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Learning Scenarios in a Real-World Environment

—aBefore entering the industry, Mr. Hanada, you were a member of the anime scriptwriting
group "Brother Noppo," weren't you? Had you always wanted to write anime scenarios?

Hanada: Yes, that's right. However, | wasn't aiming to be a scenario writer from the start. |
vaguely wanted to work in anime, but | couldn't draw, so | thought scenario writing might be
the way to go.

—Did you study scenario writing?

Hanada: | did. Though it wasn't very serious. | took courses at Scenario Center, studying half
out of hobby and half out of interest. My university wasn't an arts school; it was a regular
university.

When the Scenario Center course finished, | decided | wanted to study a bit more, so |
enrolled in Anime Scenario House, which my mentor, Takao Koyama, was running at the
time. There was an advertisement in a scenario magazine looking for students. So | applied.

—Did people who studied at Anime Scenario House automatically get to join Brother
Noppo, led by Mr. Koyama?

Hanada: Brother Noppo originally gathered students through Anime Scenario House. From
there, a few people who wanted to stay and study further would advance to the next step.
After a period as trainees, continuing their studies, they would take a simple test to
determine if they could join. During their traineeship, they were given small assignments,
and there were also open calls for project plots. They would apply for these, and if
recognized as promising by their seniors or mentor, they would be registered with Brother
Noppo. That was the system.

—Were the assignments things like, "Try writing this scene"?

Hanada: Yes, that's right. They varied, from scenarios to simpler plots or idea memos.
Around that time, my mentor, Takao Koyama, was writing many works, and some of them
involved being the "brain" for original manga, not just anime. So, we would also take on
tasks like brainstorming ideas for those manga.

—In scenario writing, there's a flow: first a plan, then a plot or outline. Did they teach you
those aspects as well?



Hanada: We learned those formal aspects early on in the Anime Scenario House
workshops. They first taught us the basic way to write a scenario in the workshops, like how
to write a script in a certain format or how to write stage directions. Once that was covered,
assignments like "write a sketch of your surroundings" would be given.

—At universities, it's common for students to submit assignments and for the lecturer to
comment on what someone has submitted. Was it like that?

Hanada: It was exactly like that. The initial workshops were about a dozen sessions, and
most of them involved us listening to comments one by one as they read what we had
submitted, telling us how to fix things. However, looking back now, | feel there was hardly
any talk like what you'd find in a typical scenario school, such as "write in this way" or "drama
is like this." Most of the feedback was along the lines of, "This writing style won't allow the
director to create storyboards, so it's no good," or "The audience won't understand this
dialogue, so it's no good." After that, it was, "Think about it and fix it yourself; there's a next
time, but | won't proofread it again."

Saying that, it might sound harsh, but essentially, | think the idea was that if you couldn't
think and fix it yourself after being told that, you wouldn't become a professional. My mentor
often said that this workshop wasn't a place to teach scenarios, but a place to produce
professional scenario writers. So, | imagine many people were confused. Many probably
imagined a lecture where they'd show what they wrote and hear, "Fix this here, make this
clearer here, and it will be a good scenario," followed by, "Ah, | see. | understand," and then,
"Okay, bring it back when you've fixed it. I'll take a look."

—Were the instructors the scriptwriters who worked under Mr. Koyama?

Hanada: Basically, my mentor ran it alone. This was back when Dr. Slump Arale-chan
(1981-86) and Dragon Ball (1986-89) were airing at 7 PM. | truly admire how he managed to
read dozens of amateur scenarios and give lectures every week while being so busy writing
his own. My hat's off to him. Also, sometimes senior writers would come as guests. People
like Katsuyuki Sumisawa, Hiroyuki Kawasaki, and Satoru Akahori would occasionally come
and speak. The people who came to speak weren't retired writers—which is common in
general scenario schools—but popular writers who were writing hit works at the time. For us,
it was like a super popular M-1 champion coming as a guest lecturer to a comedy school. It
was like, "Wow, that's the person who wrote that work—so cool!" It was inspiring.

—Frankly, didn't everyone have different comments?

Hanada: Yes (laughs). They were completely different. But everyone's stories were very
interesting. Since they were top creators in the anime industry, they would never say
anything boring or give false hope. They'd talk about how to make it as a scenario writer, you
need luck, effort, and talent—all of them. If even one is missing, it's a world of "too bad"
(laughs). It felt like there was more talk about "the anime industry is like this now, these
people survive, and these people disappear,” rather than "how to write a good scenario."

—Are there any memorable stories or lessons you learned?



Hanada: | was taking the course with many other people, and one of my mentor's sayings
really struck me: "If you look at someone else's scenario and think it's as bad as yours, then
it's probably about the same. If you think it's as good as yours, then the other person is
better. That's because everyone tends to be lenient when evaluating their own scenarios."
That was a shock. | had thought, "Everyone else is so good." So, that meant | was terrible. |
had a vague idea, but it confirmed it. | realized | definitely wouldn't make it if | continued like
that, so | started thinking about a strategy.

—What kind of strategy did you come up with?

Hanada: There was an open call for plots, so while everyone else submitted a few, | made
twenty in a week and submitted them. It was a simple idea: if quality wasn't enough, I'd
compete with quantity and speed. Looking back now, | think it was shallow, but that
shallowness was probably a good thing. Most people aiming to be scenario writers tend to
idealize themselves as intelligent, thoughtful, skillful, and quick-witted, like Zhuge Kongming
in stories. So, someone who just churned out scripts like a fool, whether they were bad or
rejected, simply stood out. In that sense, the strategy was a success.

—NMr. Koyama was writing a tremendous number of works at the time, so | wondered if he
was combining training and practical work, or perhaps passing some of his work to
newcomers. How was that?

Hanada: That was definitely the case. He had so many projects that he wanted to let a
young person try one, so | got to write a few times. | think the reason it was allowed for a
newcomer, which wouldn't be tolerated in a normal production, was because the staff on site
thought, "If it's bad, Mr. Koyama will fix it somehow." In that sense, | think it was a very
fortunate environment.

—So0, it was training combined with practical experience.

Hanada: However, there were many rivals at the time, so as | mentioned earlier, | rarely got
a chance. When they let young people write, there would first be a call for plots, but | almost
never got selected. Reiko Yoshida (https://anilist.co/staff/97076/Reiko-Yoshida ) joined a little
after me, but within three months, she was writing TV scenarios, within six months, she was
the main writer for a series somewhere, and within a year or so, she went independent. |
often felt depressed, thinking, "So this is how people who make it in the world are. Maybe |
can't do it." Looking at Ms. Yoshida's current success, | understand that "at that time, it was
like Ichiro joining the team | happened to be on in baseball." But back then, | thought
everyone who wanted to make a living as a professional had to have that much talent.

—Was who got assigned determined by the plots submitted for the open call?

Hanada: At that time, there were many self-contained episodes, so for example, in the Brave
series, it was decided by writing a plot for an episode like, "This episode will feature this kind
of enemy and this kind of battle." Unfortunately, the Brave series plot | wrote wasn't adopted.

—The Brave series was quite an iconic work. By the time of the final The King of Braves
GaoGaiGar (1997-98), the directors and main staff were from the so-called "otaku
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generation" who grew up watching anime. It might be rude to say this, but | think the veteran
writing style was becoming difficult. Were there any such discrepancies?

Hanada: | personally felt like | was right at that boundary. It might not be a good way to put it,
but veteran writers were overwhelmingly better and their scenarios were more cohesive.
However, when it came to targeting the anime generation, | felt that a disconnect emerged
with fans regarding what would be popular, especially as late-night anime increased.
Perhaps | was just caught in the first generation of so-called late-night anime. For better or
worse, anime until then ideally aimed for children's works that adults could also enjoy. But
with the rise of late-night anime, the demand for anime that anime fans could enjoy became
mainstream. Veterans would then say, "Okay, we can also make fun anime for adults," and
write them, but anime for adults and anime that anime fans like are different things. Veterans
who couldn't quite adapt to that gradually moved away from late-night anime to focus on
anime airing in the morning or evening, and the late-night anime jobs increasingly came to
us.

—Around the time of GaoGaiGar, old anime references started appearing in the works,
didn't they? Was there a growing sense at the time that it was okay to put more of one's own
preferences forward when creating?

Hanada: There was resistance to accepting such a situation. | myself grew up watching
anime for children and aimed to create such works. However, when faced with works that
would be better with such meta-elements from other works, there was also the fear of losing
work if | refused, so | wrote them.

For example, the first work | participated in at Gainax, Abenobashi Magical Shopping Arcade
(2002), was a story where boys and girls moved from one world to another. In episode 3,
Hiroyuki Imaishi (https://anilist.co/staff/97349/Hiroyuki-Imaishi ) drew a magnificent
storyboard that paid homage to Puss in Boots. In that series, | also wrote many episodes
where the protagonists entered the world of anime, as requested.

—~@Gainax is a studio that's a prime example when it comes to changing scripts, isn't it?
Were you aware of the position of anime scenarios before you started working?

Hanada: | had heard about it, but | was a rookie at the time. Far from complaining, it was
more like, "I'll learn from this." The storyboard artists were all famous people | had been fans
of. It was a complete anime fan's perspective, like, "Oh my god, amazing!"

Also, regarding that, when | was at Brother Noppo, | often heard stories from my seniors
about the production floor, and | felt that my seniors had gone through much worse
experiences. It was common for not a single word of a script they wrote to be used, and |
even heard stories that for a while, there was an atmosphere among directors where not
rejecting the scenario was considered a loss. | think it might have been a much rougher
world.

The overwhelming advantage of being at Brother Noppo compared to other writers was that |
got to observe my seniors. | saw that even popular writers would have this much fun, or that
even popular writers would fail or get depressed like this. | heard stories about such troubles
and could observe objectively from the side. So, when | started working freelance and found
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myself in similar situations as a party involved, | had many memories to refer to, like "My
senior did that at that time" or "That senior failed like that at that time." So, even when |
encountered my first accident, | felt | could handle it surprisingly calmly.

—When did you start working on series composition? Was it quite early?

Hanada: It was early. | think | did it two or three years after my debut as a scriptwriter.
However, that was also at Gainax, and it was more like, "If you can get it into a certain
shape, we'll take it from there." The first one | did was Mahoromatic: Something More
Beautiful (2002-03), and at that time, Hiroyuki Yamaga told me (Hanada was in charge of the
second season, Yamaga the first), "Just make it up to episode 10, and I'll do the rest"
(laughs). Well, it was an order that a normal veteran writer would probably decline.
Essentially, he hadn't thought of anything yet, so it was a job to buy time. Therefore, there
were no particular corrections to the composition | wrote; the job was simply to follow the
original work up to that point, and | did just that. Of course, | didn't feel like | was doing series
composition, and | thought | wouldn't get paid for series composition for this job anyway, so |
remember ultimately saying | didn't need it.

After that, | got to work on my second series composition, Petite Princess Yucie (2002-03).
For this work, although character settings existed, the composition was original, and | was
given almost free rein to write. It was surprising to suddenly do an original work for my
second time, but looking back now, Abenobashi and Mahoromatic were closer to assisting,
so Petite Princess Yucie might have had a nuance of "Thank you for everything, as a token
of our gratitude, you can write this work as you like." | think this can be called my
foundational work.

Dialogue Written Unconsciously, Not Deliberately

—Do you have any particular know-how regarding series composition?

Hanada: Not really anything specific, but | think this is also a sign of the times. Back then,
my seniors, whether working on original or adapted works, seemed to be less accustomed to
composing a single-cour series. Even though they were all excellent scenario writers, for a
single-cour series, the development often wouldn't keep up. There wasn't enough time to
introduce many characters and tell a grand worldview. They had to narrow down the focus,
but they would expand it further in interesting ways with the director. In contrast, having only
worked on single-cour projects, | naturally developed a sense for the necessary volume for a
single-cour development. That's why, conversely, | couldn't do a long series even if asked
now.

—In the past, for example, in a 26-episode series, the first 13 episodes would often
introduce the characters, and the latter 13 would significantly advance the story. But now,
character introductions are limited to at most one or two episodes, and many works
immediately move the story forward, right?

Hanada: That's right. In a single-cour series, you have to run the story even if the character
development is still somewhat insufficient. For those who are accustomed to writing long
series, it must feel constricting or boring. Strictly speaking, it's incorrect.



—So0, in the past, each character was properly depicted with their own episodes, but now,
isn't it often shown through their settings?

Hanada: That's right. So, | completely understand the resistance to that. When | watch a
year-long morning show like the Precure series, where characters are properly depicted, |
really think that's the correct way to do it.

—When you actually start writing scripts as a job, | imagine you sometimes face the reality
of having to abandon the knowledge you learned in lectures. How was that for you?

Hanada: In the end, I've come to feel that sticking to the so-called "correct" methods taught
isn't enough when you're working. Even with novels, Mr. Akahori's novels were often
criticized for "not being novels," and even today's "Narou-kei" (web novel genre) deviates
significantly from what's considered "correct" novel writing. It's the same with scenarios. If
you nitpick and insist on adhering to the "correct" method, saying "this is wrong as drama,"
you'll just lose work. So, it's more flexible and adaptable to just accept everything once with
curiosity, like, "Oh, this kind of approach is popular now, what an interesting era."

However, it's impossible to completely align all my sensibilities, so | draw a line: if | find it
interesting, I'll do it; if | find it boring, | won't. | often tell my juniors this: there's no more
stressful work than writing something you don't find interesting. If you keep doing such work,
your own sensibilities will go awry. So, even if you don't have work, | think it's better not to
take on any original work or project, no matter how big the title or how "correctly" it was
made, if you genuinely can't find it interesting.

—Having seen your works, | felt that the person who wrote these scripts is very sensitive to
words. Do you make an effort to absorb various words?

Hanada: | don't particularly study them. When it comes to words, I'd say it's more like | watch
a lot of TV and then try using lines that somehow stick in my ear. In that sense, it's really
intuitive.

—But there are also lines that you can't write without actually observing what kind of words
are being used, right? For example, in A Place Further Than the Universe (2018), the idol
girl says, "l could die easily." | once heard a university student use that kind of expression
and thought, "Is this how young women talk now?"

Hanada: | don't accurately remember where that line came from, but | think it came out
instinctively. | was once told by another scenario writer, "l don't think the lines Mr. Hanada
writes intentionally are good at all, but there are quite a few good ones that he writes
unconsciously." | was aware of that myself while writing, so since then, I've stopped trying to
deliberately think of lines or jot down good words. | just try to expose myself to as many
words as possible in daily life, and when | write, | write whatever comes to mind at that
moment.

A Place Further Than the Universe
(Series Composition, All Episodes Script: Jukki Hanada)
©YORIMOI PARTNERS



—NMay | ask an unrelated question, do you watch manzai (Japanese stand-up comedy)?

Hanada: Yes, | do. Manzai or rakugo (traditional Japanese storytelling) are my sleep music
every night.

—Actually, listening to your dialogue, for example, the way you insert a tsukkomi (straight
man's retort) like "You're saying it!" when someone is muttering, it feels very lively, and |
thought, "This is the tempo of manzai."

Hanada: | don't consciously do it at all, but now that you mention it, that might be the case.
However, in the example you just gave, | think | do sometimes intentionally write tsukkomi
lines to make things easier to understand. I'm skeptical about whether audiences will
understand emotions conveyed only through silent expressions or mysterious lines with
multiple layers of meaning. Especially now, a sizable number of viewers watch anime while
looking at their smartphones, without watching the screen at all, just listening to the audio.
When writing TV anime scripts, | think it's better to make it understandable to some extent
for those viewers as well. Especially for works with a large number of viewers like LovelL.ive!
(2013-14), | deliberately write in a way that explains everything through dialogue, or makes
all characters speak to the point of being verbose. In the drama Wataru Seken wa Oni
Bakari (1990-2011), no matter which week or scene you watch from, you can generally
understand what's happening and what the topic is because everything is explained through
dialogue, isn't it? The Lovel.ive! series is always written with that line in mind.

Of course, some viewers properly watch the visuals and grasp the intentions, but | believe
TV anime in the future will enter an era where it must be understandable to all viewers, even
those who don't watch it that way.

—Is that why the characterization also felt like it was conveyed through a fast-paced
exchange of dialogue?

Hanada: It's true that audiences sometimes tell me the pacing is good, and the influence of
rakugo and manzai might be significant in that regard. Also, | believe that dialogue that
works in manga, dialogue that works in novels, and dialogue that works in anime are all
different. So, for example, | constantly work on rephrasing particles and conjunctions (I TIZ
%[d]) in dialogue from novels or manga to make them easier to understand when heard as
sound, and that might be affecting the tempo. Scenario writers write text, so they naturally
aim for scenarios that are interesting to read, but the finished work is expressed through
sound, not text. That's why | think the medium whose sensibilities | need to align with isn't
text media, but visual media. Even if | skip reading, | constantly immerse myself in visual
content.

A Place Further Than the Universe Aimed for Expressions
Beyond Dialogue
—You've mentioned Akira Miyazaki (director, screenwriter. Representative works include

the Tora-san series and Rascal the Raccoon) as a favorite screenwriter. What do you like
about him?



Hanada: Miyazaki-san's scenarios really convey the character's personality through their
dialogue; what a character says is very firmly rooted in who they are. For example, in The
Adventures of Tom Sawyer (1980), there's a story where Tom fights a cool boy. At that time,
Huck naturally suggests that Tom should just apologize instead of fighting. Tom completely
can't understand that. But on the other hand, Huck also completely can't understand why
Tom would fight and get hurt. Their misunderstanding is depicted in a truly interesting way,
and watching it, the dialogue clearly conveys to child viewers that even children have distinct
values. | was around elementary school age at the time, but | still thought it was amazing
that such things were conveyed so naturally. This is something | still value very much today.

—Speaking of Tom Sawyer, in the Injun Joe trial scene, Tom's fear and rising emotions
when he boldly testifies are expressed very impressively through both dialogue and acting. |
felt a similar expression in A Place Further Than the Universe in the scene where the
mother's message is viewed on the PC.

Hanada: | wasn't particularly conscious of it there, but expressing things beyond dialogue,
like in the Tom Sawyer trial scene, is truly ideal. As | mentioned earlier, | had decided not to
do that in works like LovelLive!, so as a reaction to that, in A Place Further Than the Universe
| had the intention from the beginning to try such scenes. That's why the scene where she
cries after seeing the message left on the PC was also decided from the start to have no
dialogue.

—Does that mean the protagonist was Shirase, not Kimari?

Hanada: Yes. It was Shirase at first. However, the director told me, "If Shirase is the
protagonist, the story will become too heavy." Also, there was an opinion that if she was the
protagonist, it would only be her story, so it might be better to make her a character next to
the protagonist, and that's how it ended up in that form. | still think that was a wonderful
opinion.

—Veteran writers often say that "the protagonist must grow," and from that perspective,
Shirase, who cuts her hair midway through, is indeed the protagonist.

Hanada: That's right. Conversely, Kimari doesn't show any visible growth until the end. It's
her best friend Megumi who changes, so in that sense, Kimari is quite an observer.
Minase-san, the voice actress, also said, "l don't have any memorable lines," but a character
who objectively observes the surrounding situation can make us feel that they will surely
grow significantly after seeing various things from now on. That sense of "starting from here"
for the protagonist left a positive brightness at the end of the work, | feel.

—In that sense, the way characters are portrayed, in particular, would be a new sensibility,
wouldn't it? People who think in terms of the equation "the protagonist must grow" would find
it difficult to write such a story.

Hanada: When | first thought of Shirase as the protagonist, it was also from that equation.
It's natural to make her the protagonist if you write with the idea that she has the most
drama. However, from the audience's perspective, | also felt that more people nowadays
identify with someone who is on the sidelines and observing objectively. | thought that was
largely due to the changing times.



——Currently, dramas composed of multiple characters are mainstream, and indeed, this
work is built around the four main characters, isn't it?

Hanada: Especially in the case of anime, my basic idea is that character relationships start
with a triangle and then gradually increase. Sailor Moon (1992-1997), done by Junichi Sato,
also started with three people, and then the number increased, didn't it? Ojamajo Doremi
(1999-2003) also followed that flow, and | surprisingly think that standard is correct. So, A
Place Further Than the Universe was also created with that kind of relationship.



Production Scene Photo 1
A scene from a composition meeting for the TV animation Nichijou (2011). Nichijou had
several versions depending on the broadcast, so | believe this is where the composition was




being reassembled. (Hanada)
© Keiichi Arawi-Kadokawa Shoten / Shinonome Laboratory

Production Scene Photo 2

A production scene from the TV animation LoveLive! Superstar!! (2021). This is what the
director organized on the whiteboard regarding the composition of episodes 7 and 8. The
motivations and emotional flow of each character are clearly illustrated. (Hanada)

© 2021 Project LoveLive! Superstar!!

—1LovelLive! also starts with the three characters Honoka, Kotori, and Umi, doesn't it? Was
this your first time working with Director Takahiko Kyogoku on this project?

Hanada: It was my first time. Actually, one of the reasons | decided to take this job was after
watching Director Kyogoku's music videos—they were anime with songs—and | thought,
"Ah, a director who can storyboard like this must be a good director."

—In this work, the song scenes play a big role, but how did you handle the songs when
writing the script?



Hanada: | hardly touched that part. The songs weren't even ready at the scriptwriting stage,
and | wasn't doing the choreography anyway. In the script, | could only write simply "Song."

—~However, you must have been conscious of when the songs would enter, right?

Hanada: That's basically the same as, for example, in a robot anime, how to connect scenes
so that the combination scene or the final special move looks cool. It was a feeling of putting
"Song" where the emotions peaked.

—What were your thoughts on the idea of school idols?

Hanada: | thought it was wonderful. There's a prevailing theory in the anime world that idol
works don't become popular. Even when | wrote Idolmaster Xenoglossia (2007) before
LovelLive!, the producer told me, "Anime and idol works don't mix." Certainly, there's some
truth to that. If you try to create a proper drama with idols, the entertainment industry
inevitably comes into play, making the story too raw. Things like "what about the talent
agency," "sales," "scandals," and so on. And when you depict that, adults inevitably get
involved. Real-life idols are actually stories of girls being manipulated by the adult world. If
you create it head-on, it inevitably becomes a story of a bright, glamorous front stage
contrasted with a dark, painful backstage. But by adding the "school" framework, they could
ignore the adult entertainment world and tell a story about girls as protagonists who are also
idols. I think it's a good idea.

However, later, when | watched an anime called Zombie Land Saga (2018), where zombie
girls become idols, | thought it was brilliant. It depicted corrupt managers and the grime of
the entertainment industry normally, but by making the idols themselves zombies—a fantasy
element—it distanced the work from being too raw. From my perspective, it was a reversal of
ideas, and | talked with the producer of LoveL.ive!, saying, "That's an innovation, isn't it? It's
interesting."

—Where did A Place Further Than the Universe start from? | thought it was a very
ambitious work. How did the project get approved?

Hanada: For me, it was something | proposed with the desire to do something | really
wanted, after having written anime scripts for over a decade. Of course, | considered making
it as easy to watch for the audience as possible, but in that sense, it was just right, or rather,
it was a work | felt very passionate about.

—Didn't you actually want to make 26 episodes?

Hanada: There was talk about making a sequel, but well, it ended beautifully, so I think it
was good as it was. Certainly, | could have written 26 episodes if | wanted to, but | also feel
that having it at that length leaves more room for imagination, which might be better.

—Were the characters decided smoothly?

Hanada: The characters were clear in my mind, so everything was decided smoothly except
for the question of who the protagonist would be, as | mentioned earlier. What | couldn't write
in the series was the training before going to Antarctica. In reality, | should have included
much more to increase the realism of the training, and from a narrative perspective, | thought



it would feel too smooth without depicting struggles there, but | didn't have enough episodes
to fully draw it out.

—By the way, do you write detailed stage directions?

Hanada: | don't write many stage directions. | leave that to the director and storyboard artist;
| basically write dialogue-centric scripts.

—In the scene in A Place Further Than the Universe where the PC is viewed, where the
three people watching from behind are also present, the scene is conveyed mostly through
the situation rather than dialogue. Did you also not write many stage directions there?

Hanada: | write some, but Director Atsuko Ishizuka once told me, "When Mr. Hanada writes
a scenario and has the scene in his head, even without stage directions, a storyboard comes
to mind. But when Mr. Hanada writes without a scene in his head, nothing comes to mind at
all." So, even without stage directions, if | write dialogue while properly imagining the scene,
the director, being a director, can imagine what kind of scene it is. But if | just write dialogue
without imagining the visuals, leaving it up to them, it just becomes a string of words. So, |
realized that it's not about whether to write detailed stage directions or not, but whether I'm
properly imagining the scene as a visual in my head while writing, and whether the dialogue
resonates as sound in my head.

—In scenes like Shirase muttering while hugging her knees and someone interjecting, you
wouldn't get that kind of exchange without imagining the atmosphere, would you?

Hanada: In muttering scenes, | sometimes don't write stage directions because | want to
write at that tempo. If scene descriptions are inserted in between, when others read it, it
doesn't feel like the tempo | want to convey. So, it's not like an outline, but when | want to
write at a fast tempo, | inevitably write only dialogue, and if necessary, | add stage directions
later.

—Indeed, perhaps writing without even thinking about stage directions might make the
dialogue more dynamic. By the way, had you worked with Director Ishizuka before this
project?

Hanada: Yes, | had. This was our second time working together as a series composition
team, following No Game No Life (2014).

| Want to Write Works Like Relaxed Everyday Life

—What kind of direction do you personally want to pursue?

Hanada: | have various ideas, but in terms of direction, | don't think it's about flying into
space or fantasy. Rather, | want to write works set in the real world, like a relaxed everyday
life. Producers often ask me the same question, but ultimately, | try to answer, "An anime
where girls just make soba with their friends for 30 minutes, or an anime where middle
school boys just complain to their friends every week about wanting to do something ecchi.”
Most producers make a grimace, though (laughs). | want to write everyday conversations.
For example, in Castle in the Sky Laputa, instead of "Humans are like garbage," it's the line



"Two meat dumplings, please." | want to keep writing things like that. Even in LovelLivel, |
actually want to write stories about picking up a dog or going on a diet, but unfortunately, the
audience doesn't approve of that (laughs).

—Why do you want to write everyday conversations?

Hanada: | think it's probably because everyday life brings out a person's greatest
individuality. For example, everyone would be scared if a gun was pointed at them, everyone
would want to score if the ball came to the goal, everyone would want to be with their partner
if they fell in love, and everyone would be moved by the vastness of space if they flew into it.
| think most people would feel that way. But in everyday life, people's reactions vary widely,
don't they? It's a person's true self, unadorned. Waking up, wondering what to eat today, or
"Oh, | forgot to buy milk!" When | observe people, | find myself thinking about their flaws in
these everyday moments, and | feel a sense of affection for them.

A long time ago, there was a drama called Yappari Neko ga Suki (1988-91), which was
about three sisters living in an apartment in Makuhari, talking. There was an episode where
a monster like Godzilla appeared in Tokyo. The three sisters kept watching the news on TV,
but instead of worrying about where the monster came from, what kind of monster it was, or
"We have to escape!", they saw the TV ticker tape saying "Keiyo Line service suspended"
and cheered, "Yay, no work today!" Watching that scene, | thought, "This is the kind of
human element | want to write." That's why, even if a monster appears in the story, | could
never write a work like Godzilla Singular Point (2021). That's very clear.

When | worked as an episode writer for K-On! (2009-10) before, there wasn't enough original
material, but | couldn't just advance the story arbitrarily. So, there was a need to write many
stories where the characters didn't particularly grow, and no major incidents or events
occurred; it was just everyday life passing by. At that time, it was truly enjoyable. The order
was something like writing a whole episode just about cleaning the school club room, but for
me, it was a dream come true. The times must have been gradually shifting in that direction.
| feel like | adapted, or rather, my preferences and the times just happened to align. | was
lucky.

—Speaking of the times, | recently heard news that the new Superman movie features a
sexual minority protagonist, and | thought, "Ah, this is the era we're in now." Will works that
directly address sexual minorities, not just BL, appear in Japanese anime as well?

Hanada: They will eventually appear. Especially young people are really losing their
resistance to it, so | think anime will naturally change too. Not only that, but now you can
shoot an entire movie with just a smartphone, and the environment surrounding video
[consumption] has completely changed, with younger generations especially watching TikTok
continuously more than dramas. | have a sense that the future anime created by such
generations will be completely different from what we are making. Perhaps scenarios won't
even need dialogue logic anymore.

—Indeed, scenario logic has been breaking down over time. For example, the British TV
drama SHERLOCK uses fragmented scenes edited for a fast tempo. Do you think this kind
of editorial sensibility will become necessary for future screenwriting?



Hanada: | feel that. For example, many people decide on the tempo of the visuals through
editing, right? When | watch Shinkai-san's films, he thoroughly does that. In scenes with
music, to strongly convey a pleasant feeling, he precisely cuts it down to almost every single
frame, completely synchronizing the sound and visual flow. It's now an era where ordinary
people edit videos, and they often feel catharsis through synchronized editing, so | think that
kind of thing has become very effective, and | think it's amazing how he anticipates and
grasps that.

—In that sense, when thinking about dialogue, you have to value not only the meaning of
the words but also the sense of tempo, don't you?

Hanada: That might be true. | also feel that we will be asked whether we can switch our
minds at that time from now on.

Changing Dialogue While Being Mindful of the Animation

—You have worked on several Kyoto Animation productions. In those cases, do you
change your scriptwriting style, keeping Kyoto Animation's specialty in everyday animation in
mind?

Hanada: Yes, in the case of Kyoto Animation. | believe Kyoto Animation can sustain a scene
with the power of their visuals, even in places where a normal production would get boring if
the same scene continued for so long. So, | sometimes write dialogue that continues without
interruption. For example, in a heated argument scene, if | write it as a long monologue,
storyboard artists sometimes struggle. So normally, | would change locations or make it
compact by leaving only impressive lines. But with Kyoto Animation, even a long take can
become a perfectly watchable scene. In live-action, it's common for actors' performances to
make even a still shot compelling, but Kyoto Animation does the same with anime
movement. That alone makes the visuals different from ordinary anime, and | do consider
how to leverage that.

—What kind of scenes do you actually write long dialogue for?

Hanada: The scene in Sound! Euphonium (2015-) where she confronts Asuka-senpai is
quite a long scene, but that was intentional from the beginning, and | think it's watchable
without feeling out of place. On the other hand, for Chuunibyou (Love, Chunibyo & Other
Delusions!, 2012-18), it was decided from the start to make it that kind of work, so we
surprisingly leaned towards not being particular about realistic movements or the world.

Also, when it comes to everyday acting, in Euphonium, | sometimes intentionally add stage
directions like "they talk while practicing their instruments," or "they blow a little on the tuba,
then take the mouthpiece from their mouth and talk a little." In a normal studio, this would
lead to "That's impossible!" because it's too much work, but | write it thinking Kyoto
Animation can do it. Even stage directions like "peel a cream-filled cookie and eat only the
cream part," which would be ignored if written in a normal studio, Kyoto Animation illustrates
depending on the situation. And even if the story is a common one, having such visuals
gives the work a freshness that other studios can't produce.



Sound! Euphonium
(Series Composition, All Episodes Script: Jukki Hanada)
© Ayano Takeda- Takarajimasha/“Hibike!” Production Committee

—Conversely, do you ever reduce dialogue because acting can be used instead?

Hanada: That depends on the situation. More than that, | might feel a greater sense of
freedom. | mean, in the sense that | can intentionally do things that would normally be
restrained.

—I feel that all of your characters are very approachable. How do you create such
characters?

Hanada: What is it (laughs)? If anything, it's probably that | create them with the thought that
humans are basically all small-minded. | write characters thinking that even those who act
important are probably small inside, so there are no true great people in my characters.
That's why | sometimes get scolded for making all my characters two-faced and incompetent
(laughs).

—Do you ever model characters after real people when creating them?

Hanada: Yes, but even in those cases, | put them through an anime filter quite a bit. Anime
audiences, especially men, tend to be conservative, so I'm always conscious of staying
within the range of anime characters that everyone knows. | believe that TV anime should be
enjoyable at the moment, so | always try to choose what the audience will find easy to
watch. My ambition to create something new is not high at all. Personally, | work hard to
write a lot of entertaining TV anime that anime fans can enjoy, helping the anime industry
thrive. Then, | always hope that someone else will use that money earned to create a new
anime that changes the world and show it to me (laughs).

—1I have one more question about A Place Further Than the Universe. In the scene where
she sees the aurora photos her mother took, Shirase doesn't see them when she first looks
at the PC, but rather they're sent to her after she returns to Japan. Was there some intention
behind that?

Hanada: That was a bit of a tease, | guess (laughs). Well, it's not really that, but | might have
felt that if she had seen it right there (at the Antarctic base), it would have been too obvious
a development. That might be the biggest reason.

More than that, when | wrote that scene, and also when | wrote LoveLive! Superstar!! (2021),
| realize that for people today, the communication tool is no longer conversation, but the
smartphone. That really makes me think. | think directors probably feel the same way, but |
wonder if everyone considers whether it's really okay to have to display text on the screen.

| understand the argument that it's fine to just show the smartphone screen with subtitles and
have people read it, but then, is that really a visual work? Is it dialogue? It makes me feel
that way. And also, everyone wants to hear the voice actors' voices after all. Those are areas
| struggle with a lot. This might be an issue not just in Japan but in overseas works as well.
Even SHERLOCK, which we talked about earlier, you can see how much they explored how



to stylishly display text on the smartphone, and conversely, the visual direction in the movie
Crazy Rich Asians (2018, US) showing how information spreads on social media, made me
think, "Oh, you can do that too!" | think that's probably an area that everyone in the visual
media industry will be exploring from now on.

—Speaking of smartphone communication, for example, someone who is usually very
energetic might write in a calm tone when using LINE. Conversely, couldn't that be used to
express character?

Hanada: That's right. But | think there aren't many people who consciously do that. Rather, |
think younger people understand it more intuitively. People of our generation and older are
already half-stepping into old age (laughs), so we can only write about people as they are.
But young people are different; many of them switch between their true selves and how they
appear to friends. For example, | think more and more works like Mamoru Hosoda's Belle
(2021) will be made in the future, where the protagonist is a VTuber girl who has an
enormous number of followers online but is a completely different character in real life, a
kind of evolved version of such stories.

—~Having been active on the front lines for so long, have you ever felt a sense of
accomplishment about writing scripts?

Hanada: Not at all. | always write thinking how lucky | am to get work even though I'm so
unskilled. When you think about it, being a scenario writer is a strange job, isn't it? Because
(in the case of adaptation works) the job of taking a source work and turning it into a
scenario is actually less common than it seems. In that sense, it's also a job where you can
input something that isn't within yourself and then output it. The authorial style and values
that come in from the outside through the source work are very beneficial and also refresh
me. "Oh, so there's this way of doing it too." Also, even if I'm not convinced by its
development, if it's a source work that's being animated, there must be "something" there,
and | often find myself exploring what that might be. | think being able to do that is a benefit
of this job.

—Finally, do you have any advice for aspiring screenwriters?

Hanada: What would it be...? | guess it's about meeting deadlines and maintaining good
communication. Most of the people I've seen fall from grace are those who fail at one or both
of those.

And simply, a screenwriter's job is a freelance one, done by oneself. What does it mean to
be a freelancer? It means self-producing yourself. So, you can't love yourself so much that
you can't see your flaws, and you can't push yourself away so much that you can't see your
strengths. And people who aren't interested in themselves at all are even worse. After finding
that balance, you need to analyze yourself and think: where should | appeal to make myself
look better than others? How should | act to utilize my strengths? What are the selling points
of you as a product? | think you need to do all of that yourself.

I've met many people who studied scenario writing extensively and can write good
scenarios, but due to lacking that self-awareness, they settle for being a convenient
jack-of-all-trades, consumed as such, and eventually disappear into oblivion. Most of the



people who survive usually have a single, clear characteristic, like "That person is the best at
writing this kind of story," or "That person really excels when working with this kind of
director." So, it might be good to have more opportunities to talk with the person in the mirror.
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