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INTRODUCTION
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The exterior of the Ghibli Museum in Mitaka, Tokyo.





IF YOU LOOK UP THE HEAD OFFICE OF JAPANESE ANIMATION LEGENDS STUDIO GHIBLI ON GOOGLE MAPS, THE LEAD IMAGE YOU SEE IS OF AN A4 PRINTOUT SIGN POSTED IN A WINDOW: “THIS IS NOT GHIBLI MUSEUM. IT’S STUDIO GHIBLI OFFICE. NOT OPEN TO PUBLIC.” NOT THAT WE CARED, WE KNEW PRECISELY WHERE WE WERE, AND WHY WE WERE THERE.
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Chihiro looking ahead to her adventure in Spirited Away; Jake and Michael in the midst of their adventure at Ghibli Museum; Hayao Miyazaki, hard at work, in the documentary Never Ending Man: Hayao Miyazaki.





But who are we, anyway? We’re Michael Leader and Jake Cunningham. Back in 2018, we started working in the same office together. Both obsessed with film, podcasts and film podcasts, our eventual collaboration seemed inevitable: all that was needed was the perfect meet-cute moment. Then, a conversation across the desk revealed a heinous, monumental gap in Jake’s cultural knowledge: he’d barely seen any Studio Ghibli films. Well, this simply would not do – at least not on Michael’s watch.


An avowed Ghibli fanatic, Michael planned out a rigorous and robust syllabus for Jake, a guided tour through the Studio’s entire catalogue, along the way taking in their historic successes (Spirited Away, My Neighbour Totoro, Princess Mononoke), fan favourites (Kiki’s Delivery Service, Grave of the Fireflies, Pom Poko) and deepest cuts (Ocean Waves, My Neighbours the Yamadas, The Red Turtle).


And why not capture it all on microphone? The resulting podcast would strike a balance between Michael’s anorak-level research into the production history, the industry context, and the people and personalities behind the films, and Jake’s fresh, unfettered take, experiencing these classics of world cinema as a first-time viewer, one film at a time. All that was needed was an ever so slightly laboured but undeniably catchy (and surprisingly tricky to spell) pun title, playing on the French word for library – bibliothèque – suggesting a warm, welcoming setting for this regular film club.
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Inside the Ghibli Museum. To the right stands Mr Dough, the rising star of Miyazaki’s short film Mr Dough and the Egg Princess, which only screens at the museum.





Twenty-odd films and six thousand miles later, Jake had been brought up to speed, and both of us, with co-producers Steph Watts and Harold McShiel in tow, travelled out to Tokyo for the ultimate Ghibli pilgrimage. On this trip, we would sink our teeth into immaculately crafted pastries in the shape of Ghibli’s world-famous, instantly recognizable mascot, Totoro; we would walk in the footsteps of the young lovers from Ghibli gem (and Michael’s favourite film of the bunch) Whisper of the Heart; we would meet and talk with Ghibli veterans; and we would scour every inch of Tokyo for a rare poster of director Isao Takahata’s adult-skewing animated drama, Only Yesterday. (Which we would eventually find, much to Jake’s beaming delight, tucked away in a cramped print stall in the nerd nirvana that is Nakano Broadway.) We would also visit the magical Ghibli Museum, a monument to the beguiling imaginative worlds created by one of the world’s greatest animation studios, as well as to the artform of animation itself.


But, as Google would happily tell us, the building we were looking at then was very clearly not the Ghibli Museum. This was an office complex on a nondescript street in a quiet area of town, and on this morning in November 2019, the unmistakable company logo out front was even obscured by an overgrown hedge. But we knew, behind those doors is where the magic happens. As we watched employees filing in through the doors, some stopping to ask us in hesitant English if we were lost (“Thank you but, no, honestly, we’re not!”), we knew that another Miyazaki masterpiece – The Boy and the Heron – was being painstakingly hand-crafted, at the glacial pace of one minute of animation per month. Some people climb Kilimanjaro, walk the Great Wall, visit the Vatican; we came here.


This book is a culmination of over three years of venturing deep into the enchanted and enchanting world of Studio Ghibli, reflecting our comprehensive, two-pronged approach to each film and the overarching story they weave about Ghibli’s two founding filmmakers, directors Hayao Miyazaki and Isao Takahata, their stalwart producer Toshio Suzuki, and their singular, influential, world-conquering work.


From 1984’s Nausicaä of the Valley of the Wind to 2020’s Earwig and the Witch, Ghibliotheque is an all-encompassing overview of Studio Ghibli’s feature work. Like the podcast before it, each chapter of this book kicks off with a generous slab of background intel from Michael, before Jake delivers his in-depth, film-fan reaction. We’d like to think that, individually, these chapters give a deep insight in to some of the most beloved animated films ever made, maybe even inspiring you to dig further into the Studio’s back catalogue if you haven’t, or revisit some old favourites if you have.


As a whole, though, Ghibliotheque pieces together the narrative and thematic puzzle that is Studio Ghibli – the larger-than-life personalities behind the films, and how they’re reflected both in and between the lines of the work. The first thirty-five years of Studio Ghibli chart the rise and rise of a production company, the maturation of two very enigmatic geniuses, the friction between them and their younger colleagues, and the rousing of an animation giant both in Japan and, very slowly, abroad.




[image: Illustration]


Fans from around the world make a pilgrimage to the Ghibli Museum for a chance to be transported into the world of Ghibli.







HAYAO MIYAZAKI WROTE IN HIS PROPOSAL THAT THE GHIBLI MUSEUM WOULD BE: “A MUSEUM THAT IS INTERESTING AND WHICH RELAXES THE SOUL. A MUSEUM WHERE MUCH CAN BE DISCOVERED. A MUSEUM BASED ON A CLEAR AND CONSISTENT PHILOSOPHY. A MUSEUM WHERE THOSE SEEKING ENJOYMENT CAN ENJOY, THOSE SEEKING TO PONDER CAN PONDER, AND THOSE SEEKING TO FEEL CAN FEEL. A MUSEUM THAT MAKES YOU FEEL MORE ENRICHED WHEN YOU LEAVE THAN WHEN YOU ENTERED!”
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One of the attractions at the Ghibli Museum is a walkthrough diorama of an animator’s workshop.
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The Never Ending Man himself, Hayao Miyazaki.




HAYAO MIYAZAKI WAS ONCE DESCRIBED BY HIS FRIEND, COLLEAGUE AND MENTOR ISAO TAKAHATA AS “A PERSON WITH DEEP FEELINGS. YOU CAN EASILY SENSE THIS IN THE WORKS HE CREATES.”
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Hayao Miyazaki’s son, Goro Miyazaki (left), at the ground-breaking ceremony for the Ghibli theme park in Nagakute in Aichi Prefecture. Now a veteran director, Goro started as a landscaper and first joined Ghibli to found and run the Ghibli Museum.





When Michael first fell in love with Ghibli, few of their films were available in the UK, and there was very little authoritative, serious writing for a blossoming fanatic to read. With that in mind, we must nod to the Ghibli critics, historians and fellow travellers who have helped shape our view of the Studio and their work, with thanks to Helen McCarthy, Jonathan Clements, Susan Napier, Andrew Osmond, Roger Ebert, Jonathan Ross, Robbie Collin, Nick Bradshaw, David Jenkins, Alex Dudok de Wit and Rayna Denison.


Now, thanks to the efforts of companies such as StudioCanal and GKIDS, and the landmark acquisition of the Ghibli library by Netflix and HBO Max, almost every feature is available, at the touch of a button, on disc or digital. Studio Ghibli’s films, at least internationally, are more accessible than ever, but there is still so much to learn. Look for Studio Ghibli in a bookshop in the UK or US and, if you’re lucky, you’ll find half a shelf. In Japan you’d find a whole floor-to-ceiling bookcase. So, while, at time of writing this is the first book on Ghibli in English to have such a broad scope, we can only scratch the surface.


There is still so much ground to cover that we haven’t touched on here – Ghibli-related short films, commercials, spin-offs, unrealized projects and collaborations, even a video game, Ni No Kuni. There’s the Ghibli Museum and the Ghibli Park, not to mention so many key figures, insights, anecdotes and mountains of merchandise that will have to wait for another day. And what about the careers of Ghibli filmmakers either side of their time with Ghibli – from the groundbreaking early anime of Isao Takahata and Hayao Miyazaki, to the continuing work of Hiromasa Yonebayashi and Studio Ponoc?


For the sake of space, time and our very wellbeing, we remained focused on the core feature films made by Studio Ghibli, sticking true to the spirit that has guided the podcast from the beginning: here’s our take on what’s readily available, legally, right now. If you’d like to go deeper, come back and we’ll go further.


For now, whether you’re a Jake or a Michael; whether you know your Ponyo from your Porco Rosso; whether you’ve seen all, or one, or none of these films, let Ghibliotheque be your guide.












NAUSICAÄ OF THE VALLEY OF THE WIND (KAZE NO TANI NO NAUSHIKA, 1984)





THE FIRST WIND RISES


DIRECTED BY: HAYAO MIYAZAKI


WRITTEN BY: HAYAO MIYAZAKI


LENGTH: 1HR 57MIN


RELEASE DATE (JAPAN): 11 MARCH 1984
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Nausicaä flies through the Valley of the Wind, and onto screens, in Ghibli’s first feature.





PICKING A BEGINNING FOR THE STORY OF STUDIO GHIBLI IS A TRICKY TASK, BUT WHERE THEIR FEATURE FILM OUTPUT IS CONCERNED, THERE IS ONE CRUCIAL STARTING POINT. 1984’S NAUSICAÄ OF THE VALLEY OF THE WIND ISN’T A STUDIO GHIBLI FILM IN NAME, BUT ITS CONCEPTION, PRODUCTION AND EVENTUAL SUCCESS WOULD LEAD DIRECTLY TO THE FOUNDING OF THE STUDIO THE FOLLOWING YEAR, AND LATER ON IT WOULD BE RETROACTIVELY ADDED TO THE STUDIO GHIBLI CANON, BOTH IN JAPAN AND INTERNATIONALLY.
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The environmental themes that would become a defining feature of Miyazaki’s work with Ghibli have their roots in Nausicaä of the Valley of the Wind’s post-apocalyptic landscape.





But let’s start in 1979. By this point, Hayao Miyazaki was already a veteran of the Japanese animation industry with a history of credits stretching back to the early 1960s, including work on popular series such as Future Boy Conan, 3000 Leagues in Search of Mother and Heidi: Girl of the Alps. Miyazaki also had a hand in the anime adaptation of Monkey Punch’s perennially popular master thief manga Lupin III, and had scored his first credit as a feature director with the Lupin spin-off, Lupin III: The Castle of Cagliostro. The film was received well by critics, and became quite an influential film among young animators, but it didn’t make much of a dent at the Japanese box office.


One place where The Castle of Cagliostro did have an impact, though, was at Animage magazine. Since its launch in May 1978, Animage had been championing Japanese animation and manga, and Toshio Suzuki, one of the magazine’s editors, was a strong supporter of Miyazaki and his work.


In the early 1980s, Yasuyoshi Tokuma, the president of Tokuma Shoten, the publishers of Animage, discussed a plan to create projects that mixed film, music and print media. Suzuki saw his chance and now admits he got “a little greedy and ambitious”, bringing Miyazaki into Tokuma Shoten with the idea for them to back his second feature film. However, as Suzuki recalls:


“They said you could never have a hit with a film that wasn’t based on an original work. When I told Miyazaki about it, he had a good answer. ‘Well, let’s make an original work, then.’”


The eureka moment came when Suzuki and Miyazaki decided to publish a manga in the pages of Animage, with the hope of then adapting it into a feature film. In February 1982, Nausicaä of the Valley of the Wind launched, and it quickly became one of the magazine’s most popular features. The top brass at Tokuma Shoten finally took notice, and encouraged Miyazaki to develop the manga series into a feature film.
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Nausicaä’s influence on Japanese popular culture still resonates. Here, a jet-powered glider modeled after Nausicaä’s Mehve aircraft undergoes a public test flight.





Toshio Suzuki would serve as part of the production committee for the Nausicaä film, but Hayao Miyazaki had only one person in mind to be the film’s producer: his mentor Isao Takahata. Miyazaki and Takahata’s relationship was formed at Toei Animation in the 1960s, after they met at a union committee meeting. A radical at heart, Takahata approached the production of his first feature film, known as Little Norse Prince in the UK (Horus, Prince of the Sun in the US), as a collective endeavour, allowing junior staff members to chip in with story ideas and character designs or, in young Hayao Miyazaki’s case, get their first taste of designing scenes as well as animating them. The experience was foundational for Miyazaki:
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The Japanese-language poster for Nausicaä of the Valley of the Wind.
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THE ENORMOUS INSECTOID OHMU (ABOVE) ARE THE FIRST IN GHIBLI’S LONG SEEMINGLY-ROGUES’ GALLERY OF FANTASTICAL, FEROCIOUS AND BEAUTIFULLY DESIGNED CREATURES, WHILE NAUSICAÄ IS THE STUDIO’S FIRST LANDMARK FEMALE PROTAGONIST. THE STORY OF BOTH THE OHMU AND NAUSICAÄ IS CONTINUED IN THE NAUSICAÄ OF THE VALLEY OF THE WIND MANGA SERIES, CONTINUED BY MIYAZAKI UNTIL 1994.
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“I actually learned how to do that work during the process of making the film… it wasn’t a case of implementing what I already knew; I was feeling my way as I worked on the project.”


The creative partnership would continue, inspiring generations with series ranging from Lupin III to Future Boy Conan. Miyazaki saw the value in bringing his old partner on board to help bring Nausicaä to the big screen. The only trouble was, Takahata wasn’t interested.


Toshio Suzuki recalls being taken out on a very out of character sake bender by Miyazaki after he heard the news: “This was a side of Miyazaki I had never seen before. Naturally, he got drunk, and before I knew it, he was crying. The tears didn’t stop… He said, ‘I devoted my youth to Takahata, but he has never done anything for me.’”


Suzuki claims he finally talked Takahata around to producing Nausicaä, thereby bringing together three of the cornerstones of what would eventually become Studio Ghibli. One of Takahata’s major contributions to the project would provide the other, when he helped pick experimental composer Joe Hisaishi to compose the film’s soundtrack. Hisaishi has scored every Miyazaki film since.


In 1983, Hayao Miyazaki wrote his directorial statement for the Nausicaä film, highlighting themes that will resound throughout Ghibli’s work:


“For the past few years, I have put forth ideas for film projects with the following ethos: to offer a sense of liberation to present-day young people who, in this suffocating, overprotective, and managed society, find their path to self-reliant independence blocked and have become neurotic... Can hope exist even during this twilight era?”


However, even with all the constituent parts in place, production was far from smooth. Isao Takahata’s soon-to-be legendary status as having “descended from a giant sloth” was in full effect, and the project had trouble meeting deadlines.


At one point, a job listing was posted in Animage asking for extra hands to join the crew to speed up the animation process, and one respondent was a young Hideaki Anno, who, as the story goes, reportedly turned up at the studio, knocked on Miyazaki’s office door, and handed him some sample storyboards that impressed the director to such an extent that the newcomer was assigned the responsibility of animating perhaps the most important (and, in the end, visually impactful) sequence of the film, featuring the unstable, decaying “God Warrior”. Anno would work again with Ghibli, and would be seen as one of Miyazaki’s many protégés, before becoming an anime legend in his own right as creator of the blockbuster series Neon Genesis Evangelion.


Released in Japan in March 1984, Nausicaä of the Valley of the Wind was an instant hit, selling close to a million tickets, making a strong case for spectacular, feature-length Japanese animation, and proving Suzuki right: there was a future in the fantasies of Hayao Miyazaki.




WARRIORS OF THE WIND?


Nausicaä was also, controversially, the first Miyazaki film to be released in the US. Roger Corman’s New World Pictures acquired the film, recut it and remodelled it as more of a family-friendly fantasy adventure in the Star Wars mould, unleashing it in cinemas in 1985 under the new title Warriors of the Wind. The experience would influence Ghibli’s relationship with international releases for years to come.
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REVIEW: NAUSICAÄ OF THE VALLEY OF THE WIND
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It might not have the studio logo at the start, but there’s no denying who made this film. From its headstrong, youthful female protagonist, to its lush green fields, to its moral exploration of militarism and message of environmental harmony, Nausicaä of the Valley of the Wind is clearly a Ghibli film, made before Ghibli even existed. It’s a foundational text, that is very much a foundation. Rich in ambition both creatively and narratively, the film is beautifully constructed, sprawling in scope and in message, but it never quite coalesces in story and style like some of the studio’s later films. As a first chapter though, it’s an exceptional start.


Nausicaä is a hazier film than a lot of Ghibli’s work; in this post-apocalyptic landscape, sea, sky and land overlap in blue hues, as if the natural world here has been tortured so much that its own boundaries have crumbled. The outlines of the characters are slightly trimmer than in other Ghibli productions as well, softly resting against their backgrounds rather than popping out from them, as if they too are being sucked into the decaying environment. After being established for years by Hayao Miyazaki in Animage magazine, the world of Nausicaä is fully realized, the scale of fictional history enormous, but never unwieldy. It is as if the ancient tapestry of the world has been unfurled, and while we might be able to sharply see what’s been rolled out directly in front of us, we can still see either end, imagining the threads that show how we got here, and where we might go.


This world, featuring giant skulls that punctuate landscapes, poisonous snowfall, huge, mutated insects and toxic seas may initially appear alien, but it’s an alien world that feels identifiable. The Sea of Decay, which has supposedly succumbed to the toxicity, has a forest of trunks beneath it, webbed together like a nervous system, the planet itself being almost anthropomorphic. The titular Valley of the Wind feels like a rural European patchwork (much like the towns Ghibli would create in Kiki’s Delivery Service and Howl’s Moving Castle), made up of Dutch windmills and Nordic style, tucked within the French alps. Contrast is provided by the soldiers who invade the peaceful valley, who wear medieval armour and whose planes feel lifted from a World War II engineer’s sketchbook (Miyazaki’s admiration for a skilled pilot in a slick red plane debuted here, not in Porco Rosso, you know). This careful balance of fantasy and normality means Nausicaä benefits from the empathy that audiences manufacture as they spot the recognizable, and the excitement that comes from the imaginary.


Nausicaä herself is pragmatic, patient, compassionate and has an intense affinity with nature, placing her at the start of a great lineage of Ghibli protagonists, from Kiki to Chihiro and many others. In one of the film’s many quiet, meditative moments, she uses the thick, transparent cornea of a giant insect called an Ohm, to simultaneously protect herself from, and observe, the snow-like fall of toxic spores. Despite the danger the natural world could inflict, she appreciates its beauty; similarly, when a fox squirrel – which looks like an electric Pokémon with the markings of the catbus from My Neighbour Totoro – bites her, she understands that it is simply scared and offers it safety, ultimately taming the creature. In this world, most people view the natural world and its potential to damage as an attack on humanity, but Nausicaä understands that the natural world is defending itself against humanity.
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Nausicaä’s companion, a fox-squirrel hybrid called Teto, points towards Miyazaki’s flair for furry familiars, which would sustain Ghibli’s merchandise empire in the years to come.
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Masks are not optional when flying in the Sea of Waste.





In addition to her compassion, Nausicaä has a fearless fighting spirit, single-handedly taking on batches of murderous royal guards at a time. She also guides troops through a spectacular, bullet-frenzied, explosion-battered air battle, which is one of Ghibli’s finest action sequences (featuring a plane, launching from inside another plane, while on fire – it’s something that sounds more Fast and Furious than Studio Ghibli). On the ground, Hideaki Anno’s animation of the God Warrior – a biomechanical weapon of mass destruction, who previously destroyed much of the planet, and whose existence creates more division than unification – is a slippery, unsettling and grotesque work, a gloopy Godzilla that is both terrifying and pathetic.


A perfect companion alongside the more meditative moments and the bombastic ones, is the first score from Ghibli’s legendary composer Joe Hisaishi. Hisaishi wrestles his efforts between experimental, pulsing synth jazz and soaring orchestration, with a whisper of George Frideric Handel. The result is a surprising, epic fusion that feels as much like The Lord of the Rings as it does Donna Summer’s disco behemoth version of ‘MacArthur Park’. It is ambitious, hitting high points that are on par with the best in the library, but its bolder synth moments can be more jarring than complementary, and while admirable, it is occasionally unfocused.


The same could be said for the film as a whole. The antagonist Kushana lacks complexity and can easily be pigeonholed as “the villain” – a role that would become harder to define in later Ghibli films – her prosthetic arm a disappointing and obvious signpost for viewers. Additionally, in its final moments, a messianic resolve attempts to tie a pleasantly misshapen moral package together with a bow that doesn’t quite fit. A bolder, more open and more satisfying ending would come in Princess Mononoke, when a homogenized exploration of the relationship between warfare, environmentalism, humanity and fantasy would perfect what Nausicaä began. Still though, what an opening chapter.












LAPUTA: CASTLE IN THE SKY (TENKŪ NO SHIRO RAPYUTA, 1986)





STUDIO GHIBLI TAKES FLIGHT


DIRECTED BY: HAYAO MIYAZAKI


WRITTEN BY: HAYAO MIYAZAKI


LENGTH: 2HR 5MIN


RELEASE DATE (JAPAN) : 2 AUGUST 1986
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Castle in the Sky’s young protagonists, Sheeta and Pazu, soar above the flying island of Laputa.





ON JUNE 15, 1985, STUDIO GHIBLI WAS BORN. HOWEVER, THE COMPANY WAS FORMED JUST AS MUCH OUT OF NECESSITY AS AMBITION. FOLLOWING THE BLOCKBUSTER SUCCESS OF NAUSICAÄ OF THE VALLEY OF THE WIND, HAYAO MIYAZAKI AND ISAO TAKAHATA HAD TROUBLE SECURING FINANCING AND FINDING A PRODUCTION PARTNER TO CREATE YET MORE HIGHLY POLISHED, FEATURE-LENGTH ANIMATED FILMS. AND SO, THEY STRUCK OUT ON THEIR OWN.


The name came from Miyazaki, a lifelong aeroplane enthusiast, nodding to an Italian reconnaissance aircraft in World War II which, in turn, was named after the warm Saharan winds that sweep across the Mediterranean. Studio Ghibli, too, would be a fresh, creative force blowing through the Japanese animation industry.


Tokuma Shoten, publishers of Animage and backers of Nausicaä of the Valley of the Wind, gave the fledgling company start-up support, while Animage editor Toshio Suzuki would moonlight in an unofficial capacity at the newly founded Ghibli – even printing his own business cards.


Rather than the safe bet of a sequel to Nausicaä, Studio Ghibli’s first feature project would be a return to the younger-skewing fantasy adventure genre that Miyazaki excelled at with the 1978 series Future Boy Conan. Drawing influence from Gulliver’s Travels and the writing of Jules Verne, Miyazaki’s original December 1984 proposal for what would eventually become Laputa: Castle in the Sky included provisional titles that hinted at this direction: “Young Pazu and the Mystery of the Levitation Crystal”, “Flying Treasure Island” and “The Flying Empire”. The film, Miyazaki writes, would be an “intensely thrilling classic action film” that would “bring animation back to its roots”.


As the film would be a retro-futuristic throwback to nineteenth-century science fiction with a steampunk style aesthetic, producer Isao Takahata suggested that Miyazaki make a research trip to the UK, to visit one of the birthplaces of the Industrial Revolution. There, Miyazaki took a trip to Wales to see both the rolling landscape of the valleys and its coal mining industry first-hand, but it was the sense of community that would influence him the most. His visit coincided with the conflict between miners’ unions and Margaret Thatcher’s Conservative government, when long-term strike action had been defeated by Westminster, resulting in widespread unemployment and poverty across the region. Miyazaki would later recall, in a 1999 interview with Helen McCarthy for Manga Max magazine:
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Sheeta and Pazu lie down in the grass, a restful setting for many Ghibli moments.
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The fabled island of Laputa.





“I really admired the way the miners’ unions fought to the very end for their jobs and communities, and I wanted to reflect the strength of those communities in my film. I saw so many places with abandoned machinery, abandoned mines – the fabric of the industry was there, but no people. It made a strong impression on me. A whole industry with no people.”


Released in August 1986, Castle in the Sky didn’t fare as well at the box office as Nausicaä of the Valley of the Wind, selling only two-thirds as many tickets as its predecessor on initial theatrical release. However, its reputation would grow with time, and its cultural impact would be felt across animation and video games, not least in the long-running Japanese role-playing video game series Final Fantasy. Castle in the Sky’s soundtrack albums, composed by Ghibli stalwart Joe Hisaishi, became bestsellers, and the film amassed a cult following over the years thanks to home video releases and regular screenings on television.


Castle in the Sky’s life on the small screen gives Ghibli its most curious tradition and landmark. When the film screens on Japanese television, it has become customary for viewers to take to Twitter and post the word “balse” when that magic phrase is uttered towards the end of the film. Such is the popularity of the film that, in August 2013, fans managed to break the record for the most tweets posted in a single second. During that screening, there was a spike of over 140,000 tweets when the fateful line was spoken, compared to the usual average, at the time, of 5,700 posts a second.


Studio Ghibli’s first film might not have been an instant success, but the winds of change blowing through the industry were gaining strength.
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The Japanese-language poster for Laputa: Castle in the Sky.
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Miyazaki’s design for the giant Laputan robot has its roots in his work on the anime series Lupin III, and was reportedly inspired by a Fleischer Studios Superman short from 1941 titled The Mechanical Monsters.








GHIBLI OR JIBLI?



The eternal question. The endless debate. The topic that’s sure to turn any Ghibli conversation sour. How do you pronounce “Ghibli” – an Italian word, borrowed by the Japanese, and then translated into English – anyway? Is it “Gibli”... or “Jibli”? In his memoir Mixing Work with Pleasure, Toshio Suzuki closes the book on the topic quite definitively: “Incidentally, the Japanese pronunciation of the word ‘Ghibli’, which is Italian in origin, was phonetically wrong; it should have been ‘giburi’ instead of ‘jiburi’. It is a little too late to correct it now, though.”
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Pazu and Sheeta desperately hold on to the airborne island.









	
REVIEW: LAPUTA: CASTLE IN THE SKY
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At the Studio Ghibli museum, if you visit the Saturn Cinema, you might be lucky enough to see Imaginary Flying Machines, the 2002 short film written, directed and voiced by Hayao Miyazaki, originally made as a companion to an exhibition about Laputa: Castle in the Sky. It’s a whirlwind review of mechanical flight in myriad forms, with animation’s biggest aerophile Miyazaki (styled like Porco Rosso) as our guide through airborne creations from his own mind and those of other artists. The short feels like a soaring slideshow update of the opening titles to Castle in the Sky, which years earlier, in a line etching style as if lifted from ancient texts, showcased Miyazaki’s enduring love of flying vehicles. In revisiting the style of its title sequence years later, Miyazaki reminds us again not just of his passion for planes, but for Castle in the Sky. It was the first film to be made by the officially formed Studio Ghibli and is an exhibition of what Ghibli would become.


Following downwind from Nausicaä, Castle in the Sky is tonally lighter than its more world-weary forebear; the humble heroes Pazu and Sheeta are youthful and sparky, with the purity of heart that comes with a true kids’ adventure story. Pazu is a young miner, thrilled as much by the inner workings of a mineshaft as he is by his flock of birds and trumpet playing. Sheeta is a forthright farm girl who is secretly a princess and begins the film tumbling through the sky, before – with the help of her glowing necklace that allows her to levitate – being rescued by Pazu. With this magical sky-diving meet-cute out of the way, together they race to the mystical floating city of Laputa, while being chased by the villainous Colonel Muska and the not-so-villainous pirate Dola.
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