itano used a pencil making twisted lines and plying
intensity. “I was particular about the pleasant feeling of that smoke lingering in the eyes. | was
also familiar with lenses, so | was conscious of using a wide-angle lens, a telephoto lens, and a
standard lens. | didn’t decide on one lens for each shot but would switch from wide-angle to

telephoto within one shot.” (Ogura, 2004, p.3, my translation?%8). Itano was attaching cameras to
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the missiles and applying his technical knowledge of combat scenes of fighter jets to it. The
movement and approach were differentiated for each missile type, giving a sense of intense
movement flow and realism. Itano also considered the acceleration effect that pilots could
withstand while piloting a fighter jet due to the human physiology response to gravity. Itano

describes the process in this interview:

When | do my own drawings (for Macross, for example), | shoot at least six missiles at a
time. | fire at least four shots. Two of those missiles are “serious honor student” missiles,
which track the enemy aircraft and fly straight. The other two are the “too smart missiles”
that anticipate ahead of time (laughs). (...) And there is another type, which is the “stupid
missile” (laughs). It's called a proximity fuse, and it doesn't have to hit you, it just has to
come close and explode there to harass you. They hit the wings or the fuselage with debris
or something to make it go bad. Generally, the honor student, the anticipator, and the idiot
missile fly together. And the stupid missiles are stupid, so they always come close to the

camera when it’s there (laughs). (Ogura, 2004, p.3, my translation?°)

With his knowledge of types of missiles, movement trajectory, and type of explosion, Itano
animated potential movement flows that came to be known as Itano Circus (%7 — 7% X). By
inserting the honor student, the anticipator, and the idiot double missile number flying together,
Itano gave them different movements, trajectories and explosion characteristics, attaching them to
a fictional camera, which was a different approach to creating animation effects. The name Itano
Circus appeared because Kazutaka Miyatake, in an interview?’9, said that Itano’s battle scenes are

like a circus.
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270 “In the November 1982 issue of My Anime, mecha designer Kazutaka Miyatake was interviewed and said” “We call it Itano
Circus.” Ogura, 2004, p.4. Available at: http://www.style fm/as/01 talk/itano04.shtml (Accessed 2022.05.06).
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Figure 13 Itano Circus in Macross(1982), Episode (27) Love Flows?™

Itano admired Yoshinori Kanada’s style of explosions, but he also wanted to develop his
artistic expression. To establish this style and build a new set of techniques, Itano visited
demolished sites to observe how materials disintegrated. One such site was the demolition of a
school he got government permission to observe. After the destruction, he also observed smoke
patterns depending on the burned material. In such observations, Itano realized that the smoke
form would be engulfing, rotating, and also not the same size, spreading out, changing shape, and
splitting into branches. “I did not just draw circles, but also half-moons, crescent moons, and
children’s (small explosions). | studied hard to create repeats, which is where the deformation of
animation comes into its own.” (Oguro, 2004, p.2, my translation?’2). Observing the dynamics
between space and gravity, the explosion depended on the material and how it collapsed and
disintegrated.

This observation pattern comes back from his childhood activities of launching fireworks
on the Enoshima coast with his friends. They also reenacted tokusatsu explosions utilizing small
fireworks and recreating battle scenes. “I run and say, all right, let’s play Kikaider vs. Hakaider!
In the old tokusatsu movie (Android), Kikaider (riding a machine) is chased by Hakaider and goes

towards a strange black circle on the road, and the circle explodes with a bang. (...) The winner of

271 still-image from: Makurosu 25-shinen kikaku! HD rimasuta DVD. (2008) Noboru Ishiguro. Japan: Bandai Visual, (16h), (DVD).
WeENHTZEOMABBIRN DA L2 T, ERIT, ZHA, ETEH (DBER) 20 oiEW#inizy L, £
INHEZAT, TEA—Ya DT THANANEE LV E—= LD, £50 9 Ob—FlEmICfmL T
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the rock-paper-scissors game is Hakaider, and the loser is Kikaider.” (Oguro, 2004, p.2, my
translation®”®). The tokusatsu Android Kikaider (1972) utilized real explosions as effects as both
characters Kikaider and Hakaider ride their motorcycles and evade explosions from the ground.
Children and young adults who grew up watching tokusatsu television series would often reenact
the fights.

Famously Ultraman’s episode 34, called A gift from the Sky (22 D HE V) #), aired in March
1967 with the script written by Mamoru Sasaki (=4, &K=F) and directed by Akio Jissoji (5E4H
Sf, BEKE), introduced the comic spoon scene?™. The scene comes after the monster Skydon (A
714 R )is chased off into space, however; he is then accidentally shot down by the Defense
Force. Hayata is eating curry when he is informed of this news; panicked, he goes outside and tries
to transform into Ultraman but mistakenly raises his curry spoon instead of the beta capsule that
he uses to transform. This was a success among the children, who started playing with spoons to
reenact the Ultraman scene. Aside from his personal childhood experiences, Itano developed his
aesthetic style by consistently observing different explosions and developing technical knowledge
while animating by trial and error. In Macross, they also did visual effects directly on cel since
they had a demanding schedule. Sometimes when the animated cel did not have shadows,

Kawamori would use a pen and add the shadows by hand.

First, 1 used a black oil-based paint pen to add one more layer of shadow to the normal
finish, and then I added details with paints. This gave a greater sense of scale than I had
expected. | had seen the special effects people brush, so it was important to understand that
I could just paint over the top. | knew that the brush would rub off if | didn't protect it later,

but the paint would be fine once it dried. (Kawamori, 2013, p.140, my translation?’®)

WeZSBLHEIEST TE—L, FHAF=VSAIAX—To5Z72 1] LE-T, &, Bk T (KEAR) *

HAHX—] T, (RVVIEESTL) FAA T =BT A X —1ZBONT, BRBOABERICENTH D HITT< L.
FOMANN— BT HATT L, ()T T T ABADA X —, AT AR IA X —

214 Akio Jissoji wrote the book “ DARIZ A DS —IRERIZE .72 5 72 5> (The Forest of Stars and the Boat of the Moon - The

Men Who Dreamt of Monsters, 1991) telling his memories of Tsuburaya Productions at the time of Ultraman. He also directed the
drama “V /v F <& DL o B b BOMRIZH OMY (The Men Who Made Ultraman: The Forest of Stars and the Boat
of the Moon, 2005) that reenacts his unique view of the direction in Ultraman, including the clash with the staff about including

the comic scene of the spoon in episode 34.

WeFPFEFBOMETFELTHESo72 b DIz, HESVOR 2o TEREEEZM LT, TIIKBETT 47—
ZHiERL WL, IR AT —VERHEL 72, HRIDANRT T ERNTWVWDLDOE L TN,
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Interestingly, Yamato, Gundam, and Macross became franchise series representing the
cornerstone of robot anime. The original animations of this series used animation effects, often
emphasizing the presence of the artist’s hands, even in highly technological depictions. There are
parallels between Gundam and Macross since they included realistic transforming robots. Macross
was adapted by Harmony Gold USA as Robotech (1985) and released in the United with a line of
toys. These franchises are active until contemporary times, expanding the longevity of forty years
by producing animation, movies, toys, video games, and more.

After Gundam, Sunrise sought a new type of robot silhouette in the otherworldly fantasy
Aura Battler Dunbine (B2 14> /N1 >, 1983), directed by Yoshiyuki Tomino and primarily

based on Medieval European folktales. Miyatake was involved from the beginning of the project,
helping decide on the concept of the insect-like design. The concept of Dunbine was a mechanical
system that incorporated other technologies into an organic body, such as insect muscle fibers.

Since the story was conceived as a robot story set in a fairy world, they got inspiration from
the mystical motif of Raideen, including the carving stones containing deities and armor that come
to life. As an example of a modified character, they had to look at Kamen Rider to discover a way
to create the design. Ishinomori based his design on a grasshopper. “When the project was thus
developed, and the concept of the worldview was next considered, Miyatake presented an
illustration of the main characters riding on hand-knitted cicadas and bees. This illustration led to
a shift in the design of the main robot to an insect-based design (...).” (Miyatake, 2007, p.48, my
translation?’®). In a way, Miyatake created a new robot silhouette derived from the insect’s outer
shell, creating a new way of depicting an inorganic & organic character. Tomonori Kogawa was
responsible for the other character’s design.

Miyatake, at this time, had been working on Gundam, Macross, and Dunbine, the last
having a very different approach in terms of representation. In Dunbine, the fighting suits were
powered by life energy called aura that supplied power and defense to the mecha. The fairies in
work have insect wings. The concept of a mechanical system that incorporated 1C chips and other

technologies into an organic body, such as insect muscle fibers, was developed while observing

Zouz 5 LCABMETL, WICHRABO = 7 FEBERE L X0, HRMERLEZOE, TRzt I
NFIET ST EAATHDA T AN Tl ZOLFA X omFc, AL aRy hOFPA LR A ~—
ZZ LD DO~E LT R LTHL ()7
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real insects. Because of the innovative take on blending insect functions on a robot, this animation
became distinct in the robot anime genre.

After Gundam and Dunbine, Sunrise launched the series Heavy Metal L-Gaim (EE ik —
VA v, 1984), directed by Yoshiyuki Tomino, also hiring young staff, including Mamoru
Nagano. In the design of the Heavy Metal (HM) robot, Nagano made a multi-jointed movable
frame, a drive system that controlled movement with a double-jointed, cylinder-controlled
contraction system. Nagano, who worked on models and had a deep knowledge of tanks, wanted
to create robots that didn’t use human movements as a reference. In a way, Nagano constructed
designs with the view of a robot skeleton appropriated to a more realistic machinery movement.
This technical knowledge came into use when he helped design the RMS-099 Rick Dias, a second-

generation mass production mobile suit featured in Mobile Suit Zeta Gundam (F§&Ehitk 1+ 7 77>
4 1, 1985). The adaptations in the design ensured a 360-degree panoramic movement of the

cockpit and a smoother movement in the manufactured toys.

“As well as its silhouette (appearance), Nagano Robot is characterized by its skeleton and
the movements produced by it, as well as by the roar produced by the movement of the giant metal.”
(lida, 2015, p.63, my translation?’’). Nagano produced a design that conveyed the movement but
also the presence of heavy machinery. His new way of portraying robots departs from the idea that
the robot skeleton must be different from humans to make the sides (or shoulders) move freely.
The exploration of designing robot silhouettes and storylines came to a stall. The decline of the
real robot genre caused conflict within the studios but also an opportunity for new elements to

surge.

Megry NAREHEAAD L, B EZ ZNBAERMSNABIE, EAREROBIENS 72 b5 5
THIEDY B, KEFRROBETHS.”
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4.4. The decline of Real Robot

From then onwards, different approaches to the real robot genre appeared, for example,
Armored Trooper Votoms (% HEFI/AR k4 X, 1983), directed by Ryosuke Takahashi, which

depicted mecha fighting each other for sport in a post-war scenario. Super Dimension Century
Orguss (FERFZE i 4— 4 X, 1984), directed by Noburo Ishiguro, is filled with science fiction
elements such as parallel worlds and orbital elevators. In 1984, giant robot animation swept
television and theaters to the point where giant robots were on every channel.

However, the real robot animation began to run out of steam. Even with the sequel Mobile
Suit Zeta Gundam, 1985, it was difficult for the real robot line to come back to life. The next boom
started with the Transformers series, which started the same year as Zeta Gundam and transformed
everything from cars, ships, and guns into robots. The success of Takara toys, such as
Transforming Cyborg 1 (& A "—2 1 %), Microman (X 7 1~ ) items of 1/60 scale
(approx. 3cm) figures of robots, bases, and vehicles, shaped the 70’s toys.

However, in the 80s, they wanted a more realistic toy, which is why: “The development
team for Diaclone was changed drastically from that of Microman, and we asked Studio Nue to
help us with the design.” (Takatani, 2017, p.99, my translation?’®). The Diaclone series of
transforming and combining robots and the Microman series of toys was later licensed by Hasbro
to create the Transformers, which has expanded to form a multimedia franchise. Transformers
became a hit in the US before they became successful in Japan and were then re-imported to Japan.

Subsequently, it was also a time when RPG (role-playing games) on the Nintendo
Entertainment System, starting with Dragon Quest, became a hit, and SD (Super Deformed)
characters, which were cute designs of Gundam mobile suits, became popular among children. By
the end of the eighties, videogames of Robot were incorporating SD characters and fantasy RPG
elements. One example of this period can be found in the animation series and also turned
videogames such as Magic God Hero Legend Wataru (BE#fi#/fE /57 4 /1, 1989), by Sunrise

Studios. The deformed and cute characters that started appearing in the late eighties also originated

in combination with the robot anime genre. Mika Akitaka worked as a mechanical designer for

W (x4 7rmyr] FREF—2b (37~ ] ETORMENORESLETL, THA IR Z AR
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Sunrise but was originally an amateur illustrator and toy modeler. He released illustrations for the
magazine Modelkasten (<7 /L7 7 ¢+ + 277 on the series Mobile Suit Girl (MS 2 %c).

Ilustrations of anthropomorphic robots and girls in power suits have been around since the
early 1990s. Still, Akitaka’s ‘MS Girl* developed a unique design that blended the heroic
appearance of mobile suits (MS) from the Gundam series with the cuteness of girls and

quickly made this genre famous. (Sayawaka, 2015, p.49, my translation?’®)

The combination of mecha designs and cute girls started being disseminated, and there was
a perceived decline in the traditional real robot animation dedicated to SF. Additionally, by the
beginning of the 90s, magic girls such as Sailor Moon, (&)t — 7 —2—, 1992)
proved that the shojo (intended for girls) would become unstoppable. However, an aesthetic style's
apparent decline or death can survive and reappear with newly incorporated elements. The term
real robot or the realism tag came to be a difficult position for the genre. “The curse of the word
real has made me use the word with caution. Macross is similar to real but not real. Nowadays,
there is no way they would do that kind of aerial combat. Still, they do it because it is a simulator
that emphasizes exhilaration.” (Kawamori, 2013, p.148, my translation?®). The so-called golden
era of mecha designs in the first half of the eighties meant that the highest point of a genre could
cause its demise, or is it?

Decline periods of an artistic style are often perceived as desertic; however, innovative
elements can grow from the seeds planted in such periods. In the 1990s, the increasing
fragmentation, with works targeting both younger and older audiences, made it seem like perhaps
the mecha portrayed since the post-war had disappeared. However, the technological advances of
the internet and digital media will bring software to the robot hardware depicted so far. It also will
challenge the analog composition techniques of both animation and tokusatsu, and artists will have

varied responses on how to adapt their artistic style to the digital medium.

e Ry FOEMER/NT — RRA—=Y ZFIANTED I DA T A MIOFERFAIENOH- 723, BlED TMSA1)
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Chapter 5: Rebuilding Robot Anime and Tokusatsu

5.0. Humanoid Robot — rebuilding the genre and the machine interiority

To understand the transformation of robot anime in the first half of the 90s is necessary to
look at the new generation of artists that were coming forward. After establishing Daicon Film and
newly acquired professional animation experience at Macross, the group decided to make live-
action tokusatsu and the DAICON 1V (1983) animation. The director was Hiroyuki Yamaga; the
animation directors were Hideaki Anno and Takami Akai. Contributors for animation, respectively
Yoshiyuki Sadamoto, Mahiro Maeda, and Norifumi Kiyozumi. Additionally, Kazutaka Miyatake
and Ichiro Itano also participated. They finished the animation four minutes before the event
started and sold 2.000 copies.?8!

In DAICON 1V, the girl from the previous animation is now an adult wearing a bunny
costume. She fights many monsters that appeared in the last animation and fights Darth VVader with
a lightsaber duel. A xenomorph from the movie Alien (1979) appears, and after that, a Dyna Robo

(robot) from the Toei tokusatsu Scientific Squadron Dynaman (B} 28k % % A J-~ >, 1983-1984)

tries to crush the bunny girl. She stands over Stormbringer’s sword. There are multiple SF
references in the background as she moves, such as SDF-1 Macross, VF-1 Valkyrie, American
comic superheroes Batman & Robin, Superman, Lord of the Rings, Conan, etc. After the girl jumps
off, the sword splits into seven parts, which fly through the sky in a motion that reminds the style
of Itano Circus. A sequence of SF spaceships crashed into each other, and enormous blasts of
seemingly atomic bombardments span across the city. Sakura flowers blow, and a massive beam
is launched across the planet regrowing new life. They finish with a crowd of SF characters from
Japan, Europe, and the U.S, and as the camera zooms out of the solar system, a new Daicon logo
appears. Besides the amateur animations, they also engaged in amateur tokusatsu productions.
The first tokusatsu project was Kaiketsu no Tenki (D 5 TA %, 1982), a parody of
hero shows with Takeda playing the main character and directed by Toshio Okada.?® It is a satire

of Toei’s tokusatsu Kaiketsu Zubat (Pf4E <3 > kv, 1977), which Shotaro Ishinomori created. It

281 For more see “DAICON IV A= 77 = A”, pp.210-220 in Okada, Toshio (1998).
282 For more details, see http://www.gainax.co.jp/wp/archives/kaiketsu-notenki/ (Accessed 2022.05.02.).
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was followed by Kaiketsu No Tenki 2: Jun Ai Minatomachi Hen ([REED— T A & 2 FliEERsHT
f, 1984), Kaiketsu no Tenki in the USA ([R£ED— T A & in the USA, 1984) and Role-playing
in Seoul (2 — V7' LA 7 O—TAX in Y 7/V), screened at the MIGCON, Japan Science
Fiction Convention, August 1988. These productions had an amateur approach and relied on
comical relief.

In a more planned manner, the Aikoku Sentai Dainippon (2 El#kPx K H 4%, 19min, 1982)

was directed by Takami Akai; the special effects director was Hideaki Anno. It was a parody of
the tokusatsu Super Sentai Series and the Soviet threat during the Cold War. The sentai group
consisted of Ai Kamizake, Ai Harakiri, Ai Sukiyaki, Ai Tempura, and Ai Geisha, who flighted
against monsters and Dainippon Robots sent by the evil organization Red Bear. Using typical
elements of Japanese culture is clear that they used parody that laughed at the political situation of
the time. At the beginning of the live-action, a character is in the bookstore, and as he opens the
book, all the pages turn communist red as he says: Surprise! Your Textbooks Are Red Hot, too! (T}
>0 BOHREDL E -HR-0). “We filmed all over Osaka, from the then-empty lot on
the Osaka University Campus, (...), to various parks around the city, including the one by Osaka
Castle and the one where the World Expo of 1970 was held.” (Takeda, 2005, p.74). They
manufactured their explosions, props, and suits, and most of the staff were college science majors.

The 8mm film premiered at Tokon 8, the 21 annual Japan Sci-fi Convention, and caused
controversy due to its political content, even if it was supposedly a satire. Author Yasutaka Tsutsui
censured the film, saying: “I remember the recent SF convention, where the stupid performance
escalated to the point where they made an 8mm film about eradicating right-wing communism as
a parody, which was frowned upon.” (Tsutsui, 1988, p.106, my translation?®). The political
content and the parodies were not well received by authors specialized in SF, with a different
political reading of their film. This shows how delicate the dialogues between the generations had
become up to this point.

Before entering into the production of the Daicon films, when Hideaki Anno entered Osaka
University of the Arts in 1980, the same year that Ultraman 80 was released, he made an Ultraman

fan film, an 8mm short where he portrayed Ultraman and fought monsters. For the promotional
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activities for the 1983 science fiction convention DAICON 1V, three years later, Hideaki Anno led
the Daicon Film team to make the DAICON FILM version The Return of Ultraman
(DAICONFILM fift)fi» C& /=)L kT~ >, 1983, 8mm, 26 min). The tokusatsu film was
made utilizing miniature works and explosives. The Ultraman character was played by Hideaki
Anno, wearing a costume that didn’t hide his face. The MAT uniforms were designed by Anno,
combining the Ultra Guard in Ultraman and the Earth Federation Forces of Mobile Suit Gundam
uniform designs.

Furthermore, in 1985 Takami Akai directed Eight-Headed Giant Serpent’s Counterattack
U\ 2 Kig oo i, 1985, 16mm, 72min?4). Akai recreated the urban area of Yonago City using
a large number of miniatures. Shinji Higuchi was responsible for the special effects since he had
previous experience helping with miniatures and effects in The Return of Godzilla, 1984, and he
also helped with storyboard?® for Bye-bye Jupiter (1984). Higuchi talks about how 1984 brought

much change for tokusatsu in an interview in 1997.

Around that time, Bye-bye Jupiter (1984, Toho) was made, and | thought, ‘This will change
tokusatsu in Japan!” | skipped school and immersed myself in the Toho studios. | then
started to work on the set and was there for the 1984 revival of Godzilla as a part-timer in
the molding department. After that, | continued to work part-time at Toho Special Art,
making miniatures for films and events, but the shuro rope for the models was painful
(laughs). (Keibunsha Co., 1997, p.390, my translation?3®)

In the Return of Godzilla (1984), Shinji Higuchi says: “In the special effects department, I
did the wiring to make the island glow.” (Haraguchi, 2021, p.107, my translation?®”). Shinji
Higuchi also was hired by the Art Department, “where I became Yasuyuki Inoue’s assistant.”

(Haraguchi, 2021, p.107, my translation?®). Basically, Higuchi helped and assisted Inoue in

284 Movie entry details are described in Keibunsha Co. 1997, p.299.

285 Mentioned in the interview Haraguchi, Tomoo (2021) Tomoo Haraguchi and Shinji Higuchi special talk (J& 0 &4 K, & 0
i BRI eHRR), p.107.

BWezEE, [SLhbvavy—] (844 - HE)MELN T, TR THADRHRNPEDHIE BT, FKRIF-T
WEDHFFTIIAY o TN ATT, ZANSTHTDEEBZIA->TN X HIZRY, 84 FOEE [ 7]
WZEEROT A B THEBICA> TOWE Lz, ZOR S RHERFEEN T A FE2 LTHT, BERA X2 FHOE
B EAES> Tz ATT R, ERAO Y = 1 ffliddE < - T(&).” Obs: The shuro rope is made of hemp palm making it a
resistant material but difficult to work with.
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making the miniature models, but it was repetitive work, so he eventually moved to the molding
department to work helping make monsters. After shooting the movie, Higuchi was asked to
organize the miniature storehouse: “lI was asked to vacate half of the warehouse to store the
miniatures used in Godzilla (84). | was also told to throw away what I didn't need from what was
currently in there.” (Haraguchi, 2021, p.108, my translation?®®). This practice was common after
shooting a movie, so Higuchi’s testimony attests to why there are no old miniatures preserved.
Higuchi was warned that “Maniacs like you are not allowed to take them with you. (laughs).”
(Haraguchi, 2021, p.108, my translation®®®). However, since it was going to be thrown away,
Higuchi saved some miniatures. After that, he went to work on the Daicon Film.

For the Eight-Headed Giant Serpent's Counterattack effects, they first tried using a fishing
line but since it was not strong enough, Higuchi came up with some ideas. “I thought piano wire
would be better, but it wasn’t available in Osaka, so | went to Toho’s Manipulation Department
and asked them for some. | also got fly ash because the dust wouldn’t settle on the cement.”
(Keibunsha Co., 1997, p.390, my translation?®). Fly ash is collected from the coal ash generated
when coal is burnt in coal-fired power stations?®2. Since it is complementary to cement can be used
in construction. The movie was an amateur production, but it gathered recognition and was
received well. Hiroshi Yamaguchi would introduce Higuchi to Hideaki Anno at a Daicon film
screening. Later Higuchi would also join Gainax while working on storyboards for tokusatsu

movies, for example, in Peacock King (L% F, 1988, Toho) and participating in Ultra Q The
Movie: Legend of the Stars, 1990, directed by Akio Jissoji. However, talking about the transition

between live-action to animation, Shinji Higuchi said: “With live-action, you have everyone
working on one cut at a time, and then all the parts are finished at once, but with animation, you
have dozens of cuts at once, and you lose staff little by little, so it’s a bit lonely.” (Animec Special

Edition Gainax, 1987, p.27, my translation?®).

W« [F307084)] TS I=F 2T HIUNT 57D, BEZERETAHE, 40 Ao TWVDHHONL, WHR
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292 While coal was the major fuel in Japan for decades, in the 1960s because they were concerned with the high price of energy,
they started to move to a more economic oil. This caused the oil shock economical problem in the 70s. However, the rapid
industrialization resulting from high economic growth generated pollution concerns, also into the 80s. See Nemetz, P. N, et al.
“Japan’s Energy Strategy at the Crossroads.” Pacific Affairs, vol.57, no. 4, 1984, pp.553—76. https://doi.org/10.2307/2758709.
(Accessed: 2022.05.06)
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Gainax was founded in December of 1984, and while it is beginnings, Hideaki Anno would
work animating for Nausicaa of the Valley of the Wind (JEL\D 4D~ 277, 1984), directed and
written by Hayao Miyazaki. Anno was entrusted with the Giant Warrior scene, where warrior is
dissolving and shooting beams at the climactic action of the animation. Anno worked also on
Angel’s Egg (RfED 7= % Z, 1985) directed by Mamoru Oshii, among many other works. The
first Gainax animation project was Royal Space Force: The Wings of Honneamise (375 &~
3T I ADH, 1987) directed by Hiroyuki Yamaga. In an interview for Animec, Hideaki Anno
said how he proceeded with animation: “I’m trying to create something different from
conventional expressions. Well, my goal is Space Battleship Yamato (laughs).” (Animec Special
Edition Gainax, 1987, p.30, my translation?®4).

In 2016, Mamoru Oshii gave an interview about realizing and directing his project Garm
Wars: The Last Druid (% /v A - &7 +— X, 2014). The original project was developed in 2000,
but it was only realized years later as a Canadian & Japanese project that mixes live action and
animation in a sci-fi fantasy. Oshii is notorious for creating new spaces, and in this work, he
attempted to mix live action and CG in a way that becomes difficult to tell the difference,
expanding the limits of live action. To recreate a space that doesn’t exist yet, and constructed by
assembling different elements, Oshii reflects on some of the inspirations for his project: “There
are only a handful of films that have managed to pull off a full-fledged otherworldly fantasy. In
the case of animation, it could be Nausicaa or Royal Space Force.” (Animate Times, 2016, my
translation?),

However, Royal Space Force did not receive such a good response at the time, being a
science-fiction fantasy with mainly male characters. From 1988 to 1989, the release of six episodes

of OVA Gunbuster, or in Japanese Toppu o Nerae! Becoming Aim for the Top! (F v 7% %5
Z1), was Hideaki Anno’s debut as a director?®®. The OV A short series mixes mainly three elements,

beautiful fighting girls, robots, and sports. The animation plot starts with the space fleet Rukushion

WAPERORI L (T —HEWE L2 b D%, EHEOHEL T D DIXFHEBEY~ b TTnH (%K)
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2% Before this OVA production, Anno had directed some commercials, such as ‘&7 #— /A /X— .« @Ry fha 7K CM’
(1987, IVC 7> 7 v ) and*Z4)# 1 » U 2 CM/PV’ (1987, SUNSOFT) among other short animations in his career. This
and other primarily unknown productions were part of Japan’s 2014 Tokyo International Film Festival screening line-up. See
https://anime.eiga.com/tiff/lineup/ (Accessed 2022.05.04).
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being annihilated by space monsters. Years later, Noriko Takaya, the daughter of the space fleet's
deceased captain, enters a pilot training school in Okinawa. Noriko struggles but eventually
becomes a space pilot with the genius Kazumi Amano. The Gunbuster is a mecha formed by
combining Buster Machine One and Two, which Noriko and Amano pilot. As they engage in real
battles in space, the time differential between Earth and space means they remain younger while
many years have passed on Earth.

The series title indirectly pays homage to the classic shojo (girls) manga Aim for the Ace

(=— A %35 %1 1973-1980), published by Sumika Yamamoto in the magazine Margaret. At

the end of the eighties, the girl’s genre was popular, and its elements started to be adopted in robot
anime. Toshio Okada, Shinji Higuchi, Mahiro Maeda, and Yoshiyuki Sadamoto planned and
developed the series, and later Hideaki Anno joined to direct the project. Haruhiko Mikimoto that
made the character’s design for Macross and Megazone 23 was invited to create Gunbuster’s
design, and Kazutaka Miyatake and Koichi Ohata made the mechanical design. The first episode
is about gags set in the school in a loose atmosphere. Still, in the final episode, it rapidly scales up
to a glorious battle for the survival of the earth, and the atmosphere becomes an entirely different
work. They released the OVA episodes in videocassettes and were acclaimed in content and
commercial revenue.

For Nadia: The Secret of Blue Water (.5 L & O#ED F 7 ¢ 7, 1990-1991), studio Gainax

was asked to produce a project based on the sci-fi novel Twenty Thousand Leagues Under the Sea.
The chief director was Hideaki Anno, and later Shinji Higuchi also became a director of the series.
It was the production that made Gainax studio gain recognition since, before this animation, only
a few numbers of fans knew about this endeavor. “Deliberately incorporating homages to anime
and special effects that the main staff had seen and enjoyed, it transcended the conventions of TV
anime and drew significant attention, becoming a popular hit frequently featured in anime
magazines.” (The National Art Center, 2021, p.219). Besides the newly gained popularity, the
series production costs made Gainax enter into debt. The program ran on NHK, making it possible
for the studio to find sponsors, but even so, the studio was not generating profit. This was also a
period when Gainax started a gaming department, producing figure actions for Dragon Quest and
slowly building up a team dedicated to PC games. “Truth be told, our total enthusiasm also drove
us for CG. Unlike the editorial department, our gaming department never went belly-up.” (Takeda,
2005, p.143)
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The first products mainly were quiz games featuring original characters made by Takami
Akai. One the success of this strategy was the game released in 1989 called Cybernetic Highschool
(FEMF2R]) for the PC-8800 series and the PC-9800 series. It is an undressing game in which the
heroine gradually removes her clothes and finally becomes completely naked when the quiz is
answered correctly. In the 1990s, Gainax released the PC-9801 game, Silent Mdbius, adapted from
the original manga of the same name. In 1991, they released the adventure card battle game Battle

Skin Panic (/X /L AF /3= 7). One of Takami Akai’s successful games was Princess
Maker (7'V > A A —77—, 1991). The game was the first social or life simulation style of

raising and interacting with a virtual character developed for multiple video game platforms. This
genre would develop into erotic games and all sorts of interactions with virtual characters that have
been popular since then.

In 1991, they also released two episodes of OVA Otaku no Bideo (:37-< D ET 4) a

drama showing the development of the term otaku and their lifestyle in the 1980s. Besides being
produced to overcome some of Gainax’s debt, it was also created in response to the Tokyo-Saitama
serial child abduction and murder cases that occurred successively in Saitama Prefecture and
Tokyo between 1988 and 1989. Because the perpetrator, Tsutomu Miyazaki, collected many items,
he was named an otaku, bringing a dark image to the term, which caused social stigmatization to
anyone that used the term. In a way, the OVA was an attempt to tell the story of what otaku meant
and included aspects of Gainax's trajectory. It also included a live-action segment called Portrait
of an Otaku, a fake documentary, and interviews about otaku. Also, Gainax hoped to expand its
market; it held a convention dubbed Animecon in America, with Japanese and American staff
working in the event. “To us, it didn’t matter if it was via garage kits or anime; we just wanted to
start getting our products overseas.” (Takeda, 2005, p.146).

The changes in the social environment of animation production, coupled with the
cyberpunk movement, the development of computers, and the internet, would make the soil for
the growth of flesh and machine-rebuilding narratives that reshaped the robot anime genre and the

understanding of machine interiority.
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5.1. Flesh and Machine

In 1982, Katsuhiro Otomo released his manga Akira, and Ridley Scott released his movie
Blade Runner (1982), which was filled with perceived Japanese elements. The cyberpunk literature
movement was inspired by New Wave writers like J.G. Ballard and Samuel R. Delany and
postmodern writers like William S. Burroughs. In the eighties, the context of a postindustrial and
late capitalist society shaped a generation of writers portraying a shattered culture. The antiheroes
drift in society, where there are no communal bonds and distrust of authorities. William Gibson,
with his novels Neuromancer (1984), Count Zero (1986), and later Mona Lisa Overdrive (1988),
set the tone of the genre, together with Bruce Sterling, Emma Effinger, and others.

“Antifoundational, skeptical of authority, suspicious about the possibility of human
autonomy, and fascinated by the way technology and material objects shape consciousness and
motivate behavior, cyberpunk would seem to square with postmodern culture (...).” (Sponsler,
1992, p.627). In this sense, the cyberpunk movement also approaches the boundary transgression
between the organic and inorganic, the human and the machine. The decentering of the human is
brought by the technologies that enhance and overtake the body. In these narratives, not only do
humans become machine-like, but also machines assume human-like characteristics.

Since the economic boom in the eighties and the rapid transition to the economic market,
“William Gibson’s Neuromancer is perhaps the first work of SF to explicitly posit Japan as what
Gibson would later call the world’s “default setting for the future” (Modern Boys).” (Paulk, 2011,
p.481). Japanese technology and iconography are used in the novel, in a way, evoking a techno-
orientalist mode. From1987 through 1988, cyberpunk peaked in its popularity in Japan, being
discussed in magazines and journals of SF. “In the spring of 1988, Gibson’s and Sterling’s
respective visits to Japan further promoted the excitement, nicely coinciding with the publication
of the Japanese versions of Schismatrix and Mirrorshades, translated by Takashi Ogawa, the
Tokyo liaison of cyberpunk.” (Tatsumi, 2006, p.109).

In 1982, Otomo Katsuhiro began to release his manga Akira, utilizing elements of the
cyberpunk genre, such as political turmoil of corruption and power, social isolation, drug abuse,
and the cybernetic world and psychic energies that would be entangled in dilemmas of how to

coexist in society. Otomo also directed and released the anime adaption of Akira (1988), bringing
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horror, apocalypse, and the technological transformation of the body into a full-fledged visual
experience. The animation also came when the country peaked in the economic scenario of
international influence.

The metamorphosis of Tetsuo, from a human to a monstrous creature, reflects his passage
from a helpless creature to a powerful position. The 80s also mark the imagery of anime mecha,
focusing on the human flesh and its narratives inside the machine. Or rather, about the new
subjectivities that can arise from technological fusion. Or rather the unexpected mental changes
that are invisible but pervasive once the technology becomes a society mode of existing in all its
spheres. “Looking like a giant fetus-like amoeba, devouring anything that is a potential food source,
Tetsuo represents the power of life, incorporating life through the unavoidable evolutionary
processes of natural selection, mutation, and adaptation.” (Brown, 2010, p.8). The horror genre
also captured the violation of technology in the human body in the live-action movie Tetsuo: The
Iron Man (#%%5, 1989), directed by Shinya Tsukamoto. There is no doubt that the name of the

cyborg tribe, Tetsuo, which means iron man, derives from that of the psychic protagonist of Akira.

The early 1990s were marked by an economic bubble with increased monetary inflation.
While apocalyptic narratives were based on linear time, the postmodern apocalypse time of the
1980s and 1990s began to incorporate multiple timelines into fictional space. The security that the
80s provided regarding economic stability and a sense of national unity started to show worrisome
signs. On January 17, 1995, the great Hanshin earthquake, also known as the Kobe earthquake,
was the first major environmental disaster since 1923. Two months later, on 20 March 1995, during
the morning rush hour, the Aum Shinrikyo group caused the Subway Sarin Incident on the Tokyo
Metro system. This obscure religious group believed the world was about to end. The cult members
left bags with sarin, a nerve agent developed by the Nazis, inside the trains. Five coordinated
attacks on the trains in Kasumigaseki and Nagatacho stations were close to the Japanese
government. “It is a remarkable coincidence that Neon Genesis Evangelion, an apocalyptic science
fiction anime and one of the most influential animations in contemporary Japan, was released
shortly after the major apocalyptic events of 1995.” (Tanaka, 2011, p.111).

The fiction after 1995 does not seem to adhere to the linear timeline, but neither is there a
sacred center where the story surrounds it. The crisis would give room for creating a new
apocalyptic motif within the animation and manga, the Sekaikei genre, which translated means the

reason for the crisis in the world.
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The main animation of the genre is undoubtedly Neon Genesis Evangelion, that while it
contains the mecha characteristics, it ends up deconstructing them since family dysfunctions
permeate the confrontations and mystical and post-apocalyptic relations accompanied by surreal
images. “In sekaikei stories, though, there are neither illustrations nor descriptions of enemies: we
never know what they are, what they look like, and why they attack, just that they bring an end-
of-the-world crisis.” (Tanaka, 2011, p.167). Similar to Evangelion, Oshii Mamoru's Ghost in the
Shell animation (both are part of the animation analysis of this research) also turns to the
possibilities of encounters between the mechanic and the organic or, as Napier suggests:
“Philosophical questions as to whether one can possess a soul in the increasingly technological
age.” (Napier, 2005, p.104).

In a broad sense, while Evangelion privileges emotional detachment and solitude, Ghost in
the Shell explores the possibilities of psychic connections through technological means. Within
the science fiction genre, we can see that from the 2000s, there has been an exponential increase
in this type of narrative, marking the fall of the grand narratives in favor of multiplanar lines of
time. However, the crisis also offers an opportunity for reflection. So as much as these works
reflected elements of this period, the artists emerged with questions for the viewer instead of

providing direct answers in the narrative.
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5.2 The New Century Evangelion

Besides the original series Neon Genesis Evangelion (1995), two long-running animated
films with alternative endings were produced: Death & Rebirth (1997) and The End of Evangelion
(1997). The Evangelion franchise also includes a tetralogy of animations called Rebuild of
Evangelion that recounts the facts of the original TV series in an alternate form. The animations
are: Rebuild of Evangelion 1.0: You Are (Not) Alone (2007), Rebuild of Evangelion 2.0: You Can
(Not) Advance (2009), Rebuild of Evangelion 3.0: You Can (Not) Redo (2012) and the fourth and
last with the title Evangelion: 3.0+1.0 Thrice Upon a Time (2021).

With all started when Anno agreed to a collaboration between King Records and Gainax
while drinking with Toshimichi Otsuki, which promised a time slot for the production. It took
around a year from the planning to start broadcasting the series. “I don’t think it’s necessary to
restate what a tremendous sensation Evangelion caused when it started airing on TV. They called
it a social phenomenon. (...). That’s the Evangelion everybody knows, but it sure wasn’t smooth
sailing for us during the production phase.” (Takeda, 2005, p.166). First, the innovation of utilizing
a humanoid figure for the robot’s design made it difficult to find a toy company that would sponsor
the series. “Production companies refused to help with the production of the animation.” (Takeda,
2005, p.167). It was considered risky since it had an unorthodox design and narrative approach.

In an interview, Hideaki Anno explains the existence of the perfect score and how it's
related to the series. When you make no mistake, you will get rewarded 100 points. Under different
circumstances of education, one could achieve 100 or 200 points. However, in his view, the people
that earn 200 points are not estimated or evaluated in Japan. Ultimately, Anno points to the crisis

of the self within society that lingered at the beginning of the 90s in the social sphere.

I wanted to make it so that there were as many answers as there were people who came up
with it. The answer isn’t something we’ll prepare; everyone can come up with answers,
which is okay. As it is now, | feel that at that time, imaginative power was steadily

disappearing from society. It’s overwhelmingly easier not to think for yourself. However,
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I believe that everyone should have the pleasure of imagining. That's why | left room for

imagination in the product.” (Hotta; Gainax, 2005, p.83, my translation®®")

In Anno’s way of conceiving Evangelion's narrative conception, he says that he left a black
box like a puzzle and undefined parts so that people can find multiple answers and interpretations.
It also allowed fans to speculate and create their theories and relationship with this narrative. “As
long as human beings are in the world, they are living through some kind of craftmanship. There
is always a relationship between sender and receiver. However, it is never a one-way relationship.”
(Hikawa, 2000, p.9, my translation?%). Hikawa finds that craftmanship (% ®->< V), or the art
of making things, helps connects people. The relationship between sender and receiver is a way to
connect and communicate, and then the receiver can also create their crafts and send it back again.
The movement between the creator and the otaku fan evolved in collaboration towards getting
involved and spreading the artistic craftsmanship of different media aspects.

In the line of robot anime style, it could be said that Evangelion is in a direct line of heritage
with Yamato and Gundam. Hideaki Anno was a fan of both animations, but he sees Evangelion in
a different light. I feel that my attachment to Yamato and Gundam or the desire to surpass them
has subsided. It is a kind of resignation. | feel that I can't beat Yamato and Gundam as they are.”
(Hotta; Gainax, 2005, p.88, my translation?®). One of the things that Yamato, Gundam, and
Evangelion share in common is that they made poor figures on airtime and only became famous
later on with fans support. But what ultimately made them so important was that they created an
antithesis or a new idea of how to represent and create a narrative capable of transmitting the sense
of their time. Hikawa (2000) points out that the main character Hikari Shinji in Evangelion is
named after one of Anno’s colleagues, Higuchi Shinji. “Anno and Higuchi's common visual
sensibility has its roots in the special effects films of the 1960s. Specifically, the Toho special

effects films by Eiji Tsuburaya, Tsuburaya Productions works such as Ultraman (1967), and G.
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Anderson Thunderbirds (released in Japan in 1967).” (Hikawa, 2000, p.106, my translation3%).
These shows and others mentioned have been the source of art or techne inspiration for Evangelion.
The people that created the animation were part of the amateur fan culture that rose in the 80s, and
at the end of the 90s had emerged with their aesthetic approach.

Perhaps that is why when Hikawa is writing in the 2000s, at the fever of Evangelion, he
asks in his book, why so few people were approaching discussions from the point of view of
anime’s history and from the creator's perspective. Because Evangelion's narrative was built like
a puzzle, the discussions at the time seemed to have lingered towards using Evangelion as a topic
and utilizing different fields of expertise to create theories surrounding the work. Something that
Hikawa (2000, p.115) said led to an essay without the work. In Hikawa’s view despite the meteoric
success of the series even in a period of economic recession, not many works analyzed the otaku
approach in Evangelion.

Perhaps the term itself, otaku, became problematic in many ways, and its social and DIY
importance inside of Japanese media culture was and is often underestimated and misunderstood.
The economic success of Evangelion in the 2000s was estimated to be around 40 billion yen, which
has increased significantly following the theatrical movies release and the end of the Rebuild series

of movies in 2021. The last movie Evangelion: 3.0+1.0 Thrice Upona Time (> « = 7 7
U 7 BI85, 2021) generated an average of 10 billion yen at the box office alone. “In other

words, director Anno Hideaki himself took otaku practices as his starting point and created Eva
with a thorough knowledge of what otaku responds to, which is why it became a hit. The original
reason for this is that the generation of otaku, which is roughly the same age as the 35-year history
of TV animation, has grown up to assume leadership in industry and the media.” (Hikawa, 2000,
p.116, my translation®t). Of course, this does not mean that the complexity of otaku structures can
be easily grasped or understood in the multiple layers that have evolved. However, without the
cultivation of sharing the know-how, the transmission of DIY techniques built out of necessity,
and the cross-collaboration between artists and their otaku/fan admirers that organized themselves

in communities, these shows would not have created such a social impact in Japanese Media.
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Figure 14 Explosion by Hideaki Anno in Daicon IV (left) original drawing (right) celluloid sheet3%?

Figure 15 Royal Space Force: The Wings of Honnéamise (1987) (left) original drawings of each cell, color-coded and

transferred onto transparent material and overlaid). (right) still image and the final result3%

302 |mage reference from Hideaki Anno Exhibition catalog, 2021, p.116-117.
308 Image reference from Hideaki Anno Exhibition catalog, 2021, p.178.
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Figure 16 Hideaki Anno as Ultraman in Daicon Return of Ultraman (1983)3%

Figure 17 Evangelion: 1.0 You are (Not) Alone 20073%

304 Photography taken by the author at the Hideaki Anno Exhibition (2021).
305 Still-image from: <=7 7 >4 U T B BIBEAR:F (EVANGELION:1.11) YOU ARE (NOT) ALONE A2 v /L= 5 ¢ &
g v 7 = A’ (2008). Hideaki Anno (dir. et al). Japan: Funimation, (97 min) (DVD).
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In a sense, Evangelion was the result of careful explosion effects from his Daicon Film
(see Figure 14) erato a professional start (Figure 15), to his love for tokusatsu and miniatures (see
Figure 16) combined that came forward. Additionally, Evangelion was a mirror reflecting the
otaku audience. The intervention of otaku perception is made in the flow of the image and remains
in this flow, i.e., the possibility of an image where there is no world out there and where the referent
is not important. “Evangelion multiplies frames of reference to the point where viewers no longer
know exactly which frame of reference is the frame of reference, or if there is a frame of reference
for the series.” (Lamarre, 2009, p.165). If Anno wanted people to find their answers, he achieved
by creating an engagement like never before between creators and fans. It also introduced a new
way anime fans could enjoy by relentlessly examining the framework between fiction and reality.
Additionally, Evangelion brought the humanoid robot to the forefront of the robot anime genre.

For the Rebuild of Evangelion, Anno created a new studio Khara Inc. and decided to
embrace digital video work steadily. This was the first step towards creating a new visual style and
production process. The mixture of analog tokusatsu, effect animation techniques, and live-action
experience would continue to shape his work well into its digital and analog combinations in the

following decades of the twentieth century.
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5.3. Digital Animation

Blue Submarine No. 6 (& @ 6 ) is an OVA released between 1998 and 2000, produced
by Bandai Visual, Toshiba EMI, and GONZO, the studio responsible for the animation. Shoji

Murahama, that worked in Daicon Films and Gainax, was one of the founding members and
producers. After participating as an animator for Nadia: The Secret of Blue Water in 1992, he left
Gainax. In the same year, he founded Gonzo studios with Shinji Higuchi, Mahiro Maeda, and
Hiroshi Yamaguchi. Gonzo started adopting digital image technology and has provided innovative
images that were not bound by conventional methods. The video game industry motivated the
early adoption of digital production, as it was in the case of Yoshinori Kanada and other animators.

Shoji Murahama, in an interview, reveals that he saw an opportunity to create a new studio.

That’s when | realized that the market for digital animation using games as a medium was
about to explode, and | decided to set up a digital animation studio. I thought that if | could
revolutionize animation production, not only in terms of the appearance of the images but
also in terms of the production process, by introducing new digital technology and human
resources in that field, I could change the situation where animation is unprofitable. (Hotta;
Gainax, 2005, p.287, my translation®®)

In the second half of the nineties, animators were migrating to the video game industry and
working for American companies. When Gonzo studio started, besides not having the necessary
technology or infrastructure, they didn’t have artists trained or prepared for them. Hence, they
taught upcoming students or people that had some experience in-house. They had to create the
digital images locally and invest in buying the equipment, so they had to target productions that
gave a capital return to sustain the studio. They started animating for video games, and in 1996,

they worked on Lunar: Silver Star Story Complete, released by PlayStation and Saga. After that,
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they were able to get more work in video games, but they also had to make original animation

work.

I wanted to make a very unusual film so that people would recognize it as Blue No. 6 =
Gonzo. The second was to create the film fully digitally, using the digital animation
technology that Gonzo had been working on up to that point. The backgrounds and original
drawings were done by hand, but the rest of the process was all worked with data via the
network. Editing was also done digitally. Digital from start to finish. (Hotta; Gainax, 2005,
p.289, my translation®’")

The studio strategy worked and the promotion of being Japan’s first full-scale digital
animation made the director, Mahiro Maeda, and studio Gonzo widely known. In fact, attempts to
produce digital animation were already present in the 80s; in some small parts or being used in
research laboratories, however, due to high cost it was never fully used in animation productions.
“However, at that time, the old film Golgo 13 (1983) cost hundreds of millions of yen for CG or
tens of millions of yen for 30 seconds, and people still had this image of digital animation.” (Hotta;

Gainax, 2005, p.287, my translation3®). In 1995, an animated series called Bit the Cupid (&
ke« Fa2—E > R) was released utilizing a mix of CGI scenes and traditional animation.

However, the difference was that Blue No. 6 produced a more coherent unified image. The CG
was used mostly in the background, and parts that were digital were used still left with a feeling
of the 2D.

Companies also started to digitalize old versions, with the animation and backgrounds
being hand-drawn, while the painting and filming were done digitally. That led Hikawa to think
about the possibility that celluloid animation would become a rare sight in the 21st century. “In
the 21st century, will there be publicity saying, “Dare to use the cell animation method of the last

century to create a handmade taste!” (Hikawa, 2000, p.123, my translation3%). Of course, the
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digitalization of animation production also caused some issues. Because the colors were directly
converted into video signals, which made the colors unusually clear, if they were remastering an
old animation, that meant that without knowledge of the original production, the colors might
differ between the original and digital remaster.

“Some images used morphing to smoothly depict deformation or ripple filters to express
spatial curvature to increase the degree of freedom. It was widely used in robot and SF animations,
especially in Sunrise productions, such as King of the Braves Gaogaigar and Cowboy Bebop.”
(Hikawa, 2000, p.123, my translation®'%). Another point is that digital images made things clear
and easy to spot on the screen. In contrast, in celluloid animation, it was possible to produce a
myriad of animation effects by smudging the brush on the cel, utilizing hands and fingers to create

smoke effects, and so on. However, digitalization also presented some new aesthetic choices.

Figure 18 Blue Submarine No. 6, Episode 1: BLUES3!

M «e T T hffio TERE AL —AIHB L2 | ZEEHORBEZ W7 1 V2 TITRo72) LTHRESL F
oM b B35 Lc, FRTY v T4 XMER TR (BEETITAT—=] R [ R —A Ry T 72, vl b,
SFY=ATLHINTND.”

311 still-image from: ‘Blue Submarine No. 6 (5 ? 6 )’ (2010) Masahiro Maeda. Japan: Bandai Visual, (2h37min) (Blu-ray box).
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In 2006, Blue Submarine No. 6 was released in the DVD version with all OVAs compiled.
In the first episode, named Blues, humans are haunted by a race of sea mutants. The last hope lies
with Blue Submarine No. 6 and its crew fighting for survival. In Figure 18, the first thing to notice
is the integration between 3D backgrounds and effects with the 2D celluloid characters. This
successful strategy indicated a possible path in image aesthetics that creators could apply. Since it
kept the overall feeling of the traditional celluloid in the main characters, there was no complete
aesthetic shock. The strategy of Blue Submarine No. 6 = Gonzo worked but gave the impulse for
artists to look at digital possibilities. Digital animation, in a sense, was still a new field that artists
were exploring. Analog or traditional methods had been long tested, and so they were more reliable.
However, the innovative approaches towards digital animation would come from the animators
that had been accumulating know-how and saw a need to adapt their methodologies to the new era
ahead. The impact of digital media in animation also entered the field of tokusatsu. In the first

decade of the 2000s, the changes in image composition were powered by long-time animators.
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5.3.1 Itano Circus in 3D

Itano became known for his aesthetic style, especially the Itano Circus, a careful depiction
of missile trajectories and differentiated explosions. Besides his work, the animator helped create
a new generation of animators. While working at Artland and Artland 332, his juniors Yuki
Nobuteru and Toshiaki Hontani decided to leave the studio and asked Itano about joining them in
creating a new animation space. Itano gave an interview for the Macross Ace magazine explaining
his motivation to start his DAST studio. “When you’re told like that by your juniors, you have no
choice but to stand on your own shoulders. So, | created DAST.” (Macross Ace, 2011, para.4, my
translation3%3).

Since its formation, the studio has been involved in the production of numerous animations,

games, and other films. The name is an acronym for Defense Animation Special Team (7 « 7 =
VART ZA—Tm e ATy /L - F—2A4), Inthis sense, the name has a similar feel to that

of Tsuburaya Productions, the Defense Force, but it also has the double meaning of dust, i.e.,
rubbish. Eventually, Itano taught some of the staff members of the GONZO CG team and
Graphinica studio. Even though the studio disbanded in 2011, Itano said: “The people | taught are
going to the frontline and doing more and more. | hope that Tokusatsu and everything else will
continue to expand.” (Macross Ace, 2011, para.16, my translation®!). Itano’s pioneering use of
3D CGil started in the animation field and expanded to tokusatsu.

Itano worked in the original Macross, and it would be in the OVA Macross Plus, 1994-
1995, that he gradually started utilizing 3D CGI. In the OVA, the 3D was used as a substitute for
background animation, in other words, as a representation prop. For Macross Zero (2002-2004),
Itano gradually increased the proportions between 3D CGI and 2D, with most of the battle scenes
being made utilizing 3D CGI. Since Itano was an experienced animator and mentor, he realized

that the 2D production system needed to be adapted to accommodate new technology methods.

312 Artland 1 (located in Takadanobaba) was the head office, and Artland 2 (Okubo) was the background team. Artland 3 was where
people who worked at Anime Friend and some freelancers used to work, so it was a mixed environment. It was located in a flat in
Kichijoji.

WP HE I VI RIIE LN D BOGNEA S TIELD LRV TSR WNTTh, T, DASTZ{ED £ L7z
SR NEZ T NTZEN ELEARTRIZAT S TR T NDAAT, FRTHMTEH EAEARN > TWIFIENN &
BoTuWnWES”
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“Itano: | was surprised at the generation gap when more and more young animators started saying
that they didn’t want to draw hard things.” (Noguchi, 2014, para.3, my translation®®). In the 80s
and beginning of the 90s, the animation system relied heavily on drawing abilities, and as such,
the work was concentrated on the best author animators. With increasing demands to develop high
skills with working hours leading to exhaustion and financial hardship, several animators seemed
tired of developing complex mechanisms for robot animation.

For example, while animating for Ideon and Macross, Itano drew everything on one piece
of celluloid and then stacked around 4.000 sheets to move the layers, creating the animation.
However, this type of work experience has become rare, partly due to economic reasons. Itano
sees that hiring overseas services comes at a heavy cost for the new generation of artists.
Furthermore, most animators are paid by piece rate, so the animators strategize to make a living

more than developing an artistic ability.

That is why the generation of that time still supports the industry. The more original
drawings by people who are good at movement, the more moving pictures they have, so
they send them overseas, including the finishing touches. On the other hand, young
Japanese are asked to only clean up still pictures out of politeness. Since they do not have
a chance to experience good original motion pictures, they do not develop a sense of motion.

(Noguchi, 2014, para.11, my translation3®)

Even though the Cool Japan Strategy was initiated by the Japanese Ministry of Foreign
Affairs (MOFA), animators working conditions still need improvement. The challenges of creating
a sustainable environment for artists have recently sparked discussions. In 2021, journalist Rei
Nakafuji published article3!” about the seriousness of the “Japan-China reversal” in animation
production. Chinese animators earning power and working conditions seem to double the average

earning in Japan, shifting subcontractor power. The survey3!8, published by the Japan Animation

S fflf: [KERBDOEH OBPIZ] LVIHBENWT A —F—PHPZTEC, VxRl —rvarFyy7ICEEE
L=

SO M B RIZICU O MNRPEREZZZTOLDOTY, B0 EFOADKFENIE EEBALENAL 25D T, L
FHED TN L TLES, —FH T, BANITELZNS LW I BT, ERNOXEFIIMHERIEDIREO Y Y —
Ty RN BEES LD, ROBIE OFEICAND T v ANRRVNG | BIEO' L AREDNRN

317 Nakafuji, Rei. (/5 ). (2021) ‘The seriousness of the “Japan-China reversal” in animation production. Japan has become a
subcontractor to China” (H AR N7 HHEAND 343D L THLe) 7 = AHIETHELe" H Fds" OFL &, HANHFEO T3
IFIZ 72 > TW %), President Online. Available at: https://president.jp/articles/-/44767 (Accessed 2022.07.02.)

318 JANICA 2019 survey. Available at: http://www.janica.jp/survey/survey2019Report.pdf (Accessed 2022.04.02.)
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Creators Association (JAniCA), shows that the activity that provided the most income was that of
original creation made by key animator (JAniCA, 2019, p.19). The report also signalizes long
working hours, few rest days, and low wages across different categories of art creation (JAniCA,
p.44, 2019).

“Itano: Yes. | thought someone had to be a pioneer and show Japanimation using 3DCG.
Otherwise, people would get caught up in the belief that it is impossible and not try to do it.”
(Noguchi, 2014, para.12, my translation3®). Itano’s approach is that by implementing 3D CGil,
animators can develop a sense of layout and composition and, from there, create an aesthetic
practice. “But 3DCG would be more reliable if it were led by someone who could convey the lens
effects of Japanimation and the deformation of space and time axes. | wanted to prove that, so |
trained Tsuburaya Productions CG and compositing teams from scratch on the Ultraman series.”
(Noguchi, 2014, para.25, my translation®?). Itano’s participation in Ultraman resulted from his
seminars teaching 3D to numerous people working in the industry. In one of his teaching seminars,
the animator Haruhiko Mikimoto and director Kazuya Konaka participated, and years later,
Konaka invited Itano to join the movie project Ultraman: The Next (ULTRAMAN, 2004).

At that time, people in charge of tokusatsu manipulation did not have experience with CG
since the standard was to utilize miniatures. Because of his experience as an animator while
teaching the new generation, Itano became the flying sequence director (see Figure 19) as he

explains in this interview:

I was given the title of Flying Sequence Director in the credits, as | was responsible for the
flying scenes. The aerial battle between Ultraman and The One at the end was more CG,
but between the CG cuts, they also did live-action shooting, which | attended. | was also
present during the filming of the CG cut and when the CG cut was combined with the live-

action cut. (Oguro, 2005, my translation®t)

319 «FHE [TV, FEDSNA F =TT o T, 3DCG Ao 72 P v R A—2 g VEREDISLERHD L HE-oTnEL
2o O L7aWE . TEHZE] LW BVIALRITHI BN T, BRARSLAHS I ELARVDTT L

WeTHL Yy N A = a3 DLy AR, R EREHEIOT 7 4V A BB 2 6D AR HEETIE, 3DCG I
Lo lEHEEIND LR D, TNEEHALZLS T, —#HO [ I~ ] VY —XATEARKTe L7 v a o
CGHEL ARIEZE A Fb#x CWWEE LR

TS5 D= DEEITEDENIETRS>TWNWEDT, 79T V=TV AT 4 LI X =N )JFEX
TIZLVy MZHLTH b WE L, REOUNAL R TIw o oW - DUDZBHRIICGCDEBRE oA TTIFE, C
GCGONy FECGDH Yy hORIZ, EETHRATZIL I TR0V« UUBABATYT, oWV oE1%, EEED
AN HRWE LT, HEIWVEEREREZ RO THEL-oTCGEAKRTAHE D, WEIILHE > TV ET . Oguro,
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Figure 19 Flying sequence in Ultraman: The Next, 200432

They mixed live-action cuts and CG for this sequence, and Itano was responsible for
achieving visual coherence. His pioneering use of 3D technology also appeared in the series
Ultraman Nexus (2004), Ultraman Max (2005), and Ultraman Mobius (2006-2007). For the
Ultraman series, which he worked on for three years between 2004 and 2006, Itano introduced the
Itano Circus using 3DCG to the tokusatsu world. In Figure 13, the photos above left and below
right show the flying sequence that Itano was responsible for. By utilizing CG, Itano was capable
of transmitting his ‘animation’ style to live-action, helping in producing an Ultraman that could

fly dynamically.

Yuichiro. (/INEAE—ER). (2005) ‘Japanimation Technology Introduced in Tokusatsu: Interview with Ichiro Itano of ULTRAMAN’
Web Animation Magazine, see http://www.style fm/as/13 special/mini 050712.shtml (Accessed 2022.07.02.)
322 Image reference from Oguro, 2005, see: http://www.style fm/as/13 special/mini 050712.shtml (Accessed 2022.07.02.)
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5.3. Rebuilding Tokusatsu, Robot Anime Legacies, and Surviving Media

Matsumoto Hajime worked with lizuka Sadao at Den Film Effects, and they contributed
with optical effects for Godzilla vs. King Ghidorah (237 vs &% 7 % R 7, Kazuki Omori,
1991). Den Film Effects started using digital technology for composition in Kamen Rider ZO ({i
7 A % —Z0, Keita Amemiya, 1993). From Godzilla (1954) to Godzilla Final Wars (=35
FINAL WARS, Ryuhei Kitamura, 2004), the Godzilla and monsters characters were made with
suitmation, in which the actor would embody the monster and use mainly optical composition for
the effects. In the following five years, during the Heisei Gamera trilogy (1995-2006), there was a
transition from optical compositing to digital compositing. “In the first Gamera film, the ratio of
digital to optical was 3 to 7, but in the third film, the ratio was reversed to 9 to 1. From Whiteout
(2000) onwards, all compositing was done digitally. Composition technology has changed
dramatically in just five years.” (lizuka; Matsumoto, 2016, p.33, my translation3%).

Gamera: Guardian of the Universe (% A 7 X% Ek2% 1 8k, Shusuke Kaneko, 1995)
was the first film of the Heisei Gamera trilogy. To help redesign the monsters Gamera and Gyaos,
they hired Mahiro Maeda and Shinji Higuchi of the animation studio GONZO. Tomoo Haraguchi
was responsible for molding the suit with the new design elements. The studio GONZO was
created by former members of Gainax Studios, Shoji Murahama, Hiroshi Yamaguchi, Mahiro
Maeda, and Shinji Higuchi. Higuchi started working part-time, helping with miniatures and visual
effects in The Return of Godzilla (=3, 1984). He also helped with storyboards for Bye-bye
Jupiter (& X725 ¥ =2 74—, 1984, Sakydo Komatsu and Koji Hashimoto) before he joined
Gainax animation studios and continued working sporadically in tokusatsu movies, such as Ultra
Q The Movie: Legend of the Stars (7 /L 7 Q ¥ - A —t'— B D{x3, Akio Jissoji, 1990).

Gamera 2: Attack of Legion (%7 2 7 2 L &4 883k, 1996, Shusuke Kaneko), Mahiro

Maeda and Shinji Higuchi were again in charge of designing Gamera and Legion monsters. In

SBFRAFZ—EHTIL, TUZNEATFUNDHN 35 TIEo7-0, ZAFA T 9% LITWHE L7z, 1EHN7K
HEEM, AT FALNAHN BT VS AAHAOBITI Tl e, RTA KT ¥ R (00 F)URRET<TF V4 0
BRTHE, BREHEDTHEETRE L B0 THS.?
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addition to making the suits, they also used computer graphic elements under challenging scenes.
In Gamera 3: Revenge of Iris (7 A 7 35t (£ U X) FEE, 1999, Shusuke Kaneko), the ratio
of composition of digital was 9 to 1 for optical composition. Studio GONZO was one of the first
studios to utilize digital technologies in Blue Submarine No.6. The know-how of digital
composition learned throughout the Heisei Gamera series also contributed to the animation field.

“The Japanese film industry was slow introducing a system to digitize original negatives.
It was unclear how widespread the system would be, and it was expensive, so companies were
cautious about introducing it.” (lizuka; Matsumoto, 2016, p.243, my translation3?4). The advances
in digital technology made it possible to combine digital technology and film; for example,
negative film is digitized with a scanner, and digitally edited images are re-recorded on film and
shown in theatres. Nowadays, it is possible to go from shooting to screening without using film.
Although the digital medium benefits production and cost reduction, the preservation of such
productions has been widely discussed in the past two decades. These concerns were published in
the two books called Digital Dilemma (2007) and Digital Dilemma 2 (2012), published by the
Academy of Motion Picture Arts and Sciences “But today, no media, hardware, or software exists
that can reasonably assure long-term access to digital assets. A dynamic approach that anticipates
failures and obsolescence will be essential.” (A.M.P.A.S, 2007, p.13). That is why Katsuhisa
Ohzeki wrote that films developed with motion pictures could integrate with digital technology
and assume a new mission to preserve digital data. “On the other hand, there is a decisive
advantage of storing digital data as images on film: it is possible to revive them as images at any
time.” (Ohzeki, 2012, p.100, my translation®?°). In Japan, roughly after the movie Whiteout (< 7
A4 b7 7 b, Setsurdo Wakamatsu, 2000), compositing was done digitally. However, there were
still working with film as well.

From Godzilla (1954) to Godzilla Final Wars (=<7 FINAL WARS, Ryuhei Kitamura,

2004), the Godzilla character was made with suitmation, in which the actor would embody the
monster. The U.S.A. movie version of Godzilla (Roland Emmerich, 1998) then brought a full CGI

version of Godzilla. However, the result was closer to a mutant dinosaur not following the Japanese

SUCHARMEZERIIA D DTN T T VX NMMET BV AT AOEARENST-OTHD, UL, EEEZFTHF
KT 205000 F, VAT AARBERERIZD, FHEPEAIK L TEEIZR>TWeDTH D

¥« FUOMNT—HET 4 VATEBE UTRFET S Z EICTRENZRA Y v bB3HD, THUE, WO THER
BLELTEANALEDZENRAREIEEVWHI ZETHD”
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characteristics of Godzilla. However, the image of Godzilla running through skyscrapers was
depicted in CG, prompting many people to want to see a Japanese-made Godzilla utilizing novelty
technology.

In Godzilla 2000:Millennium (=3 200 X L =7 A, Takao Okawara, 1999), Godzilla’s

enemy is the UFO called Organizer G1, which tries to absorb the genetic information that only
Godzilla possesses. However, because it cannot control it, the UFO starts to transform into a
monster. The UFO and the earlier version of the monster Orga are realized utilizing only CGlI.
Once fully transformed, the UFO becomes the monster Orga, represented with an actual suit and
added special effects. The special effects director Kenji Suzuki and the sculptor and effects
producer Shinichi Wakasa had difficulty combining the CGI version of the UFO and the
characteristic of Godzilla and composing and utilizing such different elements on the screen. “The
Godzilla suit, which Toho had made since the first Godzilla, was ordered by an outside sculpting
company for this film, and Shinichi Wakasa, the sculpting producer of Mothra 3: King Ghidorah
Attacks, sculpted Godzilla and the enemy monster, Orga. The scene where Godzilla swims in the
sea is drawn by CG.” (Toho Company, 2018, p.7, my translation32).

Godzilla 2000: Millennium was the first attempt to portray a monster version utilizing only
CGil, and some elements where it was challenging to represent Godzilla using suits and miniature
models. In Godzilla, Mothra, and King Ghidorah: Giant Monsters All-Out Attack (22 7 & A 7
X7 X R T KRB B, Shiisuke Kaneko, 2001), another adaptation was made in which the
head of the suit actor inside moves the central neck of Guidorah, and the left and right necks can
be operated by the actor’s hands. “Until then, King Ghidorah’s three necks were manipulated by
wires, but thanks to the ingenuity of the molding, King Ghidorah’s movements were vividly
expressed without the need for the manipulation department staff help.” (Toho Company, 2018, p.
7, my translation®?7).

As the title suggests in Godzilla Final Wars (2004), the movie was planned to mark the
end of Godzilla’s life. Godzilla defeats the monsters controlled by the X aliens one after another.

To meet director Ryuhei Kitamura’s intent of having Godzilla do martial arts, the Godzilla suit

HENRPR I T DOIEVFRIT CEI VT A=Y %, RMETEHABOBEESLICEEL, [T2T7 3 F 7%
KZ8sk] OEE 70T 2a—P—TCHIEWRP—NIT VT LEURIRO ANV &R Lz, B, 2V T/ 2RV
— 1% CG THED LTV 5.
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was slimmed down to the utmost limit to facilitate the actor’s movement performance and fighting
skills. However, apart from the U.S.A movies that used CGI, Godzilla (1998), Godzilla (Gareth
Edwards, 2014), and Godzilla: King of Monsters (Michael Dougherty, 2019), the first Japanese
production to use a full CGI version of Godzilla was Godzilla Resurgence or Shin Godzilla (2~
>« 27, Hideaki Anno, 2016).

In 2004, Hideaki Anno directed the tokusatsu movie Cutie Honey (% = —7 4 —/ =),
an adaptation of the manga of the same name by Go Nagai. The movie’s main character, Honey,
was played by the Japanese model Eriko Sato. The movie plot tells the story of Cutie Honey, trying
to avenge her father and protect humanity against the evil organization Panther Claw. Cutie Honey
(see Figure 20) is a tokusatsu with anime elements, such as live-action battles surrounded by

impact lines and impossible movements made possible by over-the-top effects, such as limb-
stretching and mid-air dodging.

Figure 20 Hani-mation and missiles in Cutie Honey (2004)328

328 still-image from Cutie Honey (¥ = —7 1 —/~=—). (2004) Hideaki Anno. Japan: VAP (»X+ ) (1h33min) (DVD).
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It incorporates the classical element of Sci-fi anime, the missile maneuvering from different
directions, intense lights of smoke, and sparks explosions that appear in the Super Sentai series. It
also presents the transforming magical girl, with Honey transforming sequence. She raises her arm,
announces Honey Flash, and touches the heart attached around her neck after her clothes peel off,

and she transforms into the pink suit for battle or any other character.

The film’s highlight is the production method called “Hani-mation” (a term coined in
conjunction with Cutie Honey), which maximizes the use of animation-like visual
expressions typical of director Anno. Like the production of animation celluloid pictures,
a storyboard is first laid out frame by frame, with actors making poses according to the
storyboard. Then time-lapse films are laid out to create images that are neither animation

nor mere live action. (Sakuma, 2003, para.3, my translation®?°)

The combination of animation and live-action without the explicit goal of media distinction
made the light theme of Cutie Honey transports itself to the media production. It also used CGlI
elements without concerns to achieve a clean, often cold-finished look. In his career, Anno also
directed other live-action genres outside of tokusatsu, like the experimental Love & Pop (1998)
and Shiki-Jitsu (2000). The Hani-mation effect utilized by Anno and the already mentioned work
of Itano in Ultraman shows that the increased digitalization of media production also demanded
the active work of experienced animators to work in composing images from different sources and
make them coherent while on movement. After doing all these live-action projects, Hideaki Anno
turned his attention to the Rebuild of Evangelion project, which would rearrange the original story
in four animated movies. The first three movies were released respectively, Evangelion: 1.0 You
Are (Not) Alone (2007), Evangelion: 2.0 You Can (Not) Advance (2009), and Evangelion: 3.0 You
Can (Not) Redo (2012). However, something else happened in 2012, and even some years before

that sparked a movement toward recovering an apparently lost or dead media.

39« DI O FL & Z AIF DN S BEFEED LT = A — v 3 VMR FR B A R K RICIR D A A TEON= A —
F(Fa—T 4 = N=—ICEDEER) L WO RHWEFIEE, 7= A=Y 3 o VERTEE RERIC, &I 1a~
TODkRa L TERIWR, TIUHEDELER—RZJHENHLT, a~vRY LET7 4V 2E2W_RTTY = A THHERLET
THARWVEREZED H9 & 5 6 0.7 See: hitps://ascii.jp/elem/000/000/340/340237/ (Accessed 2022.06.06).
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Chapter 6: Surviving Legacies

6.0. Building a Tokusatsu Museum

The arrival of digital technology meant that aesthetic changes were expected to be
incorporated into existing methods of production. As such, artists stood before tools and techniques,
questioning how to harness their craft and make it interesting for the possible viewers. In the
moment of change, one could say a media format could possibly die, become obsolete, or even be
forgotten. The movement of what happens in the realm of images does not indicate a complete
death. Might there be a time for returns? Might there be a time for its survival? The image as an
anthropological phenomenon inhabits the artists that make, share, and thrive in a lineage of craft-
making and, to a certain extent, causes changes in the social fabric it touches. The image seismic
power cannot be contained to one moment; it irradiates through time, even if it looks dead, obsolete,
or forgotten.

The story of Tokusatsu and Anime's relationship traced so far has lived somewhat in the
shadows, in the footnotes of books that remind us of their connection, but few times received
particular attention. It has survived mainly in the artist’s practices, cross-genre collaborations, and
fan-industry engagement. That’s why its preservation practices came from artists and collaborators
that had harnessed their practice by actively being involved in these art forms. From 2010 onwards,
artists would start to make efforts and raise awareness among people around them to revive the
tokusatsu art and miniatures that they feared might get lost forever. This chapter is the story of
artists and collaborators that made exhibitions and events about Tokusatsu and started to make
efforts to create spaces that preserved and legitimate both art forms, Tokusatsu and Anime, that
they had spent their lives watching, making, and sharing. These movements started at a dinner
party celebrating the completion of Evangelion’s second movie, released in 2009. On that day,
Hideaki Anno and his colleagues dared to ask themselves first and then inquire to others: Can we
build a Tokusatsu Museum?

In 2012, the exhibition called TOKUSATSU: Special Effects Museum-Craftmanship of
Showa & Heisei Eras Seen through Miniatures (i & &% 75 ] FrRfiff X =F 27 TR %

i3 F0 >~ ak @ 2 ) curated by Hideaki Anno and collaborators, was held in the Museum of
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Contemporary Art Tokyo. This exhibition was possible because artists, private collectors/fans,
curators, and companies, like Toho Company, Tsuburaya Productions, Kadokawa Shoten
Publishing, Studio Ghibli, and P. Productions, among others, collaborated. Averagely, the
exhibition had around five hundred restored miniatures and props, mostly restored to their original
form and construction method of the analog era. Besides exhibiting these materials, they also
created and exhibited the tokusatsu short film called Giant God Warrior Appears in Tokyo (E.4#
LW RICHLI 5, Shinji Higuchi, 2012), written by Hideaki Anno and Otard Maijo. The short
film focused on the bioweapon, the Giant God warrior that appears in Nausicaa of the Valley of
the Wind (JE\OO & D17 271, Hayao Miyazaki, 1984). Originally Hideaki Anno was entrusted

with the Giant Warrior scene, where he animated the dissolving and shooting beams, adding its
style of making powerful explosions and effects to the Miyazaki animation.

Miyazaki and Anno, besides working together, are also long-time friends that share mutual
respect and admiration for their work. As such, the experimental tokusatsu film was co-produced
by Studio Khara (Anno’s studio after exiting Gainax), Tokusatsu Research Institute (Toei), and
Studio Ghibli, with Miyazaki providing the character rights for the short movie and his voice. In
Giant God Warrior Appears in Tokyo, the Giant God Warrior fluctuates above Tokyo and plans
to annihilate the human civilization. The director Shinji Higuchi was approached by a longtime
collaborator and friend, Hideaki Anno, to take part in the project. “Hideaki Anno asked me to help
him build a museum to display miniatures used in special effects. | had long heard about the
miniatures and props that Tomoo Haraguchi restored and Yuji Nishimura’s collection. I wondered
if there was any way to bequeath them to the next generation, so | had a general understanding of
what he was talking about.” (Studio Ghibli, 2012, p.60, my translation33°).

To understand how the exhibition came to exist and the organizations and collaborative
work it ignited, | interviewed Miyoshi Kan (=4, %), who worked as a curator and researcher for
the Ghibli Museum and the launching of the Tokusatsu: Special Effects Museum. Miyoshi Kan,
first worked as a magazine editor, and in 2000 he joined Studio Ghibli Inc. He was a curator at the

Ghibli Museum in Mitaka, in charge of exhibitions, collection storage, and research. Among his

BRI FHIAMND, FRIHEDLDN D I =F a7 2BRTEII 2 VT LEEVZVO TR EoTELWEEEN
F L7, DRI BFAOBAEIADE T LI =F 2 T7/MNEE, TR - SADa LY ¥ a AZOWTIFW TV E
L7ze FNHEZEROEMRITET HEIZRVEDONEEZ TWEZDT, OE->TWVDZEIIREHMTE /D TY
M
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work as a curator, it’s possible to highlight the “Studio Ghibli Layout Exhibition” (2 % 47

UL A7 7~ v MR&, 2008) and “Director Hideaki Anno’s ‘TOKUSATSU’ Special Effects
Museum-Craftsmanship of Showa & Heisei eras seen through miniatures” (f£& &5 750 Krix
EEE S =F = 7 TR HEFER O, 2012), both held at the Museum of Contemporary Art
Tokyo. While working as a curator in charge of cultural projects, he was involved in the 2017
establishment of the NPO named ATAC, Anime Tokusatsu Archive Center (Rf/EJE & FIEEh 1k
NT = AR T — J1 A4 7 H%HE) , and became its Executive Director.

| interviewed Miyoshi Kan at ATAC on July 11, 2022, surrounded by many materials and
a welcoming tea. ATAC was officially established in 2017, but it all started in July 2009, with the
wish to bequeath to posterity as much as possible the various intermediate productions and
materials produced in the creation and production of animation and tokusatsu images as a cultural
movement. Among the founders’ names, it is possible to see that the efforts of its making came
from artists, industry collaborators, and researchers that are also featured and cited throughout this
research. | will delineate the main founder's names3!, however, many more people contributed to
the creation and expansion of this archive.

The chairman of ATAC is Hideaki Anno; the vice president is the researcher Ryusuke
Hikawa and Shinji Higuchi. Among the founder members are respectively; Kohei Ando (22 f&#/L
¥, 1944-), Video Art and Experimental Filmmaker who is also a teacher at Waseda University.
Kenji Uchida (PN H i ., 1953-) was a Japanese anime producer who then turned also a president
at Sunrise Studios. Koichi Inoue (J£_E32—, 1960-) was the former head of the planning office of
Sunrise, who helped establish animation production of original features. Shin Unozawa (¥ 3
{1, 1957-), executive producer at NAMCO BANDAI Holdings & Games. Katsuro Onoue (& E
L HS,1960-), special effects director, member, and then president of the Tokusatsu Research
Institute (RREZNEAEEHRAFZEAT). Yasuhiro Kamimura (#4522, 1962-) animator, worked at
Gainax studios and is now president of Groundworks Co. Nozomu Takahashi (& %2, 1960-),
animation producer, works at Nippon TV, senior advisor to the Ghibli Museum in Mitaka, and is
a researcher at ATAC. Souichi Tsuji (31*:—) is a researcher at ATAC. Yuji Nishimura (P8#4%4

331 ATAC official website for further information: https://atac.or.jp/about/
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7K), Representative of M1 Company (M1 5 £1:4X), located in Fukushima Prefecture, manufacturer
of sculptures of heroes and monsters appearing in Japanese tokusatsu productions. Tomoo
Haraguchi (Jii 1, 54, 1960-) is a special makeup artist, sculptor, film director, and film special
effects director. Ryusuke Hikawa (K JI[# 7T, 1958) is a researcher of anime and special effects
and a professor at the Graduate School of Global Japanese Studies at Meiji University. Shinji
Higuchi (f# 1 =:fiF, 1965-) is a filmmaker, special effects director, screenwriter, and storyboard
artist. Koji Hoshino (\2% F ., 1956-) is the chairman and president of Studio Ghibli Inc. Toshio
Miike (=#t, R, 1961) is a special effects art director and modeler that worked in multiple
tokusatsu movies. Takanori Aki (ZZ2% &4, 1971), CEO of Good Smile Company, works making

content for fans of character figures, and Miyoshi Kan (=4f &, 1969-), curator, researcher, and

executive director of ATAC.

Figure 21 Tokusatsu Museum (2012) opening ceremony with Shinji Higuchi, Hideaki Anno, and Toshio Suzuki®??

332 Image reference from: https://nlab.itmedia.co.jp/nl/articles/1207/09/news130.html (Accessed 2022.10.05)
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6.1. Interview with curator Kan Miyoshi: How did it start?

Interview with curator Kan Miyoshi (=4, &)

Date: July 11, 2022,
Place: ATAC, Koenji-kita, Suginami-ku, Tokyo. 333

*k*k

Angela: ATAC was officially founded in 2017, but the project started a few years before
by people interested in preserving Anime and Tokusatsu culture. For example, in 2012, the
exhibition: “Director Hideaki Anno’s ‘TOKUSATSU’ Special Effects Museum-Craftsmanship of
Showa & Heisei eras seen through miniatures”(Museum of Contemporary Art, Tokyo, held from
Tue. 10 Jul - Mon. 08 Oct 2012). Can you tell me how this exhibition became a catalyst for bringing
together people interested in preserving tokusatsu and anime? And when did the origin of the
ATAC concept begin?

Miyoshi: | see. | understand. So, it was ten years ago. First of all, let me talk about the first
question, the situation around the Tokusatsu Museum, around 2009. During 2009, Hideaki Anno,
as you know, was working on the second movie of the Evangelion series, called Evangelion: 2.0
You Can (Not) Advance (=77 7 > 7 U T U #HBEIGhR: 7%, 2009). Since they finished working
on the film, they had a drinking party to celebrate. At that time, Mr. Shinji Higuchi (£ I1 =.fii]),
Mr. Katsuro Onoue (J&_EF2ER), and Mr. Makoto Kamiya (##1433%), all special effects directors,

were there. Well, we are all good friends. | think you had an idea about this.

Angela: Yes, | know Hideaki Anno and Shinji Higuchi go way back to the DAICON film

times.

333 Conducted originally in Japanese language. Transcriptions from audio recording made by Mr. Taku Kawai and Ms Mie Kawai.
Translations to English language by the author.
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Miyoshi: Yes, well, they have known each other since their 20s. Ah, there was also another

person at that table, Tomoo Haraguchi (it 1% 4:); maybe you know about him. Do you know

that he was in the magazine Uchiisen (575 #iR)?

Angela: Yes, | know.

Miyoshi: At the back of the magazine Uchiisen (F-HifiR), there was a serial page called
“Piece of Dream” (£ 7>} ) that had a connection with Mr. Haraguchi, whose grandfather

was a recording engineer for movies, and he used to visit him when he was working at the movie

studios.

Angela: Oh, so that’s how it was.

Miyoshi: Mr. Haraguchi was also born in 1960. When he was a child, special effects artists
were in full bloom, including Ultraman and, of course, Godzilla. So many people were apprentices
of directors that were making films at the studios. So, the miniatures were on set, and when the

filming was over, and the errands were done, they were thrown away.

Angela: Yes, | read about this problem in many interviews given by artists at that time.

Miyoshi: After they finished filming and didn’t need the miniatures anymore, they were
throwing them away in the junkyard, so Haraguchi was like, “This plane was in that movie
recently.” The staff at the studio said, “It’s ok; if you want it, you can take it. You come here a lot;
I will give you this”. And like this, he took miniatures home. Since he had a lot of them, he also
took many pictures. After he became an adult, he started working on tokusatsu sculptures of
monsters and mecha. He was initially involved in many productions, part-time jobs, and other

things.

Angela: So, he accumulated different knowledge about ways of making miniatures of all

sorts, right?
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Miyoshi: Since he was a child, he went to filming locations or the miniatures and modeling
workshop right near the filming locations and in some ways, he saw how they were made. He saw
the actual production happening. So, when he was older and had honed the skills of making things,
he decided to fix the miniatures himself. The miniatures that were thrown away at the studios were
already in shambles. But even though they were in shambles, for example, the wings had come off
and were in pieces, he put them back together properly and re-painted them. He could do that
because he saw the finished product in its proper state and also researched the paint and techniques

used at the time. He also collected many photographs, so he could check and confirm the details.

Miyoshi: So Mighty Jack's (¥ 7 « ¥ % 7, 1968, Tsuburaya Productions) fighter jet
must have been more battered. He fixed it up and puts it back to look like this. (Miyoshi shows me

a picture).

Angela: So, Haraguchi put it back together.

Miyoshi: He did the restoration, took photos of it, and put them on Uchiisen (F-HifiR)

magazine, issue after issue.

Angela: So many of his restorations were published in this magazine.

Miyoshi: And he has been doing it for years. There are dozens of them, so they compiled
the images in two books. (Miyoshi shows me the books®**). So, on the day when Hideaki Anno,
Shinji Higuchi, and the others were having a drinking party, Haraguchi was taking pictures for the

magazine. So, the Ambassador Magma (~ 2~ Kfi#, 1966, P. Productions), you see, transforms

into a rocket. After the transformation, Mr. Haraguchi picked up the rocket the studio had thrown

334 References and book details. 1) First book: Haraguchi, Tomoo; Fumiya Kato. (2021) Yume no Kakera: Toho Tokusatsu Eigahen
(BT 5 HEHRELUEF). Tokyo: Hobby Japan Co., Ltd. (B4 B —7 % 2X2). This book is a selection of Toho
films from the popular serialization project “Pieces of a Dream,” which has been serialized from vol.121 to the latest issue of the
tokusatsu magazine Uchiisen (F-Hifift). It features mainly Toho showa tokusatsu miniatures and props that were restored and
reconstructed by Tomoo Haraguchi and photographed by Fumiya Kato. 2) Second book: Haraguchi, Tomoo; Fumiya Kato. (2021)
Yume no Kakera: Tsuburaya purodakushon-hen (#0237 & [4 7 = &4 7 < 2 L FF). Tokyo: Hobby Japan Co., Ltd. (ks
ftAs € —7 % »X). The book is a selection of Tsuburaya Productions works from the same magazine. Presented by Tomoo
Haraguchi, restorer, with Hideaki Anno, Shinji Higuchi, and Yuji Nishimura as supervisors.
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away, fixed the broken parts, and photographed it for the magazine. After that, he joined the
drinking party. Haraguchi brought the miniature, and they all looked and said: “Wow, that’s nice!”.

Angela: Oh, so he brought the real thing!

Hiroshi Miyoshi: We all saw the real one at the party, where Mr. Haraguchi said: “I want
to show this kind of thing properly at the museum.” Another reason was that people who make
these things have already retired, or the companies that make them have gone out of business, and
the workshops have disappeared. In 2009, we were already using CG. We didn't make miniatures;

we already used CG models instead.

Angela: It seems that times have changed.

Miyoshi: There has been a decrease in the number of such things because people don’t
bother to make them, and CG takes their place. Also, even if miniatures are made and filmed, they

are still thrown away. So, people like Mr. Haraguchi are rare, aren’t they?

Angela: Yes, | agree.

Miyoshi: The people at the party thought that maybe the tokusatsu culture they liked was
finished.

Angela: So, there was such a conversation...

Miyoshi: But since they liked and thought seeing the Magma Ambassador rocket was
wonderful, they talked about how great it would be to do an exhibition in a museum or art gallery.

So, Hideaki Anno went to Toshio Suzuki (#5K %K), a producer at Studio Ghibli. Before that,

he went to various places for consultation, and one of them was Mr. Suzuki of Studio Ghibli. You
know the Ghibli Museum in Mitaka, don’t you?

Angela: Yes, | visited the Ghibli Museum before.
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Miyoshi: In short, Ghibli created a public museum in Mitaka City. Hideaki Anno went to

Mr. Suzuki for advice on making a museum of Tokusatsu since he was thinking about it.

Angela: | see, so since the Ghibli Museum was already created, Anno wanted to consult

about the procedures and ask for advice.

Miyoshi: Anno went to consult with them because they already had the know-how. He said,
“I want to build a museum next to the Ghibli Museum.” Of course, a Tokusatsu museum. So, Mr.
Suzuki said that it was hard to build a museum; it would cost a considerable amount of money and
requires many people. And above all, once the museum opens, you must keep it open for a long
time. It also costs money to maintain and is challenging. However, Mr. Suzuki said it might be
possible to organize some Tokusatsu exhibitions first. That way, it would be possible to find out
what kind of miniatures were available all over Japan. And if there is an exhibition, it’s possible
to negotiate with miniature owners to borrow the miniatures to put them on display at the exhibition.
In doing so, it would be possible to communicate with the owners, build relationships and become

acquainted with them.

Angela: Oh, | see; they could also connect with the movie companies, right?

Miyoshi: Yes, to build relationships also with the movie companies. Also, doing things this
way made it possible to make a list of miniatures and special effects materials that were still
available in Japan. That was one thing. The other was to appeal to the world about the critical
situation that Tokusatsu had already ended, as Hideaki Anno and others have said before. Above
all, they can appeal to the audience and show how Tokusatsu was interesting. So, Mr. Suzuki
suggested we do something first before opening a museum. The other thing was that Studio Ghibli
had been doing exhibitions at the Museum of Contemporary Art in Tokyo every summer for
several years. Since about 2003, or 2004. The reason is that the director of the Museum of

Contemporary Art, Tokyo, at that time was a man called Seiichiro Ujiie (X5 25 —ER), who was
the chairman of Nippon TV (H A7 L B Ji%5#d). He passed away in 2011. But of course, he was
in good health at that time.
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Some years before Hideaki Anno consulted Toshio Suzuki, Mr. Ujiie consulted Mr. Suzuki
and said that he wanted Ghibli to work with NTV to organize some exhibitions at the Museum of
Contemporary Art Tokyo every summer. We could do an exhibition about Ghibli animation, or
even other animations. Anyway, they asked to do an exhibition that would bring many people
during the summer holidays. Of course, Ghibli is very indebted to NTV, so we accepted and held
various exhibitions yearly. Usually, it was a Studio Ghibli layout exhibition or an exhibition of
Kazuo Oga ((5 £ Fni), the art director of My Neighbour Totoro (1988), or something like that.
We did several projects, and in the summer of 2012, we hadn’t yet decided on a project to hold

that summer.

Angela: So, finally, the opportunity had come along.

Miyoshi: So, everyone involved got together in the autumn of 2010. NTV organizes the
exhibition. That is the system or structure of the summer exhibition at the Museum of
Contemporary Art Tokyo. The department responsible for managing the Studio Ghibli exhibitions
cooperates in planning the exhibition. The Ghibli Museum also cooperates. | was working at
Studio Ghibli then, and I was the curator of the Ghibli Museum, so | was put in charge of this. It
was decided that in 2012 we would have an exhibition on the theme of Tokusatsu, supervised by
Hideaki Anno.

(Interview excerpt end here)
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6.2. Interview Part 2: Curating the Exhibition

Angela: So, how was the preparation for the exhibition?

Miyoshi: At that time, there were a lot of different titles, like “Supervision: 70 Years of
Hideaki Anno’s Tokusatsu”. At one point, it was titled “Farewell Tokusatsu,” as if to say that
Tokusatsu was already over. With the increased use of CGI, the meaning was that the special
effects of miniature analog technology, which had been developed since Eiji Tsuburaya Eiji in the
Showa period, had finished their role. We had the idea of holding a ceremonial “Farewell
Tokusatsu” exhibition to express our gratitude and condolences spectacularly. However, that
would be a bit too extreme since there are still people who continue to make tokusatsu and fans
who love them, even though the opportunities (for filming) have decreased. After many twists and

turns, the title was changed to “Tokusatsu Museum.”

Angela: There was a bit of a change.

Miyoshi: It’s a special exhibition, but the title is already “The Tokusatsu Museum.”
Because it is a museum, the director is Hideaki Anno. So, “Director Hideaki Anno, ‘TOKUSATSU’
Special Effects Museum” to be more precise, we wanted to feature tokusatsu, particularly in

miniatures, so we also titled it “Craftsmanship of Showa & Heisei eras seen through miniatures.”

Angela: This process of change is exciting.

Miyoshi: So, as far as possible, we gathered miniatures that were still available in the world
today and can be exhibited. The Museum of Contemporary Art, Tokyo, has a vast exhibition space,
so the first thing we did was to borrow as many miniatures as possible. But as a result, how much
is it, maybe about 500 to 600. It’s difficult to count the number of items we gathered at that time.
For example, at the end of the exhibition, we built a miniature stage like a film studio, where

visitors could go up and take pictures. The number of items on display would differ depending on
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whether a small set or each telephone pole on display is counted. So, it isn't significant to say how
many items are displayed.

We wanted to show as many items as possible and ended up exhibiting about 500 items.
Firstly, we tried to show as much as possible of the old tokusatsu, including many real miniatures,
and as much as possible of the Showa period. I also mixed in a few Heisei period items in the
newer areas, but I tried to show as much as possible. Another thing is to show them creatively. For
example, behind the large backdrop called “Horizon” in the studio, there was an art warehouse
where miniatures, suits, and various other things were stored. Once it got too full, they threw items
away. Of course, there were art warehouses that were not thrown away and were still kept, but
now they are rarely in the studios anymore. But anyway, when you entered the studio, there used
to be a warehouse full of monsters and mecha. We are trying to recreate that in the Tokusatsu Art.
Finally, we turned the exhibition space into a film studio and built a miniature stage where visitors
could walk around the miniature set and take pictures. We devised such a way to present the
exhibition. If we made it look like a regular exhibition, just a bunch of miniatures on display like
sculptures, it would be attractive to the fans, but not to everyone. So, one of the things we did was

to try to make it more interesting.

Miyoshi: The third one is a video that was made. That is a short special effects film called
“The Giant Warrior Appears in Tokyo” (BRI R IZHLD 5, 2012).

Angela: Yes, | watched it on YouTube. I brought some pamphlets and documents about it.
One of my teachers, Ms. Minoguchi, attended the exhibition and told me about the setting, and

shared with me some exhibition books.

Miyoshi: Oh, I see. Originally, “The Giant Warrior Appears in Tokyo” was intended to be
shown only at the exhibition. No CGI was used. At that time, everything was shot digitally, and
digital compositing was used to finish the film. At that time, we used digital compositing, but we
did not use full CG for special effects such as 3D CG, explosions, special beams, etc. Instead, we

used analog technology to shoot the film and then composed them digitally to create the film.
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Angela: I noticed when | saw it that there was a combination of analog and digital. Well,
was the beam not in CGI? | know that the burning part was made with real material and then

composed digitally. I am interested in the combination of analog and digital in media production.

Miyoshi: The Beams were also analog.

Angela: Even the beams were analog?!

Miyoshi: Beams are also done by drawing the beams with a pencil on paper, cutting the

light mask, taking pictures of the light, and compositing them together.

Angela: Oh, that’s right, they used to do it like that. But when I saw it, I had the impression
of CGI.

Miyoshi: It looks like CG, but it was not used. However, “The Giant Warrior Appears in
Tokyo” was first made as an exhibition piece for “Director Hideaki Anno’s TOKUSATSU Special
Effects Museum” and was later released in theaters as a simultaneous screening with the
Evangelion: 3.0 You Can (Not) Redo movie (=7 7 > %7 U 7 > #EI5:Q, 2012), which was

released in the fall of the same year.

Angela: Oh, there were two versions! Is that what you mean?

Miyoshi: Yes, and so the one shown with Evangelion in the movie theater used CGI.

Angela: Oh, | see. I think that the one | saw on YouTube must have been the one that uses
CGl.

Miyoshi: It's already on Blu-ray, also. However, the one that was shown at the exhibition

has not been made into software at all. You can watch it at the exhibition, or you can watch it now

at the Sukagawa Tokusatsu Archive Center.

242



Angela: It would be interesting to compare them and see the aesthetic differences.

Miyoshi: I don't think you can tell unless you compare them properly. But, of course, you
can know it is a bit different. There is another point, besides the film itself, they filmed the
filmmaking process. The film “The Giant Warrior Appears in Tokyo” is less than 10 minutes long.
The making of the film, however, is 27 minutes long. It explains the process in detail. We did not
throw away the miniatures we used or the devices for the miniature scenes, but we took pictures
of them and exhibited them. Shinji Higuchi said, “Let's do it this way.” The exhibition staff came
up with the idea of making a film, and it was Hideaki Anno who suggested making a film of the
Giant Warrior. It was Higuchi who said that the making of the film would be used in the exhibition.
This was an essential element of the exhibition. So, we had to devise a way to showcase many
authentic objects from the past and create new videos. Have you been to the Museum of

Contemporary Art in Tokyo?

Angela: Yes, | have!

Miyoshi: It’s a three-layer structure with the first floor, the second floor, and the first
basement floor, but we used two floors, the first floor, and the first basement floor. That’s why it’s
nearly double the size of a regular exhibition. We had more than 290,000 visitors. | think it still
ranks at the top of all-time attendance records. It may be in the top 10. We mobilized that many
people. We honestly did not expect that many people to come. The reason was that in 2012, there
was no new Godzilla movie. Before that, they were filming Godzilla movies frequently. Ultraman

was also on a kind of hiatus. It was before Ultraman Ginga (2013) started.

(Interview excerpt end here)

*k%k

The Giant Warrior Appears in Tokyo (E.ff e BUICHEHLI 5, 2012) film is a little over 9

minutes with the Giant Warrior flying above Tokyo and then destroying the city with his menacing

beams. Because it was created to be exhibited at the Tokusatsu Museum, they utilized analog ways
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of producing explosions, miniatures of buildings, cut-outs of people and animals, special beams,
etc. The composed scenes were done digitally instead of using the traditional optical printer. The
only human being in the film is Megumi Hayashibara’s narrator voice, also known for her role as
the voice actress for Ayanami Rei in the Evangelion series.

Besides the movie itself, they also register the making-of of the movie, explaining how
they overcome the challenge of not utilizing CGI. The making-of footage is 27 minutes long. It
explains the process in detail. The version made for the exhibition is also available at the Sukagawa
Tokusatsu Archive Center (ZH& )58 7 — 71 A 7 & > % —) in Sukagawa city, the hometown
of Tsuburaya Eiji. The center was created for harboring miniatures and materials after the
Tokusatsu Museum exhibition was over. | will cover this process in detail in the coming pages;
however, for now, | will focus on my experience visiting the facility and watching the making-of
footage.

| went to Sukagawa and discovered that in the middle of rice fields and some houses, the
Sukagawa Tokusatsu Archive Center stands. Even though it was a rainy day, families were
bringing their children to the center. The first floor contains a small exhibition area that leads to
the miniature archive, a protected room with glass, and a controlled temperature that guards many
objects. The first floor also has a library with everything related to tokusatsu, from filmmaking to
art-making, where visitors can spend time exploring and reading. The second floor contains two
big miniatures and a screening room. The center offers different screening times, where the public
can watch the original Giant Warrior Appears in Tokyo (2012) made for the exhibition and the
making-of footage. | sat among families and children that are curious about the movie that is about
to start.

| previously watched the version accompanying the 3.0 Evangelion animation DVD,
where they utilized CGI. So, | was particularly interested in watching the original version, where
although they used digital format for editing, everything else was made with an analog approach.
It becomes clear that the original version is not only about preserving such techniques but also
about passing and teaching the potential public about tokusatsu history and its DI'Y proposals. The
main difference between the two versions is that in the original, you primarily feel the screen
materiality and the objects used without having a complete detachment from the story. To a (un)
trained eye looking for clues, the cardboard cut-outs of people looking up to the sky, the dog puppet

scene, and the lights that are lamps inside the Giant Warrior puppet are apparent and special. You
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are transported to a world close to reality, where the mimetic scenes don’t try to hide the artifice,
nor are they completely kitsch. It is a fine balance between elements and explosions that tear
everything apart, revealing materials, smoke, bits of buildings, and the edition that is holding
everything together.

After finishing the movie, it is time to watch the making-off. The titles appear in fast timing,
with titles reminiscent of Evangelion’s lettering style. It becomes clear that the movie was filmed
in many parts and scenes that were ultimately composed together, as in the analog era. They
utilized blue screens, and the manipulation team also used blue suits.

While Takayuki Takeya made the sculptor model of the Giant Warrior, Masayuki

Kurahashi (2 = —u >, Mewlon Co.) was responsible for the mechanical molding. Kurahashi

team planned the Giant Warrior suit as a bunraku puppet that could be manipulated since its
proportions were not fit for a human actor to be inside and move, as in the analog era. For the
“puppet” to be able to perform, they attached extending sticks to the head, shoulders, arms, waist,
and legs so that the manipulation team would perform its movements—these attached sticks
connected three manipulators to the giant puppet. The challenge was that all of them had to move
simultaneously while creating a sense of unity. They also designed the puppet to be detachable
into the waist, abdomen, and chest so that only parts of the upper body and legs could be filmed.
They also inserted removable joints for the shoulder blades and elbows; so the manipulation team

could adjust the puppet to make the flying poses above Tokyo city miniature.

The Giant Warrior itself has a latex rubber surface, aluminum core, and urethane foam
interior. The helmet-shaped head is made of FRP (Fiber Reinforced Plastic), and the fangs
and other hard, detailed parts are made with a cast (non-foamed urethane resin). The eyes
and shoulder spikes are made of transparent polycarbonate and have electric lights inside.
(Studio Ghibli, 2012, p.23, my translation®3)

In the floating scene above Tokyo’s miniature panoramic view, they had to combine the
puppet with the digital light spikes that came out like wings adjusting the camera work to integrate

the flow of the scene. “The shutter speed was slowed down to one frame per second to pin the

SeEMILEMRIE, RENTT v 7 ATALAT, RIZT7I, REIIRAV L X U E2RELTHY T, RO
X FRP(HEk#ETRIL 7T AT » 7 )8 Fre B THIONWWERIEF v A MG Y L X VR T4, RLmEO
AIXBI R Y BCAICEMHNAENLTNE T
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camera from the front to the back. Due to the camera work, a computer-controlled motion control
camera was used.” (Studio Ghibli, 2012, p.29, my translation33®). They utilized footage of real
Tokyo and real people walking around the city. That is the only movie part that utilizes “real”
people. Subsequently, they used Tokyo miniature with the cut-out extras, that is, photographs of
real people cut and pasted onto styrene boards. “Many of them were taken from the backs of large
numbers of people looking up at the Tokyo Sky Tree. There are more than 100 of them. The ones
in the foreground are about 1/10th the size, and those in the background are about 1/25th the size.”
(Studio Ghibli, 2012, p.35, my translation3¥7). After the Giant Warrior descends, he walks around
Tokyo, and the explosion of the buildings happens when the Giant Warrior unleashes a powerful
beam that cuts buildings from the city of Tokyo and reaches the district of Gotanda. Additionally,
miniature explosions were filmed in detail and then composed within the main footage narrative.
For the breaking of windows and buildings, they show how they used thin cables within the
structure and pulled them to break in a structured and realistic manner. The stop-motion dog scene
was also filmed separately and then composed together with the park miniature model.

Director Shinji Higuchi describes how he wanted to recreate the special effects that
characterize the landing of the ray weapon depiction in Hayao Miyazaki’s animation. This
influence and description are also presented in the booklet that accompanied the Tokusatsu
Museum exhibition catalog. “I wanted to achieve the timing and texture of the light rays of the
robot soldiers in Laputa: Castle in the Sky (1986), where they would meltdown and then explode,
so | shot multiple materials separately, assuming a combination of hard and soft. The bombs
landing on the buildings in the distance are also like something out of Laputa.” (Studio Ghibli,
2012, p.40, my translation33®). To produce the effect of the light beam melting the buildings and
subsequently exploding, they placed an orange paint-like mixture inside a rubber balloon and burst
it with gunpowder. The gunpowder explosion caused the liquid to fly out, representing a building
liquefied by high heat. They film this process, calculating the liquids angles and dripping to later

add to the digital composition, together with the cutting rays. This meticulous process captures the

BPHIMOLEETE LY FEEDEDEDIZ, VY v A —AL—F 2 1B 1a<v B LTRE, 1AT7T7—703d
L7z, ary a—ZTHET2E—vararba—Ah AT/ EHEINE
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analog DIY techniques that marked the beginning of tokusatsu but also incorporates animation
elements of representation, together with digital composition.
In terms of production, they based the image sketches and the sound data on the words

written by the novelist Otardo Maijo (#4% F K HR); a lica reel (video container) was created using

the Final Cut Pro video editing software, then edited and adjusted by director Higuchi. Based on
this storyboard, art director Toshio Miike created the city art plan. Hideaki Anno and Toshio
Suzuki were the producers in charge. Maeda Mahiro made the design, and Takayuki Takeya was
commissioned to create a sculpted model of the Giant God Warrior puppet. In the exhibition

booklet, Takayuki Takeya comments on the process of making the short movie.

At first, neither Anno nor Higuchi told us about the concept of making the film resemble
Evangelion in a homage way. But as we worked on it, we gradually understood it. I think
that Eva initially has its roots in the fact that Anno-san was in charge of the Giant Warrior
part, and at the very least, | think that Eva is an existence that resonates with that idea.
Overlapping the Giant Warrior and Eva was an exciting part. (Studio Ghibli, 2012, p.22,

my translation33°)

The manga Nausicad of the Valley of the Wind was serialized in Animage, but the
animation had different elements. Miyazaki directed it, and the scene where the unfinished Giant
Warrior is melting and shoots a beam straight at the King Bug (Ohmu), causing an explosion, was
created, and animated by Hideaki Anno. The experiences of Hideaki Anno animating the Giant
Warrior melting scene and his aesthetic maturing in the Evangelion series can be perceived in this
new version of the Giant Warrior. It is as if the Giant Warrior had gained a final form by
intersecting with the humanoid shape of Evangelion. Higuchi jokes about having the original
animator, producing the movie. “We asked the animator who worked on the original Nausica& to

do the optical drawing of the proton beam. Fortunately, he oversaw the planning of this film

e A —V 2Ty AV AU ETN EWn S T NI, B IANDBRO SAND bE-o
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(laughs). After a lapse of more than 30 years, he reaped the benefits.” (Studio Ghibli, 2012, p.38,
my translation34),

One special element explored in the making-off was the use of large-scale explosions using
gasoline and gunpowder, which makes a powerful and bright explosion. To carry out the
explosions, they utilized a former mining quarry in Sano city, Tochigi Prefecture. The explosions

were filmed over two days, with a team led by Kazuaki Sekiyama (E1L1 F187), and composed

together with the beam scene, destruction of buildings, and the scene close to the end, in which the
camera rotates while shooting at ultra-high speed while explosion fragments flight all over the
screen. Another memorable scene is the explosion of Tokyo Tower, a technological symbol that
was repeatedly destroyed throughout tokusatsu shows. “The explosion’s flames engulf Tokyo
Tower, and the symbol of the Showa era collapses amidst the flames. Producer Toshio Suzuki
wanted to include this scene. | had already destroyed the tower once in Gamera and didn't want to
do the same thing, so | explored various positions.” (Studio Ghibli, 2012, p.46, my translation3?).
The scene was filmed from above and it leaves the materiality and its symbolism in tokusatsu
become central stage.

At the end of the making-of, the lights in the room turn on, and people of all ages are
commenting on what they just watched, from children to senior citizens of Sukagawa. Giant
Warrior Appears in Tokyo explores the crossroads presented for tokusatsu as digital technology
becomes widespread, and so the first version is dedicated to explore, preserve and educate on
analog aesthetic process.

A second version named Giant Warrior Appears in Tokyo; the theatrical version (F.f# It
WRIZHLD D BIIR, 2012) was released then in theaters as a simultaneous screening together
with the Evangelion: 3.0 You Can (Not) Redo movie (= 7 > 7 U 7 » #HEIR:Q, 2012),
which was released in the fall of the same year. Later it would also accompany the DVD release.
This version utilizes CGlI, for example, in the wings of the Giant Warrior, adding digital elements
to the scenes, and so on. For instance, in an interview by Koichi Noguchi (Toei Animation) for

CG World Japan magazine, he asked Shinji Higuchi about his approach to CG, miniature work,

U« o f B = AORBEEIEA U VT AT e T T = A= —OFICBEVLE Lz, VAR
WCATEDORER Y H IS 72DTT (), = HHEL EORZR TS T am & £ Lin, (BB Al D Eihi).”
LRI Z U — b ALIAI, KORTHEMO L RANEET 5, SRR 2 F a—HF—725o TOFETA
Ny —r i, B, [HAT] TE, BELTAHATRILEERDDIIHIRD T, WANWARRY v a %
BRLELRED
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and filming in the theatrical version of Giant Warrior. Shinji Higuchi explains that for the
theatrical version, they used many CGI elements, and in the scene where the building collapses

due to an explosion, CG elements were placed to balance the scene.

We did not place them at the shooting stage because they would have blurred the focus,
but we later combined them with CG poles and added overscaled spark CG effects that
dared to look like a miniature. The goal was not photorealism but the reproduction of
miniature work, so there should be no sense of discomfort (laughs). (Noguchi, 2013, para.

4, my translation34?)

The 3D CGI and analog effects were blended, and the overall look and feel of miniatures
were reduced in this version. As such, it takes an attentive eye to perceive the differences between
the two versions in some moments. However, the experiences with CGI and other digital
techniques also gave possibilities for tokusatsu and animation to expand their expression methods.
Director Higuchi had worked with virtual camera3*3, pre-visualization®*, and motion-capture3+

techniques which he introduced to Hideaki Anno for the Rebuilding of Evangelion series.

Higuchi: During the filming of “Nobo no Shiro,” we used a previsualization system
developed by Satoshi Yamaguchi of ACW Previsualization Deep. At the time, | thought
that Mr. Anno would definitely want this system, so | introduced it on a trial basis for the
production of “Eva Q.” As expected, he liked it and used it in many cuts. For example,

even in the cut of a casual walk down a corridor, | was told that he wanted to add a little

M HE BT PBIZTTLE S LW BEHTEE LSO TTR, 1 CC OFEAEEZEK LT, i
TR =F aTHRICAZ DA —R—RAF— 72 kb CGC =7 =7 b HMATHWET, BIELEZAER 7+ R TV
T2, I=F a7V —7 OFBAROTEMRBITZWETTT (%) .2 Noguchi, Koichi (8 1,5%—). (2013) “Nippon
ni furu CG anime wa netsuku no ka? Dai 11 kai Higuchi Shinji’ (HASIZ 7 /L CG 7 = A ZARMT < 2> 2 55 11 18] : A 0 ER),
CG World Japan. Available at: https://cqworld.jp/reqular/jcg/011-higuchi html (Accessed: 2 February 2022).

343 Virtual camera, is a system in which the director decides on the camera work while checking the 3DCG image displayed in real-
time on the LCD monitor attached to the camera.

344 pre-visualization is the process of creating images using temporary materials prior to live-action shooting and 3DCG production.
It is effective for simulation before shooting, and designing complex CG synthesis, thereby streamlining the production process.
345 Motion capture is the process of tracking and recording human movements with a motion capture suit. After the recording, it’s
possible to use for 3D or CG projects, narrowing down the keyframes and giving a baseline for movement, which aids animators
and directors in the production process.
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more to the inorganic movement characteristic of 3DCG. (Noguchi, 2013, para.7, my

translation34%)

These digital tools allowed director Hideaki Anno to anticipate 3D CGI production and
work with the post-production with more control. The second version of Giant Warrior and
Evangelion 3.0 were shown simultaneously in theaters and were released together in DVD format,
but most of all, they were both strands of tokusatsu and animation that had been guiding Anno’s

work and had been actualized by the developments around 2012.

6 ffirn: ToIlE 9 O3k OFRFEIFIZ, ACW Previsualization Deep DI B S AR LI 7V BV 2T 74— 3
VURT A (%5) ERIHLIEATT R, 20L& ZHFEHIARMIHTIZLRATZA S o THRWE LT,

=77 Q] OHEMETHLICGEALE LT, THBEVRIZALNT, &HIHL0OH Y M THEWE Lz, #ilxIXM& e
WS TF &<y FThH, 3DCCHRADIEZBIZIT, b 5 —HINZ 72\ A 72 & ST, Noguchi, Koichi (27 H,
Jt—). (2013). Available at: https://cgworld.jp/reqular/jcg/011-higuchi html (Accessed: 2 February 2022).
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6.3. Interview Part 3: Building Cooperation, before and after the Exhibition

Angela: Yes, there weren’t many new tokusatsu shows at the time of the exhibition (2012).

Miyoshi: The only tokusatsu we could watch every week was Super Sentai and Kamen
Rider; well, maybe there were others. In this sense, there was a real cultural crisis regarding genres.
However, after holding this exhibition, Hideaki Anno, Shinji Higuchi, and others went to press
conferences and interviews and appeared on TV to promote the exhibition. The exhibition was
featured in various magazines, so many people were attracted to the tokusatsu genre.

So, there are before and after the exhibition; for example, we have been doing the Uchiisen
magazine for a long time. After the exhibition, books were published on tokusatsu, and exhibitions
on other tokusatsu themes were held. And in the Godzilla series, Shin Godzilla, was released in

2016. Producer Minami Ichikawa (Ti7)Il, F) of Toho studios, who saw the Tokusatsu Special

Effects Museum exhibition, thought it was interesting and asked Hideaki Anno if he would be
interested in directing a film. At first, Hideaki Anno tried to refuse, but he was persuaded to make
Shin Godzilla. So, the Tokusatsu Museum is in Tokyo for a year and travels around the country
until June 2015. It went to Matsuyama City, Ehime Prefecture, Nagaoka City, Niigata Prefecture,
Nagoya City, and Aichi Prefecture, and ended in Kumamoto City. The Tokusatsu Museum (2012)
continued for several years, and the final stop of the exhibition tour in Kumamoto was held from
April to June 2015. So, as the person in charge of the exhibition, I had always thought that it was
very good that they were going to do an actual Tokusatsu museum and that Shin Godzilla was

going to be born.

Angela: When | saw Shin Godzilla, | remembered something about the exhibition. | saw
the Godzilla beam, and I remembered the beams in “Giant God Warrior Appears in Tokyo.” I
thought that there was an aesthetic connection, but now that I’m hearing you, it is related somehow,

isn’t it?
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Miyoshi: They are related, or rather, the people who make the films are almost the same.
Shinji Higuchi was the director of “Giant God Warrior Appears in Tokyo.” Of course, Shin
Godzilla was also directed by Higuchi. Katsuro Onoue (2 I, %ER) was the general leader of
special effects. He was the one who went to the drinking party | mentioned earlier. Also, Toshio
Miike (=#t, %K), who has been working with Mr. Onoue at the Special Effects Research
Institute for many years, was naturally responsible for the special effects part of Shin Godzilla as
well. In addition, the staff overlaps with Atsuki Sato (=%, 2#c), who edited and did special
effects for the most part. Also, with “The Giant Warrior Appears in Tokyo,” we took on the
challenge of creating more interesting images by doing this kind of thing, and we have been
making technical step-ups ever since. So, they are the same kind of staff. There is a trend that these

staff members will take on the challenge taken from Shin Godzilla in the years to come.

Angela: That’s a really interesting point. I’m excited about what is to come in the future.

Miyoshi: Oh, I see! The important thing was not to end with “I'm glad we had many people
at the exhibition” that should not be the end of the story. In other words, for this purpose, there is
the problem of miniatures being thrown away, people no longer making them, and the special
effects techniques and the ideas and soul of the people who made them could be forgotten. We
must preserve such things properly and disseminate them whenever possible. If we don’t open
them up to the public, show them to everyone, and let them enjoy them, they will not survive, and
they will die. This is a problem that has not been solved for a long time.

But thanks to the exhibition, we now have a better understanding of who is preserving what
items and where, including individuals and companies such as Toho and Tsuburaya Productions.
This goes back to what Mr. Suzuki said earlier, to make an exhibition, catalog, and list of materials
available, talking and getting acquainted with people. (About the collectors) I asked to work for a

day to make lists and catalog. | have been doing this for a long time, so | have come to understand.

Angela: And in doing so, you also learned about the companies.

Miyoshi: Yes, we also know what kind of things are stored in the company and where they

are stored. So, we have to keep and protect these materials.

252



Miyoshi: So, in a nutshell, this place is an Archive. (Obs.: Referring to the building of 7~
= AR T — 1 A T HERE (F5£4 [Anime Tokusatsu Archive Centre, ATAC). The archival
activities did not end when the Tokusatsu Museum was over. | was going to do another exhibition
after the traveling exhibition. However, Hideaki Anno said, “No, I want to do the archive properly
this time, and I want to do the preservation of miniatures properly.” So, I quit Studio Ghibli and
moved to Hideaki Anno’s company, Khara inc. (Fkz\ 4177 7 —), in 2015. After the exhibition
in Tokyo in 2012, we started touring around the country to keep it in temporary storage for the
next exhibition. However, we knew that after finishing in Kumamoto, there was nowhere to store
it, so we had to find a real place to store it in the meantime. At that time, | was occupied with the
exhibition, so Hideaki Anno and Shinji Higuchi were also involved in the preservation of the
artworks, but Katsuro Onoue was the main person in charge. Along the way, we relied on various
contacts and supporters. One of them was a company called Mori Building (£ £ /L #5023 4E) in
Roppongi, which is doing various cultural activities in cooperation with the Agency for Cultural
Affairs (3Z{bJT). They also own an art museum. They have a department that handles cultural
affairs. They were interested in the Tokusatsu Special Effects Museum and Tokusatsu, so they

cooperated with us in various ways.

Angela: That’s why there was a initiative to conduct the research documents, Survey on
Tokusatsu (FriiR (2 B89 5 34T, 2014), and Animation Guide to Japanese Robot Animation ( H A<

T=A—=va A RuRy b7 =X, 2014). | read it when | was living in Brazil.

Miyoshi: Originally, the Agency for Cultural Affairs and Mori Building created the “Media

Arts” project®¥, which later went by a long, long list of names.

Angela: Ah! | see, so the research was from the Agency for Cultural Affairs, and the project

name was Media Arts Information Center and Consortium Establishment Project3*® (3C{bJT T 2

F T EMEF R 3 =T LRI ), isn’t it?

347 About the Media Arts Project, see https://www.bunka.go.jp/seisaku/geijutsubunka/media art/ (Accessed June 25, 2022).
348 Website from the project mentioned, see https://mediag.bunka.go.jp/project/media2/ (Accessed 22 June 2022).
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Miyoshi: | was the contact person for various consortium projects. We were working with
the Agency for Cultural Affairs, with Mori Building serving as the secretariat, and collaborating
with various visual industry and university organizations to carry out a variety of projects. As part
of a Media Art project, we held a tokusatsu talk show. As you mentioned, they started the research
Survey on Tokusatsu (Frik (2 B89~ 5 F 4, 2014). Hideaki Anno was not directly involved in this
project as a researcher. Mr. Onoue, Mr. Ryusuke Hikawa (kJ!I,#7T), and Mr. Toshio Miike

conducted the research steadily with the help of students. We started this project in 2013, starting
from the end of 2012, as | think you saw in the research report.

Angela: When | read it, it was around 2016. So, it’s an interesting story; when I read it in
Brazil, I thought, “Oh, I can do this as a research theme as well.” I was thinking about it for a while,

but I think when | read the reports, it gave me the courage to do research in Japan.

Miyoshi: Well, then it’s worth doing.

Angela: At that time, | thought about the relationship between Anime and Tokusatsu, and

it felt so interesting to me.

Miyoshi: As it is, Tokusatsu has been forgotten by many people. So, | started with the
definition of what Tokusatsu is, and then I started to investigate the history, the important people,
and their works. I interviewed many people, such as craftsmen from the past who are still alive
and well, and so on. That’s how I became good friends with Mori Building. Through these
collaborations, | set the goals ahead. And yes, there is a connection between the two, from a long

time ago.

Miyoshi: Also, since Mori Building’s main business is real estate, and its name is
“Building,” they know a lot about land and buildings. So, we would consult with Mori Building
about finding a place to store the miniatures. On the other hand, as part of a variety of Agency for

Cultural Affairs projects, Mori Building was planning a talk show in Tsuburaya’s hometown of
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Sukagawa City, Fukushima Prefecture. We held a talk show in 2013 under the title Tokusatsu
Jukku®*® (K5fR#8, Tokusatsu Cram School).

Angela: | remembered | found information about this event online.

Miyoshi: That is why we did it in the event space of Fukushima Airport Park. Fukushima
Airport is located in Sukagawa City. Sukagawa City is the hometown of Tsuburaya Productions,
so we have been working with Tsuburaya Productions for a long time on various Tokusatsu-related
projects. Tsuburaya Productions and Sukagawa City, the hometown of the so-called Ultraman,

Land of Light Gt®[E 7 /v k7~ ), have a sister city agreement. So, we are good friends.

Sukagawa City is a good friend of ours, and that is why we are going to conduct a talk about
Tokusatsu. Hideaki Anno, Shinji Higuchi, Katsuro Onoue, Toshio Miike, and Tomoo Haraguchi
would all gather there. The mayor of Sukagawa City and the governor of Fukushima Prefecture
were also there. So, Anno and his team went directly to the mayor of Sukagawa City. We had time
to talk with the mayor and asked him for advice. We asked if there was a place for a Tokusatsu
Museum and a place to store the miniatures. At that time, the mayor of Sukagawa City said, “I

understand it.” That’s because they were proud to be the hometown of Eiji Tsuburaya.

Angela: Also, in Sukagawa they have the Eiji Tsuburaya Museum (P4 277 £E).

Miyoshi: It was not there yet in 2013; they launched in 2019. | don't know much about the
Eiji Tsuburaya Museum. As far as | know, as of 2013, we consulted with Sukagawa City for the

first time, and they accepted.

Miyoshi: From there, a person named Mr. Ando, who was first the chief of the tourism
section of Sukagawa City, became the contact person in charge. Eventually, he told us that it was
not for sightseeing purposes. Mr. Onoue and others in charge of tokusatsu said: “No, just because
we have preserved miniatures of tokusatsu, does that mean that tourists will come for them, and

the town will be revitalized and revitalized? No, that is not true.” It’s an old thing, and anime is

349 Tokusatsu Cram School event “ s —7 & v ¥ a UV IRBA@ 5< LE—HREZ7ES 9. RFITHITF T—" Poster and
information about this public event, see https://mediag.bunka.go.jp/article/tokusatsu2013-994/ (Accessed 24 June 2022).
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far more popular. Tokusatsu is unlike anime, where 100 or 200 are made yearly. In other words,
it’s the same thing, and there is no revitalization. But apart from that, we must preserve what we
have to preserve. Because if this goes away, it will already be forgotten.

The idea was not to make it a tourist attraction, a crowd-pleaser, or a resource for making
money. Instead, | would like everyone to think that the tokusatsu culture that Mr. Eiji Tsuburaya
developed can be a source of new works for people to learn about, enjoy, or study and that by
seeing these actual works, they can become the basis for new works. | would like to see the

preservation of the artifact itself as an objective in itself.

Angela: When | read the news about the talk show Tokusatsu Jukku, the report writer said
that he thought there was an impressive moment when Hideaki Anno talked with the crowd that
day and made a request: “Please do something; I want you to do something, please.” It was a

request for people to join in the preservation task.

Miyoshi: Yes, that’s right. I mean, Hideaki Anno, to put it extremely, kept appealing to
anyone to help us with what we were doing and not to leave the miniatures behind. He told the
Agency for Cultural Affairs, and that’s what he said to various people he knew, including Studio
Ghibli. And this time, we made a speech to Mr. Tsuburaya Eiji’s hometown, Sukagawa City. Of

course, when making the speech, we also appealed to everyone in the audience.

Angela: People came from different places around Japan to the talk?

Miyoshi: Well, yes. | don’t think they came from all over Japan. Of course, some people
came from far away. | don't know how many; | don’t think there were more than 100 people—the
audience for that session itself. But it didn't matter how many or how few there were; we appealed
to an unspecified number of people. So, the city of Sukagawa agreed to help us with the
preservation. Specifically, we were talking about idle facilities in Sukagawa, which used to be
community centers, schools, and other public facilities in the city. These public facilities were no
longer used for various reasons and were vacant. We received a proposal that we could turn some
of these buildings into a place of conservation. At that time, I think it was around the end of 2014.

We visited some of them. | also visited as well. But that was obvious to see a place to preserve the
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Tokusatsu Museum after it was finished. Soon, after some back and forth, we found a facility in

Sukagawa City that was no longer in use, and we thought it would be perfect.

Angela: So, it was like a place finally appeared.

Miyoshi: Although it was a nice place, it was unsuitable for long-term storage. So, knowing
that some preservation conditions need to be in order, we asked for air conditioning to cover the

glass windows, so no sunlight would come in, and so on.

Angela: Right. Many things need to be done in the building to be ready to preserve artworks.

Miyoshi: Another thing was to install security measures. If there is a break-in or fire, we
asked please make sure people can come to check immediately. They did as soon as we asked
them. After the place was ready, they widened the exit to allow us to carry in and out the materials

and put shutters on it. This was done just as the traveling exhibition was finishing.

Angela: And that was in Kumamoto. After the exhibition, the actual miniatures were sent

to the facility in Sukagawa city. Yes, conservation and repairing require many things over time.

Miyoshi: In other words, in terms of money, you will lose money. However, Sukagawa

City was willing to take it.

Angela: | guess Sukagawa City was thinking about it from the point of view of being Eiji
Tsuburaya’s hometown and creating an image for the future. They saw the purpose of preservation

and felt compelled to help.

Miyoshi: | think the best person to talk to is the mayor of Sukagawa City, but I think it
would be a good idea to talk to the right people. It’s not just me. As a person involved in the special
effects museum at that time, | would say that it is better to preserve the miniatures in the museum

than anywhere else. Still, of course, it is necessary to have people who are willing to preserve them.
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Then, to be honest, there were many stories about making money by preserving miniatures and
creating miniature parks or miniature lands. How would you like to do that? But I turned them

down.

Angela: You had a different purpose in mind, correct?

Miyoshi: It’s not so much the purpose but rather the fact that | knew it would fail. Making
money is a very high hurdle. I think it is fortunate that 290,000 people came to the Tokusatsu
Museum. | felt that kind of luck wouldn’t last forever. Instead, | thought there must be a reason

for preserving the miniatures. And the director Tsuburaya Eiji’s hometown was the best reason.

Angela: It’s like a birthplace.

Miyoshi: It was already stronger than many theories, any theories. Why do you take it all

the way to this city? “No, it’s because it is Mr. Tsuburaya’s hometown, that is why.”

Angela: So, everyone could understand it right away.

Miyoshi: That’s how great Eiji Tsuburaya was. But thanks to him, Sukagawa City made a
very wise decision for a local government, and for us, it was a wise decision, but I think it took a
lot of determination. Because it costs money, and we lost money every year. | am very grateful

that the local government was willing to do this.

(Interview excerpt end here)

*kk

In this part of the interview, it’s possible to perceive a sense of crisis, a fear that tokusatsu
art might die, which motivated artists to ensure that it could survive. The term is much like what
Aby Warburg called nachleben (survival): the afterlife or living afterward. Warburg thought

images have layers of untimely diffusion, which can survive numerous historical and social periods,
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be buried in oblivion, and be considered lost; yet such repressed images can return. Perhaps when
images are close to dying, their last breath reawakens something lost. Christa Blumlinger stated
that cinema and the archival impulse were intertwined and gave birth to our modern understanding
of them. The connection between moving image and archiving procedures are also present in this
study object.

“The wish to preserve something at the present is a kind of temporal imperative that leads
to the anticipation of a future gaze, and the construction of a cultural memory (as Aby Warburg,
Maurice Halbwachs, or Jan Assmann would understand it): a memory formed by techniques of
storage and transmission.” (Blimlinger, 2020, p.222). In a contemporary form, the archive is also
encompassed by the digital; and the impossibility of safeguarding the artwork’s materiality.
Following the progress of image and object decay, the conservation of different stages of an
artwork’s existence ensures the migration and interpretation of meaning for future generations.
The crystallization of a moment by an artist and the conservation of materiality and meaning by
curators and researchers all come together in establishing archives and institutions. The
decomposition of materiality and the impossibility of total conservation means, in a sense, that
artworks are between the dead and the living. But how would images be able to travel through a
different temporality?

To partially answer this question, Warburg thought of emotive formulas where human
memory would be stapled in the artworks, like ancient movements of life and desire that inhabited
a specific period in time. That is, the pathosformel (pathos formula), a temporal movement that
causes affective intensity that compels the movement in the body under the influence of its pathos.
The memory, the style, and the pathos of the image would be frozen in time, and as they come
back, they would be able “(...) to turn these fossils of movement [du movement] into genuine
organisms defying chronological time, that is to say, into moving fossils [en mouvement]. (Didi-
Huberman, 2017, p.124). Whilst gathering a morphology of pathos, Warburg sought in the works
of Goethe and Nietzsche. Goethe was a morphologist that studied art as an interval in the historical
moment, utilizing theories of how human emotions would give bodily form to it. From Nietzsche,
the power and dynamic of pathos would become powerful themes. This background led Warburg
to think of the psyche, gestures, and the power to express emotion embedded in artworks. In a
sense, the human psyche would leave its marks and traces as visual formulas that could disappear

and reappear at different times.
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The awakening, or the return of images, would be powered by pathos, an emotion that
dilatates the fissures of time and social memory. Warburg also saw that the survival of images
brought a dynamic inversion of time, a reawakening of tensions, much like Nietzsche suggested
of ethos and pathos, i.e., Apollonian and Dionysian. Warburg sought his ideas also in the surging
of modern psychology, especially in Freud, that the repressed emotions often returned and created
a haunting effect. The bearing moment where art starts to exist, in the linkage of artist’s techne
and craft, raised by their sociohistorical experience, produces a sort of symptom of its time. “It is
clear that in Warburg’s view of the powers of the image, both the psychological and plastic powers
work at the level of the sedimented material — impure and agitated — of an unconscious memory.”
(Didi-Huberman, 2017, p. 198). Warburg actively researched suppressed images and art periods
classified as a stylistic downfall, challenging respective narratives in Art History, primarily related
to the purity of Antiquity. Much like his predecessors, Burckhardt, Goethe, Nietzsche, and Freud,

among others, he sought to uncover repressed elements within cultural memory.

As a symptom formation, it is, in a certain sense, a survival that takes on a body. A body
agitated by conflicts, by contradictory movements: a body agitated by the eddies of time.
It is a body from which there suddenly springs forth a suppressed image. This is how
Warburg must have understood it as he observed the tenacity, the springing forth, and the
anachronism of the survivals against a background of forgetting, of latencies, and of
repressions. (Didi-Huberman, 2017, p.198)

The transmission of social memory — in a way, of legacy — is built in the bringing forth of
images, in the power of pathos to reawaken the social body, in this case, of artists and people that
thought that they should bring back an almost forgotten art. That they should not let it die. Awaken
by the pathos and affection passed onto them, in this contemporary example, it’s possible to see
how the return or the survival of art happened in times of crisis, in times where instead of saying
farewell, they decided to create a museum, and archive, to be accessed for future generations.

The idea of creating a space to hold tokusatsu art and miniatures came from a conversation
between artists and industry-related people who shared their affection, not only for the objects but
for the craft and the artists they admired and aspired. In their conversation, they thought it would
be nice to create a space for this type of art. A kind of art that had not received much space or

recognition apart from a select group of affiliated artists and fans. “We had the idea of holding a
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ceremonial Farewell Tokusatsu exhibition to express our gratitude and condolences spectacularly.
After many twists and turns, the title was changed to Tokusatsu Museum.” (Interview excerpt,
Miyoshi, K.). The ceremonial Farewell was because with the arrival of digital composition and
3D CGil, already with the decline of analog techniques use, perhaps it was the end. Additionally,
many materials and miniatures had already been consistently discarded and disregarded for
logistical, monetary, and other reasons.

In terms of research, archival potential, and value, it had survived in the hands of a few
people that had documented and secured these art forms. The burial of Tokusatsu and Anime’s
aesthetic connection, and its fundamental role in creating many aspects of the contemporary
Japanese media, happened because it was not given enough attention. It is highly unknown to the
main public that their beloved Anime and Tokusatsu shows struggled to exist, that the DIY process
was intense, and that many materials could not be preserved consistently. Miyoshi Kan told me
during our interview that many people assume that because a show was a hitmaker, it probably
gets to be maintained. Which, unfortunately, is far from reality. The situation of preserving and
archiving the art of deemed popular shows covered in this research is far from a glamorous stand-
off. The materiality of art, especially the DIY analog tokusatsu and animation, was consistently
discarded, mainly being preserved by some artists and fans that would gather these materials.
Although digital materials have more accessibility, the platform of preservation that envisions the
technological life of such data and continuous backup is one of the contemporary challenges. The
materiality of media is pervasive, be it analog or digital, and it challenges what artists, curators,
museums, and archiving facilities can provide for the public and posterity.

“The times which have survived are not times which have slipped away; they are times
which are buried just under our feet, and which, as they reemerge, cause us to stumble in the course
of our history.” (Didi-Huberman, 2017, p.218). Although tokusatsu and animation had a close
relationship of breaking through the limitations of their respective aesthetic areas while widening
their capacities through the collaboration between artists that harnessed different styles, this history

has remained largely buried.

Be it ever so eloquent; the moving image is like a witness who is unable to describe an
event without an intermediary. The ability to transform it into evidence, true or false [XL],

is inherently linked to a decision to preserve, alter or suppress the memory of the
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circumstances under which the image was produced. The loss of the moving image is the
outcome of an ideology expressed by the very object that made it possible. (Cherchi Usai,
2001, p.31)

When Paolo Cherchi Usai published Death of Cinema, he stressed the importance of
moving image discourse, according to which the decision to preserve, alter, or suppress the
memory of image production can transform its evidence value. Unearthing evidence of
circumstances and bearing witness in a chain of events can ensure that certain image aspects can
survive. To bear witness and preserve artworks against the odds of time and historicity provides a
possibility of survival. The loss or death of a moving image is not only a result of certain ideologies
surrounding its making, but the potential transformation it can reach through time.

Following Warburg and Michaud’s interpretation of Atlas Mnemosyne: “(...)demanding
that their interpretation renounces the illumination of meaning in order to concentrate on
relationships and structures.” (Michaud, 2007, p.240). The structures and relationships that are
contained and uncontained by the art object. The relational structure bounds people’s witnessing
and harbors distinct connections. One of the most memorable parts of Miyoshi Kan’s talk, which
will be displayed in the coming pages, was that preserving objects guarantee that people in the
future will have a good time. In sum, he said: “It will be a gift.” To witness and stand before an
image and build relationships in its elements, bear its time and history once more, is in itself the
gift.
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6.4. Interview Part 4: Archiving and reviving Tokusatsu history

Angela: And finally, the place was set. Also, 2017 was the year that ATAC was born. |
saw that the ATAC website has a communication feature so people that have old materials and
miniatures can consult about preservation. What kind of support does ATAC provide for the

preservation of such materials?

Miyoshi: No, this feature is case by case. If someone says, “I want to preserve this small
item,” I'll take it to Sukagawa City on the bullet train. But of course, they have to consult with us

to see what kind of item, size, etc.

Angela: What happens after the consultation?

Miyoshi: It depends on the object. For example, if someone says, “It's a toy I bought when
I was a kid,” I refuse to accept it. We prefer an original, which was used in a tokusatsu work. But
first of all, we also thoroughly investigate to ensure that the item is really what they say it is. But
you know, the best thing is for the owner to keep it forever. There must be a reason why the person
has it. That should be respected. So, I think there are many different cases. The most common case
is when the owner passes away. The person took good care of it, but it’s not that important to the
family when the person passes away. The house has become too small, and they are in trouble.
Sometimes, they would like to put them on the Internet auction or sell them. Or they don’t need
money; they just want to get rid of it. Most of the time, they get sold or thrown away like that.
Some say it’s good because if it’s sold, it will go to another owner, but maybe over time, it will
disappear. So, for us, or the public, it is gone. When they are thrown away, they are melted down
or burned as industrial waste and gone from this world. So, at the very least, | would like to prevent

these two things.

Angela: Also, the person who received an original item could be old at this point in time.
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Miyoshi: So, there are several model cases for this, but it's, you know, really case by case.

We won't know until things happen, and we have to make decisions.

Angela: I think that with ATAC’s support, there’s a better chance that items could be

preserved instead of thrown away.

Miyoshi: We want to avoid those tokusatsu items being thrown away or sold off as much
as possible. If we do this, then everyone will be able to see them. In other words, we can put them
to good use. We want to exhibit them in exhibitions, publish them in books, etc., so that people
who see them can understand the things in front of them. We want to increase this as much as
possible.

Then, each person who sees it will think, “Oh, this is what it is like.” It becomes an
experience. But if we cannot do that, then even if the work is preserved, if it is left in a box for a
long time, it is as if it is not there at all. So, preservation is the most important thing, but it is
meaningless unless it is put to good use. Therefore, I would like to make it possible to do both. So,
how to make it possible to do both? The original owner of the property and us, and, well, we all

have to think about it.

Angela: There is also the need to discuss this socially as well, I agree.

Miyoshi: Yes, because we have been able to get through this by consulting with everyone.

Mori Building helped us, Sukagawa City helped us, and the Agency for Cultural Affairs helped us.

Angela: The great thing about it is that there are so many people coming together and
working together on this issue of preservation of tokusatsu and anime and expanding it. | thought

that this collaboration was really wonderful.
Miyoshi: Do you know the movie Raiders of the Lost Ark (1981)? It’s Spielberg’s, Indiana

Jones. The first one. Do you remember the last scene? Indiana Jones finally gets his hands on

something called the Ark at the end. Do you know what happened to that arc?
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Angela: I don’t really remember it.

Miyoshi: They end up being put in boxes and stacked in a warehouse. It’s a huge warehouse,
and the camera pulls out, and that’s how it ends, with all the different treasures being boxed up
and piled up in the warehouse. It’s a very ironic end; the treasure you risked your life for “is salted,”
meaning that if you leave some food pickled in salt in a jar, you won’t eat it. If it is salted, you will

not use it.

Angela: Yes, | understand the analogy you are making.

Miyoshi: Yes, this way is not useful. And it looks like you are not even thinking about what
you are doing. What we should do is record and keep information about what kinds of things exist

and make sure that everyone knows about them.

Angela: I’d like to ask a little bit about the purpose of research in the ATAC, preservation,

and so forth...

Miyoshi: This is the same as what | mentioned about Indiana Jones: to be useful. It is also
important to keep them in a safe place so that they will not be thrown away or lost. Once that is
secured, it is time to put it to good use. In other words, we need to increase the number of
opportunities for people to see the work. In museum terminology, that is, spreading awareness.
Spreading the word and thereby educating the public. By doing so, we stimulate the viewers. It is

like education. You can't understand the value of something unless you see it.

Angela: Yes, | think it is necessary to see the real thing.

Miyoshi: You have to see the real thing. Well, you can look at it on a computer if you have
no other way to see it. But I think there are things you can understand and things you can’t get in

that way.

(Interview excerpt end here)
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6.5. Interview Part 5: The challenges of Digital Scanning and Restauration

Angela: Going back to the preservation topic, | know that Ks Design Lab inc. (ff= U2t
D/r A4 AT %A 7 7R) has collaborated in the preservation of creating the 3D data archive of
the Battleship Mikasa miniature from Battle of the Japan Sea (Nihonkai daikaisen, A A<y K,
1969), which the original is preserved and maintained at the Sukagawa Tokusatsu Archive Center.
The 3D data archive was part of the exhibition The art of Special Effects Production Designer

Yasuyuki “TAIKO” Inoue (Sat.19 March — Sun.19 June 2022, Museum of Contemporary Art,

Tokyo). Are you planning a digital archive for preservation and sharing in the future?

Miyoshi: In the big picture, we should do all sorts of things for preservation. | think
digitization is one of the ways to do that. What is convenient about digitization is that it makes it
easier to share and also for backup. Even if the real thing is lost for some reason, if the data is still
there, you can still understand many things, even if it's not as good as the real thing. With
miniatures, three-dimensional objects are a bit of a hurdle, so the idea was to scan the materials as

they do with anime drawings in more familiar terms.

Angela: Oh yes, I think that’s right. If you scan the animation celluloid drawings, you can

easily digitalize them.

Miyoshi: Well, to put it simply, it means that it opens up a lot more possibilities than just
preserving the real thing. As | said earlier, for example, celluloid pictures deteriorate rapidly over
time. The components of celluloid paint and, for example, the outline lines are made of carbon,
and when the carbon comes into contact with the paint, a chemical reaction occurs, causing the
carbon to lose its color. If you look at old celluloid pictures, these outlines are often missing. |
don't know if you knew about this. I think you’re probably going to see a lot of those things in the
future. You can’t prevent that. Or, to go further, even film deteriorates over time. Everything
deteriorates over time. But at a certain point, the more accurate the digital data is, the more it can

be backed up.
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The real thing is losing its outlines and the charm of the picture, but because we digitized
the picture before it lost its charm, we can see that it used to be this beautiful. In other words, a
real backup. But the real thing is still the real thing and has value. No matter how much it has
deteriorated, the coloring and other aspects of the digital work may still be beautiful, and for
example, if it is a pencil drawing, let alone a celluloid drawing, you can see the pressure of the
brushstrokes. Now that it is possible to capture such things in digital data at a very high resolution,
it may be possible to recognize such things just by looking at the data. However, it’s still not as
good as seeing the real thing. If you have the real thing, then you can actually see it. But in that
sense, data is necessary because everything deteriorates.

The other thing is that even if you think, “Well, let me see the real thing next time,” it's
still stored at the bottom of the warehouse. But for example, there are people in Hokkaido that
might want to see it. They want to know how we are going to send it. Like, what if it's in Brazil? |
mean, it's hard to transport, it's hard to handle, what if you drop it, what if it tears, what if it gets
wet with water or in the rain? In other words, the real thing is that much riskier. The risk is reduced
to “I'll send you the data for now, so if you just need to know the pattern, you can look at this data.”
Moreover, you can make as many photocopies as you want, physically. Let’s leave aside the issue
of rights. In other words, it can be shared. It can be viewed even on the other side of the world. It
makes many things more manageable. It's a significant advantage. That's why we should go digital.
To have a backup, you also need a place for that backup. Even if you say, “No, why don't you just
use the cloud,” you don't know if you can rely on the cloud. There are all sorts of things that can
happen. Data can’t be preserved unless the physical factors are in place. It becomes obsolete if |

burn the data on media that can’t be read anymore.

Angela: There is, isn’t there? Well, we can see things in different media formats, like VHS.

Miyoshi: But there are also things like, “What's this? It doesn't have enough resolution at
all." I'm sure they'll say, “This was scanned 20 years ago”. I think what I am saying now will be
even more in 10 years. They will say: “Why did you take such a low-resolution photo? If it were
now, I could shoot 1200 DPI immediately.” But if you want to shoot something like that now,

1200 DPI, it’s still impossible. So, there are limits. Data is not a panacea. But it is better to have

267



it. So, it would be nice if ATAC could convert all of its archived materials into digital data, which

would be ideal. But it’s impossible.

Angela: Yes, I think that’s true. It has its limitations, but I would like to look at the Mikasa
project and, in the future, other projects made by ATAC.

Miyoshi: I think | should explain the situation properly. The reason we converted Mikasa
into 3D scan data like that was, to a certain extent, an experiment, a trial. And the year before that,
there were two monsters, Aboras (7 7~ 7 &) and Vanilla (#X= 7) from Ultraman, and their heads
are still there. And another one scanned was the mask of Strong Zaborger (A k& > 7R —4
—) from Denjin Zaborger (7 A\ 7R — 7% —, 1974) was still there, and they scanned what was
left of it.

Obs: 3D scanning / K’s Design Lab Inc access, click on the following links:
1. Banila (#~X= 7, Ultraman): https://skfb.ly/6 YPXB

2. Aboras (7 7~ 7 A, Ultraman): https://skfb.ly/6YPXz

3. Strong Zaborgar (‘A b v > 7 7R — 77— Denjin Zaborger, 1974): https://skfb.ly/6YPXC)

Angela: | see.

Miyoshi: To begin with, there is a subsidy project called the Media Arts Archive Promotion
Support Project of the Agency for Cultural Affairs (SUALJT D AT « 7 27— T A 7 e
P2 953) which you can apply for every year and if you pass the screening, you get a subsidy3%°.
That's how the system works. | applied for it and was accepted, so I did it. We tried to do something
about conservation as an ATAC issue. Usually, you have to prepare a place to put things and fix
damaged parts. We have to take care of the humidity, so we have to air-condition the site properly.
That's how we take care of it. You can’t completely prevent deterioration over time, but you take

measures to slow it down as much as possible.

30For the Media Arts Archive Promotion Support Project, see https://www.bunka.go.jp/shinsei boshu/kobo/93659601.html
(Accessed 23 July 2022). Additionally, the results of each year’s subsidiary awards are listed on this page.
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Well, of course, we made a list, researched, and kept a record of it. If the actual object is
preserved correctly, it is OK to put it in a safe place. However, as | mentioned earlier, I want to
digitize from various perspectives. This will open up a variety of possibilities. So, for the animation,
it can be done with a copier or scanner, and anyone can do it. For example, next time, I will

organize the materials for the animation Nadia: The Secret of Blue Water (5 L £ DD F 7 «
77, 1990). If next, | want to hold an exhibition, we can scan the materials and make a catalog of

hundreds of items. That’s good. On the other hand, it would be ideal if we could scan everything
and preserve all the materials we have, but that is not possible. We have to start with those that
have a chance to be utilized, such as by exhibiting them in an art exhibition. Physically, time-wise,
and cost-wise.

If we do that a few times, we will be able to produce more and more works that are, dare |
say it, valuable enough to be exhibited in an art exhibition. I think it is good that the things highly
significant for the viewer to see are being digitized more and more. It will be included in the catalog.
If we want to create a virtual museum, we can do so. That is why our policy is to start with things
that have a chance to be seen in this way. But that is for the flat surface of animation.

It has always been a challenge to find a way to deal with Tokusatsu and miniatures.
Nowadays, 3D scanning has developed, and the cost is getting cheaper and more accurate.
However, we don't have such facilities, nor do we have the money to pay for them. So, if the
Agency for Cultural Affairs had asked us, “Please give us the cost of taking 3D data of these
miniatures,” we probably wouldn't have passed the screening. Instead, the question should be,
“Why are you shooting this?”” Oh, we need to keep a record of why and how the film was made to
make them available to the public. That’s what I’'m trying to do. Then, the next time you do a 3D
scan, you can say, “I’m thinking of doing a 3D scan too, so this will be helpful”. So, I asked them

to let me do it, and they agreed. In other words, it was an experiment.

Angela: It’s a step-by-step project.

Hiroshi Miyoshi: We do this because the monster (Kaijii) that 1 mentioned earlier in
Ultraman, their suit heads are made of rubber or latex. Sometimes they are made of rubber or
sponge-like materials, and they rot. Just like celluloid pictures in animation, the suits of the

monsters in tokusatsu are made of rubber, so they lose their shape rapidly. It undergoes chemical
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changes and melts. Since they deteriorate over time, their appearance has probably changed over
the past ten years. So, there is a high possibility that in another 50 years, it will be a wreck. If that
is the case, the only way to preserve the appearance of this object is to do a 3D scan of it. So, one
of the reasons is that the age-related deterioration is too severe over time.

Angela: If those items hadn’t been 3D scanned, the deterioration...

Miyoshi: Yes, it’s just going to keep deteriorating. You can’t stop that, physically. That's
why I'm going to take pictures. Also, I'm doing it because no one else is actually scanning
miniatures and other three-dimensional objects to see how well they can be photographed. This is
the second reason for doing it. And in that case, we can find out how much it costs and how many
days it takes if we do it. That's why it’s an experiment. So, we did two suits, and these are two of
the few things that Tsuburaya Productions has had for many years, from when Ultraman was
filmed in 1966. The truth is, they were thrown away, the rest of the stuff. Or they were imitations
made later, so compared to the originals that were first made back then; they have to be treated as
something else. Anyway, the aim was to preserve these precious things in digital data. We do this
on an experimental basis, once a year. The archive promotion support project is a system. We did
it in 2020 and finally made the data public.

We decided to try something more significant for the second edition. I mean, the 6-meter
Battleship Mikasa, which was made for the movie Battle of the Japan Sea (Nihonkai daikaisen, H
A E KRR 1969), was restored three years before that using the same Agency for Cultural
Affairs promotion support project subsidy. Mori Building is the secretariat for this project that
deals with the Agency for Cultural Affairs, and we are the implementation team. That’s what we’ve
been doing. What you mentioned, Angela, is the 3D scanning of the Battleship Mikasa, but also,
the original has been restored over the past three years. The reason for doing this is that it is a huge
object, six meters long, difficult to transport and handle, and something that one person would
never be able to carry alone. Can such a colossal object really be made into a 3D object? If so, how

much time, effort, and money will it take? Until you try, it’s unpredictable.

Angela: Yes, if you try, it is possible to understand.
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Miyoshi: So, how accurately can you shoot that? There are a lot of small parts because it’s

a battleship.

Angela: When I saw the 3D image, I was like, “Wow, this must have been difficult to

make!”

Miyoshi: I also thought there would be limitations. | expected that certain aspects might be
raw data. I don’t know how accurately it can be taken. Then I thought, okay, let’s give it a try.
There must be some advantages to digital photography. But you don't know how much benefit
there is until you convert it into data. That's why we did it. But now that you’ve seen it, you
understand, don’t you? But the point of the Battleship Mikasa database was that we could also
utilize it afterward. You visited the Yasuyuki Inoue Exhibition at the Museum of Contemporary

Art Tokyo that was on until last month, right?

Angela: Yes, | went.

Miyoshi: The 3D scan was on display, wasn't it? So, it would cost tens of thousands of yen
to transport the actual Battleship Mikasa, which is six meters long, on a 10-tonne truck, and it
would take about six people to transport it once. Of course, you can’t put that thing on as it is, so
you must dismantle it once. To dismantle it, we have to call in a specialist miniatures contractor to
come to the site, disassemble it, and load it. When it arrives at the Museum of Contemporary Art
Tokyo, the same people must assemble it again. Then the number of days, people, and cost would
be enormous. You can do it if you have the money and the people. But unfortunately, that was not
possible with the budget of the Yasuyuki Inoue Exhibition. But we were able to exhibit it because
we had 3D data. In other words, the accuracy of the 3D data was better than we had expected. It

was good, wasn’t it?
Angela: It was! When | entered the exhibition, there were old miniatures and some

materials. I’ve looked around for some time and was paying close attention. And then, as a viewer,

| connected the beginning of the exhibition of the old materials with the digital 3D scan at the end.
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So, the image of the future came. How can we preserve this legacy moving forward? | thought that

it was a good point of the exhibition.

Miyoshi: So, we did not carry a six-meter-long one, but you can get a sense of its scale and
detail. Also, the accuracy was good, and you could feel the texture to a certain extent. Of course,
if you see the real thing, you can see it in a higher resolution. But even if that is not the case, it was
there. But there are also aspects where digital is better; for example, the actual film is at the
Sukagawa Tokusatsu Archive Center. If you go there, you can see the left half. But although they
are placed at the center, they are on the left side, and the entire wall of the center’s storage room
is made of glass so visitors can see inside. In other words, you can’t see the other side, the top side,
and the bottom. But you can see it all in the 3DCG data. Surprisingly, when people say, “Oh, yes,
that's right.” But I didn't understand it until I made the data and screened it.

Angela: Oh, you found it while doing it.

Miyoshi: I mean, “Oh, you only see half of this when you go to Sukagawa.” We could go
into the storage room and look around 360 degrees, and if we climb up on a high stepladder or
something, we can see it from above, but we can't see it without doing that every single time.

Of course, if we spent millions and put it in the Museum of Contemporary Art Tokyo, we might
be able to see and go around 360 degrees. Well, that's not easy to do.

Instead, it took two full days to shoot with CG, and we had to ask for a first-class product, Ks
Design Lab. Incidentally, Ks Design Lab was a studio that Mori Building was very close to, so it's

not that we initially knew them. So, it was half an experiment.

Angela: 1 think this is a new way of doing things.

Miyoshi: | hope they find it exciting and try to do it as well.

Angela: When | went to the exhibition, | bought the three volumes of the book Toshio
Miike’s Secret Record of Tokusatsu (=< D FriRfibElEk, vol.1,2,3) published by the group

Fukuoka Tokusatsu Zadankai (f# [if] 47 i % %), a group of people interested in creating a
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community for people interested on the theme, and also conduct interviews and research?®L. | think
that fans of Anime and Tokusatsu have a lot to do with the current situation in Japan of reviving
this art form or the lost connections between the two genres. Of course, it is not a new movement,

but it is also evident at this moment. The relationship with fans is an important point, isn’t it?

Miyoshi: I think it’s because these people are fans, but they are fans with intellectual
curiosity or action. That’s why they do their research. Research doesn’t mean just looking at
images all the time and developing ideas in your own head; it’s more like doing interviews with

the people involved.

Angela: I’'m interested in researching the connections between Tokusatsu and Anime. |
think NPOs, fan groups, and research have been happening, more precisely, since 2010. However,
| had a feeling that these movements did not translate in the academic community. | thought that
the academic community should also pay attention to it. Of course, in Japan, people understand
how important it is, but I also believe overseas fans and interested people would also like to know

and participate. So, | decided to try to realize some research about it.

Miyoshi: So, you think that from around 2010, there was a change worth studying?

Angela: From 2010, | saw a clear movement to reconstruct the legacy of Tokusatsu and
Robot Animation. Maybe it came from a sense of crisis. So, maybe in the last ten years, artists
have thought about their legacy and how to convey it to this new generation. This movement

coming from the artists themselves interested me. So, | started to research how this came about.

Miyoshi: It’s not easy, but yes. People like Hideaki Anno, Shinji Higuchi, Onoue, and
Miike, are also involved in ATAC and are doing creative work; they are creators. The creators
were fans at first when they were kids. They saw Tokusatsu and Animation when they were kids

and wanted to make something they admired, so they became creators. So, | think it's natural for

351Fukuoka Tokusatsu Zadankai (48 i &FfiR /% #8<) online blog, where they register and promote activities and meetings. See
https://ameblo.jp/fukutoku1994/entry-12260836352.html (Accessed 23 June 2022). In their first posting, they mention the
exhibition named Godzilla Exhibition - The Great Monster, the Paths of Creation (=¥ 7 JB-RIEER, Al O #BF) Dates: 15 Jul
(Fri) - 31 Aug (Wed), 2016, at the Fukuoka Art Museum, as a catalyst for making the group. The exhibition was planned almost
simultaneously with the release of Shin Godzilla in 2016.
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them to see their work as a legacy. We were fans at first. But it’s also possible that the earlier
people were never just fans. There are all kinds of roots. Some people wanted to make live-action

films but could only get an opening in the animation world.

Angela: That was the case for Tomino Yoshiyuki.

Miyoshi: Yes, that’s right. Then some liked the manga but didn’t understand the anime. I
think there are people like that. And I think it was the same with Tokusatsu, or, when they were
children, there were no such works. They created it themselves. For such people, when they start
their work, they have their hands complete with what is in front of them. So, what our predecessors
have done is in a different genre. There are live-action films and manga, which are legacies within
their genres. But people who have been doing it since the beginning, whether it is Tokusatsu or
Animation, are only doing their work and what is in front of them, so they don’t usually think they

are leaving or doing a legacy.

Angela: | think so; the people since the beginning were trying to make art with what they
could find.

Miyoshi: After that, they saw the legacy, the work of those who came first, and Hideaki
Anno and his team thought it was interesting, so we have predecessors. So, we already have a
legacy. If that is the case, | think it is very natural that we should cherish that legacy. They have a
sense of gratitude for the Anime and Tokusatsu that raised them as children, and they really can’t
allow these things to be discarded and lost because of carelessness, as | repeat many times. So, |
don’t think I am doing anything exceptional, either. | just want to keep the things I like as long as
I live. But if you do that, the following people, the people after you, your juniors, and your

descendants, will definitely have a good time. It will be a gift.

(Interview excerpt end here)
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*kk

The interview | conducted gave me an account of some artists movements that | suspected
were on course in Japan in the last ten years. However, these movements only make more sense
when you understand the long connection between artists working in Tokusatsu and Animation. It
provides a more profound meaning as to why these preservation efforts started and what they can
mean moving forward. One of the elements that surprised me is the scale in which things happen,
the local and independent movements attached to larger institutions. The stages of capitalism seem
to engulf everything that concerns human life, and perhaps it can be true to some extent. Living in
Japan has provided me with an amusing experience about the differences between Japan in
discourse and Japan in its daily, mundane life. Contemporary Japanese media has been shaped by
DI1Y approaches and artist collaborations on the micro and macro scale. By mapping recent efforts
in preserving tokusatsu and animation practices, the range in which their relational practice needs
urgent research attention became more prominent.

It started with a dinner among artists and friends in the second decade of the twentieth-first
century, celebrating Evangelion: 2.0 You Can (Not) Advance (=7 7 > 7 U T »HBIS I A%,
2009) completion. Their idea of preserving tokusatsu and reaching artists, people working in
museums, and the moving image industry created a spark that ignited other preservation efforts.
Although mentioned in the interview, in this session, | will explore some of these connections in
a more concise manner.

Besides the Tokusatsu Museum exhibition in 2012, the Japanese Tokusatsu Archive ( H 4%
¥tk 7 — 41 A ') started conducting a survey on Japanese Tokusatsu commissioned by the
Agency of Cultural Affairs to clarify tokusatsu cultural aspects and also conduct interviews. The
Japan Tokusatsu Archive started with research activities but has evolved to gather many different
activities related to tokusatsu. In contemporary times, they have established a cooperative system
for the preservation and succession of tokusatsu culture in cooperation with the Tokusatsu Culture
Promotion Project Executive Committee (Fefig SC{bHEE S 2EFE1TZ: B 4%, 2018) established by
Fukushima Prefecture, Sukagawa City, the local Chamber of Commerce, and Industry, ATAC

(2017), vocational schools, as well as with the Sukagawa Tokusatsu Archive Center (2020) and
the Tsuburaya Eiji Museum (2019), both located in Sukagawa.
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The archiving of materials by ATAC, Japan Tokusatsu Archive, in cooperation with
Sukagawa City in Fukushima Prefecture, led to the opening of the Sukagawa Tokusatsu Archive
Center on November 3, 2020. In 2018, the restoration of the Battleship Mikasa miniature used in
the movie The Great Battle of the Sea of Japan was carried out as a test case with the support of
the Agency for Cultural Affairs. These different projects have been carried out in the last ten years
and have remained largely unknown to the academic field. Thinking about exploring these
developments and its interconnections, I went on a field trip to Sukagawa city to conduct

interviews at the Sukagawa Tokusatsu Archive Center and Tsuburaya Eiji Museum.
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6.6. Interview at Sukagawa Tokusatsu Archive Center

r.

Interview with Nagoya Ryo (4 &4, #i)
Curator at Sukagawa Tokusatsu Archive
PR, HEIWRRT — A4 78 F—

Realized on 20 August 2022 at the Sukagawa Tokusatsu Archive Center3%?

*kk

Angela: Thank you for receiving me and allowing this interview. First, could you tell me
how the story of the Archive Center connects with the Tokusatsu Museum exhibition (2012) made
by Hideaki Anno & collaborators and with ATAC?

Nagoya: The first step in the process was that Mr. Anno and his colleagues came up with
the idea of preserving the materials used in the tokusatsu production. The first step was to hold the
Tokusatsu Museum exhibition in 2012, but after the exhibition was over, there was a problem with
where to put the materials collected. Additionally, Eiji Tsuburaya was born in Sukagawa, and we
have been focusing on promoting him and Tokusatsu as one of the policies to promote the city
after the Great East Japan Earthquake (11 March 2011). Sukagawa City was trying to promote
Tokusatsu, and the artists were asking for a place where they could preserve the tokusatsu materials.
Originally, this building was a community center that was closed, and so Sukagawa city proposed

this place for ATAC to create an archive for tokusatsu materials.

Angela: Is there any relation between the Sukagawa Tokusatsu Archive Center (2020) and
Tsuburaya Eiji Museum (2019)?

Nagoya: The city hall of Sukagawa city has the Department of Cultural Promotion Division,
which promotes the culture of Sukagawa. They established the Sukagawa Tokusatsu Archive

Center (2020), and there is a connection between them since they share some similar goals.

%2 For Sukagawa Tokusatsu Archive Center, official website see, https://s-tokusatsu.jp (Accessed: 2022 August 30). Address: 22
Nakachimae, Hashirata-aza, Sukagawa City, Fukushima 962-0302.
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However, | think that the Tsuburaya Eiji Museum has cooperation with Tsuburaya Productions

too.

Angela: What are the main activities of the Archive Center?

Nagoya: After conservation and preservation, we need to collect the materials. Collecting,
preserving, and in some cases, restoring. The main purpose of the archive center is to collect and
preserve. It differs from a museum in that the main purpose is to make exhibitions. Of course, one
of the purposes of the archive is also to display the objects. Therefore, the materials we have in-
house are usually exhibited, but we don’t use the word exhibit or exhibition in the context of a
museum. However, since we are preserving things, we are making them available for everyone to
see, aren’t we? That is why preservation is the main focus of the museum. In addition, Sukagawa
City also wants to promote the culture of tokusatsu, and in that sense, we also hold workshops,
some of which are held at the Archive Center, and others are held at the Ward Office.

We are currently holding a workshop for Elementary and Junior high school students in
Sukagawa City to spread tokusatsu culture. We also aim to nurture future talents who could be
involved in tokusatsu. That is why we are holding these workshops. There are workshops around
four times a year where they can learn simple techniques used in tokusatsu. Another is a larger
activity called Tokusatsu Jukku, which brings together Junior high and High school students in
Sukagawa City, and also the director Kiyotaka Taguchi of Ultraman series, such as Ultraman X
(2016), and Ultraman Z (2020).

Angela: One of the restoration projects was Battleship Mikasa.

Nagoya: That’s right. This is one of the projects that we have been working on with money

from the Agency of Cultural Affairs. And the first step was to fix the Battleship Mikasa.

Angela: The Sukagawa Tokusatsu Archive Center has been open for two years now, what

are the goals for the future?
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Nagoya: First of all, I would like to continue the small workshop that I am in charge of
every year for the children of Sukagawa City. The other big workshop, Tokusatsu Jukku, is run by
the director of the center, and he wants to continue the program every year for about 10 years.
After that, as for this Archive Center, of course, there is a relationship with ATAC, but it would
be great if we could collect and store the tokusatsu materials from various places in here. While
expanding the space for preservation, we would like to promote the collection and preservation of

tokusatsu materials from all over the country.

(Interview excerpt ends here)

*k*

After this conversation, | was allowed a tour, and the Sukagawa Tokusatsu Archive Center
allowed me to take photographs. The following images are from the first-floor Miniature Archives,
and then the second-floor pictures of the Miniature Set Plan designed by Toshio Miike. All of the
following photos were taken by photographer Mitsui, Takeyoshi (Ot H-H ).

Figure 22 Miniatures storage (Sukagawa Tokusatsu Archive Center)
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Figure 23 Miniatures storage 2 (Sukagawa Tokusatsu Archive Center)

Figure 24 Miniatures storage 3 (Sukagawa Tokusatsu Archive Center)




Figure 25 Restored Battleship Mikasa miniature from Battle of the Japan Sea (Nihonkai daikaisen, /7 A7

Figure 26 Giant Warrior original puppet for Giant God Warrior appears in Tokyo (2012)




Figure 27 Second Floor: Miniature set plan designed by Toshio Miike

Figure 28 Miniature set plan detail. The sign reads Monster Club (252 /22&77), designed by Toshio Miike




6.7. Tsuburaya Eiji Museum

Interview with Ojima Yoshihiro (ZEIE, B i)

Director of Tsuburaya Eiji Museum
(AAE I 2=V 7 LMER)

Realized on 20 August 2022 at the Tsuburaya Eiji Museum?3%3

*k*k

Angela: First of all, thank you for giving me some of your time for this interview. There
has been a movement in Sukagawa city toward celebrating Tokusatsu. The Tsuburaya Eiji museum
was opened in 2019. Was there any relationship with the opening of the Sukagawa Tokusatsu
Archive Center (2020)?

Ojima: Of course. There are some connections, but they have different purposes. The
purpose of this Museum is to inform people about Eiji Tsuburaya’s life, his achievements, and so
on. The purpose of the Sukagawa Tokusatsu Archive Center is to promote the world of Tokusatsu,
which was Tsuburaya’s forte, and to pass it on to the next generation. In a sense, the Archive Center
was also created with the aim of conveying the techniques and tokusatsu production methods to
the general public and to archive those techniques and production methods utilized so far.

The purpose of our exhibition is to inform the public about Eiji Tsuburaya’s life and the
content of his various works. For example, the Imagination Atelier consists of six fields, ranging
from Fantasy Biology, Fantasy Mechanics, Tokusatsu World and Environmental Science,
Tokusatsu Astronomy, Tokusatsu and Fables, and Tokusatsu Film Studies. The exhibition is
categorized into these six fields, and each of them has a display of works. In addition, each session
has many books under it, and this was made so that you can further study more about your area of
interest. Anyone can look at the books, not only citizens but also people from other towns. In this
sense, the director’s last lesson is that if you can find something you are interested in while you

are young, your life will be very fulfilling. The library is designed to allow visitors to explore their

33 Tsuburaya Eiji Museum Address: 4-1 Nakamachi, Sukagawa, Fukushima 962-0845 (Sukagawa Civil Exchange Center TETTE,
5th floor). Official website, see, https://s-tette.jp/museum/ (Accessed: 20 August 2022).
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areas of interest while placing related books and reference materials in a wide area. In addition,
the Sukagawa Tokusatsu Archives Center holds workshops and other activities, such as taking
Tokusatsu footage using special effects technology. However, with this in mind, they target people
in the upper grades of elementary or junior high and high school. However, this facility is operated

with the hope that children will find something they are interested in from an early age.

Angela: I know that the Sukagawa Tokusatsu Archive Center collaborates with ATAC and
Sukagawa City. In the case of Tsuburaya Eiji Museum, I know that there is, of course, collaboration

with Sukagawa city. What are the other contributors to the Museum?

Ojima: Other than Sukagawa city, we have many connections with Toho Co. and
Tsuburaya Productions. We had various exhibits with their cooperation. So, the talks about the

Museum happened between Toho Co., Tsuburaya Productions, and Sukagawa City.

Angela: Oh, | see, so these companies and the city came together to realize the Tsuburaya

Eiji Museum. Besides the exhibition space, what are some Museum activities?

Ojima: I'm not sure if you’re familiar with the term “% & b #2” (Chigiri-e), but maybe
you’ve heard of it. The cut paper is pasted in the shape of a monster, and finally, when the shape
is made, it looks like this (he shows me some examples that the children made). We made these
on the 7th of August; maybe we do it like twice a year during the summer vacation with Elementary

students.

Angela: | see; | think the children must adore these kinds of activities. Also, it was
announced the official Tokusatsu Day (4#fx? H), on 7 July, with the registration certificate in

2019%4, The date is also symbolic because it is Eiji Tsuburaya’s birthday. Is there any event related

to the day in the Museum?

354 Official news of the Tokusatsu Day establishment, in the Sukagawa City webpage, see:
https://www.city.sukagawa fukushima.jp/bunka sports/bunka geijyutsu/bunka info/1001208 html (Accessed 2022 August 22).
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Ojima: We have done different events in the past, it depends on the year, and we also
collaborate with other events in Sukagawa city. This year there was a screening of Shin Ultraman
(2022), 1 think it was July 10, and so we made a special corner with various books related to Shin

Ultraman.

Angela: | see. | have noticed that there have been many efforts from Sukagawa city towards
building Tokusatsu facilities and events through the years, collaborating with artists and companies.

It is really an interesting revitalizing movement.

Ojima: Besides the ones you mentioned, there is also the “7273¥2 % 7 73> (Naganuma
Lab), which was a former indoor gate ball field, that is now a tokusatsu lab. It is also now the site

of the Naganuma Festival®*®, where they make the Nebuta (42.5:7=) for the festival. They are

making the Nebuta for the Naganuma Festival, displaying them, and allowing people to take
pictures®®. In addition to this, it is also a place where special effects and movies can be filmed. If
you from here, it’s still about 30 minutes. The direction differs from the Archive Center; there are
also a few more buildings. And it’s a little bit of a mess because they do the rough shooting there.
It seems that directors also come and do some shootings, like director Higuchi Shinji and Toshio
Miike. I heard they were filming some new project over there, but I don’t know the details. I think
the Archive Center also used the space for Tokusatsu Jukku (Special Effects School). I think there

will be many movements in the future, as everyone is uniting in Sukagawa to make new initiatives.

Ojima: For example, the Ultra Guide Map®’. (Ojima hands me the map). Sukagawa City
is a sister city with Nebula M78 “Land of Light,” so there are many Ultra heroes and monsters
displayed around the city roads. You can also see Ultraman at the City Hall. Our museum is more
about Toho movies of Tsuburaya Eiji. There is not so much about Ultraman, so it can be a little

disappointing for the children. So, there are the Ultraman exhibits along the street, which serve as

35 The Naganuma Festival started in 1985 and is an early autumn tradition. The festival attracts about 30,000 spectators every year.
See https://www.city.sukagawa fukushima.jp/kanko sukagawa/kanko event/1003550 html and Naganuma Festival Executive
Committee Website: https://www.ore-ore3z.com/naganuma-matsuri/ (Accessed 2022 August 24).

3% Due to the Corona Virus Pandemic, in 2021, the festival had to be cancelled and so they made an exhibition called Nebuta
Exhibition (#2.572 k%), to showcase the constructed Nebuta at the Naganuma Lab. News of the exhibition, see: http://n-
asc.com/2021/11/02/72 382 F T RIZ TREH E 2 BE3%80%80 12557 Ji& | BAfE/ (Accessed 2022 August 30)

%7The Ultra Guide Map English version, see http://m78-sukagawa.jp/wp-content/themes/sukagawa new/img/guidemap en.pdf
(Accessed 2022 August 30).
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a transition between the Ultraman and the Toho era of Tsuburaya. There are also Ultraman

monsters exhibits on the first floor of the building.

Angela: Thank you so much for your time. I’ve been researching these new movements of
Tokusatsu revitalization, and so it is exciting that many things have been happening in these last

few years in Sukagawa.

Ojima: Is itall right? I hope I answered some of your questions. Please enjoy the exhibition

and let me know if you have more questions.

(Interview excerpt ends here)

*k*x

The museum has two miniatures reconstructions of Large Pool, Stages 8 and 9, and the
Horizont Warehouse of Toho Studios. They were recreated by veteran artist Shimakura Fuchimu

(&2, —F). The following images were taken by photographer Mitsui, Takeyoshi (& H5%).

Figure 29 Large Pool miniature by Shimakura Fuchimu (& &, —7)
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6.8. New Pathways of image-making

I have followed Tokusatsu and Robot Anime connections throughout this research. This
section is an introductory essay on the impact of the preservation initiatives of the last ten years in
image-making. It is still to be seen the full effect that the combination of research, preservation,
and art-making led by these artists can assume. However, in this section, | want to explore how
such movements have impacted the techno-social dynamics embedded in the Shin Evangelion and

how it is connected to the upcoming art projects in the (>~ >~ — Shin — New) tokusatsu productions.

Following the experience of Shin Godzilla (2016), Anno came back to finish the Rebuild
of Evangelion, with the fourth and final movie, called Shin Evangelion: 3.0+1.0 Thrice Upon a

Time (> - =7 7 7 UF »EIGAR:, 2021). After the last film, Asuka, Shinji, and look-

alike Rei wander on a destroyed Earth until they are rescued by Kensuke Aida and arrive at the
Third Village. This refugee village is near the third impact location. The main characters that fight
the EV A continue young, even though Touji and Suzuhara have grown up. Asuka, Shinji, and Rei
(tentative) live in the village and perform tasks for the villagers. Shinji is crippled by the crime of
causing the third impact and spends time alone at the former site of the NERV Branch, being taken
care of by look-alike Rei and others. Since the clone Rei can’t survive without treatment, she dies.
This is followed by the Misato organization Wunder which is preparing for the final battle against
NERV. Wunder makes a port in the Third Village, and Asuka and Shinji return as volunteers
aboard Wunder. In the following scenes, Shinji confronts his father, Gendo, in a tumultuous battle
in many scenarios. The animation is filled with experimental technics, and various innovative
approaches that I would argue are directly connected to Anno’s close involvement with tokusatsu
practices.

The art director for 3D CGI was Hiroyasu Kobayashi (/IN#k, {5 5E); he was primarily
engaged with conventional drawing utilizing 3DCGI as a supplementary tool in the production
process. Kobayashi worked as a matte painter on live-action films before becoming a digital artist
and participating in the production of the Rebuild of Evangelion series. In a unique piece for CG
World vol.276 magazine, Kobayashi says that while Anno was experimenting in the production of
the series, and the director became more aware of the digital technology capabilities, his requests

to the digital department became complex and varied. Kobayashi says: “The first thing was a
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virtual camera for finding camera angles, which Anno felt was a good response to the production
of Shin Godzilla (2016), and he wanted to be able to use it in the studio in a simplified way.” (2021,
p.26, my translation3%8). The digital department was using mainly 3ds Max; however, they soon
realized that the amount of work and variety necessary to make this animation required getting

cooperation from other production companies and developing human resources.

Mr. Anno, Mr. Tsurumaki (Kazuya), and the other Khara Inc. directors prioritize layout,
so animators must have solid screen composition skills. They are also over-detailed in the
design, so modelers and designers need to be able to convincingly model elements and
details that are not depicted in the drawings. A small studio like Khara can’t produce
everything in-house, so finding a studio that will cooperate with us is essential. We had
been focusing on developing overseas studios. Still, with the digital transformation of video
production, we began to find a way to expand our business to other locations in Japan. (By
Mr. Kobayashi). (CG World, 2021, p.27, my translation®°)

In a sense, the Shin Evangelion provided a challenge and an opportunity regarding
technical and artistic development. With that in mind, Project Studio Q3%° was established in
Fukuoka in July 2017 by Anno’s studio Khara Inc. (£ =24t % < —) with Dwango Co. (i =%
1 KD > =) and Aso Juku (JBRAE24). It is an animation and CG production studio established to
produce films and foster young talent. Hiroyasu Kobayashi currently serves as president and CEO,
with Hideaki Anno assuming the position of Creative supervisor. While working on Shin
Evangelion movie, the studio increased the staff and created a place for artists to implement
techniques such as modeling and rigging. The idea also was to develop local talents that could

work on various art techniques.

BEFNZ R o T-DIF [V - VT 0IE)FNERFICER SANFIEXEFRE TNV AR T T v I NVERT D
DT 7 —F X NVAATT, TNEBHMINCAZANTHRZAD LI Lol

39 CHEIF X ASRCHEFIR) SAZIZI LD T —OMBHIZL A T Y A BER LEZE SV ETEDT, T2A—F—
WITFEN R AR IR RO bNE T, T, BRIALETOT 4 T7— Ao, TP LICHLIEDYRHHOT, T
T T =0T WA T RE DAL TR WE RIS E TSNS 2 ER TN VETT, AZ A HED /N
EWAT—TIEIETERNET S Z LIIRAREADOTH I LTHL LD AZ VAOBHR LRI EET A, #IAZ DF
DR L I AN TWE LR, BEBHITEDT XNV T VAT 3 — A= a b ho T, ENORHLEIZHIEKE %
BT L0, (MRK)

30 please see further information on the official website, see https://studio-g.co.jp/index en html#company-info (Accessed
2022.10.01).
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For example, Shin Evangelion was created primarily utilizing 3ds Max; however, they had
to transition to Blender as their main tool. One of the triggers for this change was the battle scene
where Eva’s No. 2 and No. 8 descend to Infinity. Due to a rendering policy change in the Maya
software, they had problems converting the files. They had to purchase additional tools besides
requiring assistance from other studios to complete the scene. “However, if we had used the open-
source Blender from the beginning, we would have saved time and effort by not having to change
tools, and it would have been easier for partner companies to adopt it, so we are preparing to use
it in future projects, (By Mr. Kobayashi).” (CG World, 2021, p.48, my translation®?). Studio Q
utilized Blender for modeling and producing the scenes in which the giant Ayanami appears. In
summary, Blender is open-source software with multiple applications for creating 3D computer
graphics for animation, visual effects, motion graphics, virtual reality, and video games. In 2019,
Khara Inc. announced®®? that the company and its affiliated Studio Q would support the Blender
Development Fund to develop open-source animation production tools.

Shin Evangelion utilized digital tools and approaches that are not common in animation
production. Daisuke Onizuka (#£%, Kiifi) participated in all four Evangelion productions as CGl

director. In Evangelion: 3.0: You Can (Not) Redo, about 1/3 of the cuts involved CG, and the main
work was focused on drawing. However, for Shin Evangelion, Onizuka says: “(...) approximately
70 percent (about 1,400 cuts) of the film is CG due to a significant increase in the number of cuts
created based on pre-visualizations and 3D layouts.” (CG World, 2021, p.27, my translation®®).
In a sense, the last movie utilized 3D CG models on a bigger scale for characters and real-life

model objects. The basic rigging for the Eva’s followed a humanoid form (& k7). Rigging is a

technique to use skeletal animation to represent a 3D character while using a series of
interconnected digital “bones.” In this way, each Eva had its distinct humanoid skeleton that could
be repositioned and extended and determined the bending angles. The modeling and design team
had to utilize flexibility and adapt to the change in productions since the animation team would

further modify and establishes a back-and-forth flow production.

BLeLpLA—T Y —AD Blender 1 5 L HAIHHRD TWUE, V=N E2FELSFHRBETET L. Bt
WWHHALTHLWRTWEEBZTBY, 4% v V=7 MCTOEREZHERTCTI, (IKRK).”

%2 The news was posted on the company website for public knowledge, see https://www khara.co.jp/2019/07/30/blender/
(Accessed: 2022.10.05)

B« Ty ] TRERFVTAARID AT U MERITER LIS vy RBARIBICHEZ 22 LICX-> T, 2EOK 75 (K
1,400 77 v MIZ CGAMIEL TND.”
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Onizuka also explains the difference in Anno’s decision about the process-making of the
last Evangelion movie: “Mr. Anno requested that we develop a Unity-based VP system so that he
could decide on the cut slots by connecting shots taken from multiple angles through editing, just
as he does with live-action filming.” (CG World, 2021, p.27, my translation®). In general terms,
Virtual Production is usually used in pre-production and for fixing issues while filming. It also
helps visualize complex scenes that can’t be filmed. It refers to various digital tools, such as previz,
motion capture, virtual and simulation cameras, real-time rendering, and others, that help directors
imagine and plan different project elements. While usually animation production is based on
storyboards, Anno decided to use Unity-based Virtual Production (\VP) in search of various angles.
“The system was not used for pre-visualization but rather for angle hunting on animation
(performances) that had already been done to a certain extent.” (CG World, 2021, p.39, my
translation36®),

This procedure allowed the software to play back the full animation, target loops between
frames, and slow fast-moving scenes to hunt for different angles. This approach allowed for a final
composition that utilized digital frames as an animation stand for angles and cuts. Reportedly,
scenes with five cuts could achieve forty in the last editing. This flexibility allowed for a diversity
of camera angles and overall composition effects. One of the leader animators, Ryoichi Nakama

(fhiE, B —), focused on producing the effect animation. In the early stages of production, Nakama

developed general-purpose fireball explosions, smoke, muzzle flashes, missiles, and other effects
in 3D that could be used throughout the film.

Nakama’s effects were created in the style of Evangelion: Q, as well as drawing and live-
action, sparks references. For unique cuts, various staff members collaborated in making
the effects. For example, General Director Anno personally photographed live-action
material with actual sparks created by a grinder and then composed it together to create the
cut. (CG World, 2021, p.45, my translation®®%)

BB XML EBIREOLIICEROT VIV TIRE LIZLOERETORE RNy FEID 2O TVE T
WEWHERNRH ST, Unity S—ZAD VP VAT AR LE LR

ez ZDVAT AL, TV T4 AETIERL, TTIEHIBREETHR ER-TWE T = A — 3 »(JHER)ICxt
LC, TV I NERDIZDET TNy M AL

B APERDTT =7 M [T 7 7V A UHBIHRQ] DA Z A TN, (ERIRET D KL ZEITHIE, FF
BRI2 Ay N TR, T4 X —TCREBEICKIEEZ ]S LI REEM R REEN A OIRE L, ZnE &6k L TERT
578, =727 MNAVIIKRA A Z v 7 OEHEIZL > THWEES TN 5
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Additionally, CG director Masanori Iwasato (=5, & Hl) was responsible for creating
assets based on the models for production rendering, such as scene colors and mask materials,
using tools in-house. Iwasato worked creating masks and adjusting lighting and shadow work. CG
director Yusuke Matsui (f2}, #fi#%=) was responsible for ensuring the overall quality of the 3D
CG cuts, working closely with the GD Anno and the other directors to instruct animators on how
to perform the tasks. Young CG animators such as Kazumi Yoneyama (CK[li, —3g), that had
worked on the SF animation Darling in the Franxx (2018) and Tatsuya Watanabe (%32 )
whose work submitted to the Animator Draft Meeting3¢’ (7 = A —4% — K7 7 M 47%) caught
the attention of Khara, also worked on the Evangelion project. In Yoneyama’s case, his insight

into tokusatsu made him a good candidate to explore a tokusatsu-like perspective in animation (see
Figure 33).

He was assigned to this project because of his insight as a big tokusatsu enthusiast. Under
the supervision of Katsuro Onoue and Toshio Miike of the Tokusatsu Research Institute
(in cooperation with Previz production), he contributed to creating a tokusatsu-like
perspective in the layout of the earlier cut and to the creation of the screen using a stroke
and horizontals. (CG World, 2021, p.46, my translation3¢®)

Besides having knowledge of CG animation and digital tools, the artists that also
understood tokusatsu texture and elements, such as Yoneyama, were brought to collaborate with
the Tokusatsu Research Institute. The lead animator Ryoichi Nakama also expressed in an
interview how helpful it was to have an animator with knowledge about tokusatsu aesthetic and
history. “Mr. Nakama says: “When Mr. Anno mentioned the title of a tokusatsu movie from the
1960s as a reference example when creating the scene where the Nerv ship and the Wunder collide,
Mr. Yoneyama said to me, “I have it” and immediately lent it to me. (laughs).” (CG World, 2021,

p.46, my translation3®°). Another animator that had such an understanding of tokusatsu was the

367 Animator Dratf Meeting of 2022, see: https://www.too.com/atsuc/ (Accessed: 2022.10.05).

BCRDFFR~=7 L LTORBEEOLONTOT A v Lipode, FRERT(T Y U ¢ XHIEW 1) DR LSRR
S RKEEDO T, £ONy OV AT U NTHHIRS LWS—AfF1F0, EBEXEIVOKRY Vv & 7l <
DICHERR.”

BOpIE L TRV THEL U X —NERET 52— HEDBRC, BE S ABSEG & 72D 60 FROFRML D & A
P EZEFTZS, KRIUS AR [FioTWET L] &, FCITELTIATE)) L5 ()
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animator Hiroaki Yabe (%32, ¥£), who worked on making effects for the A.T. field of the new

Eva 2. Let’s briefly analyze Yabe’s process in this scene (see Figure 32) to comprehend how to

make these visual effects; he utilized a mixture of techniques and tools.

370

Figure 31 Eva’s beast mode technical details

Yabe explained how he utilized aluminum foil photography, light flares from a pinhole,
digital composition, and inverting tonal gradations for this scene sequence. “He boldly
incorporated live-action materials used in traditional tokusatsu, such as black-painted aluminum
foil with small holes drilled with a pin-vise, lit from behind with a flashlight, and photographed
using a Vari cross lens filter.” (CG World, 2021, p.58, my translation®’!). In frame A, there is a
bright orange color texture in the upper left corner, which was achieved by utilizing the method

described in aluminum foil photography. In frame B, the cel is composed of digital light and

370 Image reference from CG World, 2021, p.58.
MeBLBOTT N IBICE AL ZATHESWREZRT, BEPoBPEITTROLELDEAR) 7B ADL Y X7 4
NE—ZEoTRE L, BB OOFRTEDN-EERM 2K BIZERY ANTNS.?
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combined with lens flare taken in real life with a pinhole. In frame C, the elements are combined,
but no visual effects are inserted. In frames D and E, the light on the back carefully changes, and
elements are inserted. Finally, on E and F, the pinhole light in the effect cross is also used
effectively in other cuts of light and visual effects, producing unique light and texture combinations.
This process was also concluded under the creative guidance of Hideaki Anno.

Shin Evangelion takes on the challenge of utilizing digital tools to explore and combine the
impact of tokusatsu and animation collaboration inside and outside the frame. The Hideaki Anno
Exhibition held at The National Art Center in 2021, had three main sections. The first part was
dedicated to the works that shaped Anno’s life and artistic path. The second part is dedicated to
tracing the steps from his amateur years to contemporary works, including Shin Godzilla and Shin
Evangelion. The final session is dedicated to the archive for future generations, including
initiatives such as ATAC. It also includes images of his upcoming projects, Shin Ultraman (2022)
and Shin Kamen Rider (expected 2023). The exhibition also included miniature works of the Third
Village and the old Nerv building ruins. It became clear by exploring the techniques and production
approach of Evangelion and the models at the exhibition that Anno incorporated a miniature

concept in a continuum between conventional and digital formats.

Figure 32 (left) Miniature model of Third Village3"

(right) Yoneyama's tokusatsu-like perspective of the first Eva vs. the 13th Eva CG miniature model®”

372 Photography taken by the author at the Hideaki Anno Exhibition (2021).
373 Images are taken from CG World, 2021, p.46.
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Let’s remember that when Butsuda asked Hideaki Anno why he insisted on creating
miniatures for anime; his answer was: “Anno: The point is to reproduce them. We called the
backgrounds ‘sets,” even though they are computer graphics (everyone laughs).” (Butsuda, 2012,
p. 23). In figure 33, the left side is the miniature model of the Third Village, which was used to
visualize and create the setting. NHK’s documentary ‘Sayonara Subete no Evangerion ~ Anno
Hideaki no 1214 nichi’ (S L 5 R b2 TOT T 7 7 ) A ~fERFH 0 1214 H, 2021) register
some of the making-off of Shin Evangelion. In the documentary, Anno walks inside the Third
Village miniature set, moving some of the houses and objects to achieve his final vision for the
village setting. In figure 34, we see the materials of the storyboard-footage style, where traditional

miniature footage (left) and rough CG of the characters (right) are utilized.

Figure 33 Storyboard footage of miniatures and CG%7

Another scene were reality and fiction are assembled is the last scene of Shin Evangelion.
The final scene of Shin Evangelion is set in the JR Ube-Shinkawa Station (Ube City, Yamaguchi
Prefecture), Anno’s hometown, which is also the location reference for the movie poster (see
Figure 34). The NHK documentary shows the process of making this scene. With a hand camera,
Anno runs in the station and stairs to capture the movement, angles, and overall feeling to
incorporate in the final scene. For other locations and settings of the movie, Anno took pictures
and videos of real places to utilize as a reference. They merged drawings and live footage to

produce the scene, and the view from above the station used drone footage. Since then, the real JR

374 photography of storyboard materials taken by the author at the Hideaki Anno Exhibition (2021).
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Ube-Shinkawa Station has become a place for pilgrimage for fans that can visit and compare reality
and fictional elements. The scene also drastically combines live-action and animation textures in
the frame. The world is rewritten without Eva, and now animated adults Shinji and Mari go out of

the station together into the real-world footage scenario.

Figure 34 Shin Evangelion final shot in the JR Ube-Shinkawa Station3®

There are different ways to visualize this scene’s importance. However, considering
Anno’s trajectory in making animation and tokusatsu, in the end, these mediums collide. Animated
characters break away into the real landscape footage of the city that is utilized in a miniature
manner. The real and fictional barrier is utterly shattered, showing that Shin Evangelion is a
profound reflection of Anno’s artistic practices in both fields, from the animation production

endeavors to its execution. It’s the director’s visual essay on effect-making pathways inside and

375 photography of the final scene panel taken by the author at the Hideaki Anno Exhibition (2021).
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outside the frame. Although the final result is an animation, he does not abandon a tokusatsu
practice within its making, nor is he concerned with adopting digital tools as an additional
procedure.

This procedure is also counter-genre, with visual animation practices entering tokusatsu-
making as an internal force. It was already present in Shin Gojira (2016), and it’s taken to new
levels in Shinji Higuchi’s Shin Ultraman (2022), where Anno is the writer and producer. Although
this thesis won’t cover a range of contemporary procedures in detail, since it deserves careful
analysis, | want to point out the importance of looking at the techno-social assemble these artists
are enabling in their practices. Specifically, for the making of Ultraman Specium-ray beans effects,
in Shin Ultraman, lizuka Sadao was brought to collaborate in creating the digital conception based
on its original version. In my interview with curator Kan Miyoshi, he showed me the framed
drawings lizuka made for Shin Ultraman, which are now in the ATAC facility. | also remember
seeing lizuka Sadao’s name in the credits of Shin Ultraman’s movie when | watched it in the
theater.

The series of Shin (new) movies (Shin Godzilla, Shin Ultraman, Shin Kamen Rider) can be
seen as a reintroduction to a new public. Still, they are also an ode to the original creators and its
inspirations while implementing something new. On the official website of Shin Ultraman (2022),
Hideaki Anno explained that his motivation for writing and producing came from the Tohl Narita
oil painting called Incarnation of Truth, Justice, and Beauty®® (B3 & E¥ & £k H,

Shinjitsu to Seigi to Bi no keshin, 1983).

The design concept for this work originated from the desire | felt when | saw Tohl Narita’s
Incarnation of Truth, Justice, and Beauty and wondered if | could somehow capture this
beauty on film. When we depict the epochal work of Ultraman once again in the modern
age, how should we depict Ultraman himself? The answer to this question was obvious. It
is to depict the original image that Mr. Toru Narita aimed for. We aim to reproduce the
taste Mr. Narita wanted, which can only be shown with today’s computer graphics. (Shin

Ultraman, 2019, para.1, my translation®’")

376 Tohl Narita. *Shinjitsu to Seigi to Bi no keshin’ (‘E:5% & [E3% & £ D {k&), 1983, oil on canvas, 91.0x60.05cm. See the oil
painting on Tohl Narita official website, see https://tohlnarita.com/gallery/ (Accessed: 2022.10.09).
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Tohl Narita was the Executive Art Director at Tsuburaya Productions and worked on
variations of Ultraman from Ultra Q to Ultra Seven. There, Narita worked on the character design
of heroes, and monsters, ranging from painting, sculpting, and mechanisms construction. In the
eighties, he would participate in painting exhibitions in different galleries. Narita’s paintings were
published in different books, and he spent his life making paintings and sculptures as a visual artist
until his passing in 2002. Anno also visited Narita’s family members before starting to write the
Shin Ultraman project. I’'m reminded of Kan Miyoshi’s words, as how the artists that entered in
this process of preserving animation and tokusatsu materials saw the legacy of their predecessors
with a sense of gratitude.

I’ve come to understand that these last ten years of preservation and research efforts are
not only led at the institutional level of museums and exhibitions. These efforts of preservation
and gratitude are embedded and have shaped the film productions mentioned. A techne or art-
making, as | have defined in this research, is socially developed, and inscribed. It is also transmitted,
adapted, and it bounds new social relationships. In this manner, the artists legacies are not
constricted to their historical time; they are carried by the people that have come after, by the

images produced after. That is the gift that creates new pathways of image-making.

Hi<BIZ, UV~ HEOREE S O, TOMBEOEZIL, BT ERESTWE L, FHUL, REFR
DEFLIEAROLEZH <, BIED CG TLIT oW, MHEPNLEALTW T A A OBBEELBHETFETT”
Available at: https://shin-ultraman.jp/about/ (Accessed 2020.10.06).
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7.0. Conclusion: Towards new ways of conceiving Japanese Media

After doing documental research, fieldwork, interviews, and looking at the new initiatives
coming from artists, producers, collaborators, and the industry, it became clear that there is a need
to reassess and communicate different understandings of Japanese popular media. There is a
demand to construct or give space for other discourses around media materiality and representation
that accounts for artists practices in their technical and anthropological spheres. Perhaps the image
of Japanese popular culture has become too naturalized. Because it is a given, its intricate details,
hardships, and the social connections that it enacts are often assumed in certain spheres. For
example, in the interviews, | noticed the assumption that because something is famous or seems to
be everywhere, the main public thinks it probably gets to be preserved. People think the artworks
mentioned are bound to be archived because of digital technology, the internet, etc. In tracking
tokusatsu and animation movements, | realized that artworks are saved from being destroyed by
other artists, fans, and researchers more than imagined.

However, in a chain of events crossing generations, artworks are living artifacts of a time
where certain materials, technology, and social and economic settings were there. It’s a living
witness of history and all the sedimentations it carries from the people and the environment that
have settled on its surface. It gives clues in its material choices, techniques, social relations
between artists, iconographic styles, and how it was distributed, but it’s never a complete image.
There is always space for a different gaze. While | followed this research subject treads, it led me
on an unexpected journey. One of the first challenges | observed was that comprehending the
procedural connections between tokusatsu and animation required an analysis of image materiality
and its inner mechanisms crossing the fields. Not only that, but how similar procedures were
created, and combined in different manners, paying attention to composition features. | felt it
necessary to take apart some of this history and assemble it in a layered comparison. The questions
that guided me were: Regarding materiality, what inside of tokusatsu and animation was mutually
shared and opposite? Which artists worked in each or both fields? What inspirations did they carry
to and with them?

Although this research is organized in a steady historical line of chapters, there is a play

between the main time frame discussed and its intersectionality, so in this way, there is a little
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about animation in tokusatsu-focused chapters; and a little about tokusatsu in animation-focused
chapters. This method allowed me to draw material and aesthetic connections closer, approximate
the artists that collaborated, and ultimately enable the reader to make new ones. In a sense, |
conducted this research by excavating artifacts, interviews, and people’s stories to form a new
image—an image about media collisions. Although media analysis can often focus on finished
artworks as closed objects, my aim is to open them to unearth the technical, artistic, and labor
challenges in their production process. Negotiations are made in the material and immaterial
procedures, and ultimately, collisions arise. Because images are a place of encounter, following
Deleuze’s machine concept, where the material, cognitive, affective, and social domains are
infused, they ultimately collide, leaving traces. Each collision has distinctive forms and time
fractures that survive in unique ways.

Media collisions require careful attention to how collective efforts through generations
utilize what is available around them to produce art and meaning. Although it is tempting to
separate analog and digital formats to tell media stories pragmatically, these categories ultimately
lack to account for the techno-social multiplicity that bounds art-making. Instead of pre-
establishing divisions, as Jonathan Sterne says, if analog is understood “(...) as a dimension of life,
we can also restore its descriptive and analytical power, all the while also forcing ourselves to
develop richer and more varied histories and theories of digital media.” (Sterne, 2016, p.42).
Indeed, a dimension of life, or as Warburg said, a life in motion.

Images are a place for encounters, collisions, and sedimentations, and in this sense, they
should be approached as a multiplicity that moves through time and space. The prologue of this
research counted with an interview excerpt from Professor Hikawa about his views on the intricate
elements of image-making in Animation and Tokusatsu. His question was: “But why everyone
seems to forget it? Some people think of it as a topping, like sprinkles, and I think, no, that’s the
main dish.” Image-making procedures are the foundation of what gives these artworks life. They
are the sedimented clues of how artists negotiate materiality and immateriality in their practice. It
is through the processual dimensions inside and outside the frame, in the gray matter of their
connections, that new stories can be found. To stand before the image as an immersive praxis is
ultimately remembering and investigating the elements that rapidly enter the senses. It is to

guestion the image and investigate its ecological formation and its multiple survivals.

300



In a sense, the mechanisms of image-making and the visual effects it produces are what
give weight and liveliness to a moving image. If you were to remove the effect animation or the
tokusatsu effects, the result would be a dreary image—the liveliness aspect of moving images and
the feeling of going to another world is achieved by giving material weight and realism to unreal
or natural objects. In a sense, what causes pathos or emotion, can be taken for granted since its
procedure function might not be so obvious. Image-making has also to consider the coordination
between elements and the overall effect it will have on the screen. Although this research does not
cover other elements that give weight to moving images, such as music background, voice actors,
and others, they contribute to the overall representation consistency of visual images. Hikawa
points out that when it comes to moving images, often visual effects are understood as sprinkles
on top of an image, but they are the foundation.

The effect maker of tokusatsu and the effect animator in animation are both dedicated to
recreating reality with the twist of giving an emotional charge to represented elements while
movement takes place. There are differences in the procedure, but because they shared common
space of creation, they’ve come to engage with collaboration and differentiation practices. This
unveiled story is one of the building blocks of Japanese media. DIY practices started by necessity,
and due to economic constraints, artists gave emphasis to the result on the screen. Some
recognizable visual elements that differentiated the animation style and tokusatsu — such as limited
animation and pose-cut followed by explosions — relied heavily on conveying emotion over
following established overseas technical procedures, for which they did not have the materials.

In a sense, it was necessary to create techniques that accounted for their material and
aesthetic context. What was born out of necessity created a long list of artists that passed down
their knowledge of art-making and inspired new generations to create their own way of
approaching the field. The seed of doing it yourself has remained part of Japanese art practice in
these fields, even when the materials available have expanded as the country has achieved a more
stable economic condition. The structural manner in which media was born in Japan has close ties
to using terms such as Anime and Tokusatsu because they are closer, culturally, and linguistically,
to the artists and viewers embedded in the Japanese context. In a sense, it also marks the
particularities of media materiality of these mediums and how they have been charged and
recognized over time. Although the relationship between animation and tokusatsu has been known

in particular circles of artists, fans, and industry related-people, it has remained somewhat obscure
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in the research field. Because it has not received careful attention, larger discussions are yet to be
made and spread to larger audiences. That is why initiatives like ATAC, Sukagawa Tokusatsu
Archive Center, and others mentioned in this research came to exist and are of vital importance in
such a task. These initiatives are part of a large movement to increase awareness of preservation,
restoration, archiving, research, exhibition-making, and education practices at large. Personally,
one of the most cherished aspects of this research was the meetings and exchanges | had with
people involved in these practices.

The anthropological-based investigation gave me an insight into what artists and
collaborators were aiming for in their initiatives. | wanted to meet the people engaged in such
efforts and comprehend their stories and perspectives. | understood that although Japanese media
is known for its industry, it survives and thrives because artists keep pushing forward and stepping
on roles of researchers, and public speakers, talking with the government, and so on. | wanted to
bring the voices of people engaging in these activities to the academic community. By
documenting and reassessing the technical and aesthetic procedures on these mediums, | was also
engaging with the accumulation of such practices and generational legacy. | see this research as
an image archive approach to understanding these procedures and how generational legacy can be
linear and non-linear in their exchanges.

For example, around 2009, at a dinner party among artists celebrating the end of filming
Evangelion: 2.0 You Can (Not) Advance (2009), Tomoo Haraguchi that had been restoring
miniatures, brought a rocket miniature with him from Ambassador Magma (~ 2~ Kfif, 1966, P.

Productions), creating a conversation that led to more concrete actions. That meeting sparked ten
years of efforts in researching, mapping, making exhibitions, creating facilities, and creating
conversations with the larger public. To understand events, the backstories are as important as the
events themselves, although these stories are often difficult to access. It is in the social interactions
that events unfold and transform, such as the example where Hideaki Anno was invited to direct
Shin Gojira (2016) because the Tokusatsu Museum exhibition caught the attention of Toho. The
decision to make an exhibition and to find a place to archive those materials created a wave of
actions that increased attention to animation and the tokusatsu relationship in Japan. However,
these last ten years of movement towards preservation and awareness are still young and need

further collaborative bridges.
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The first aim of this research was to bring awareness and invite further research and
discussions about animation and tokusatsu techno-social connections. A secondary aim was to
create theoretical inquiries about Japanese media in a plural manner, accessing academic theories
but also artists practice and research. | believe that further academic and artist collaborations for
research initiatives are indispensable for achieving new understandings of media theory, practice,
and preservation. On a larger scale, this research aims to promote and contribute to bringing
Japanese popular culture to a wider discussion about artistic techniques and style establishments.

During this research, it became clear that | was excavating media collisions since the
methodology was dedicated to unearthing each medium in its techno-social intersectionality. The
in-between space is where collisions happen, where the shock of artistic styles in a technical shared
space can create different methods of image-making. Historically, Animation and tokusatsu had
common uses of masks, in which tracing/drawing and animation techniques were incorporated into
both fields. The technical shared space has expanded and allowed references from inside and
outside the frame to be recomposed. Tokusatsu miniatures sets, and props have created a realm of
intersection between reality and fiction, where monsters and miniaturized versions of cities
become pilgrimage places for fans. This scenario influenced animation, where the background
settings became increasingly detailed and identifiable. An increased number of fans visit the real
location reference for animations.

The impact of tokusatsu and animation collaborations is inside and outside the frame.
Inside in the technical and collaborative practices where references from both genres are utilized,
and outside in the way artists collaborate and create new possibilities. The inside and outside of
the frame are in a continuum, and it’s possible to see and apprehend some of its configurations.
Although it is early to make definitive conclusions, | believe that the recent practices of research
and collaboration led by artists in these last ten years will profoundly impact art-making in
tokusatsu and animation in the coming decade. The pathways of collaboration for preservation
also have created a movement toward artists formation and education in various traditional and
digital tools.

While activities promoting traditional tokusatsu techniques are being promoted to educate
the younger generation, there is a concern about increasing the number of artists that can utilize
the digital medium and tools while understanding Japanese aesthetic influences based on DIY

tokusatsu-animation practices. | observe a tendency to utilize real-life materials, textures, and
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experiences to ground digital tools and produce something new. In this manner, digital tools can
provide an opening for a composition style where references obtained from reality-based shooting
and visual effects can become a play. When | interviewed Yoshie Kawahara, she told me about
her views on how artists create from their living experiences, and | returned to the idea of life in

motion.

Projection is the only thing humans can do, to put it another way. You can’t create the
unknown. You can’t make what you don’t really know. No matter how you do it, all the
aliens become little gray guys because people have never seen aliens. Some say it’s actually
because of Ultraman. Until then, all aliens were octopus-like and jellyfish-like. That also
came from Wells’s Space Wars novels. So, in the end, | could only express myself with
what I was given. That realness that I think “this is real” is real because | know it. That's

what visual expression is all about. (Kawahara)

Following Kawahara’s thought, it becomes clear that no matter the variety of techniques
available, there is a need for artists to bring life, its pathos, to the enmeshment of art creation. That
is because techniques and social experience are interconnected, and their collision with humans
produces visual expressions. Initiatives of art preservation coming from artists, in this sense, also
point to a need to create a transmission platform for newer generations about stylistic practices
that have survived and sedimented Japanese media. When | asked Kawahara what she thought
about the new possibilities of digital creation, it partially confirmed a sense of wonder that | had

within this research.

Even if I'm creating a bear, it is the human who sees, and it is the human who creates. In
the end, I am creating a human being in the form of a bear. It is the same with novels and
everything else. It is the human who shows to us. If I'm making something to be shown to
people, I need to understand the history and culture of the people I’'m going to show it to.
That’s what it comes down to. Then, based on the historical culture, whether it’s animation,
live action, or whatever media we can use today if artists understand the why of things,
they will know how to do it. If the feeling is that the old animation and tokusatsu can be
more relevant to the new era, it is because it has something that appeals to people’s hearts.

Because they have seen it, they have experienced it. (Kawahara)

304



| wondered about the need that made artists create bridges of art, research, and preservation
within digital practices and, what they were trying to convey, what legacy they wanted to create.
Kawahara’s words resonated with what I was looking for, the why of things. Techne as social,
cultural, and anthropological embeddedness in art practices. The transmission of the know-how of
experiencing past and contemporary media practices to achieve new landmarks. Indeed, the
production process in which references from multiple sources are utilized does not follow media
boundaries; they collide with them to produce and investigate new stylistic settings. In
contemporary media, digital software for computer graphics allows for increased pre-production-
based films.

Furthermore, open-source technology will allow pathways of collaboration and a way to
adapt certain features to the aesthetic needs that a group of individuals or companies are trying to
achieve in their films. However, creating individuality of aesthetic styles in the maze of digital
tools needs a careful understating of stylistic history. In that way, it challenges artists to expand
their range of capabilities. It’s also where new pathways of collaboration can arise, where artists
references from tokusatsu or animation can influence the choices of how camera angles, layout,
and the overall emotion provoked should lie. Ultimately, conducting this research allowed me to
understand that to move towards new ways of conceiving Japanese Media, we must look at images
as a place of encounter. A place where the anthropological, technical, and political aspects of

artistic legacy collide, where different meanings await.
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