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Rio de Janeiro has now passed the baton to Tokyo. What
kind of face will Tokyo present to us four years from now
in 2020? Make no mistake, all of us living in the metropo-
lis are part of the team of star players who will create its
scenery. Every day, we make some great plays and hit some
bloopers in a repeated process of
renewal. We break old records and
set new ones, turning them into a
chronicle of our daily lives.
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This is the second interview in the Players’ Talk series, which adopts a
sporting mindset to shed light on the player spirit that lives in all of us.

In this edition, we welcome up-and-coming film director Yuki Yamato and
Ryosuke Nagaoka, who has made a name for himself as a talented player.

amam
o

WE: RESAGKELRESTOEEE, BN
B REZFECHIZEBLTOLSHRLH>T
AYICEHLTVET,

R : %Uﬁéﬁ“‘é“bi% EESIEHEMIC,
BEPHIVOEFFOETIRLWASLRLLS
Al 2TWS, ZZTHBILTEAREEGE
DPHEVERTORELIIZLTELIITFRAT
To AYE, RELBATIIARELIRZEV SR

LAaZeWWIRWMETHRATTITE,

WF: THZENUIEKREBRIBATHRENGRIY
RAEboAERBEIAATE> TV ZETT L,
B Z0UE, 20BN, KRERIFATIC
Kol RICRAZBVHIEDSTIH, 21
ALV LEWESH,

WFE: ZNET—EHO28EIERVTT
"7 BIRIL2BEDFERI,

CERV] TOF -

WFE: T =I5 [2BDAAR—]  RIEL
TWISE— | Az (),
EfA W0 (B), ZNIZHLELDHIHAEWL

EhLENEe 2T KALBIIBERIZPIN
TWb, ZABRBRIZHIEF>TW DL D
Lnguniing,

WE:Z0D, 2B—1] 5L, 0THLLT
ECRLBEHIE RETALWVLS. BADH
BEHAHKE RIS TIRBZEVLTIEACT, #
S SNIIREZBVWERTDBILIIRDED G
TWAZEEFBRWTLLID, 10RO DLV E
DEI L, ZNERLLIIZ, HESDFTRE
HNRIRZEVWEZRDONTELELIAHS D

o ZLTZNHASOEEADHSDOREBES
u%,ﬁb’c%tvom AR, BAIZESTD
AEDIRZE W EIE, ZABRERILINIRS
FEULDLBEDOEEMNSIZRAINIEEIZZ
ZEENDBALRBRULDHRERBVETR, D
HEEOIHALWVWEBE, f-L1Iz, BT
A TWEL,

B EBD msnaﬂﬂl HETHOWE
Lize 2FMICAYZT I5ILTIRLATL
Flizkta, M EFDTL—IV Ikt
IEoTcATEITE, THESDEZELTLT,
ZDEMA DL 2TZEI BRI LT,

WE: e THELWTY, AUEYI-T, FA
ToBICAIRADRVWEREHH B L RWLTT DY,



TOKYO PAPER for Culture vol.014

R HR, RENBEHRICL>THIHTOE
DESNEHEINZEZDRERE ST, ZAREIZE
HDIEN, AIDTOFFETLATEHIEE, B
SABTWBEZADHETNLTVET,

R : ZNIIHTORERICALILEHEWL
b LN, RIIGEMRIEMYAETKS
ATITE, ZNUEEVBANIEHRALWEER
L. FLLWEENAEENY, BELAEE
o ZIHHI|EHEINZBED > TEBRICLS
TEDLBIEDRHDBD D,

WE:EBWLWTY R, E&FRICK>T, BODHE
EINTLESEVWSZETT
Ef:HDHEBVET, Heh, [ENEF17]
FETHIVEDBE 72T EN, BERIIHLT
FEPWERBEREBATLBLS IR

Yamato: I've got a huge amount of respect for
you, Nagaoka-san, because it seems to me
that you've brilliantly bridged the gap between
major stage performances and pursuing your
personal passions.

Nagaoka: Thank you very much. All I've done is
follow my instinct that “if it's good, it's right,” get-
ting involved with the things that immediately
strike a chord with me, no matter what, while
letting the music speak for itself. To be honest,
when you're on the big stage, you have to exag-
gerate your persona to match.

Yamato: But that still means bringing your own
personal stance to bear, even on the big stage,
doesn't it?

Nagaoka: Perhaps. But changing your persona
completely as soon as you hit the big time would
be awkward and embarrassing.

Yamato: Has anything ever made you tremble?
Like egging on the audience on the balcony, for
instance.

Nagaoka: Egging on the audience on the balcony...?
Yamato: | mean, like yelling from the stage,
“Everyone on the balcony! Let's bring the house
down!” (laughs).

Nagaoka: Never (laughs). Well, if I'd been popu-
lar before | knew what was what and had been
indulged by grown-ups, | suppose | might have

ETT, ZNIESETHEV KDl EDR
WRE TS o7z, (%)

WE:REICEITAMGEFTEDOERBR
. oo, §2<KEBLNEY 27
A3 >TRB>TWET, HLATHEERN
ERIIEEHRTIHEEEVOIDL, SERHBND
HLNEEA. THZHERIE. BEIINITS
MODESBEIENHEEB>THWEDT, FA
BE. BaREDE, REIANPEAERIN
72 [OSCA] HMINSRSINImEREBZDT7IN
L8] #EEEALNSERLTVT 5T
[OSCA] #BEIETEBHATT, bIEPEIFIC
RIAENTLED B, ZN<HL, FADI0OK
P2 BEAE->TW ., ZOREN T
XNEEDDHIZZE->TWLWET, 1256510

RET—VIZLI-BBEZIEA LT DL, Uk
BELWTWEES, bLALTRLELY LR
I->CEYRBZDTIERWLAEVLSDH, BS
DEEDTREELTL DN HBATT LN,
A BRKEVLEER->TH. K(EDNBZE
7ZIFE. BRIEZOVLDOELHBEBVET,
WE: ARYIZ, Z5TTR FIZIETI 755
LR BEREES LTEERIEINETL
Re ZNUIH LM LTTZR)—=FDKDIZ, £
WHEE EZEBIEZSELETA?

Rf: ZDELEDHEERNEZIHA>T RIFHL
Lo AR=YD LS, FIFNIZWL L, #BiTh
[ELWELSIDIFTTHERLD S, LIFVLZER
IZIZ7 R — DB -HBIEERBRAFILTHR
EHLTWBRERSALITE, BRATEZRIEN
WA, B¢ HMNETAREREIEND
b LR,

WFE: BRBREFE->THEFZ DT TR, EER
IESAHEZIE. MENICEIEEY F3L1,
BIZIE. ZDEERMAIADREBEN A 712272
ELTH, ZOTIERCT, RIENKERIZEY
BolZICB2BEEVWSHEL, HBHDTLL
SHM? THEToEEELA2FZIETT,
RA:HYETL, BERMNTTLND, WEITHRL
&,

WE HZIZRWEVND ZEIFVWDHIFEIHLE
BN TRERIZ T e o

R BEANICT BB BONELNARNT
T Hh—2 | > TREN BB EIE, 1FIFHL
To ZHZHEPDORBEL) S, BESADRK
BOAMNKYIT, FIZIESBEBTERERK
LaEAS, [HdH. S, SELER] 2T
BOZEDANEZWTTR, BEEIFRIBTES
TEHh?

WE: FAIEERICEABDOTERLPEINSZ
EIEBRWVWATE D, otV ->TRBTRIE
DRAYFERRIY>THEEFHTLEIENN
ARBDOhEVSE, ZNbECBL>EESA
T, RBAISAIIKLT[ZD>—dI57h
5. IOWSERAPRY ARV, &, RENICE

got addicted to that kind of thing.

Yamato: | guess the reason you'd find that kind of
playing to the balcony awkward and embarrass-
ing is that you're acting out socialized behavior
rather than taking your own body as the start-
ing point for your demeanor. Because similarly,
young people have experienced the struggle of
being forced to adhere to restrictive constraints
on their behavior in society since their teen-
age years. That leads into the pressure to con-
form that you see in Japanese society today. |
think that an individual's true demeanor actually
emerges when they tear their body away from
that kind of socialized behavior. | want to capture
that instant of raw freshness.

Nagaoka: | watched the film you directed, Oboreru
Knife [Drowning Lovel. You've pulled right back
from the characters in your shots of them. The
framing was fresh and now you've told me that,
| get the feeling | understand why.

Yamato: I'm delighted about that. The Olym-
pics includes sports that we're unfamiliar with.
Sports that feel fresh and new. It seems to me
that playing in an unfamiliar contest for the first
time might well be similar to the feeling you get
when a director brings out a new facet of an
actor’s self for the first time.

Nagaoka: It might be close to the feeling you get

when you touch a new instrument for the first
time, too. At first, it just feels awkward, but |
guess you could call it a kind of freshness, and
then new playing techniques and timbres start
to emerge. That's because the aspect of your
personality brought out in that process varies
according to the instrument.

Yamato: That's interesting. You discover yourself
through musical instruments.

Nagaoka: | think that does happen. Another thing
that occurred to me when | watched Drowning
Love was that the music seemed to be positioned
on an equal footing with the images. It was a feel-
ing | haven't really experienced before. (*)
Yamato: The master-servant relationship
between images and music in a film is going to
be a really interesting topic in the years to come,
| think. Maybe there’ll even be moments when
the roles of master and servant are reversed. At
any rate, | think that music can almost work like a
magic spell on the body. When | was a high school
student, | listened to the Tokyo Jihen album Vari-
ety over and over again on my way to school.
Even now, | still know by heart all the words
to your song ‘OSCA’ from that album. Because
they're imprinted on my body. That's how much |
was surrounded by music all through my teens.
And | still clearly remember that sensation even
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What Movies and Music Teach Us about the True Nature of the Body

now. So now, when I'm making films about the
teenage years, the music that | was listening to
back then is still with me as a physical memory
that I think is more overwhelming than my actual
recollections of my teens.

Nagaoka: It's vinyl records that stay with us, not
written records. They often say that music has
the power to evoke vivid memories.

Yamato: You're absolutely right. For example,
musicians put their bodies on the line when
they're on stage playing a gig. Like athletes do,
perhaps. What do you focus on at times like that?
Nagaoka: It's really hard to say what | aim for
in those situations. Because you're not trying
to go faster or sweat more like in sport. Hav-
ing said that, | do think that athletes actually get
results because of their incredible skill. I'm not
sure how to describe it; | suppose it's almost like
target practice.

Yamato: So you're using a musical instrument to
hit the target. If you bring a movement to bear on an
instrument, you get a physical sound, right? Even
if your emotions are switched off, for instance. Do
you ever have the experience of an instrument
sounding after you've imbued it with your feel-
ings? I've been wanting to ask you that for ages.
Nagaoka: Yes. Ideally. Hardly ever, though.
Yamato: “Hardly ever.” You're always objective
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and cool-headed, somehow.

Nagaoka: | guess I've always been level-headed
at heart. | almost never get really excited about
stuff. The audience’s feelings are more import-
ant than my own. For instance, I'm much more
inclined to soak up the atmosphere at the venue
and think, “It's great right now. They're happy right
now.” What about you when you're making a film?
Yamato: I'm completely behind the scenes, so I'm
never physically exposed, but that doesn't mean
that it's best for me to be totally calm and switch
off my emotions on set. While | mostly share my
thoughts logically with the actors in words, say-
ing things like, “This scene’s like this, so this kind
of element’s missing,”
admittedly very rare ones — when | have to cry
or scream as much as — if not more than — the

there are situations —

actors. Of course, | don’t have to do that for the

cameras, but there’'s certainly a physical dyna-
mism involved. Even if my emotions are switched
off, the actors will still act, and | do want to have
that kind of directing style, to be more efficient.
But there are moments that can only be captured
on film as a result of the actors’ encountering my
own individual body as a director, and | think that
destructive force has a power that | still can't put
into words. Incidentally, do you ever feel like an
instrument is part of your own body, Nagaoka-san?
Nagaoka: Occasionally, | feel like it's an exten-
sion of my own body, at times when | feel like
I'm on form, but | hardly ever feel. That might be
because | usually use a variety of musical instru-
ments. Because you have to tailor your playing
style to the individual instrument, if you're not
playing the same one all the time.

Yamato: Of course, that makes sense. It really
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strikes a chord with me: what musical instru-
ments are to you, actors are to me. | want to come
into contact with a range of instruments, like you
do. Instruments from all over the world.
Nagaoka: You have to sound those instruments
yourself.

Yamato: On the set of Drowning Love, we had
Nana Komatsu, who was experiencing the end
of her teenage years. | think | wanted to add my
own timbre in sounding the end of her girlhood
through her role as Natsume Mochizuki. It was

TAE—HBICEDEEIE BFEORELH DD
SETREINERGAOF vy FR—LAD S
b, BEHLE>EZOITLELD?

HELe ZNETIKTZaz=r—vavo
ARMHDDBTTETTLN.

the same with that sense of peril and dazzling
brilliance you get from Masaki Suda. | want to
sound the most beautiful memories of that
instrument’s life. Even if my skills haven't yet
caught up with my ambition, | want to feel that
way forever. Because | get the impression that
will transfer onto the screen.

*As well as more than 30 songs composed for the film, the
soundtrack includes songs by a diverse array of artists, includ-
ing Seiko Oomori, tofubeats, and Ikuzo Yoshi. The theme song is a

cover version of a Kegawa no Maries song by Ryohei Shima (the
dresscodes), who also appears in the film as a member of the cast.
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Rather Than Taking the Shortest Route

Yamato: Your record of great plays is extensive, but
it seems to me that you don't have many bloopers.
Nagaoka: | make nothing but bloopers. About
80% of what I've done has been bloopers. 10%
has been ordinary, and another 10% falls into the
great plays category. | guess that's the ratio.
Yamato: | didn't expect that.

Nagaoka: It's a terrible thing to say, but | actually
quite like straying off piste when I'm playing a
major gig. Including making mistakes.

Yamato: (Laughs) You enjoy destabilizing the
pre-established harmony, right? How do the
other members of Petrolz, for example, react
when you do that in the middle of a performance?
Nagaoka: A warm, if wry smile. Just a little
warmer than room temperature (laughs). What's
it like when you're filming?

Yamato: 99% bloopers (laughs).

Nagaoka: We're fellow blooper artists (laughs).
But | think that if you stumble and blunder your
way along, you'll eventually come to see what
you actually want to do. | realize that, so | never
ever aim to achieve perfection from the outset.
Yamato: Taking diversions like that actually gets
you closest to your goal. If you're looking for
the shortest route, maybe you only end up with
something that can be summarized in words.
Nagaoka: | guess perhaps | do want to use my
body to create a work through a sensory experi-
ence. Particularly when I'm creating something
with others rather than on my own, things also
depend on their mood as well, so | always start
by playing catch with them to get some insight
into that. | guess it's the same for you?

Yamato: Yes. It's a method with a high cost in
terms of communication.

Nagaoka: That's right.

Yamato: For instance, it's simple to tell an actor, “I
want you to run from here to there as fast as you
can,” but sometimes they've dashed off at full pelt
of their own accord, without my expecting it. But
you can end up with a miraculous cut because of
that, sometimes. That kind of behavior comes at a
cost, of course.

Provincial Tokyo

Yamato: | came up to Tokyo from Aichi for uni-
versity; when | saw Petrolz for the first time at
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a small music venue in Shimokitazawa, | finally
felt | was really in Tokyo.

Nagaoka: We're a bit better now than we were
back then, so do come and see us again.
Yamato: Oh, even then | went home totally exhil-
arated. Recently, I've been feeling really strongly
that the independent films coming out of Tokyo
are something akin to the experience of seeing a
live gig. Tokyo is definitely spawning this intense
maelstrom of feeling. The question is how to bring
this to other parts of Japan and the rest of the
world without cooling that passion. That's become
a focus for me recently — I've got to consider it
properly while I'm right here in Tokyo. What kind
of place do you see Tokyo as, Nagaoka-san?
Nagaoka: When | was young, | had a weird com-
plex about Tokyo, believing it to be scary, but
when | thought about it really hard, that was just
my impression of a few places, like Shibuya and
Shinjuku in those days. Really and truly, there's
much more to Tokyo than that — there are all
kinds of places here. It's really interesting to
explore. And when | realized that, | began to feel
more comfortable here and recently I've even
begun to think of Tokyo as just another provin-
cial city. Well, maybe that’s just my age.

Yamato: Provincial Tokyo.... | really feel like | can
express my opinions more freely since coming
to the metropolis than | could when | was in my
hometown. | definitely get the sense that being

able to do as | please is influencing the works
I make.

Nagaoka: There are so many different people
here, so maybe that makes you feel like you've
got more freedom.

Yamato: Tokyo's really diverse, isn't it? Have your
experiences in Tokyo inspired any of your music?
Nagaoka: | never make music in a vacuum, so my
life here is certainly reflected in my music.
Yamato: Yes, like a mirror. Oh, | did want to ask

K54 Ryosuke Nagaoka
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Musician. Born in 1978 in Chiba. As well as his work as a gui-
tarist, his diverse activities include songwriting and produc-
tion for other artists. He sings and plays guitar as frontman
of Petrolz, which released its first full aloum Renaissance last
year. The band is currently on a 16-date nationwide tour enti-
tled “On The Road Again Again.” www.petrolz.jp
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you something. Nagaoka-san, when you said
“maybe that's just my age” just now, was that a
bit of a pun...?

Nagaoka: ...??? What do you mean?

Yamato: You didn’t just mean “age,” but also
“city?” [In Japanese, these two words are
homophones]

Nagaoka: Oh! You couldn’t laugh, even though you
wanted to? Your antennae as a director are quite
incredible (laughs).

WA #EZ  Yuki Yamato
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IVAER, ERFEBOWEETCEERBEL LI [HBENEF
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Film director. Born in Aichi. Made her debut in 2012, while still
a student at Sophia University, with the film Ano ko ga Umibe de
Odotteru [That Girl Is Dancing by the Seaside]. In 2014, her film
Itsutsu Kazoereba Kimi no Yume [Count Five to Dream of You]
was released at Shibuya's Cinema Rise, making her the young-
est director to have a film shown there, while Otogibanashi Mitai
[Like A Fairytale] attracted the best late show audiences for
13 years at Theatre Shinjuku. Her latest work is Oboreru Knife
[Drowning Lovel, a live-action version of George Asakura’'s
popular manga for teenage girls, starring Nana Komatsu and
Masaki Suda (released in cinemas nationwide on November 5).
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