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Foreword

Games are not made by people working alone.

There are investors, developers, composers, and salespeople. There are PR representatives. There
are retail stores. Games are products, created and sold by groups of people, to be delivered into a
player’s hands. Of course, there are some games fully created by one person alone, but they make up
just a tiny fraction of the commercial games in the world.

People who play games can be delighted by them.

People who strive at games can get a sense of accomplishment from them.

People who appreciate games artistically can be inspired by them.

Games move people. That is how games can be works of art as well as commercial products.
Games are not made by people working alone.

I believe that an interview with a game creator 1s a R e e S e

work of archaecology, a way of digging into and JJ__:'.,TJ‘_'T :r,,__bﬂ" T F=
examining the process of creation from the perspective =S . [ I
of the person being interviewed. That creator’s l —

-

perspective is just one glimpse from among a variety %
of perspectives that exist over the course of a product g
created by a group of people.

A game has as many truths as there are people who
took a hand in its creation. Each person experiences
their own dramas, and provides their own artistic
1deas.

If you interview several people who worked together,
they might contradict each other. Sometimes those
contradictions are because one person is wrong. But
sometimes, everyone 1s correct.

That 1s why a writer delivering a creator’s own words
to game fans must also tell them that those words are
just one perspective out of many.

The relationship between creators and games is like
the relationship between the atoms and the molecules making up all matter on Earth.

The individual creators are like single atoms, and they join together in complex ways to create an
overall molecule we perceive as a game.



In that sense, the many interviews contained in this book are like a periodic table of rare elements,
providing many historic discoveries regarding the origins of the games of the past.

This book 1s full of first-hand accounts and historic revelations that not even a Japanese specialty
game magazine has been able to discover.

Now turn the page, and be ready to discover something new.
Your quest begins here. GAME START!

Yusaku Yamamoto (LA 1&4%)

Editor in Chief, GAMESIDE

[GAMESIDE was a regular Japanese magazine and is now a themed periodical which covers the
history of games in Japan, and has developed an excellent reputation for quality. Several
developers in this book, such as Kouichi Yotsui, have already been interviewed by GAMESIDE]



Introduction

Here it is. The book. I have walked through fire for this book. I hope it was worth it. For those who
tried to stop me, I will see you in the 9th circle.

If you are holding this book in your hands and you find any value in it, please, I implore you to
encourage others to buy a copy. Give it a positive review on Amazon. Tweet about it every day.
Make a YouTube video. Post it on Facebook and spread the good word. I have no agent, I have no
publicist. There is no one to spread the word of this book apart from you, the reader. A further two
volumes are planned, but their creation rests on you, my dear reader, encouraging others to buy this
first volume.

Now that it is published, if no one buys a copy then it would have all been for nothing.
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Between September and November 2013 I travelled The

around Japan interviewing developers for this book. | -

also produced an accompanying DVD, with segments U nto l d H I Sto r.l_-l
of interview footage, game footage, and other visually of |
interesting material. Find below a detailed summary of 8 J d p anese

Game Devel?pe,r.’s

its contents with time stamps. Disc times are rounded,
so there might be some slight discrepancy. All music
on the DVD is by Yuzo Koshiro, used with permission, = | Episade IV
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predominantly from his game The Scheme. ( | )
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DISC 1 ' ‘
00:00 — Roy Ozaki & Kouichi Yotsui '
An introduction, gift giving, various awards received _ SIS I
by Mitchell Corp. I show Mr Yotsui photos from an __

anonymous source at Capcom, various design ’*l‘
documents for games, including some which were \ \
never developed =¥

00:21 — A mountain ryokan I stayed in

00:23 — Visiting Westone

Walk up to the company office, a look inside, plus
interview introductions and gift giving with Ryuichi
Nishizawa and Kouichi Yotsui

00:31 — Cannon Dancer director’s commentary
Strider creator Kouichi Yotsui plays through the first level of Cannon Dancer, with commentary

00:38 — Tour of TGS 2013

00:43 — BEEP Shop with Takayuki Komabayashi

A visit to a high-end retro store located in Saitama, which is more like a museum. Rare Enix games,
Japan’s first RPGs, Panorama Toh by Yoshio Kiya, the man behind Legacy of the Wizard. A brief
look at adult-only games


http://www.hardcoregaming101.net/japandvd/japandvd.htm

01:06 — Visiting Keigo Matsubara
Still in Saitama, I visit a collector with nearly 14'000 videogame related books

01:25 — Deco Cassette in action

Data East’s DECO Cassette arcade system is an almost forgotten relic. I visit a tiny arcade in
Akihabara to play the last known working unit available to the public — includes a history of the unit
and 1its significance, plus a look inside it!

01:34 — Flash Boy and Ninja

Gameplay footage of two of the rarest DECO cassette games — possibly two of the rarest games in the
world. Both are unemulated. This is direct video capture after the games were saved from destruction
by Japan’s Game Preservation Society. Flash Boy in particular is important, because it sets several
arcade precedents. You’ll never guess the date it came out

01:36 — Michitaka Tsuruta
Creator of Bombjack explains the development of Solomon’s Key, with original concept artwork!

01:40 — Sony’s Indies Stream Party

01:42 — Yuzo Koshiro

A visit to the legendary composer. We check out his studio and a couple of doujin games he made —
one of which was never made public

01:46 — Bare Knuckle 4
A concept video for the never developed Bare Knuckle 4 on Dreamcast, with a voice-over
explaining what happened to it

01:49 — Professor Yoshihiro Kishimoto
Montage of the interview with Pr. Kishimoto, developer of Pac-Land, and programmer on Namco’s
Star Wars for Famicom

01:55:22 — END
BONUS: there are slideshows of photographs with music from Yuzo Koshiro, on both DVDs!

DISC 2

00:00 — Human Entertainment

Hifumi Kouno (Clock Tower), Masaki Higuchi (Virtual Boy), and Masatoshi Mitori (Septentrion)
reminisce about Human Entertainment

00:05 — Toru Hidaka

Legendary Enix programmer. Created graphics, map, and audio utilities which in combination with
his programming facilitated the creation of games. If you ever wondered how pixel art was made in
the early 1980s, or how music ended up in games, this is for you

00:13 — Yutaka Isokawa
An introduction to the man behind the original Pitman, which became Catrap on the Game Boy. He



was part of the NeGcon development team at Namco, and we dissect a NeGcon controller with his
commentary

00:28 — Kobe, Kyoto, and Osaka

00:30 — Unreleased MSX game

Yuichi Toyama of Raizing/8ing sketches an unreleased MSX game he developed prior to joining
TecnoSoft, called Grand Slam. Based on the Area §8 manga and influenced by Choplifter, it would
influence his creation of Herzog

00:32 — PC Engine VS Famicom audio
Takayuki Hirono of Compile explains the differences between the sound capabilities of the PC
Engine and Famicom. Psh-psh-psh-BOOM!

00:33 ~00:35
Full design documents for Guardian Legend, MUSHA, and Aleste 2

00:35 — Taito’s art & pixel tools
Masayuki Suzuki of Masaya/NCS describes a very unorthodox method of producing pixel art

00:40 — Satoshi Nakai
A look at some truly fantastic game art, from Assault Suits Valken, and RE: Code Veronica

00:42 — PC Engine parallax and transparency
Explanation by Masayuki Suzuki on how they achieved parallax-scrolling and transparencies on PCE,
using Shubibinman 3 as an example

00:48 — Flying to Hokkaido

00:50 — Yasuhito Saito, his music on a wall

00:50:30 — Night driving around Sapporo!

00:52 — Night in a capsule hotel

00:53 — Hudson R&D

Visiting the abandoned Hudson laboratory on the outskirts of Sapporo. Detailed information on the
lab and Hudson

01:00 — The Game Preservation Society
The stuff these guys get up to is incredible. Thousands of games in storage, almost a hundred
computers on hand, and more tech than you even knew existed.

01:14 — The rarest PC Engine game on earth?
A world exclusive. You were never meant to see this. No one was. Developed at the Hudson
Computer Designers School, it allows players to meet and speak with Hudson staff

01:16 — OutRun tapes

Before making OutRun, Yu Suzuki and Yoji Ishii went on an epic cross-continent road trip with a
video camera, for research. We didn’t have a player to view the footage, but I shot video of the tapes
themselves...



01:20 — Famicom programming environme nt
Manabu Yamana, programmer on multiple Dragon Quest games, describes in detail the development
environment at Chunsoft.

01:22 — Yoshiro Kimura
A walkthrough of the Love-de-Lic offices, the bespoke board game Potato Saga, and an exclusive
viewing of Mr Kimura’s artwork

01:29 — unreleased CBM game
A detailed look at an unreleased game by Hiroshi Suzuki, titled Dojin, with added commentary by
Masakuni Mitsuhashi of Game Arts

01:34 — prototype model of MSX
01:38 — Rock, paper, scissors
I play janken with the creator of Alex Kidd, Kotaro Hayashida. Can you guess who won?

01:40 — Akihabara
~ Nakano Broadway
01:55 — Night photography



YONEDA, Hitoshi

Birthplace: Nara




Interview with Hitoshi Yoneda
5 October 2013, Tokyo — Website: members.jcom.home.ne.jp/zarathustra/

It was a great honour to meet with and hire the services of Hitoshi Yoneda — legendary cover artist
for various Falcom and Sega games, in addition to a multitude of work for books and magazines. If
you’ve owned any of Falcoms original computer games you would have noticed his delicate
watercolours. Mr Yoneda was also responsible for the Japanese Phantasy Star 2 cover, which
adorned my Kickstarter page. The most poignant moment for me was when Mr Yoneda revealed
that I was his first client from outside Japan. I hope that seeing Mr Yoneda's impressive artwork
dotted around these pages, others outside of Japan will consider a commission, or perhaps even
bringing over some of his — now quite rare — art book collections. Joseph Redon joined me, since
he’s quite the fan.

JS: Do you prefer sci-fi, or fantasy; do you have a particular theme you prefer?

Hitoshi Yoneda: I was raised on science-fiction, so for me it’s very important. As an adult though,
my preference is fantasy. Like Frank Frazetta, Moebius, Heavy Metal and so on.

Joseph Redon: The illustrations for Sorcerian at this time have strong colours from Moebius.
HY: [ was also influenced a lot by French bandes dessinées.

JR: Bandes dessinées is from France and Belgium, and sometimes it’s hard to know which country
it’s from.

JS: Can you recall your first professional piece?

HY: </aughs> It was a drawing for an article in a magazine. Very small. I’'ll have a look through my
archive, maybe I have something from then. I keep everything, but I’'m not sure where it is.

JS: Which magazine?

HY: This is the magazine, it’s called Spaceship, or Uchuusen in Japanese. This issue is from 1980 I
think, Showa 55. It’s the February issue.

JS: So this was the first ever magazine which ran your work?

HY: Yes, and it’s also the first issue of this magazine. It’s Volume 1. The illustration is on the very
last page. My work. <gestures to page>

[Artwork at the back of magazine is a black-ink line drawing, showing a large room filled with
cool sci-fi items on various shelves]

JS: Was this your office at the time?


http://members.jcom.home.ne.jp/zarathustra/

HY: No, it was meant to be an idealistic place for sg
exist. <laughs>

JS: I love it when you can read titles on the books
in an image.

JR: Ahh, this one says GodZzilla. <notes Japanese text
on books> There’s one on Godzilla, Gamera, and
Ultraman. Also foreign books, Flights of Icarus,
Roger Dean, and a visual encyclopaedia of science-
fiction. Tarzan... So it’s a mix of Japanese science- B
fiction and foreign, mainly US or American, science-
fiction.

JS: How long did this illustration take?
HY: I forgot. Hmm... One day? Perhaps.
JS: You wrote for issues 2 & 3?

HY: Two, and three.

JS: When were you interested in art?

HY: From elementary school. I was heavily inspired by sci-fi, including Astro Boy, and other
Japanese manga or comics.

JS: Were you sent copies of the magazines?

HY: Yes, this is a complimentary copy.

JS: How long did you illustrate for this magazine?

HY: I drew for about 40 issues. This magazine is still available today.
JS: And you drew for all the first 40?

HY: Yes, about that.

JS: So three years?

HY: No, it’s not one issue per month. There’s four issues per year. So it was a long time, about 10
years. So from 1980 until 1990.

JS: Did you only do the illustrations inside, or did you also do the external cover art?



and internal illustrations for novels.

JS: Every commercial product which included your =8
art, did you keep a copy of that product? -

HY: Yes, I have all of them.

JR: I wonder are there collectors of these items?

JS: Surely the art would have been featured in
compilation books?

so many illustrations from novels.

HY: These are comics I wrote by myself. <laughs> 1 &=
learned how to write comics because [ loved

something more realistic.

JS: Was your first game cover for Falcom?

HY: I think so, yes. Sorcerian.
JS: Can you recall how that came about?

HY: It was someone from a publishing company called Takarajima. I think I did some work for
Takarajima, and then a person from the company contacted me and presented me to Masayuki Kato of
Nihon Falcom, because they were looking for an illustrator. It’s Mr Kato who wanted to get
illustrations from me; so he asked me to draw illustrations for Sorcerian.

JS: Did you see the game before drawing these? Did Falcom give you material related to the
game?

HY: Hmm... Yes, I got some documents from Falcom. I got pixel art, from the Sorcerian scenarios,
and from that I did the illustrations.

JS: The pixel art was on paper? Or data files to load on a computer?
HY: Paper and video.
JS: Do you still have this video?

HY: Ahh... I’'m not sure if I can remember! I’m not sure, but I think I first drew an illustration for



Xanadu, for a mook published by Takarajima. (magazine and book hybrid)
<Mprs Yoneda enters the room with the mook containing the Xanadu illustration>

JR: It’s not directly from Nihon Falcom, it was for Takarajima, and then I think Mr Kato saw this
illustration and said, “We need him for Sorcerian!” <laughs>

HY: I think 1t’s my first illustration related to videogames. This is an adventure book, like a choose-
your-own-adventure.

JS: Seeing all this artwork makes me excited to see what you’ve created for my book.
Ilustrations for Sorcerian 1 would guess were strongly influenced by Mobius. You use colours
the same way Mobius uses colours?

HY: Yes, yes, that’s true.

JS: These are all watercolours?

HY: Yes, watercolours.

JS: Do you have a preferred medium — oils, watercolours, ink?

HY: Yes, watercolours are my favourite.

Mrs Yoneda: He uses paper from France, and pencils from England.

<everyone laughs>

HY: Indeed!

JS: Could you guess how much art you’ve done?

HY: It’s hard to count!

JS: This book alone has over 100 pages of illustrations. So it must be thousands.

HY: <laughs> Not so much! But yes, it’s hundreds of illustrations.

JS: Wow, this is from Phantasy Star. How did you come to work for Sega?

HY: Sega directly asked me to draw illustrations. In order to counter Nintendo, Sega put on the
market the Mega Drive. But they didn’t have enough power within the company to challenge

Nintendo, so they decided to ask external people to help them. Such as myself, for illustrations.

JS: I have a difficult question. Phantasy Star 2 had the cover changed when coming to the US
market. Some of the worst art I’ve ever seen. Did you know that?



HY: </aughs> No, | had no idea!




HY: No, I’ve never worked for a foreign company, or had any inquiry from one. Only Japan,
unfortunately.

JS: So that means I’ll be your first foreign client!
HY: <laughs> Yes! My first foreign client!
<everyone laughs>

JS: I’m honoured to be the first.

HY: It’s my pleasure.

JS: <to Joseph> Perhaps we can use our smartphones to look up the US cover for Phantasy Star
2 and ask what Yoneda-san thinks?

HY: I think that my illustration was perhaps not appropriate for the foreign market.

JR: I think the problem was not that. Maybe it was licensing, maybe it was cheaper to draw a new
illustration?



— i

The final version of the piece I chose, as it adorns the Platinum cover editions of this book. Interestingly, this image was not
present when [ visited Mr Yoneda’s home and he showed me the art on the computer screen. But when he later emailed me the 5




options, this one was the most interesting.
JS: 1 don’t think it’s price, I think the foreign
marketing departments were clueless and had no
appreciation for good art. The new cover isn’t |
appropriate for any market.

<everyone laughs>

JS: I’m sure anyone who saw the covers would be |
disappointed your cover was not used.

JR: We have different tastes in America and Europe.

HY: <refers to PS2 over> 1 think that this cover was
intended for the American market, this style of oil
painting.

JR: And maybe in Europe we would have wanted
Yoneda-san’s illustration.

HY: England has a culture of water paintings.

JS: Sometimes, like with Famicom games, you
would have entirely different artwork for Japan,
America and Europe. They were all different.

HY: I was also influenced by Arthur Rackham, <shows book> so for me this represents the
traditional English culture of watercolours. I was also influenced by Edmund Dulac and his method
for blending colours. I used to read this book when I was a student at the Kyoto University of Art.

JS: Which area are you originally from?
HY: I’'m from Nara prefecture.

JR: <explaining artwork> This is from an exhibition in Shiga, a fantasy illustration exhibition, with
Amano-san and many illustrations for games, including this one from Brandish. And some nice
illustrations from Sorcerian and Warlock. It’s a pity Yoneda-san is not famous outside of Japan. The
reason, for example regarding Amano-san, is his illustrations were also used outside of Japan. But in
Yoneda-san’s case, they were only used in Japan. He also thinks it’s regrettable.

JS: Do you think it’s because Final Fantasy gained a widespread international audience,
whereas Falcom RPGs tended to be more niche?

JR: Sorcerian was only sold in America by Sierra Online. But a very limited production. So many
don’t even know about Sorcerian. For famous artwork, it would be Phantasy Star, mainly.



JS: Do you play the games and read the books
which use your artwork?

HY: Not reading, usually just flicking through it if I'm
doing the cover. However, when drawing illustrations

within novels, in order to create the illustration I have
to read the book through.

section?
HY: When | have to draw the inner illustrations I read the whole book.
JS: Commendable. Some artists just draw based off a brief.

HY: Ahh, is that right? In order to understand the colour of hair, and what clothes the people are
wearing, [ have to catch the details. So 1t’s important to read the whole book.

<JR converses with Mrs Yoneda>

JR: I asked when Yoneda-san started to use computers. She said a long time ago, like 15 years ago,
but specifically for his job, it was 10 years ago with card illustrations. He paints in here and
computer work is done in the next room. He does hand drawings, then scans it and adds special
effects.

JS: I notice on Twitter that you’re often in Nara.

HY: I think it’s safer to be in Kansai, because there are many earthquakes in the Kanto area. So
usually I am in Nara, more than Tokyo. I love riding bicycles, so I prefer riding them in Nara rather
than Tokyo.

<looks at books on a shelf>
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JR: These are books for young girls, so a very

| different style. [...] First Yoneda-san started using
¢ Mixi, which is like Facebook for Japan, and from Mixi
B he moved to Twitter. (@Brise_Marine)

HY: This is a replica of my artwork which was used
for an exhibition in Ginza, about 10 years before.
Other exhibitions where I was involved, I was not
alone. I was asked to participate in an exhibition in
Turin, in Italy, but I didn’t feel safe posting my artwork
all the way abroad, so I didn’t participate in that.

JR: Maybe in the future he will get another offer — I
hope so. Maybe in Paris, or London. And then I hope
he will accept!

<JR converses with Mrs Yoneda>

JR: This is Mrs Yoneda’s artwork which went to that
exhibit. The offer came just before the [problem with
the banks in America], and then the offer changed, and
it was just: “Please send us your artwork, but you
cannot come to Italy.”

JS: Presumably they returned it?

JR: Yes, she sent original artwork. He didn’t make the replica by himself, someone else did.

[Lots of dialogue skipped]

HY: My best fan is my wife. We were together at university, and I was like a senior. She thought 1

was very good at drawing, so was my first fan.

<Conversation in Japanese — everyone laughs>

JR: We say that behind every exceptional man

there is always an exceptional woman.

JS: What a wonderful story, and a nice situation to be in. Is there any message or comment you

want printed in the book?

HY: From now I’m going to draw more and more illustrations. So I hope that with your book, I will

be known by more people outside of Japan. So

please encourage me.

JS: When I spoke with some gentlemen from Compile, and mentioned I was visiting Yoneda-san,
they all went, “Wow! We wish we could come!”


http://twitter.com/brise_marine

HY: <laughs> I’'m very happy to hear that.

JR: Yes, everyone who likes fantasy in Japan knows about Mr Yoneda.
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Interview with Tatsuo Nomura of Google

After starting my Kickstarter project I was contacted by Tatsuo Nomura, who works for Google.
He’d seen the project and liked the opening graphics 1'd created. As it turns out, Mr Nomura had
been an influence on the project. Although not a game developer, the opportunity for an interview
was too good to pass up. Images on these pages taken from Google's explanatory video, and are
Copyright of Google.

TN: I'm a software engineer working on Google Jl
Maps. I saw your project on Kickstarter by chance and §
am very excited about it. I was reading a book — Super |
Mario: How Nintendo Conquered America by Jeff [l
Ryan — and was searching for related topics, and B
bumped into it. Your graphics reminds me of a project [
called 8-bit Maps I did a while ago. I did three April P&
Fool projects for Google Maps; they weren’t games J&
per se, but I thought you might be interested in them. &
<links to 8-bit Maps, Find Treasure with Google B
Maps, and Google’s recent Pokémon Challenge EENS
project>

JS: I was heavily influenced by 8-bit Maps! I wanted an image of Japan, so I shrunk down a map
to around 25 x 25 pixels. Afterwards I enlarged it, created a custom paint tile, and filled in the
grass. Then I drew the sprites and pasted them in. Years of using RPG Maker paid off!

TN: Very cool! It’s not very different from what I did for the 8-bit Maps, except that the 8-bit Maps
was all computer generated.

JS: Were you a big fan of 8-bit RPGs?

TN: Dragon Quest (Dragon Warrior in US) is indeed the very first videogame I played. I could
never finish it though. Since nowadays most games are super realistic, 3D rendered, with
sophisticated shaders, I can’t help feeling nostalgic about the pixel arts. They have some kind of
softness which you can’t simulate with 3D polygons. Apparently not only myself thought this, but also
many colleagues did too. If you search for 8-bit Maps landmarks, you’ll find tons screenshots of
things like the Eiffel Tower, Forbidden City and so on so on. They were all hand drawn by over 100
of my colleagues, and they all enjoyed it very much.



JS: Where are you based — in Japan?

TN: I’mbased in US. I was based in Japan when [ made 8-bit Maps.
JS: Describe how 8-bit Maps started.

TN: It was in January 2011, my first year working at Google. I was having lunch with my teammates
and chatting about what to do for the April Fool’s prank. It was just one of the lunch time subjects and
nothing too serious. I came up with this idea — what if we made the maps look like Dragon Quest? 1
grew up playing NES and SNES. I even created an NES emulator and a homemade FPGA NES
(Field-programmable gate array; a homemade console) when I was in the college. So I think it was
very natural for me to come up with this idea. After lunch, I went back to my desk and started to think
about how I could make it. I quickly made a demo using Chrome extensions in a few hours and
showed it to my team and posted it on the internal Google+. Although it was a really rough and quick
demo, that was nowhere near the actual production quality, everyone that saw it laughed and shared
their excitement. It didn’t take too long before it became a project taking up 20% of my time. This
soon turned into a 100% fulltime project, and expanded from a local to a global project. I was only
going to make 8-bit Maps, but the Street View team joined us later and developed an 8-bit Street
View version. It was a purely volunteer project, like most of the other April Fool’s projects at
Google. The goal of our April Fool’s projects is to surprise users and make them laugh. 1 think
because many Googlers loved 8-bit Maps and were willing to volunteer, the users could enjoy and
share our excitement.

JS: Square-Enix told Game Informer: “It was a collaborative effort between Sq-En and Google.
Google came up with the idea, then we provided the assets and helped them to create the map.”



TN: As soon as we decided to launch this, I contacted our marketing team to get Sq-En involved. We
showed them the demo I made and they were very happy and excited about it. They provided us with
the assets that were once used in Dragon Quest, such as tile textures and monster illustrations and
music for the video. All of the development was done in-house.

JS: Did you have to get permission from Nintendo to show images of the Famicom?

TN: Yes, we did ask Nintendo for permissions. In the promotion video, I said, “Blow on the
cartridge to fix bugs.” Even though that’s officially not recommended, Nintendo thought that was a
nice joke and gave us approval.

JS: Were you involved in the video filming of the family plugging the cartridge in?

TN: I was too busy developing the product when the creative team was shooting the video. I wish I
could have met the actors in person, but unfortunately I couldn’t; I barely had time to shoot my part.

JS: Is that your desk in the video? Whose FC cartridges are those piled up?

TN: The desk is not my desk, but the pile of FC cartridges 1s my personal collection. If you look
closely, you can see Dragon Quest 111 is inserted to the homebrew NES I made when in college.

JS: How were the landmarks created?

TN: It was volunteers from worldwide Googlers. At Google, we have a culture where we first ask
Googlers to use the product and test it before launching it to the public. This process is called
“dogfooding”. When we started dogfooding for the 8-bit Maps, I received tons of messages from
Googlers in different divisions and different countries. Everyone seemed really excited about this
project and many of them asked if there was anything they could help with. I remember that someone
suggested the idea of having 8-bit style landmarks. I thought maybe I can ask everyone to help with
creating those landmarks. I sent messages to a few different mailing lists and received great
enthusiasm. I worked with a designer to create the spec and some rules. Anyone could draw any
landmark or monsters or anything 8-bit-ish they wanted, and tell me where to put it. They were
created by many Googlers and there was a wide variety, such as Tokyo Tower, Taj Mahal, a UFO at
Area 51, Sasquatch in BC Canada and so on. One interesting example is the panda. A designer made
the illustration and put it in all zoos in the world which have pandas. At the end, we had about 120
landmarks all over the world.

JS: Was there a Japanese language version of the video? The English version shows the
Famicom, but refers to it as an NES.

TN: At Google, we always try to launch products globally. English was chosen because it’s a global
language. We used Famicom and a Japanese family in the video because the Famicom was invented
in Japan and we felt it’s natural to show that aspect.

JS: From conception to completion, how long did it all take to create?



TN: It took me more than a month in addition to about 20% of the volunteers’ time.

JS: Can you describe the technical aspects — how much of the map layouts were done manually,
versus being by computer algorithm?

TN: Besides where to put the landmarks, everything is done algorithmically. I’'m proud of myself to
be able to invent an algorithm that entirely changes how the world looks; at least on the map.

JS: From what I can tell, it’s no longer accessible online. How do you feel about this? In a way
it’s a bit like ice sculptures — fleeting and only viewable for a time.

TN: It’s truly like an art. Every year we spend so much effort and then it’s gone forever after a day.
But I guess the transitory nature is a part of its beauty.
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JS: What’s your favourlte (non—Dragon Quest) Japanese RPG?

TN: It’s a little bit old school, but I love Mario RPG, The Legend of Zelda: A Link to the Past, and
Final Fantasy VI~VIII. If you can call it an RPG, I love Pokémon too — which became the basis for
the 2014 April Fool’s joke. Not only the games but I also love the music in these games. I don’t play
many games anymore, but I still love to listen to the music while I’m coding,



In memory of

With the passing of Kenji Eno in 2013, along with several others in the Japanese games industry that
same year, I developed an increased awareness of the need to document games history while we still
have time, and also the importance of remembering those who have moved on. Over the following
pages I interview Katsutoshi Eguchi, friend and colleague of Kenji Eno. He reveals an incredible and
as yet unknown side to the man. Throughout this book and the subsequent volumes are memorial pages
for those in the games industry who have died. Where possible I have used quotes from their
colleagues and friends.

The below list isn’t even remotely comprehensive — it merely highlights the difficulty of keeping
track. In many instances there isn’t even a reliable source for the date of their passing. If anyone has
information to contribute or knows of others who should be remembered here, or perhaps worked

with someone who they want to reflect on, please feel free to contact me and I will try to do so for
later volumes.

Kenji Eno — Head of WARP (20 February 2013)

Hiro Isono — Cover artist on Secret of Mana and others (20 May 2013)

Hiroyuki Kanno — Visual novel scenario writer and designer (19 December 2011)
Masahiko “Patariro” Kurokawa — Game design for Strider (NES), writer for Tomba! 1&2 (2008)
Masato Masuda — Fire Pro Wrestling creator (April 2014)

Mitsuhiro Matsuda — Game Arts co-founder

Fukio Mitsuji — Creator of Bubble Bobble (11 December 2008)

Takeshi Miyaji — Game Arts co-founder (29 July 2011)

Kazurou Morita — Renowned Enix programmer (27 July 2012)

Hideyuki Nakajima — Tengen president (11 July 1994)

Shinya Nishigaki — Climax Entertainment, Landstalker, Illbleed (July 2004)

Isao Okawa — Former Chairman of Sega (16 March 2001)

Manabu Saito — System Sacom composer (1992)

Tomoharu Saito — Streets of Rage 2 character designer (29 July 2006)

Akio Sakai — Capcom employee, later producer on FF: Spirits Within



Tomoyuki Shimada — Game Arts programmer (Zeliard)

Suu Urabe — Character designer, also a famous indie comic artist (2001)
Ryu Umemoto — Music composer (16 August 2011)

Gunpei Yokoi — D-pad and Game Boy inventor (4 October 1997)

Hiroshi Yamauchi — Former Nintendo president (19 September 2013)
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DOB: *secret™ / Birthplace: *secret™ / Blood Type: *secret*




Interview with Katsutoshi Eguchi
21 October 2013, Tokyo, From Yellow to Orange offices

One of the many reasons for starting this book was the death of Kenji Eno. I had long been a fan of
his work — all of it, not just the horror games which were localised. Apart from the Japanese
audio-only games he made, which fascinated me, I made every effort to source all of his titles,
including obscure 3DO titles.

He was a maverick who played by his own rules, and his passing so young was a shock to me. 1
wrote the memorial page for him in Retro Gamer magazine. So it was a wonderful surprise while
in Japan to be contacted by Mr Eguchi — a friend and colleague of Mr Eno. I interviewed him
regarding their work together, and also his company'’s plans to keep the dreams of Mr Eno alive
through crowdfunding.

At the time of editing this interview, 19 May 2014, Mr Eguchi’s crowdfunding project,
KAKEXUN, has reached its goal, making 5'486'300 yen (£32k / $54k). Reading this interview, and
reflecting on Mr Enos life and career, please check out KAKEXUN to see its progress:
www.kakexun.asia

NOTE: Some supplementary information was taken from 1UPcom’s massively in-depth
interview with Kenji Eno, titled “Japan’s Wayward Son”, by Shane Bettenhausen and James
Mielke, circa 2008. Everyone should read this interview.

JS: Before we discuss Mr Eno, please tell me about yourself.

KE: I started as a punk musician at the age of 19! </aughs> 1 went to India for 6 months, in 1977.
When I came back from India I got involved in the Tokyo Rockers movement, as a bass player. It was
a collection of five bands. We used to play a lot of gigs together. After that the five bands were
contacted as a group, by CBS Sony, who said, “We want you to record one album, between the five
bands.” So we did that and released it.

JS: What was the name of your band?

KE: S-KEN. <spells each letter out> Then we did an album, called the 7okyo Rockers Album,
which was the collection of those bands. Because it was the same time as the Sex Pistols arrived in
the UK, punk was sprouting up in different cities at the same time all over the world. One of the other
members from the Tokyo Rockers movement went to New York and worked with Brian Eno on an
album called No New York. Then after this /Tokyo Rockers Album] release we did a tour throughout
Japan. Then Columbia Records, which is a label in Japan, rereleased the album after the tour. After
that I stopped — it was the end of my rock career. After that I was a manager for a handful of bands,
and then at one point, a magazine publisher said they were going to found an independent music label.
I was invited to join that label, and be involved. I wrote a bunch of letters to different labels and
magazines in the UK, and eventually I went over there, met a lot of people, and I brought music of
bands from England, to introduce to Japan. For example the music of Keith Levene I brought over.
The name of the indie label by the magazine publisher was Captain Records. We used to help bands
that were coming up through the Japanese indie scene. Give them a foot up to get a big record deal. |
was working in the indie scene around the mid-1980s. Then I got into music production, the
production of albums and so on. So I had some relations or links to a lot of fans. I produced major


http://www.kakexun.asia/

records for about 20 artists or groups. Around 1990 I got five awards for my work, including the
highest award from the Recording Industry Association of Japan.

In 1991 I already had an interest in Martin Heath of Rhythm King, who made music, but also game
music in association with Bitmap Brothers and Renegade Software. When I went to meet him that’s
where the concept of making music for games — for me — came about. That’s how I was introduced to
it.

JS: I believe you published some games too?

KE: <laughs> You know the British game developer Bitmap Brothers, which made Xenon 2 and
Gods, and so on? Through Martin Heath I met the guys from the Bitmap Brothers. Even now I’m in
contact with Eric Matthews (Designer on Speedball 2, Gods and The Chaos Engine) from the Bitmap
Brothers, he’s a friend of mine on Facebook. He works at Sony now. My company obtained the
distribution rights and released Xenon 2 and Gods in Japan through Nintendo and Sega, under the
label PCM Complete. We localised them, as it were. Martin Heath was the one who said to me, “I’ve
got this game contract. Do you want to take a look at 1t?”” And it was with Renegade. That’s why I got
involved in the videogame industry. It started with Bitmap Brothers and, taking them as inspiration,
that’s how I later got involved with WARP and so on.

JS: Which version of Gods was this?

Boy?
JS: Black and white?

KE: Yes, the black and white Game Boy.

JS: How did the Japanese market react to Gods? It r,,
feels distinctly European. I really liked it.

KE: I agree with you that it has a European style, and

it feels as such, but when I went and played it, Gods
was something that clicked with me instantly. It was something [ immediately wanted to play more of.
But it sold terribly. The PC-98 version and the Sega version, they did not sell. Essentially it was a
loss. <laughs>

FANSE_ &
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JS: Pm sorry to hear that.

KE: Even though it was a bit of a failure, that’s how we all got to know each other in the industry. So
Nintendo and Sega and so on, I met them through that process. Although it was a shame that it did not
sell well, maybe overall it was worth it.

JS: What happened after that?



KE: In about 1992 or 1993 in Japan, they called it the “band boom”, but the sort of diehard fanship of
rock bands kind of fell away. So that’s when I decided, I’'m not going to work with music artists, ’'m
going to work on game music, and anime music as well. My job was that I took the music from games
which had been developed by the game companies, and I would take them to record companies and
work out how to get them released as albums.

JS: OSTs are wildly popular in Japan.

KE: Then I stopped doing that and formed my own
record company. I made a label to release game
soundtracks. First Smile Entertainment was the name
of the company I founded. I released some titles,
including from Gran Tourismo and the Zelda series.

down to Kyoto, until they gave me the license.

<laughs>

JS: Tell me about From Yellow To Orange.

KE: When it was founded there was going to be a focus on web content, and online distribution. Our
feeling was the web was quite... Cold might not be the right word, but an unfeeling place. It was
founded with a view to communication, and we felt we wanted to make it more human, more warm.
So, From Yellow to Orange.

JS: Let’s talk about Mr Eno.

KE: First I’d like to talk about Eno-san’s history, and where he came from. He was not really sure,
after finishing the education he did, what he wanted to do. He sort of headed around Japan, travelled,
and wondered about what he wanted to do, what he wanted to become. He kept taking these jobs, and
then he would leave after a day. He did that twice, two times he went in and on that day he realised it
wasn’t for him. So he definitely had strong views. A driven person.

When he was in primary school he entered a computer game programming contest, and he won a
prize through that. He took the actual prize-winning game he made as an elementary school student to
Interlink, and handed it to them, and they gave him a job. So yes, Eno-san was definitely very
interesting, right from the beginning.

JS: ve read about that, amazing!

KE: He was given a computer by his father, an MSX I believe, when he was very young, and he used
that to make the program. He left high school, and that’s when he took the program that he’d made to
Interlink. So when he actually applied he didn’t really know anything about programming, because he
hadn’t done it in over 10 years! </aughs> He applied using a programmer’s approach, but the
company said to him, “You can’t program.” But he always had an interest in music, so he said, “I can



probably give your music a go.” That’s what role he took on. He worked on the music for Juuouki,
and worked on Ultraman Club 2.

Even though it wasn’t really his job, he was not afraid to tell people when their projects were
rubbish, and gave a lot of advice. He would say, “This game is not fun, and here’s why...” By the
time he finished with that company, he was considered a planner, not just a musician.

JS: He eventually developed Sunman, which was never released.
KE: Really? I’d never heard about this!

JS: It was leaked online, and someone asked him in a interview, and he was like, “How did you
know about that?!”

KE: Ahh! That was not with Interlink though. It must have been between Interlink and WARP.

JS: It was the last game he worked on at EIM, his first company start-up. (Entertainment
Imagination and Magnificence; a contract developer)

KE: When he was running EIM, what happened was they were doing games for other companies, like
production house work, and all that ever came was requests for sequels of established titles.
Especially from companies like Bandai and so on. Then he just stopped coming to work, his own
company. Because he wasn’t enjoying it, and it wasn’t what he wanted to do. And that’s why EIM
closed, because they didn’t have a leader, because he just didn’t come in. He had no desire, no
motivation to go in and work, because it was just the same routine: take our game, copy it, and change
it a bit. Which was not what he wanted to do. He went to America to attend this software developers

show in San Francisco, the Macworld Expo, and also the “Be-in” event that took place. If you
remember, he had been sort of bullied out of the industry because he was being forced to do sequels
and so on. It was seeing these developers saying, “I’m going to make this game,” and then just doing
it. This showed him that it still could be done, and there was a place in the industry for innovators.
That’s why he came back to try to make WARP. Because this expo was evidence that it wasn’t just
sequels, or a factory floor, there was these people in America making whatever they wanted to. He
wanted to do that as well. It was really that show that was the driving motivation for him to come
back and form WARP. Apple were maybe the sponsors of the event he attended.

JS: Apparently Sunman started as Superman.

KE: He used to take his ideas for games to different companies, and I don’t know whether this 1s also
true of Sunman, but he would say that the company told him, “Hmm, we’ll think about it,” and then six
months later or whenever he would spot a game that clearly used his idea.

Unfortunately I can’t remember the names of any of the games that Eno-san thought had used his
ideas, but back around 2001 he showed me a demo tape of a retail game. It was a kind of light-
hearted action game with lots of cute characters coming together, I guess a kind of single player game,
where you would have multiple protagonists, and you’d switch between them. Although I can’t
remember the title, I do remember Eno-san showed me this game and said, “This was my idea! This
was my idea!”



He said it a lot. This is just one example. Of course, he used to say that he always had about 20
game ideas in his head...

JS: His ideas were original. On 3DO, his game

Short Warpl contained minigames which seem to =
have influenced Warioware by Nintendo.

KE: Short Warp 1s definitely one of the games where
you had to have someone like Eno-san, who would just
say, “I’m making this game!” It wasn’t a game you
could really sell to a developer. When the 3DO
came... The big game they made on that was the first D
title, but when they were given the specs from the 3DO
developers they didn’t really know if they were
accurate. They also didn’t really know what those
specs implied, in terms of what they could make. That’s why when the hardware came out they

produced a handful of smaller games.2 That was really just for the programming team to test the water
with the 3DO. Once they’d sort of figured out what was possible, that’s when they made D.

JS: Experiments to get a feel for the hardware.

KE: Yes, that’s right. So there were two teams, and one was always working on D, and the other was
making these smaller games. Then the smaller team would report back to the D team and say, “OK,
look how well this worked, so whatever we’ve done with this, whatever code or graphics or sound,
it works. So let’s put that into D.”

JS: When John Byrd? visited Japan Mr Eno treated him and other programmers to a night out,
making sure everyone had a good time.

KE: That definitely sounds like him. It was a different time back then. It was much more of a done
thing. For example Sakaguchi-san, the gentleman behind Final Fantasy, he used to take people to
“lingerie pubs™ and spend 2'000'000 yen. It was right when Japan was in the economic bubble. Eno-
san did it as well, it was not an unheard of thing.

JS: What an awesome era. I wish I was around back then to document the industry!

KE: Eno-san always had a desire to make customers and clients feel welcome and happy. It makes
sense that he would do that, because I think he would spend as much as he needed, to make people
feel welcome. That was definitely his style.

JS: Was WARP a strong supporter of 3DO because licensing agreements were easier?

KE: Whether or not it was simple to get contracts is not what’s important. What is important is that
Eno-san loved being at the forefront of new movements. It’s more than what the 3DO was, or what it
represented; it was really just the fact that its release lined up with the creation of WARP and his



desire to come back into games. It was about timing. The 3DO started at around the same as WARP,
or Eno’s desire to come back into the industry, so it was more about getting on top of what he thought
would be a big success.

JS: When did you meet Kenji Eno?

KE: I met him in 1996. I come from the music industry. When D came out I sent a message to Eno-
san, asking, “Do you want to release the music for D, through our company?” As a music CD. That
must have been in October 1996, and then after that everything else that came out, D2 and so on, my
company handled all the music. So that’s when our relationship started.

The first time I called Eno and said I want to meet with you, he said sure. After that it took 6
months before anything happened, because that’s just the way he was. I used to call again and again,
and every time I’d get Eno’s manager or assistant, and they said, “Sorry, he’s currently busy.” Then
my company started developing 3D sound technology, and the concept of sound positioning. When I
told Eno’s manager that, the next day I got a phone call saying, “I want to meet today.” Then I met him
and we talked for hours and hours about it, and about his projects and what he was doing and so on.
Then afterwards I called another record company’s manager and said to him, I’ve just met a genius.
This guy is where it’s happening. I was definitely struck from the first minute I met him. Kenji Eno
was a genius. When I met him he was 26 or so, but through that meeting I felt he was wise beyond his
years. He was definitely far more mature and far more adult about it than you would expect of
someone that age.

JS: Did you visit the WARP offices?
KE: Yes, they were in Ebisu, [ went a few times.
JS: Perhaps I should photograph the old building?

KE: WARP moved within Ebisu, so its first location was in the south; out of the south gate, the south
half of Ebisu. The second time was in the north of Ebisu. When I met him, Eno-san was in the north
half, after they had moved. So I’ve never been to the original, south office. After that they went to a
place called Gaiemmae in Aoyama, on the second floor of a building there. Then they went to Azabu-
Juban, in front of the Columbian embassy! </aughs> Then they went back to Ebisu, right in front of
the station. They moved all over Tokyo, basically. <laughs>

JS: Why did the company move so much?

KE: The simple reason is they kept adding more people. So things got crowded. They didn’t move for
any other reason. They just ran out of space, again and again.

JS: Mr Eno produced a game with no visuals.® That came with a bag of herb seeds?

KE: <laughs> That’s right, yes. I’'m not sure why, but it was definitely there. There’s something
interesting about Real Sound. Eno-san rented a recording studio for a week, to make this game for the
blind. While he was doing that I went along to see what was going on — because it’s an interesting
thing. So I went there, and there was a recording room, and then a sound-mixer’s room or booth, and



they’re connected but you can’t hear one room from the other. Eno-san was standing in the engineer’s
room, watching it occur. I turn up and he sees me, and he says, “Just come over here, I’'m going to go
in there, and make them act, physical acting. They’re going to act out what they’re saying, even though
there’s no visuals. They’re not acting and I want them to act. So you’re going to take over and do the
sound management.” </aughs> So I then became the sort of impromptu sound manager for the project,
and from then on I was in charge of the sound.

<laughs, then in English> 1 just came to look around there!

<in Japanese> 1 would stand in the recording room listening to them, to make sure the track was
OK, while Eno-san would stand in the room. For example there’s a scene where the two main
characters kiss, and he actually made them kiss. <laughs> They were two really famous Japanese
actors, and he really brought them together, because he felt it truly needed to be real, not just sound,
but real. If they didn’t really kiss, how were they supposed to make it believable? Every single scene
in that game he would go into that room, and whatever happened he would make them do it properly.
And he wouldn’t settle for less. So the two actors who play the two main characters, there’s a love
story between them, and after the production of the game these famous actors started dating in real-

life as well. The female actress was Miho Kanno,2 and the male actor was Takashi Kashiwabara.
JS: What a beautiful story!

KE: I didn’t know what the project was, and I didn’t really know why I was there, and he didn’t
record the scenes in order, so the story didn’t make any sense to me! </aughs> It was really a case of
just watching a genius at work. I had no idea of the story, only a very brief outline. That project took
an entire week, to read every single day.

Normally when you do that sort of thing you’d have like a catering service. But not this time — we
had a sushi counter, because Eno-san had a friend who owned a sushi bar in Ginza. So we had sushi
every day! </aughs>

JS: Were you with Mr Eno when he spoke with Michael Nyman in a hotel to arrange the Enemy
Zero soundtrack?’

KE: Yes, I was there the whole time. In Kobe. I had spoken with Michael Nyman’s coordinator. We
told them that we were going to Kobe, and we met them there, explained the situation, and Nyman
agreed. It wasn’t actually in the hotel room, it was in the hotel bar. I was there the entire time. What
Eno-san did for 6 hours was explain how he came up with Enemy Zero in the first place, and why it
had to be Michael Nyman, over and over again.

JS: What were they drinking?

KE: It was a long time ago, but maybe Eno was probably drinking wine, and Nyman probably didn’t
drink anything.

JS: Was Nyman surprised? Reluctant?

KE: He wasn’t reluctant, or uncomfortable or anything, he’s just quite a quiet guy. So it was a case of
warming him up to the concept. After talking a little we had dinner at the restaurant. We had Kobe



beef. Then we moved to the bar, and spent the rest of the time there. [Prior to meeting in Kobe],
Nyman-san had expressed a deep interest in game music itself, and said that it was an exciting time
for videogames. So we brought up Enemy Zero, and Nyman showed some interest. We sent him a
copy of D no Shokutaku while he was still in England, and he played it and thought it was good.

JS: The 1UP interview mentions the hotel room.

KE: Hmm... I feel like it wasn’t. It was in the bar. I don’t think Eno-san ever went into a hotel room.
So that could be wrong.

JS: After Mr Nyman sent the first lot of music over, Mr Eno requested he redo all of it?

KE: I’'m not so familiar with that point, but certainly that’s what I think happened. The first thing I
remember coming across was Laura’s Theme . 1 seem to remember there was no problem with that.
So whether or not that was in the first or second set, and whether or not other tracks were sent back or
not, I don’t know. Certainly the first thing I remember is Laura’s theme coming, and Eno-san was
happy with it.

JS: You were involved in producing the OST CD?

KE: The first thing released was a mini-CD of four tracks from the game. They were called the piano
sketches, the four tracks, and I took those to Kitty Records, which is a record company in Japan. After
that the other stuff we released came through First Smile Entertainment, which is my own company.

JS: Have you played through D2 until the end?
KE: I have not — it’s too hard! I know the story, I know what happens.
JS: Was anything removed at CESA’s request?

KE: That’s not something I know, unfortunately. I know he switched the data on the original D to get
around CESA.

JS: The original D he swapped the master disc.

KE: Hmm... I think he might have done that for D2 as well. It’s not something I can evidence, but...
He hated CESA. They really got in his way all the time. One time he complained, and the head of
CESA called Eno-san to his office. They basically said we’re done with you now. But obviously he
still had to follow the rules. So whether or not he tricked them with D2 I don’t know. But if he could,
he probably did.

<in a hushed voice>
[42 words redacted — OFF THE RECORD — side story not directly related to Kenji Eno]

JS: Hot damn! Is that off the record?!



KE: Let’s just say, it’s very difficult to complain to
CESA successfully. I think that’s what you can say.

v .
3‘}”" . | KE: He always found a way. He always got what he

. wanted. So when it was coming up to the time for D2
~ to go to CESA, they knew what he had done for the
_ 1 original D. So they were of the opinion they couldn’t
trust him, he’ll probably break his contracts. So he had
an uphill battle.

JS: D2 was extreme. Full female nudity, gore, plus
rather suggestive bosses (pictured).

probably doable. But it does seem like something
CESA would have almost definitely banned [at that
time]. Which suggests to me that they never got that far
in the game. Or they didn’t know. He used to put the | g P
final FMVs and the final data in the disc the day before
it went out. So it’s possible that what CESA saw was not what everybody else saw.

JS: Do you know any other trivia?

KE: Kenji Eno actually came up with the name Dreamcast, and the spiral logo. He submitted the
name and design anonymously.

JS: Really?! How did that happen?

KE: Sega accepted open submissions from the general public for their new console’s name and logo.
Eno-san posed as just a regular entrant, and he did it. He won it. Over a thousand entries and he won
it. He said it. Whether or not it’s true I don’t know. But Eno-san said, “I came up with it,” so it’s
probably true. I think it was open for everybody. I think anyone could enter... Maybe it was industry,
I’m not exactly sure. But there was something like 1'000 ideas and if what he was saying was true,
then Eno-san’s entry was the winner.

JS: He came up with the warm orange spiral?

KE: The name and the spiral logo. Eno-san was also the one who said there should be a “turning on”



sound for the Dreamcast, during the logo. So he got Ryuichi Sakamoto? to do it, just by asking him. He
wanted something like what Brian Eno, the composer, did for Windows.2

JS: Mr Eno was obviously close with Sega.

KE: Eno-san was friends with Sega’s president, and was kind of an advisor to the board of Sega. So
he had the sway to do things like that.

JS: It’s a shame Dreamcast didn’t sell.

KE: He got to know Sega after the morphing logo incident, when “Welcome to Sega” was up on the
screen. That’s how he got to know the president of Sega. That’s also how he got to meet all the board
members. CSK was a company which controlled Sega, which was a child company of CSK, and

Okawa-sani? was the president of that controlling company. Obviously Eno-san got to know him as
well. So that’s how he knew a lot of players in the industry, especially Sega. After this he became a
very big, important part of Sega, unofficially. He needed to talk to the president of Sega a lot, or the

vice-president Irimajiri-san.l! But he was always super busy, and it never really happened. So what
Eno-san did 1s, the VP of Sega had to fly to America, so Eno-san just bought the first-class ticket next
to him, had the meeting in the plane, got to America, said goodbye, turned around, and flew back to
Japan. <laughs — in English> A very expensive meeting.

JS: Could you draw a sketch of the D2 office?

KE: That’s the Aoyama one. I’'m not much of an artist. This was in Aoyama, on the 4th floor. There’s
three elevators in the entrance. There was a receptionist, or reception desk, and there was a TV on
there. The WARP logo would loop on that. In this next area there were five raised platforms made of
silver, like large stepping stones, surrounded by gravel or pebbles. It resembled a zen temple. This is
a lake, or like a pond, and this area had a shrine or garden-like design. They had one of those wooden

temple ornaments. They’re made of bamboo and slowly fill with water, and then go *clonk* when
full.

JS: These platforms were made of actual silver?

KE: Silver coloured metal, or silver plated. You would walk along these stepping stones, and it was
like Enemy Zero, in that your steps would make a sound, like *kon-kon-kon*. While the water would
make a sound like *chara-chara-chara®. Adjacent this area were three rooms. This was the entrance
to the meeting room. Here was where the designers were, and this was Eno-san’s office. To get to
Eno-san’s office you would go down all the stepping stones and then past the Japanese garden
display, and that’s how you pass through the office. He could hear the *kon-kon-kon* sound as you
approached. It had a very Kyoto-style, zen garden feel to it. It cost twenty million yen. Photographs of
this office were shown in business magazines in America, as examples of office design. Works of
design art.



JS: Do you have any photos?

KE: 1 don’t have any, but WARP might have a video. This video was filmed by Japanese TV
companies, for a look into the games industry. Programmes that ran a long time ago. Here in the
corner they had a tatami mat room, about 8 tatami in size, that was designed so people could have a
sleep. Because the programmers were working very late. But everybody would just sleep at their
desks, put a jacket over their heads and just crash out.

JS: Were there long crunch times at WARP?

KE: There was always someone working at these desks, 24 hours a day. Essentially the people lived
in the office. Eno-san would basically live in the office. They were not made to stay in the office, and
I don’t think the hours they had to work were that long, but because it was rendering video —
especially back then it could take 20 plus hours — what you would do is, you would hit “render” for
the bit you were working on and then just go to sleep. Then four hours later you’d wake up, go to the
next one, hit render, and that’s what a lot of people did.

JS: Sounds like an intense schedule.




KE: But it was a very relaxed atmosphere, and it didn’t feel like pressure. Eno-san was never one to
plan ahead meetings that much, so often when he wanted a meeting, he’d just yell, “Meeting time!”
And you had to go. He used to do that at 3 or 4 in the morning sometimes. So it was a case of, if you
weren’t in the office at that point you didn’t go to the meeting, so it would then be your prerogative to
catch up later. So it made a lot of sense for at least a decent number of the developers to be in the
room at any time. Because if they weren’t, if only a handful of people went, it would slow down the
development process.

JS: And throughout the day and night, there would be the gentle sound of tapping bamboo?

KE: <laughs> Unfortunately they did not usually have it on. But if anybody visited the office, or it
was open for meetings or business, it would be running. You could hear it sometimes.

JS: Like a metronome adjusting the pace of work?

KE: Maybe, but he didn’t do that on purpose. It was just his style. One of his favourite things to do
was to shock people, surprise people, in everything he did. So that’s why he always went to the
extreme, if you know what I mean.

Obviously, John, you’re probably the most well read person in the West on this, but if there’s
anything you need. I know a lot, a lot more than there is maybe even on the internet, so if you want to
ask questions, please feel free to take shots in the dark to bring up information.

JS: I always ask about unreleased games. Were there others besides Sunman?

KE: After D2 was released, obviously we were all wondering about what would be our next title.
Well, Eno-san went to Famitsu magazine and said to them, “Right, we’re going to make a game that
will sell 300'000 copies, it will be an RPG. No problem.” </aughs> That RPG didn’t even have a
name, but they had a lot of meetings about it, and design specifications, or design ideas, were
definitely cemented down. But unfortunately nothing ultimately happened.
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JS: Incredible. Are there surviving documents?

KE: I don’t have any, but I’ve been in contact with people from WARP, and I think there’s a lot of
old stuff knocking around. So maybe the original WARP members, before they were Superwarp,
would have information on that RPG. The reason it’s so easy for me to remember that title, and talk
about it, is that ever since FYTO was founded, we’ve been... Pestered, I suppose? </aughs>
Especially by people from 2chan, the forum. Who ask: what happened to that RPG? Where is it? Fans
of his other works were very vocal in their desire for it. We’ve always been aaked about it.
<laughs> In 2008 we released You, Me, and the Cubes (below) for Wiiware, as a downloadable
title. Obviously the reaction to that was fairly decent in Japan, but even then, people were saying on
the forums, “This is great, but where’s the RPG?” So wherever that RPG has gone, wherever it is,
there was a big demand for it.
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KE: Last year [2012], towards the end of Eno-san’s life, we were talking about what we were going
to do next. Eno-san’s mind had been made up to go into some sort of education, to create a sort of

learning institute. Eno-san also discussed the plan with Joichi Ito.12 In January of this year [2013],
Eno-san approached me with a project, an idea. It was his last idea. <takes out leaflet> This is
ILCA.L2 The design of it was by Eno-san, <points to page> and the idea was to use these core
concepts of Innovation, Learning, Creativity and Arts, to produce workshops and media,
symposiums, and types of classes I suppose. It was aimed at those who wanted to go into
entertainment media; games, manga, anime, and so on. Something in line with the “Cool Japan”
movement. Basically anything to do with entertainment, that’s what we wanted to teach. We held a
party in Shibuya Hikarie to celebrate it. Then in April of this year [2013] that’s when it started, with
this school, and they’re still doing it now. <passes pamphlets>

KE: These are some of the pamphlets, and this is the sort of thing we do. Someone who is an expert
in one of these industries or subjects, would come and teach or lecture. Obviously those attending
could then give it a go in the workshops. Eno-san’s plan was to develop a curriculum and be a regular
teacher or speaker. The same student would come multiple times and it would be a sort of
programme, kind of like a university programme. The idea was that Eno-san would be a sort of... The
“dean of the university”, as it were. He would develop these programmes and then students could take
them. Unfortunately Eno-san passed away in February, but one of the things I am teaching at ILCA 1s a
History of Kenji Eno, and what he produced. One of the things we did when we talked about the D2
project, in this introduction of his history, is we got everyone who was in the original WARP to come
back, and talk about the challenges they faced. They all discussed what they had done, and talked
about and remembered Kenji Eno. Once all these people got together, they realised they wanted to
work together. So on 1 October WARP2 was founded, which is a new company. <laughs> A good
story, right?



JS: All those members discussing D2... 1 wish more
while someone plays through them.

KE: There’s something more... What they’re
discussing right now is: what else did Eno-san want to
do? They’re going through his old notes, and trying to
remember all the things he spoke to them about, years
and years ago. They’re going to try to produce other g
ideas of his that never really got any momentum going. &
If they can find evidence, or if they can find writing
about them, the team will potentially push ahead with a
project. Including that RPG everyone asks about. The .
reason WARP2 came together was because I think at this event they all sort of went, “Remember that
RPG?” And that’s how it was founded. So that’s maybe one goal for WARP2, to make that RPG.
Obviously they were all present in the discussion about the game, so they know what he was talking
about.

JS: Was there any discussion about the unreleased D2 for the scrapped M2 hardware?

KE: There’s a promotional video for that, which was shown. That game video was codenamed “M”.
This unreleased D2, the only thing that was made was that promotional video.

JS: The M2 hardware was never released, but I’ve seen video footage of a prototype.
KE: With the daughter of Laura?
JS: Yes. Walking around a castle. I heard that everything on the harddrives was destroyed.

KE: Yes, the programming, all the code is gone. They were all wiped. The video is the only thing
which I know still exists. It’s about five minutes long, right?

JS: I think so...
KE: You’ve seen it? Where did you see it?

JS: There’s several videos. One clip was a bonus on one of the original D releases. Many clips
were shared on an online forum community.14

KE: <laughs> Yes, if I recall correctly, she swings her sword and fire comes out the blade?
JS: There’s a big knight in armour.
KE: Yes, yes. She slashes at an armoured man. </aughs> I can’t believe how much you know!

JS: I recall discussion regarding the mirror reflections, because they seemed to be real-time.



KE: Yes it was. I see. Maybe a member of the development team uploaded it?
JS: I thought it was from trade show footage. People /ove information about unreleased games!

KE: </aughs> So talking about this RPG that nobody knows about, you must be quite happy? You
can put the stuff about the RPG in the book. What WARP2 are doing... At the original WARP, they
first started with the puzzle project and then moved toward the big D project. What they’re doing this
time at WARP2 is similar. They will produce a smaller game first to get back into the original WARP
mentality as it were. Then they’ll make that RPG. Probably their timeframe is that they’re going to
start making the smaller game now. Then maybe from next summer, they’ll begin development on
other big projects.

JS: It’s interesting WARP making an RPG, because I recall on the original logo, the letter “R”
was a screenshot of an RPG.

KE: <laughs> Yes! The design for that was to make it look like Dragon Quest, which is the
definitive RPG title in Japan, but it wasn’t actually Dragon Quest. WARP made it. It wasn’t a real
game.

JS: Which platform will this RPG be for?

KE: Smart media, so probably i10S, Android, and so on. Up until now we’ve not discussed things like
the 3DS.

JS: What about download services, like PSN?

KE: Maybe not. I guess it’s something you decide later. I’m not in the WARP2 project, but from what
I’ve understood, speaking with them, this RPG has multiplayer or social features, and so it makes a
lot of sense to put it on 10S and so on, because maybe that’s the easiest way to allow people to take
advantage of those features.

JS: Social features? That sounds ahead of its time — when was this RPG first discussed?

KE: It was first discussed in 1999. It was intended to be released as a packaged game, like a store
shelf game. But I can’t tell you if there was talk of multiplayer functions or not, because I wasn’t in
the meetings. If the game is based on his original design documents it would suggest that he had
thought of something like that. Even back in the late 1990s.

JS: Really thinking ahead. <looks at KAKEXUN dossier> And this is...?

KE: This is what was passed across in January, and the thing he said was, “I want to make 1t!” And
now we’re looking for partners. It’s very important to build relationships and build a big network, not
just supporters but also people who know what they’re doing. I worked on a project for Campfire,
which is a kind of Japanese Kickstarter, it’s a crowdfunding service, and the project was related to
movies. So [ have experience in crowdfunding.



JS: Which building are we in now?
KE: The FYTO building.
JS: FYTO had staff from WARP, is that right?

KE: No, there’s none from WARP in here now. Superwarp gave an announcement in April 2000,
talking about what they were going to do and their projects. This included myself, and Eno-san, and
the WARP team, which had all come across to Superwarp. We said OK, we’re going to start making
internet games, online games, and so on. But then a year later, October 2001, we decided not to do
that. We decided to go into different areas, and so all of the programmers, those from WARP and the
new ones who had come into Superwarp, were all let go in November 2001. Just before that, in
August of 2001, that’s when Superwarp became From Yellow To Orange. But because we got rid of
all the programmers, there were no WARP members in FYTO. Only four people from Superwarp
remained: myself, Eno, a gentleman who is the production manager, and then another one of the
production team. So there was only four Superwarp members in FYTO when we changed over.

JS: Mr Eno also came up with Cmode.

KE: Have you ever used it? You would register your cellphone to the Cmode service, that’s how they
would bill you. The first thing you would do is put your money into a vending machine, and then that
would link it to your phone. Then the next time you wanted to get drinks, you would just tap the phone
on the machine. You couldn’t pay through Docomo, it wasn’t like your drinks appeared on your bill at
the end of the month. It was kind of like a drinks debit card. Cmode functionality is still being used,
even today, in Coca Cola vending machines. Even though the Cmode functionality is gone from a lot
of machines, you can still see it, because they never replaced the machines.

JS: Can you recall how he came up with the idea?

KE: It wasn’t really his idea, as it were. What happened was, when Superwarp ended, we were
uncertain of where we wanted to go, and what we wanted to do, so we came up with 20 or more
ideas and concepts. Then we spent our time going to different companies around Japan, asking, “Are
you interested in this?”” Trying to find someone who was willing to work with us. There’s a company
in Japan called Itochu Corporation, and one of them said to FYTO, “We don’t want to do your
project, but we are interested in doing something like this. What do you think?” And that’s where
Cmode came from, that’s how it started.

JS: They suggested the idea?

KE: Japan Coca-Cola started this thing called iVending.1> That just happens to be the time that we
showed up, and [Itochu] said to us, at that point, well we want to do this, and this, and this, and it all
sort of lined up. It wasn’t a case of them picking us at random to do the vending machine. It was
already a movement within their company and we fit the bill. The timing was right.

Of course all of our contracts were web related projects. There were no games, it was all internet
services. The reason we didn’t do anything with it is because the dot.com bubble had recently burst in
America. So nobody was investing in internet services, around 2000. There was no funding going into



web services, because everyone was reeling from the crash. All 20 of those ideas we drafted, but we
never used any of them. Before we made those 20 projects, an “incubation company” called Neoteny
funded us and said, “OK, make the projects, make the ideas, go to companies and find a sponsor, a
company which wants to make it for you. Then our funding will be to make whatever project gets
decided a reality.” <shows photo> This is Joi Ito, he’s one of the FYTO team. He was running an
incubation company — like an angel investor for IT start-up companies. It was he who kept Superwarp
alive in that time when they were deciding what they wanted to do. I’'m not sure if [ made this clear or
not, the money from that was not used in Cmode — that was funded by Japan Coca Cola. The company
Joi Ito invested in was Superwarp, but by the time this was being produced and everything was
happening, we were called From Yellow to Orange. Cmode was the first thing FYTO ever worked
on, to completion.

JS: What were some of these scrapped ideas?

KE: I don’t have them personally, but they are still on Eno-san’s computer. </aughs> One of the
ideas was that we would produce a service, which was like a character — a fluffy character or
something — who would live on your computer screen. As you got emails the program would read
your email and work out if there was a happy thing, or a sad thing inside the email. If the email was
happy the character would go *ping!* and would have a happy face. If it was a sad email, then it
would have a sad face. If the majority of your emails had happy things, your character would sort of
grow and evolve into a happier character. Whereas if you got a lot of sad emails, he would get sadder
and weaker.

JS: I’d be nervous about it accessing my emails.

KE: Yes, definitely. But it’s kind of like Facebook. The Facebook company definitely reads the
content of your messages. The reason Eno-san wanted to make this project was he always said that
reading your own emails and deleting the ones you don’t like is not a pleasant experience. He
believed this program would cause people to change themselves, the things they do, to try to only get
good emails. Every time you saw that sad face you’d think, “Oh, I’ve done something — I need to
improve myself.”

JS: Is there anything else you can recall?

KE: Another idea he had, was like a character who was a mail messenger, who would live on your
computer. You would put a message, or a picture on him, and he would go to different computers
around the world that also had this installed, and they would receive whatever document or message
you sent. They would then be able to attach their own stuff back. So you would make a link. It was
kind of like a computer based pen-pal system I suppose.

JS: Or cloud service to trade information?
KE: But it was to people you didn’t know. It wasn’t a messaging service. More of a fun thing,.

JS: Like a message in bottle thrown to sea?



KE: Yes... [ remember now, it was a dove! Why was it a dove? Because doves are the universal sign
of peace. So whatever you sent, it was like an olive branch. But you would send a picture, or a
document, or a little message. As with the other ideas though, Eno-san couldn’t find someone
interested enough to do it. Obviously nowadays there’s plenty of services that can do both of these
things. But in the 2000s, nobody was developing this sort of online concept.

JS: As well as being an innovator, Kenji Eno also found time to be a family man.

KE: Yes, he had two children. His eldest son reminded him of himself at that age. So they used to go,
just the two of them, to Australia or abroad and so on. He was dedicated to his family, he loved his
children. After the 2011 earthquake in Japan, and the Fukushima nuclear disaster, Eno-san wrote on
his website. It was a column, of things he wanted to tell his children. “Messages for my children™
you could call it. When the earthquake happened he wrote a lot about that, but to children. So that his
child could understand it, what was happening, what he should think about it, that sort of thing. When
these blog posts went live, they became a big talking point on the internet. A lot of people were
reading them and saying they were impressed. Eventually a publishing company said they wanted to
take his writings about the Fukushima disaster and publish them. So it became a book in Japan, called

To My Son.16 The book was released around mid-2011. It was like a collection of essays.

JS: When Mr Eno passed away, Kenichi Nishi wrote a long memorial. Did you know Mr Nishi?
KE: Yes, he’s my friend. Are you interviewing Kenichi Nishi?

JS: I was going to, but unfortunately our schedules didn’t match up.

KE: Nishi-kun was a very good friend of Eno. They worked together on the Newtonica game for the
1Phone. I think it was the last product he produced. Newtonica is known as Nishi’s product, but I had
a chat with Nishi, and actually he said, “No, no, that was totally Eno’s stuft.”

JS: He was liked by developers and players alike.

KE: In Japan they have a thing called CEDEC, which is like a convention, or event for the games
industry. It was in August, and it’s by CESA. We spoke about them earlier, they handle the ratings
system in Japan. They never liked Eno-san, because of the cannibalism in D, and the violence and so
on. So he used to fight with them all the time. Really wrestle with every point. When he died this year
people wanted to nominate him for a variety of awards, and CEDEC wouldn’t let them do it, because
his history with them is so bad.

JS: Who wanted to nominate him?

KE: Masanobu Endou. The creator of Xevious. He was the guy saying, “Let’s nominate him, let’s
nominate him.” Obviously CEDEC were saying, “No we can’t do that. He was a real thorn in our
side.” So in the end, there is one award, the game design award, that is voted for by the attendees or
the public. So they put him up for that and of course he completely walked the competition, because
he has a huge following. That was very nice to see.

Another thing which happened at this event, where these awards were given out. Eno-san had



been nominated for the game developer award by the public, and I was there with his wife and two
children. Masanobu Endou was giving the speech, but I wasn’t really listening. He said, “This year’s
winner of the game design award is...” Then he sort of went silent. Then I looked up and noticed he
was wearing a black tie, which is a sign of mourning, and he revealed, “by overwhelming majority,
it’s Kenji Eno.” It was a very touching moment.

We weren’t ready to go on stage of course, because the last game which Eno released which he
was being considered for was 13 years old. So people were not expecting... I was not ready to go on
stage at all. [ was there with Eno-san’s family, but of course they weren’t ready either. Then Endou-
san came out wearing the black tie, and as soon as he said the name a spotlight came down on us, and
myself and the children and Eno-san’s wife went up on stage, and Eno-san’s wife gave a very tearful
message to thank them for their support.

JS: What was the name of this award?

KE: The CEDEC Game Design Grand Prix. The award is given for the best designer of the year, so
generally speaking it’s for games released in the last year. It’s given to whoever contributed the most,
or someone who has really been outstanding in that field. For somebody who hasn’t released a major
game in 13 years to win is unbelievable.

JS: The voting is done only by attendees, or the general public too?

KE: It’s voted for by a combination of the attendees of the event, and the judging panel. Obviously the
judging panel didn’t like Eno-san, but the reaction from the crowd, from the fans, was so
overwhelming that he won anyway. He more than doubled second place in terms of votes and support.

JS: Was Mr Eno a friend of Mr Endou?
KE: Yes, they were friends.
JS: Is there any final message you want to give?

KE: This was the message that he really believed in: it’s a message about making the future better for
our children. When they were talking about the college Eno-san was going to do, and we talked about
the book, To My Son, this was the under-riding message of all this stuff.

Even though he lived two minutes away from the FYTO offices, his office was on one of the
upper floors, and he basically lived there, the whole time. That’s all he ever did, was work on his
current project — he’s always been like that, for 20 years. Just sleeping at his desk.

JS: Dedicated.

KE: Absolutely dedicated, more than anything. That’s maybe why he had the health complications that
ultimately killed him.

JS: Also, he smoked clove cigarettes.

KE: Yes, cigarettes with cloves. You really do know a lot about Eno!



<everyone laughs>

JS: Well, ’m one of his biggest fans. I also spoke with Justin Hall, who knew Mr Eno, and
allowed me to use a photo of him. They used to socialise, hence how I know about the cloves.

KE: He went to America about two days before he died, and as soon as he touched back down in
Japan he went to his office and went to work. He never rested. He didn’t even go home on weekends,
he just worked straight through. He had asthma, from sometime when he was an adult. He developed
it. He went to the hospital a couple of times about it but the medicine, the treatment he was given,
never took hold. So he always wrestled with asthma and poor respiration. Even on the day he died, he
had an asthma attack, so he suffered from poor health.

JS: The flying would have exacerbated it.

KE: He used to fly a lot, as you said, but also the flight
he did two days before he died, he had a 13 hour flight.
He came back, didn’t go home, straight to the office.
So two days after the flight he was in the office, and
around about lunch time, or in the afternoon, he said, “I
don’t feel very well, I’'m going home.” He went home,
had an asthma attack in the house, and then the next
thing that happened is that someone found him. He did
not die on his own, his family were there at the end.

JS: His legacy will live on.

"% KE: He’s still here, we can still feel him. <laughs>
Every day. Definitely, the decisions he made and the person he was, you can’t work in this industry in
Japan without feeling that. Even if you don’t know who he is, he shaped it.



~In memory of~

¥ B
ENO, Kenji

5 May 1970 ~ 20 February 2013



Selected Portfolio
Parallel World — NES, 1990
Casino Kid 2 — NES, 1992 (Music)
Panic Restaurant — NES, 1992 (Concept, music)
Sunman — NES, unrel. (Planner, director)
D — Saturn/3DO, 1995
Trip’d — 3DO/PS1, 1995
Short Warp —3DO, 1996
Enemy Zero — Saturn, 1996 / PC, 1998
Real Sound: Kaze no Regret — Saturn, 1997 / Dreamcast, 1999
D2 — Dreamcast, 1999
You, Me, and the Cubes — Wii, 2009

Newtonica — 108, 2008



A5
HIDAKA, Toru

DOB: 11 July 1949 / Birthplace: Utsunomiya, Tochigi Pref/ Blood Type: A




Selected Portfolio
Haunted Cave | h—0T9 FT 47 (B4ERE) — PC-8801 series, 1984 (Sole creator)
Magic Garden | I IYDH—T> — PC-8801 series, 1984 (Sole creator)

Eldorado Denki | T) F5 FMm3F — PC-8801 series, 1985 (Convert from FM-7)

Chikyuu Senshi Rayiezal® | #WBKEE 54 —4 — PC-8801 series, 1985 (Convert from FM-7)
Hokuto no Ken / 4t 3+ D% — PC-8801 series, 1986 (Programmer)
JES.US/ J—H2A - PC-8801mkIISR, 1987 (Prog. tech. assist.)

Gandhara (Crusade of the Buddha) | HH—2({LPEDEEEL) — PC-8801mkIISR, 1987 — later
MSX?2 conversion (Programmer)

Ultima I /"J)b74<1—PC-8801mkIISR, 1988 (Technical assistance)
Burning Point | IN—Z_ "4 b — PC-8801mkIISR, 1989 (Technical assistance)

Cyber Space Action PRAJATOR — Image Ranger —/ 75 I1—83— — PC-8801FH, 1989 (Technical
assistance)

AD&D Pool of Radiance — PC-8801MR, 1990 (Technical assistance)

JES.US I/ J—Y Al - PC-8801mkIISR, 1991 (Technical assistance)

Otasuke Nin-puu-den | H129 [T BUm — Windows ME (Creator)

In addition to various long running series of different books on programming, including:

— Machine Language Game Programming

— Machine Language Sound Programming

— Machine Language Game Graphics

— Quick C Game Programming

— Turbo C Game Programming

— OB/VB Game Programming

— machine Language Master Bible

— Machine Language for Beginners

— Book of Machine Language Secrets

— Burning Fighting Spirit: Legend of Machine Language I~V
— Introduction to Assembly Language for Games

— Making of a Computer RPG

— Game Machine Language: Shooting

— 50 Cases of Applied Game Programming — Power Edition



— Super Programming
— The Essence of Game Programming

For a full list of all 33 books, please visit:
njprog.com/toruhidaka/books.htm



http://njprog.com/toruhidaka/books.htm

First interview with Toru Hidaka
28 September 2013, Shiki City

I actually interviewed Mr Hidaka twice, both times at his home — the second time with Game
Preservation Society leader Joseph Redon. While technically none of the Enix games Mr Hidaka
worked on were officially released outside of Japan, all of them in some way are linked to
important aspects of game history or culture: from the formation of the computer scene in Japan
and games which risk being banned, to technical innovations, and even competing against Enix s
own Dragon Quest. His insights into the dealings of Enix are both fascinating and undocumented.
More significantly, Mr Hidaka influenced a generation of programmers with his many excellent
programming books. In fact, he was instrumental in setting up Enix-sponsored study workshops
for budding programmers. He was akin to a magician at Enix, creating the utilities and tools
which allowed others to make games. We also chatted about England, where Mr Hidaka had
homestayed for two months. When discussing other developers the formal suffixes switched
between -san and -kun. I've tried to keep these as is where possible.

JS: <shows Comptiq magazine> This is an old magazine from 1987, here’s the Enix page.
TH: 1 have a significant collection of magazines from this time, in my other room. I contributed to
many magazines back then, and also there were many advertisements within the magazines, so I’ve

kept them all.

JS: You mean such as this? <poster with Mr Hidaka, alongside four other Enix developers,
including Kouichi Nakamura and Yuji Horii>

TH: <laughs> Wow! Why do you have that?
JS: There’s an archive online of various adverts and as part of my research I printed it off.

TH: 1 have the original copy as well, of that photo, back in my library. This photo shoot was my idea!
I described my idea to the president of Enix, and he said, “Oh, that’s interesting!”

JS: A group photo standing behind a computer.

TH: That’s right. This is a room within the Enix offices from back then. And this gentleman...
<points to Kazuro Morita, far left>

JS: Morita-san, he made Shogi and Morita’s Battlefield. He passed away July 2012.
TH: Yes, that’s right.
JS: This gentleman, 3rd from left, is Suzuki Takanari, who is now a medical doctor.12

TH: Yes! ’m surprised you didn’t receive any answer from Game Kyojin.
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JS: I contacted him via email, but I never heard back. I was wondering if the email got through.
Several said my emails ended up in spam.

TH: It ended up in my spam folder too!
<everyone laughs>

TH: At first I couldn’t believe it! Because, why would English people be interested in my games or
my books? I thought it quite strange.

JS: Researching old games makes me feel like Indiana Jones discovering lost treasure. On the
poster is Kouichi Nakamura of Chunsoft, and Yuji Horii of Dragon Quest. Did you all work

together at the Enix office?

TH: Well, Enix didn’t do in-house development.2



JS: At that time?
TH: Even as of today. The internal development is only being done by the Squaresoft teams.
JS: Yes, because Enix sub-contracted Chunsoft to create Dragon Quest.

TH: Well, Enix originally started out as an advertising company, to solicit tenants for a public
housing complex. That’s what Yasuhiro Fukushima, the then president, started out with as part of his
business. So they did different business, and the name of the company wasn’t Enix but “Kodan Boshu

Center” or something like that.2! Back then, slowly but surely, the recognition of computers was
growing, but at the time not so much software was out. Back then most of the software was developed
by individuals to be brought into shops in Akihabara, and they tried to publish them on their own. So
they were not mass produced. So Fukushima-san, the president of Enix, came up with this idea of
starting a “logistics business” for software. Another gentleman was cooking up a similar idea at the
same time, which was Masayoshi Son, the president of SoftBank. So that’s why Son-san decided to
name his company SoftBank — the name meaning “bank for software”. So while SoftBank started out
developing and manufacturing software internally, Enix was just thinking of distributing software.
Unfortunately there was not much high quality software available at that time. <shows magazine>
This is the oldest magazine that I have, back from 1983. Enix organised contests and they published
those games which won as official products. These are the games which won the first contest from

Enix in 1983 and were commercialised as a product.22
JS: <notices Portopia Renzoku Satsujin Jiken in a second list> Yes, I’ve played Portopia!

TH: </aughs> For Horii-san that was the second time around. The first time he won by submitting a
game called Love Match Tennis.

JS: <looking through magazines> These old magazines are a great resource.
TH: I have more, way more, back in the other room if you want to see them.

JS: I’m fascinated by the Enix competitions, because it seems the company was keen to
promote developers, with a photograph and biography on the back of the game box.

TH: That’s because Enix didn’t develop software in-house, there were no programmers who made
games inside the company. But Enix still wanted to distribute software, wanted to create software
somehow. So they decided to throw contests and competitions in order to attract prospective
candidates, and would promote the software which won prizes. So they would select winners of the
competitions, publish those games, and pay the authors royalties from that. Remember, these were the

days of [solo] “game authors”, [as opposed to big development studios]. Basically Enix wanted to

nurture or raise game authors and creators by doing s0.2

As I mentioned before, Enix started out as an advertiser for public housing, so they acted like they
were risking the future of the company by holding these game competitions and awarding huge prizes.
But in fact, there was a kind of cheating or trick behind this contest — the contest was actually not so
risky for the company. The prize was not really the prize. I mean, it was a kind of advance on the



royalty! For example, suppose Enix proposed 1 million yen as a prize, if it was really “a prize”, after
selling the software they should pay the royalties to the author separately from this award. But Enix
said this prize is a kind of advance on your royalty, so the company was essentially promising that
you would earn at least 1 million yen of royalties and they would pay that, even if the software ends
up not selling well. So for example, if the author receives 100 yen per unit sold, Enix would
guarantee royalties equivalent to selling 10'000 copies. So Enix did not really pay 1 million yen, but
would only guaranty 1 million yen of royalties. But if the software ultimately only earned 500'000 yen
in royalties, Enix wouldn’t pay more than 500'000 yen. Enix would just say, “We cannot pay.” So it’s
not a prize actually, but a deposit or an advance on the royalty. Maybe creators were disadvantaged
with this system, because they believed they would have the prize and thought they can earn royalties
in addition to the prize. But they wouldn’t get these royalties unless the software sold more than the

initial award.2
JS: Sounds very calculated.

TH: Yes, exactly. But at the beginning most of the applicants did not know about this strategy which
Enix had. If you take a look at the back of this magazine, you will see all the programs listed. Inside
this copy of /O magazine. There were many contributors who sent their programs for those
magazines This is one for example <points to type in listing>. So Morita-san and Nakamura-kun
were popular contributors to these kinds of magazines. In order to successfully carry out their
competitions Enix directly approached people like Morita-san or Nakamura-kun, asking them to come
up with works on their own. Because such contributors were already popular in the world of
programming and game creation at that time, Enix demanded they enter the contest. It was half
forceful, so Enix were successful in having them come up with games. That way they could guarantee
to a certain degree that the contest and competitions would be successful. So they kind of instigated
the whole atmosphere, so that they would be involved, and that spurred the other programmers to
enter as well.

JS: Some of the contestants, the people, were selected before hand...

TH: I have another interesting thing that I want to show you. There was this controversial advert in
which Nakamura-kun was printed as part of the image in paper money. This was to show how much
royalty-based income he had made, which kind of sparked a debate. His monthly income, just from
royalties alone, was about more than 4 million yen.
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Top text says third game hobby programming contest, while below it lists the prices, with the main prize being 5 million yen

JS: In 1986 he earned ~£12'500 a month!%3

TH: Since he was a best seller he was able to enjoy that high a level of royalties, at 4 million yen or
more. Given that, other people might mistakenly think that it would be easy to earn 500'000 or 1
million yen, even if their software didn’t sell very well. Because if a successful software title can
make over 4 million yen, surely a mediocre or unsuccessful software title could get at least in the
region of 500'000 to 1 million yen? Or so they thought...

JS: Mr Nakamura only made that much because his games sold more than the others, correct?

TH: Yes, that’s right. But other applicants for the contest kind of came up with this idea that even if
the games do not sell that well, they would still be able to generate at least one tenth of what
Nakamura-san was making. I’m referring to “royalties”, meaning that the authors or creators of the
games would be receiving 10% of what the publisher had made. Myself, ever since I left the
company, ever since I stopped being a salaryman, I have been living off my royalties. I get income
from these publications as well. I receive royalties for my books.

JS: I noticed modern games on your shelves. Were you involved with those?

TH: Nakamura-kun sent me those. I’'m not so close with him anymore, but every time he creates a
product he would send me a copy. He used to send me whatever he came up with, until last year. |
haven’t received any this year.

JS: Oh, that’s very nice of him.

TH: Many of the applicants or prospective candidates were misled to believe that they can make big
money by leaving the company they worked for — maybe a nice software company — to become
involved with Enix and its competitions. Many were lured by the image of being a millionaire, hoping
to become one too. But many of them failed to do that, they couldn’t earn anything, so it was kind of
tragic...

JS: That’s very unfortunate. So Enix approached skilled game developers, to bring them to the
competition, to entice others to apply as well?

TH: It wasn’t necessarily for the sake of enticing more participants. Enix basically wanted to be
successful in holding their competition, so that they could capture or retain talented game developers.
The most important thing for Enix was to be successful as a publisher, even if they didn’t make
products; a company which circulated games without developing. So to succeed in this business they
needed to have nice products, they needed to have game developers who created “bestsellers” that
would lead to strong sales.

There used to be a magazine called Procon, 28 which stands for Program Contest, which was

rather short lived. They only published I think 8 issues altogether. But this magazine was basically for
contest purposes. They went out of business after publishing only a few issues.



JS: Was this monthly?

TH: Yes, monthly. Even if the contests were quite popular back then, there were not so many of them
going on. This is when I started thinking about applying for one of the game competitions, and I
wanted to find out what kind are available. That’s why I purchased these magazines.

JS: What was the first game you ever saw?

TH: It was the game that I was showing on the screen earlier, Cosmic Soldier 2! This was also
released by Enix. [...] The reason why is | went to England to homestay and study, because I took a

year’s leave when I was a university student. Meaning I was in my fifth year in university.2® After
returning to Japan I came up with this idea of becoming a trader, or working for a trading business, so
I could go globetrotting. I did actually join a medium-sized trading firm, but the section I was
assigned to was importing! So whatever we imported we had to sell of course, and so of course my
customers would be within Japan! So I was basically locked within Japan, instead of flying around
the world. <laughs> 1 spent six years working for that trading firm, and after that I left the company
and started working for a manufacturing company that dealt with automotive accessory products. In



the hope of travelling all over the world, selling products worldwide.

So I entered a manufacturing company in the hope of travelling all over the world, but at the same
time, the company headhunted another person for the position I wanted, and I was assigned to the
indirect sales department. They had already found a replacement for the direct sales representative,
which they were looking for just before I joined the company. Instead of being in international sales, I
was assigned to a section where I was responsible for developing or nurturing new channels for the
accessory products, such as clocks or car computers. Basically electronic products, and I had to be
making rounds to Akihabara to cultivate new prospective clients. Basically, back then Akihabara only
dealt with home electronic appliances, for the most part. The best selling products were sold and
displayed on the ground floor, whereas minor products such as computer software were located on
the 7th or 8th floors of the buildings. As I continued to make rounds to those electronic shops, the
software products slowly but surely started coming down to lower levels. Meaning they were
becoming popular.

JS: This manufacturer was Car Mate, right? The same name on Haunted Cave’sbox?

TH: Well yes. The automotive accessory company, or manufacturer, that I started working for was
called Car Mate. Seeing the computer software in Akihabara I described it to the company president,
saying, “This stuff looks interesting.” Then later the president of Car Mate came to me saying, “It
sounds interesting, let’s create software in our company too!” Then I asked him, “Who is going to be
developing this software?” Because the company only handled car accessories. Since I was just a
salesperson I thought there would be somebody else who would be responsible for developing the
software. But then the president told me, “Of course it’s you! You're the one who came up with this
idea, so you should be making 1t!” I was stunned to hear this! But the company, or the president,
bought a PC-88 for use in the office. And for this project I also spent my own money on a PC-88 for
use at home. I had to invest 700'000 or 800'000 yen of savings, which I was saving in order to buy a
new car. But instead I spent it all on purchasing the computer, the display, the cassette loader, and the
disk drive, as well as the kanji ROM, because back then they were all sold separately. Computers
were much more expensive than they are now. I had to spend a fortune to get it all.

JS: <notices mint condition Haunted Cave box on
desk> Ahh, the original!

TH: Yes, this is the tape version. Do you know the
medium of cassette tapes?

JS: Oh yes, of course. In England in the 1980s
computer games also came on cassette.

TH: Yes, because floppy disks were very expensive
back then.

JS: This looks mint. When did you open it?

TH: About 2 or 3 years ago. When I opened this package it came with a sponge, for preservation



purposes, <laughs> but the sponge had become all worn out, so I threw it away.

JS: Seeing Car Mate on the Haunted Cave box seemed odd. But this car accessory company
really did create and publish games.

TH: Yes, exactly.
JS: Did they publish quite a few games?

TH: No. Since Car Mate was a very small sized company, every decision was made by the president.
So it was a fancy idea to create software. He had the say for everything. Since I had a degree for
commerce, I had no knowledge of computers at all. But since I was engaged in the trading business
before coming to this company, [ was able to use a typewriter. Since I had no knowledge whatsoever
of games I had to start from scratch, and in order to enhance my understanding I purchased a couple. I
bought a few games including Cosmic Soldier, and back then there used to be a message stating in
which “language” the games were programmed in, on the back of the packages. So the categories
were either BASIC or machine language. Since BASIC is an interpreted language it tends to be slow.
For a game novice like myself it was not that interesting. Whereas machine language had all kinda of
characters moving around, which was quite amusing. So I became interested in machine language, but
I had no idea what it was. Then in comes the president again, and I told him that [ was more interested
in machine language than BASIC, and the he was amazed because he knew I had no knowledge of it.
The whole company was surprised at my remarks.

One day I had a lunch meeting with some colleagues, including the technicians, and I shared my
idea of developing a game in machine language! They were shocked. They told me that they had spent
so much time and effort in trying to understand machine language, but they had not yet been successful.
The technicians said to me, “We studied machine language for a long time, for our dear lives!
Whereas you, on the other hand, have a degree from a commerce course, and spent 10 years as a
salary man. It will be impossible for you to develop a machine language game!”

But I resisted and counter-argued, saying I don’t want my ability to be determined by others. |
said, “Wait until I discover for myself if it’s really impossible!” So I kind of committed myself to
coming up with a machine language game, and I had to, because I had said so and made that
declaration in front of the technicians. So I spent 6 months trying to analyse the game that I had
purchased — Cosmic Soldier. (below)
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<Hidaka-san shows detailed, annotated machine code print outs and flow charts relating to Cosmic
Soldier — he reverse engineered the entire game manually, one line of code at a time>
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TH: This 1s all the research I did, and the methodologies that I had come up with by analysing
Cosmic Soldier. Generally at that time games were not protected, and thanks to that, I could get all the
lists like this, and trace the information in the game. I tried to define each sentence, each row, trying
to figure out what they were doing. So I actually translated, or interpreted, each row. If the subroutine
was being called I would bring it over here, <shows flap of paper glued down into main code,
detailing the subroutine> and I just cut and pasted every subroutine that I came across. After I had
done all this analysis, I compiled all the information into a flowchart. (above)

JS: An incredible historical record!

TH: <laughs> You can photograph all of them. I first touched a computer in February 1983, when |
had no knowledge whatsoever. In one month I knew the limits of BASIC. To analyse Cosmic Soldier
and create the flow chart took me 4 months; working in the evenings after I had done work as a
domestic salesperson during the day. I have 100% of my analysis in this chart. I understood
absolutely everything about Cosmic Soldier. 1 would stay up until 3 or 4 o’clock in the morning to
work on this. I was always suffering from lack of sleep. But thanks to my hard work I was able to
educate myself on the architecture and structure of a game. After that I spent about another 4 months to
create Haunted Cave. By December that year, 10 months later, I had completed Haunted Cave in
machine language. It was first sold April 1984.

JS: Your effort in machine language is staggering.

TH: The company basically was expecting its employees either to come up with results or not, so I
just had to do it, so I could show them I can deliver. If I couldn’t do it, I would be branded as a
failure.

JS: You fell into it all by accident.
TH: Yes, exactly.
JS: These print-outs must be over 30 years old.

TH: Yes, that’s right. I could never do this again! </aughs> Nor do I want to. Back then I used to
have a close friend who was an engineer, and although he did not develop games, he was able to
tweak around with the computer. So he gave me clues and hints about reverse-engineering, and how I
should go about using computers. Do you know the word mnemonic?® This is a word to indicate how
machine language is mapped to a computer; machine language entails numbers from 0 to 255, and this
is the only language the computer can understand.2? At first the machine doesn’t understand words that
we use, so it uses those numbers and a mnemonic is a word which corresponds to this those numbers.

JS: Ah, hexadecimal!

TH: <in English, without interpreter> Hexadecimal is the real machine language! It’s 0 to 255.
<points to an opcode on the paper notes> This word, in English, is an abbreviation for something.
So these are the mnemonic codes.



JS: I see. And this is a conversion table?

TH: Yes. Maybe I can explain with... So for example 00, double zero, stands for NOP, meaning “no
operation”, which means the computer doesn’t do anything. It passes through. So only the time lapses
when this is there. So these are all mnemonics. Basically these are big letters matched with each
number on the very left hand side. So when we actually do the programming, we use these
mnemonics, and then the assembler i1s what converts these mmemonics into numerical values.
<referencing printouts> So 1 thought that it would be a good idea for me to retain the memory of
mnemonics, as a souvenir so to speak. Well, all my colleagues, including the president, thought that |
would never be able to do this, but I wanted to do my best before I surrendered. I thought, even if |
were to fail, I wanted to retain my memory of mnemonics. So I started out be memorising them. Once
I had memorised all the mnemonics I only had to use the assembler for the conversion into numerical
figures. So I did not have to memorise the assembler portion.

So with reverse assembling, we can get those mnemonics... After that the computer loads the
program from those set of mnemonics into the memory, you see? The CPU scans this set of
mnemonics, which is translated into a language for the machine — hexadecimal — and inputted in the
computer. Then the computer starts working. So now, with reverse-assembly, we translate those
hexadecimal numbers which were already installed in the memory back into mnemonics. This PC-88
already had that functionality embedded in it. There was a disassembly mode, which is the same as
reverse assembly. What I printed out first was the disassembled portion. After I printed that out I tried
to figure out what these figures stood for, or meant. What does the number 3 do for example, in this
portion of memory, what does 1 do? And so on. For example I didn’t know what this number 3 meant,
exactly, but I hypothesised that this 3 may stand for the number of player lives at the onset. So
assuming that was the case, I changed the number to 4, and found that the number of players when you
start the game changed to 4. So my hypothesis was right! I tried out so many things, and after all this
trial and error I figured out what happens when changing the numbers in memory. 1 was able to
decipher what they stood for. Also, in a similar way, I tried to decipher what was happening with
those numbers, for example, from point A to point B in this chart. <shows section of flow chart> And
that 1s how I came to understand how computers work.

JS: The fact you showed such aptitude, it’s almost like destiny that you became involved.

TH: Well, I liked mathematics. This must have been a coincidence, or destiny, or whatever. <hands
over book on Z80 machine code> This is for you to keep, because I have a number of copies. This is
quite popular, even today. Sometimes people come to me and ask if I still have them. The publisher
went bankrupt and no longer exist.

JS: Could you sign it?

TH: Yes, of course! This PC-8801 uses the Z80 programming language. The Zilog 80 CPU was
developed by a Japanese developer called Masatoshi Shima. Originally, the Z80 was a next
generation version, or the evolved version, of Intel’s 8080 CPU. Intel’s 8080 and this Z80 use the
same code... No, that’s not the proper word... Machine languages — the hexadecimal 1s the same in
those two CPUs, but the mnemonics are different. Even though this machine had a Z80 in it, for
reverse-assembling we had to write the code with or in way of the 8080. So the reverse-assembled



code that I showed you earlier... <points to paper> This is the machine language. But this is an early
one, so it’s kind of embarrassing to show you the way it’s written out. You’re supposed to have no
spaces in-between, but [ made a space on purpose so that it would be easy for me to read or decode.
So these mnemonics differ between the two CPUs. So I had to memorise both. </aughs>

In addition, the PC-98 and other 16-bit machines came. In those days each manufacturer, like
Fujitsu or others, used different CPUs. Fujitsu used their own CPU for example. So there was a job of
“converting” between different machines. You’ve got a PC-88 game, written in a language
specifically for the PC-88, but it doesn’t work on Fujitsu’s FM-7 or Sharp X1 as it is. For the game to
run on these, we needed to reprogram it for each machine.

<Hidaka-san describes his interest in fitness>
JS: It’s very different, programming and fitness.

TH: Different, but for me it’s the same. Because programming needs not only a strong mind, but a
strong body. Otherwise it’s impossible to continue for a long time sitting and programming.

JS: It’s a sedate profession, so you need to keep yourself in good condition.
<Mpr Hidaka bends his arm and shows off a chiselled bicep that could break rocks>

TH: I’'m trying to figure out when I started writing articles... I should have been writing them by this
time... All of my articles were compiled and published as a book after I had completed writing
articles for this magazine. <shows magazine article> This is me.

JS: Can you remember the date of your first magazine article?
TH: This 1s issue 19, so... <goes through >

JS: Can my photographer take some shots of the tape version of Eldorado Denki? It’s quite
rare.

TH: Sure. <removes box from glass cabinet> This is the tape version of Eldorado Denki.
JS: <sees another box> That’s the disk version?

TH: Yes, the disk version cost 7800 yen, whereas the tape version cost 4800 yen.

JS: Considerably cheaper to buy the tape version.

TH: Yes. Although it’s cheaper it’s also very much more difficult to create the tape version
compared to the disk version. I mean from the perspective of the developer.

JS: Plus the loading times are longer.

TH: Yes, of course. Whenever we had to make changes or amendments [to the program] it needed the



same amount of time to save changes as to load. So it was quite cumbersome whenever there was a
change to be made. We had a royalty that would come to us as 10% of the 4800 yen it sold for. That
was how things worked back in those days.

JS: The disk version was better then?

TH: Well, the disks themselves were expensive, so that is why the prices were set higher. But the
problem was that many users, including high school students and so on, did not have disk drives to
use the disks. I tried to start my disk drive the other day, <picks up disk drive> but then smoke started

to come out. So it broke down. This used to cost 168'000 yen back then.2! Just for this alone.
JS: Even without inflation that’s a lot of money!

TH: I had to spend a fortune, all of my savings, to get this back then. This is the machine that I used
for Haunted Cave. <refers to bespoke tape player> It was working a week ago, but I tried yesterday
and found it broken, now it’s not working. So the disk drive over there has gone down, and this
recorder has also gone down. So that’s why I’ve used the extension cord from my cassette player in
order for us to play Cosmic Soldier today. <a long cord trails from tape deck to PC-88> At that
time, even if you were able to obtain the computer, unless you were able to program on your own, you
weren’t able to play any games at all. You could do nothing with only NEC’s machine and the
display, so you needed to have a disk or tape drive. So if you bought the computer you would get this
demonstration program <shows demo tape>, this came as a set, a package, back in those old days. Is
there anything else you’d like to photograph?



JS: Technically, I’d like to photograph everything!

TH: These are the ones that I was involved with. <shows impressive display case> I have other
games that were converted for other types of computer. But once a game was converted for this
machine, I got rid of the other versions, to save some room, since they were bulky, and I just kept
these.

JS: That’s a shame.

TH: I didn’t feel any sense of value or significance in them. Normally I just keep them on the shelves,
because I can’t play them and I don’t have the opportunity to do that anyway.

<takes items off shelves, places them on floor>

JS: I played the Famicom conversion of JESUS.

TH: I should have the Famicom version of JESUS here somewhere.
JS: Were you involved with the conversion?

TH: No, I was involved with the data compression for this one, the original version.



JS: <looking at items> It’s a nice collection.

TH: <shows music CD> NEC used to give these CDs whenever they launched a new product for the
PC-88 series. As you can see there is a program on it for playing music, called “Sound driver”. Do
you know Kouichi Sugiyama, the composer of Dragon Quest?

JS: Yes, I know of him.

TH: <shows more CDs> These are music CDs with his, Sugiyama-san’s, soundtracks for JESUS and
Gandhara. This was a transitional period for music media. We used to have tapes, vinyl records and
CDs, all at the same time. Inside this you would have this insert, with photographs. I can open this.
<refers to factory sealed vinyl record>

JS: No! It’s factory sealed. I would feel very guilty if you opened that.

TH: Eh? <laughs> It’s not a big deal. <places record down, still sealed> And these are all my
personal books. </aughs> 1 like manga books, so you see a lot of them on the shelf.

JS: Sodo I!
TH: Do you know the manga called Ninja?
JS: No, I’ve not heard of it. <mentions titles>

TH: Those are the manga read nowadays? I’m an
older generation, so I used to read older manga.
<takes two books off shelf> This one is from Taiwan,
actually. It’s a book which I wrote, that was translated

for the Taiwanese market, from my original Japanese |
book.

JS: Show me the original.

TH: The Making of Computer RPG. This is the
original Japanese version. It talks about how to create
an RPG for computers, and how they [RPGs] work.
<points to book cover> This is actually a photograph
from when they were developing software at Chunsoft.
(below) I borrowed the photo for the book’s cover.




JS: I'love old office photos. They’re so rare!

TH: <shows inside the book> 1 also drew all these
illustrations and the characters, because I really love
manga. Since I love manga so much I drew all these
characters on my own. (right) I still have the original
drawings, because these were done by myself. <shows
another booklet> This is from the early days, when |
first started working for Enix, and this was taken
during a break. This is the original PC-88, or the first
version of the PC-88, and this is myself. (below)
These are the scenes from a development meeting. (not
shown)

JS: Such bulky computer monitors.

TH: Yes, these are the older ones.

JS: With scanlines!







TH: Yes! That’s right. Now that you mention it, I guess you’re right in that not many photographs are
taken during the development phase, when we were at the office.

<Hidaka-san leaves room and returns>

TH: This is the vinyl record for JESUS. This is just the music. When we did the recording we
produced the music using a computer, and that’s what we used for JESUS. And also Gandhara and
Wingman.

-J--

JS: Takashi Tokita from Square-Enix said JESUS on the PC-88 was one of his favourite games.
He really liked the FM sound of the PC-88.

TH: <shows photo from vinyl sleeve> This is a gentleman, Yasuhiro Taguchi, and he was very good
at producing this kind of music.

JS: It’s an important part of the game,
TH: Yes, yes that’s right! The music is not merely an important component of the game. The game
itself has a deep connection with music. In order to defeat the monster at the end, the player has to

actually play a melody on the computer keyboard, like playing a piano. So it was quite extraordinary.

JS: ’m glad you’ve kept your collection.



TH: This is not a collection, so to speak. <laughs> 1
just kept whatever I have been involved in. So I don’t
see much value in them. You only have to spend a few
thousand yen to purchase one of these games, used, in
Akihabara.

JS: Some of them are rarer than that!

TH: Yes, you're right! </aughs> I'm keeping them as =
memorabilia, so to speak.

JS: There must be many memories in these.

TH: Yes. But my children were not interested in them in them at all. </aughs> Usually it’s the other
way around and the kids are more into computer technology and so on, so the fathers are the ones who
are teased by their children, but in our case it’s the other way around. </aughs> My two children,
one 1s a medical doctor, and the other is a pharmacist. They both have a scientific background, but
they have no knowledge of computers. So whenever they have to know something about computers
they come to me. <laughs>

JS: You can show them your book interview.

TH: The older one is a son, and the younger one is a daughter. </aughs> 1 don’t know how they
would react! Even to this day both of them think I’'m a weird dad.

<everyone laughs>
JS: As a writer I keep all of the magazines I write for as well.
TH: <in English> So 1n fifty years time you’ll take part in such an interview?

JS: Would anyone want to interview someone who merely conducted other interviews? I’m just
talking about the creations of other people.

TH: Well, you never know. It’s hard to believe that you came all the way to Japan from the UK, to
conduct these interviews. That’s quite amazing. How did you find my homepage?

JS: There’s the Tokugawa Forums, for fans of Japanese computers. On there I found the Enix
advertising image. <long explanation>

TH: I was surprised that you were able to see my website, because usually you would have to have
Japanese installed with Windows in order to read Japanese websites.

JS: I activated Japanese scripts on my computer. Would you like to look through a magazine I
write for?



<Mpr Hidaka looks through Retro Gamer>
JS: This magazine only covers old games.

TH: Wow! It’s amazing you have this magazine in the UK. It’s monthly. Incredible. In Japan you don’t
look back in the computer industry.

JS: A mixture of nostalgia and investigation.

TH: This is great! The same thing can be seen among anime and manga. They usually publish the
retrospective versions, even today. So most of the manga that I have on my bookshelf are from the
ones that were out in the 1950s, when I used to read them as a child. Many people look back on the
old days, and like to reminisce about the music or the manga that they used to enjoy as children, back
in the 1950s or 1960s. That kind of trend can be seen in the music or manga industry, but when it
comes to computers, the Japanese never look back, they only see the future. I never thought there
would be a magazine investigating past facts on computers.

JS: What do you feel led to the longevity of NEC’s computers? Sharp upgraded the X1 to
X68000, but NEC’s models lasted longer.

TH: Well, PC-88 and PC-98 no longer exist...

JS: I believe NEC’s PC-8801 came out 1981, the PC-98 in 1982; both received significant
overhauls over the years. People still used the PC-98 until the late-1990s.

TH: For PC-88 and PC-98, they used different CPUs, the PC-88 was 8-bit, and the PC-98 was 16-
bit. Those two were categorised into different purposes. The PC-98 was for businesses, whereas the
PC-88 was for hobbyists. Of course the PC-88 could be used in business situations, but it was

considered to be a hobbyist computer.32 You need to differentiate the two, we shouldn’t mix those
two machines. So the competing products for the PC-88 were Sharp’s X1 or Fujitsu’s FM-7. The
reason why the PC-88 lasted so long on the market, I don’t know... Why they were popular for a long
time, I would guess was because NEC had strong sales and marketing capabilities, for one thing. |
suppose the PC-88 gradually increased its market share versus the other 8-bit computers. Later the
MSX, a different sort of computer, also came into the picture. But I think NEC was successful in
growing their market share.

Another factor was NEC utilized an OS by Microsoft called N88-BASIC,32 while Fujitsu used a
unique dialect called F-BASIC. Meanwhile Sharp used Hu-BASIC, which was made by Hudson for
Sharp. F-BASIC and Hu-BASIC were a little more idiosyncratic... But in terms of functionality, [the
PC-88, FM-7, and X1 computers] weren’t significantly different. On the other hand, Fujitsu and Sharp

had sound from the beginning. 3 They used a programmable sound generator (PSG) sound source,
which allowed them to create a Famicom-type sound. Meanwhile, the PC-8801 originally had only a
simple beep, so the other computers offered better sound. But other than that, the computers were
pretty evenly matched. Under those circumstances I assume NEC was successful in gaining their
market share, that is as far as I can think of, why NEC outlived its competitors. I have no idea why
NEC won such a huge share at that time exactly.



Regarding the PC-98 it’s a different story, since it started as a business machine. At first there
were practically no games at all. But after a while, as the user base grew, games for the PC-98 started
to appear. The reason why the PC-98 lasted for a long time was because of its kanji or Japanese

display functionality. Back then IBM’s MS-DOS3> was common in the world, but in Japan there was
the problem of displaying kanji, and IBM was not able to import them into Japan because of this
language barrier. So IBM tried to solve the problem. For example, NEC used what is called a
graphics plane or graphics mode, and thanks to that, they could have moving sprites like in a game.
On top of the graphics plane NEC had another screen mode called a text plane, where they would
show Japanese characters. What they would do is overlay the text plane onto the graphics plane. The
PC-98 overlapped those two planes on one screen. What IBM did instead was display Japanese
characters using the graphics plane itself, instead of overlaying a text plane onto it.

NEC used fixed-size characters of 32x32 pixels for displaying the Japanese text. So in other
words the text was not scalable. If you zoomed them up or shrunk them, it would start looking blocky
and would no longer appear readable. IBM used the graphics plane for Japanese text. But they
created those Japanese characters not as a fixed combination of pixels like NEC did, but as vector
graphics. So it was possible to recalculate the vectors as needed, making the text scalable. So that’s
how IBM was successful in entering the Japanese market — they adopted a vector methodology for
Japanese characters. With this technique IBM could display text beautifully; even when changing the
scale there is no distortion of pixels because it’s created by vectors. But they weren’t successful in
acquiring a market share in Japan immediately, because they lacked software.

I think Windows came out sometime around 1993, starting out with version 3.0 or 3.1, and when
they reached Windows 95 many users were able to make use of them. Japanese consumers started to
switch over to Windows from NEC. [Meanwhile] NEC was still not totally in sync with the global
standard. For example Windows used 640 x 480 pixels, whereas NEC only used 640 x 400, so it
lacked 80 pixels on the bottom. So NEC had to compensate for that 80 pixel difference when
releasing the PC-98 version of Windows. Before Windows 95, every time a new version of Windows
was released in Japan it lagged behind the release in the US. Up until 95 every time Microsoft
updated their version, NEC engineers had to go to Microsoft in order to consult with them as to how
to compensate for the missing 80 pixels in the vertical resolution, at the bottom of the display. But it
got harder and harder to catch up and continue with that. NEC acknowledged that would no longer

work for them. So finally NEC switched the PC-98 over from 640x400 pixels to 640x480 pixels.3
Once NEC switched over, the same software for Windows was able to run on the PC-98 without any
changes. But on the other hand, that meant that the original merits of the PC-98 didn’t matter anymore.
So the PC-98 platform was ousted by DOS/V, since for customers, as long as the machine is capable
of running Windows, there is no difference, and NEC started to release DOS/V machines and the
history of PC-98 ended there.

I kind of side-tracked for a little bit from your original question! <laughs>

JS: That’s OK! About Gandhara...3T Enix’s own Dragon Quest for Famicom was on sale and
doing well, but Enix continued publishing high-quality games for computers, even though sales
would have been lower than on Famicom. Why was this?

TH: The first reason would be that there was still a demand for computer games, and the second
reason is although Dragon Quest was selling very well, it required a lot of time for development,
because of its magnitude, it’s size. It’s a huge game and requires lots of time and money. So every



time they launch a new version, of course it might be E¥se
selling very well for maybe 6 months or so. But if it
takes another 2 years to develop the next title, how can B
Enix earn money during the last 18 months? Their sales
would go down to zero before the latest version came
out. Enix always had trouble like this, it was a big
headache. If you take a look at the stock price of Enix,
the fluctuation was quite dramatic. When they’re

selling well the stock prices would go up, and if the R
sales started stagnating the stock prices would s sm. s RESSURCISIR NI

nosedive. So those computer games were a kind of a buffer product in order to mitigate this situation.
JS: Hence computer games such as Gandhara.

TH: But if you compare the scale of buying between
console and computer games, there’s a significant
difference. The number of sales of those computer
games was quite small compared to one game like
Dragon Quest, so returns from computer games are

very little...38 So that’s why Square and Enix decided
to merge with each other, in order to minimise the time
lag for new products to come out. Square had a very
popular series, Final Fantasy, whereas Enix had
Dragon Quest. So if they had both, they could kind of
level out the timings for the launches of each.

JS: Why didn’t Enix put Gandhara on the Famicom
if console sales were higher?

TH: Well... They thought the game wouldn’t be so
popular.

JS: But if Dragon Quest is an RPG selling well on
the Famicom, and Gandhara was an RPG, how come Enix didn’t capitalise on Dragon
Quest’spre-existing popularity?
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TH: There was talk of putting Gandhara on the Famicom. They had thought about it, but it’s a totally
different thing converting a game from one computer to another, compared to converting a computer
game to a console. If they did so, it means we need to re-create the game from zero to the end. If they
were to convert the graphics from one to the other they would have to start from scratch, and also
include changes to the hardware, because they were totally different. Enix did not have enough
manpower to do that. Yes, Gandhara and JESUS were launched at about the same time, and for
JESUS there was a Famicom conversion which came out, so why not Gandhara? Maybe the capacity
for developing it was not enough at the time? So yes, it would have been a good idea if Gandhara
had been ported to the Famicom as well but... I think they did not have sufficient development

capacity to do that.22 There was a plan... However, ultimately it was not made.

JS: I believe Gandhara was only released on computers. I think there are games you simply
could not make on consoles.

TH: 1 was actually asked to make the Famicom version of Gandhara, because at that time there
wasn’t the development staff at Enix, and so I was asked, but I didn’t want to do it. I didn’t feel like
doing it at that time. Then at a different time I was also asked to convert Dragon Quest to the PC-88.
But at that time Dragon Quest, or one characteristic of Dragon Quest, was that the character would
only face forwards. As you can see compared to Gandhara, the character in Dragon Quest does not
face to the right or left, the character does not face backwards, the character was constantly only
facing the front. 2 After all the work I put into the character movement in Gandhara, where the
character properly turns left and right as they move, I didn’t want to work on something as simplistic
as Dragon Quest. 1 rejected their request. An MSX version of Dragon Quest was made, however it



was not me who made the MSX version. So there were a number of... how should I put it...
circumstances for why we didn’t make a Famicom version of Gandhara. Later on the MSX2 version
of Gandhara was made, but that came about because the person who was requested to do the port
came to me and said let’s do it together. We spent a very long time on that version. It was not easy, it
took a full year.

JS: Can you tell me about the PC-98 version of Gandhara? It wasn’t published by Enix, but
you’ve got a copy on your shelf.

TH: The person who was in charge of the PC-98 version was a gentleman called Aoyama-san, who
knew me quite well. He was not the fastest worker. </aughs> It took him more than one-and-a-halt
years. So because he took such a long time finishing Gandhara, Enix sort of lost the chance to sell it.
Then Enix told him, “We can’t publish this through our company anymore.” Then a different company
found 1t and they said it was OK, so they sold it instead.

JS: I think the best version was the FM-77AV. I can’t see it here. Do you know anything about
it?
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TH: I received a copy of every conversion for every game I worked on, but I couldn’t keep

everything, so I got rid of them. There was the X1 version, the FM-7 version, but I didn’t have the
machines here, so I threw them out.

JS: You kept only the version you directly worked on?



TH: Yes, the ones that [ have I was actually in charge of, and as for the PC-98 version, [ had a PC-98
back then, so I hung on to it.

JS: When you say got rid of them, did you literally put them in the bin?
TH: <laughs> No, actually, I went to sell them at Akihabara!
<everyone laughs loudly>

TH: Akihabara is one of the most famous districts in Tokyo, for electronics. I thought they would be
worth something, so I sold them.

JS: Did you perhaps sneak a signature on the corner of the box?
TH: <laughs> No, no, I didn’t even open it.
JS: Still factory sealed.

TH: Yes, but if [ brought it into the store that way, people might think that I had stolen it. So before
selling it I took off the plastic seal.

JS: Collector’s would love those now.
TH: I don’t think I was collecting as a “collector” — I was fine with it leaving my home at that time.
JS: Do you ever sell via online auctions?

TH: No, I’ve never put anything up for auction, but [ have gone to Akihabara to sell stuff. I don’t play
them, so they just take up space for me. For me, games are something you make. I don’t really like
playing, to be honest. So even when I used to receive free games from Enix, it was only because they
asked me in advance to write an evaluation.

JS: After years of excellent computer games in Japan, there was a shift towards consoles such
as the Famicom. What are your thoughts on the decline of computer games?

TH: I think the biggest reason for that would be because those who played computer games would of
course eventually grow up, become adults and stop playing games altogether. Then, the new
generation started playing games, not on the computer but on Famicom. There was no incentive for
those players who started out on the Famicom to switch over to computer games. [Computers were
more expensive and complicated.] So computer games couldn’t recover their popularity. So the

changing generations of those who play games is the biggest reason, I think. 2
JS: Did you develop any games for yourself, which were never released?

TH: I hadn’t gotten that far, where I would come up with another game, but I did come up with tools
and utilities. There were many projects where they wanted to come up with new games, and the



projects were launched, but they did not come to fruition; they ended midway through. So there were
many cases of projects which fell through halfway.

JS: How many unreleased games did you witness? Can you remember their names?

TH: One product, Prajator,*2 was actually commercialised, but let me explain the background as to
how it came into existence. In fact, the project was started by another guy and I wasn’t included at
first. My predecessor started developing the game before me, but then one of his programmers left the
team. So he came to me asking me to develop the program for him. [ was a replacement. But after that,
when I actually started working on it, a person from the graphics section, who was on the team from
the onset, came to me saying, “that is no good” or “you have to do it this way”, and so on. This staft
member who created the graphics started to work against me, because for him, he worked a long time
on this game and he thought it was HIS game, so he often interfered in the programming. Then some of
the staff developed the game without me, I was out of the circle! For some reason, somehow, I got
kicked out of the team! The product was commercialised, but it was completed by a third party,
myself being excluded. The end result was a very shallow, not very good game. The quality of the
game itself was terrible. But the company wanted to release it as a product, so that is why Prajator
ended up being released.

There are two or three other examples where the projects fell through. Basically, the pay structure
of Enix is “payment as royalty” and it means, if developers couldn’t finish their games, the company
wouldn’t have to pay those developers. Enix, or basically its project teams, were a kind of jumble of
guys from everywhere, and you worked on some projects with people who didn’t know each other
well. So even if the project did not work, and was not completed, there’s no damage to the company
whatsoever. It’s nothing if a project fails, because they don’t pay for unfinished games, and there is no
bond between people who work on the project. So there were a many number of cases, similar to
Prajator, that weren’t fully completed.

In spite of this, the fragility of the project teams, Enix did publicity in magazines often. There
were many magazines featuring the latest information on software, and editors came to Enix saying
that they wanted to feature a product of Enix’s. Sometimes Enix announced “the new game coming
soon” with some photograph which showed the game being played. But often those images were fake!
It looked as if Enix had already finished programming the game halfway, and one could play the game
like in the photo. But in fact, Enix only created the graphics with characters, as if it was finished, and
then took a photo to give to magazines. Of course they hadn’t finished these “games” at all, it was
only a static image, you couldn’t move the character, you couldn’t play, it was totally motionless. So
there were many games [that started] like that, and some games were never released.
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JS: They wanted to give the impression they had games, but these games weren’t real?
TH: That’s correct.
JS: Wow, that’s unbelievable.

TH: There was a magazine called PC Magazine, and it would try to find gossip so that it could
attract the readers. So at that time, in the magazine | showed you earlier, there was a section called
Maruchi Soft Tsuushin (Lit. Delayed Software Report). It was a column for introducing those games
“still in development” but with a taste for ridicule; they would try to collect information regarding
software developers who were delayed in their production schedule, so that they could make fun of
them.

Additionally, back then magazines used to [run advertisements] to attract people’s attention, but
there were many unqualified or immature programmers who lacked insight. Sometimes they
themselves couldn’t tell where they were in the project concerned. So those young programmers often
thought their project would finish soon, but it was not always true — they misunderstood the
milestones of the project. They would talk big and boast about what their game would feature when
completed, even though they’re still at the start — they would reveal things that you’d only bring up
when deep into a project [and the details were finalised]. So that created misleading information.

JS: I think that still happens today in magazines.

TH: In the past game producers used to be the person working behind the scenes, but little by little,
they started to show up in public more and tried to promote themselves more. So they’re actually



showing themselves off in the front. But producers cannot know the things which are uncertain for
programmers, of course, so their publicity became vague and irresponsible.
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JS: Could you draw a sketch of the Enix offices?

TH: I used to visit Enix just once a week, even while I was working on a project. I would go there to
have a meeting with them. Of course I was not a member of Enix itself, exactly. So I’'m not well
versed as to what the layout was.

<Hidaka-san shows copy of magazine with unreleased section>

TH: They made fun of delays in software development, and it’s titled Maruchi Soft Tsuushin, which
is kind of a pun, a play on words. The maru stands for the first half of “multi”, and this chi is for the
second half of multi, but at the same time they’ve used the kanji character meaning delay, which is

also pronounced chi.®3 To make fun of the developers.

<looking through the article it reveals some fascinating Japanese games which were announced
with screens but not released>




TH: So this type of article was quite popular, and you could find these articles in other magazines as
well.

JS: If the game was never released, this would be the only record of it.

TH: Yes, you could say that. Looking back, I would Y AR
say these articles contain valuable information. This
was a monthly publication, so you could find this every @
month. This is also the issue where I first started
writing articles.

JS: Let’s take a photo of you holding it. Ek

TH: All the articles that I had written for the magazine

was compiled into books, and this was covered in

volumes 1 through 4. <shows compilation books> 1 don’t have the second book, but I still have the
first, third and fourth books, if you want to keep them.

TH: I want to expand my free space — I would i ASCENE : 01 ,'L“L E !i,!;j e m
appreciate it if you can take them. This publisher went ! ‘W‘“@ _— «i-.-: . $ @
out of business too. So I took up their stock, and I sell & ‘@ s
one or two books a year over the internet. A manga . ®
cartoonist, a Kurosawa-san, was making fun of me by i m_%ﬁﬁ_m% SRR @ 9|
drawing a picture of me like this. <laughs — points to & - AT H t“if‘ I‘
caricature> This is me, yes. If you take a look at the “ - ¢ &% 9{-%’* m |
“4 cell” comic strips at the back, he portrays me as a '. " 11;3 R oa fl —— | ‘l
huge drinker. But actually I do not drink alcohol at all. [ e Naikarascorahind
So this 1s a misrepresentation. <flips through> This is i‘x‘:’r* * TIPS (1. -1 { SIS MR < Fe
not the one but... There’s a comic where I am drinking ~ 74“""*? Cave for PC-55, Mr Hidaka's first game

too much in a pub. But this is not me! I don’t drink. <laughs>
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JS: Don’t worry, I’ll make sure to print the truth.

TH: He’s just teasing me by coming up with a fake story.



TH: The game was already completed. Of course they requested some modifications. As I mentioned
earlier, Car Mate was the one which released Haunted Cave, and 1 completed that game at the end of
1983, but the actual product was launched in April or May of the following year. Of course I was
responsible as a sales representative of Car Mate, having the responsibility of selling the company’s
other products, and at the same time I was working on the development of Magic Garden (below). 1
was also responsible for cultivating new sales channels for [Haunted Cave] at the same time. The
end result was that [ Haunted Cave] did not sell as much as we had expected. So the president, taking
a look at the low sales, started saying, “Let’s give this up now. We should not be working on this
anymore.” But since I had purchased this computer on my own for use at home, and I did not want to
give up, I told the president that I’m going to leave the company.

About that time Magic Garden was 70-80% complete. But I developed this game secretly
because I was not sure about how the company would react after. So after I quit the company I went
over to Enix for a meeting, without making any appointments, with my copy of Magic Garden on me.
I just decided I’d give it a shot, without making any appointment. To see what their response would
be like. I was thinking, if Enix doesn’t want it, I’1l try other companies.

The reason why I visited Enix at first was because 1 knew they were throwing competitions. Enix
was willing to commercialise it, so that’s how I chose Enix.



JS: There was both a tape and disk version for Magf 1
What were the differences?

would be recorded. So the disk version would display
a congratulations screen, and say you’re the second or
third highest scorer, or whatever, whereas the tape
version did not have that ability.

JS: Eldorado Denki is a conversion of the FM-7 release. How hard was the conversion? It was

designed by manga artist Tadashi Makimura.*4
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TH: Yes, it was a conversion. But no, the conversion from FM-7 to PC-88 was not difficult. I mean,
normally I convert a game in 3 months after getting the request, but for this game it took only a month,
because I was physically fit and I had the stamina to do that. So I was able to accelerate the process,
reducing three months to one. It was a very lucrative job for me. It was a lucky opportunity, because
that was when [ became a freelancer and Magic Garden wasn’t selling well at that time.

JS: You worked from home?

TH: Yes, this was my office. <gestures around the room we’re sitting in> Well, this apartment



itself is over 30 years old. We reformed the interior a few years ago, we used to have two rooms
here. But we made it into one big room. Otherwise this was my office from back then.

JS: Did you ever meet Tadashi Makimura?

TH: Yes. Of course, because Gandhara was our collaboration, so yes. He was in charge of the
graphics and the scenario, or the script, whereas I was in charge of the programming for Gandhara.

JS: Did you make the copy protection for Eldorado Denki, the disk version on PC-88?

TH: No, it was done at Enix, by a different person. Anyway, I have master disks of Eldorado Denki,
without protection, so it’s fine.

JS: But copy protection was also part of the games, a part of gaming culture. Some games were
not fun to play, but removing the protection was like a game itself, for some. It’s important to
preserve the whole thing, including the protection.

TH: Nakamura-kun is an amazing person in the game industry, but unfortunately he added copy
protection to his game Newtron. At the time, there were a number of different copy tools available,
and what Nakamura-kun did was make the game appear to copy successfully, so people would think
they had successfully made a copy. But he put in a message that would appear in the middle of the
game, saying, “Sorry, too bad, you can’t play any further.” But this actually had the opposite effect,
and some of the game crackers thought it was a funny prank. So Nakamura-kun inadvertently created a
sort of metagame, a game of breaking the copy protection. After that, everyone started digging into
Newtron, intent on breaking the protection, and ultimately the game was cracked.

JS: There are two kinds of protection: one, you can’t copy the disk. Two, is a routine to check if
the game being played is a copy or not.

TH: Basically, copy protection involved creating unformatted sectors. One technique involved
intentionally damaging the media, like making a hole with a laser. By doing that, there was no way to
create a full copy, because, unlike a regular disk, you’re no longer able to read the bad sector and the
data that comes after it. But if you skip that sector, there’s no problem. But for the copy protection [in
Newtron], it actually wasn’t Nakamura-kun who did it. Enix retained the services of a copy
protection specialist from outside the company, and when they were about to release a new game,
they’d request copy protection. The specialist would then insert copy checks at various places on the
media. So he was the one who actually put in the prank message. In other words, the copy protection
specialist existed separately from the company. The Newtron message incident was quite famous, and
various magazines ran articles on it and printed screenshots showing exactly when the message would
appear.

JS: You did the PC-88 conversion of Ultima?
TH: Not all of them.

JS: I mean the first one.



TH: Part of the conversion, yes, I took part in. I think the original version was written for the most
part in C language or BASIC... In order to convert the original version into Japanese we had to
convert the sound effects as well as the graphics, which needed to use machine language. So that
portion I was responsible for.

JS: It’s said Lord British asked Falcom to convert and release Ultima in Japan. There are
pictures of Lord British visiting Falcom. But in the end Pony Canyon did it. Do you know why?

TH: No, I don’t know the reason why. At that time the job, like this game conversion for example,
was often subcontracted from Pony Canyon to other little companies, but those subcontractors had no
skill for doing the job either and so subcontracted the project again to other little companies. And
those little companies often lack a professional level for developing. This would degrade the quality
as well as the process. So this conversion of Ultima was also an example of this phenomenon...
Some subcontractor of a subcontractor of Pony Canyon asked me, “There is no staff who can manage
the machine language in our company, so please help us with it!”

JS: I would guess Gandhara, being an RPG, was the most challenging game to program?

TH: Up until this point PC-8801 had experienced a major change in terms of hardware. This is when
the PC-8801SR came out. So the hardware performance changed dramatically. Hmm... <pause> It
took me a year, but these are the files for the machine language for Gandhara. <opens a cupboard on
the floor>

JS: You kept the source code for everything!

TH: Yes, I did. I typed all of these source codes manually. So I would first have to interpret and
understand it before I could type it.

JS: Can I take some photos? It’s very rare to find the source code for these older games.

TH: Is that right? At that time printers had ink ribbons. I ran out of black so often that I started to
install other colours instead, as replacements. Because the ribbons came in groups of four different
colours. Once I ran out of black ink I’d install a colour ribbon in its place. <laughs> So Magic
Garden only contains this much information. <shows a single blue folder> In terms of volume,
compared to Gandhara. <points to three blue folders>

JS: Today, this can help people understand how old computers functioned.



TH: You think so? I don’t think I could ever print them out again, in terms of printer performance. But
if I have to I think I can. I created the editor assembler on my own. Still today people occasionally
contact me, saying they want to buy this editor assembler. I think it’s the best program that I wrote in
my life, much better, more impressive, than the games I created. I think I can boast about it being the
best editor assembler in the world. <boots computer> This is the editor assembler, called ROOTSS.
For me, I am not so excited by the games, but this editor assembler... I created games because I loved
to program, but sincerely I feel this assembler is much more valuable and great. This ROOTSS excels
more than the games I developed. What’s amazing about this is the reverse assembler.

JS: You could put a commercial game in here, and it would disassemble it?

TH: Yes, for the most part, it would disassemble the
program almost 100% perfectly. But of course most
commercial games have copy protection. But if you
understand those kinds of mechanisms [used in copy
protection], and know how to utilise this, then you
would be able to disassemble for the most part and can
analyse the whole of the game with this editor
assembler. It was available through shops.

As far as I know, this is the best reverse assembler
that you will find; there is no assembler which can go
as far as mine can in the world. I haven’t seen one
better than this. The other disassemblers are like toys |
compared to this. But unfortunately this only operates
on the PC-88. <laughs>




JS: When did you become interested in wrestling?

TH: I don’t when professional wrestling came to Japan, but back then when I was watching

television, there were many famous pro wrestlers, like Rikidouzan.®2 So back then the broadcasting
companies would show Disney programmes one night, starting from 8 o’clock on Friday, and the next
week they would broadcast pro wrestling matches. It was broadcast on a bi-weekly basis, divided
between wrestling and Disney. There came a time when Giant Baba and Antonio Inoki became the
favoured wrestlers. Antonio Inoki was well known for his fighting spirit. I thought I would be able to
catch up with Antonio Inoki’s fighting spirit if I tried hard enough. That’s why I would never let
people judge me, and I decided to work my way through when I became interested in programming,
The fighting spirit of this wrestler gave me the courage to keep fighting even though programming is
very difficult.

My fitness interest started out when I was in fifth grade at elementary school. My parents let me
keep a stray dog under the condition that I take the dog for a walk every morning and evening, and
that’s how I started training myself. I’ve been continuing to walk, or jog, ever since then. I do 500 sit-
ups a day, and 200 push-ups a day as well. And I run for 6km.

JS: The lifestyle of a writer discourages fitness.

TH: This is my jog log. <shows folder> 1 started keeping records of my jogging, sometime in the
beginning of the 1980s. Ever since then I’ve been recording it. Now it’s 6km a day. But two years ago
I used to run for 40km. Some years I would run a total of 4'300km. This year I ran this many. <shows
page — laughs> That year, I came up with an idea like... “Let’s defeat Mt Fuji!” But I had already
run several kilometres and Mt Fuji’s height is just 3776 metres. It’s too easy! So I translated this
height into 3776 kilometres and challenged that. </aughs> Often I come up with ideas like that. Last
year, | even demolished my old house by myself — I had another house — and it took a year and a half.
I keep myself busy, I really enjoy my life.

JS: Maybe you should program a new game?

TH: <laughs> I’m too busy for that! The times have changed. Enjoying game programming is not
going to come back. It’s a thing of the past. For me, what was most interesting about games was not to
play them, but to create them. I liked working on my own. Up until Magic Garden 1 had the sole
responsibility and discretion to create and develop everything, including the music. But little by little
it shifted into the era of large projects, where there were multiple individuals involved, and where if
one person had a delay or was behind schedule that would back us all up. It would delay our
production process altogether. There was also a producer assigned to the project, who would give
orders. I had no self discretion anymore. So that’s why instead of working on programming, I thought
it would be a good idea to work in books. So I can have full control over the entire process; I can
work as I wish on my own.



Second Interview with Toru Hidaka
12 November 2013

For this second interview I was joined by Joseph Redon of the Game Preservation Society, who
was keen to meet Mr Hidaka. We were also joined by two Japanese TV producers, who were
filming a documentary on crowdfunding in Japan and — given that my book on Japan was through
crowdfunding — wanted to interview me and film some of my interviews. This second interview was
extremely valuable, since it allowed me to film some of the utilities Mr Hidaka coded to allow
others to create games for Enix.

<discussion about the UK — shows photo>

JS: When did you stay there?

TH: Forty years ago. The stone buildings are preserved in the UK, it’s part of the culture.
JS: Did you visit England again after that?

TH: One time, 17 years after my first visit. But the family is not in this house anymore.
<film crew begins filming>

JS: Have you heard about new laws in Japan that would criminalise games such as Eldorado
Denki?4% Because it contains cat-girls who are nude and appear younger than 20. (below)

TH: 1 have never thought of it that way. I mean, even if you own the game now, it was legal back
when it was released... But it’s not that lewd I think. These are from the past, surely it’s not a
problem, because it’s old and not exactly shocking. I think she’s topless? Makimura-san continues to
write manga like that, a sort of doujin. He used to belong to a company, called Dynamic Pro,*’ where
they published the manga Harenchi Gakuen by Go Nagai.®® That sort of naughty, sexualized manga
was a common theme for Nagai. Makimura-san used to be Nagai-san’s assistant. Makimura-san’s first
hit product was a rock-paper-scissors game, where if you win the female character in the game would

start removing her clothes, one by one.®> He wrote the game in BASIC, and that was his first
successful product.

JS: The Japanese government is considering enacting a law where any representation of nudity
of a minor is illegal.

JR: Yes, it would be illegal to possess such material even if it was released years ago, even a
hundred years.

JS: Even though Eldorado Denki is quite innocent, it would still fall under this law. How do you
feel about it? Would you send in your copy?
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TH: <laughs> Well, no, I’'m not planning to do so. I’'m just joking, but as long as anyone, including
you John-san, as long as you won’t tell the Japanese government that I have this game with such
content, I don’t think anyone will know I have such a game at home. So I think I’11 be OK.

<everyone laughs>
JS: I assure you, I won’t be reporting you.

TH: <laughs> 1 don’t really think about such things. If it happens, it will happen. There’s nothing
much I can do.

JS: Enix now is quite a big company, they merged with Square to make Square-Enix, and maybe
they will feel the need to control their image, and get rid of this history.

TH: In the computer magazines we discussed earlier there is a lot of awful content which could be
called... How should I put it... Well, I guess today you might say “child porn”. Back then it was

called bishoujo? — back then there were much, much worse games, that could be considered
pornographic today, but at that time the nudes of these girls, they were depicted not because of lolicon
or a fixation with underage girls, but because adult nudity would be considered too sensitive.
Whereas nudity of a girl was thought as being like a little doll. It’s not as realistic, it was not as
sensitive a topic as adult nudity, so it was actually one way of being less extreme. I do not think the

lolicon notions were as prevalent back then as they are today.2!



JR: I think we need to have rules. But this is a culture of that time, of that era, so it needs to be kept
as 1s, in order to explain what was the culture at that time.

JS: If they enact the law for future media, that makes sense. But it seems strange to think you
can whitewash the past. Presumably every game, every magazine containing a screen of such a
game, would need destroying.

JR: The danger is that, for example, they will make a list of books, films, games, and they will send
that to all archives or libraries, across the country, saying, “If you have this, you HAVE to destroy it.”
That really would be a problem.

JS: Mr Hidaka, on your website’s front page you mention Shin Nihon Programming, can you
describe what that was?

TH: Japanese people will acknowledge Shin Nihon 0
Programming as something similar to Shin Nihon Pro

Wrestling>2 I like Antonio Inoki, who is a famous
wrestler in Japan, famous for Shin Nihon Pro
Wrestling. That’s a picture of him with me. When I had
a business trip [ went to visit him actually, and got his
business card and this photo. This was right after he

fought Muhammad Ali,3 and Antonio was also famous
in New York. He was called Tony back then by
Americans, so I thought I would like to be called Tony & "
. AN
as well — purely and merely because my favourite EECiELE S e
wrestler was called Tony. However, Antonio is
originally a Spanish name, as you may know, so I started to think maybe it would be strange if I
started to call myself Tony. That’s why I stopped that idea. But the reason why I created the name
Shin Nihon Programming, is I sort of copied the image from Shin Nihon Pro Wrestling.

Also, on the back of Haunted Cave, 1 wrote about my favourite wrestler again, Antonio Inoki,
saying that I really respect his challenging spirit. I actually wrote that I try to imitate this sense of
spirit. The in-game character’s kicking skill also comes from my favourite wrestler, the way he jumps
and kicks his opponent. This copy is still sealed, in perfect condition. I have another copy which is
open.

......
. BeatEp— s

JS: There’s rarely any makers who preserve their works in such perfect shape.



JR: Most programmers, usually after they make a game, think that it’s not worth so much. After 10
years or so they tend to abandon their items. But you’ve preserved everything.

TH: I like to hang on to these things, these mementos and memories, and that’s why I have all these
pictures and everything else.

JS: I was impressed by all the source code you kept. Every line of code is preserved here?

TH: Not everything. The tools regarding the sound and graphics I have preserved on floppy disks,
because it takes time to print them out. But otherwise it’s all in that folder.

JR: There’s barely any programmers in Japan who preserve their source code.

TH: <laughs> Oh, I'm not really preserving it, rather it’s just that [ haven’t thrown it away. It’s not
like I had the intention to “preserve” it. <shows graph paper with pixel art> This is not exactly a
program, but when I had just started my career I didn’t know how to do everything correctly, so I had
the graphics drawn out like this. I also made the music into data, as you can see on this page.

JS: Could someone take the source code, plus graphics and sound, and recreate the game?

TH: I think it would be hard for them to make an exact copy, because people back then needed a
specific type of development environment, and there weren’t so many who could control all the tools
and equipment in order to make the game.

JR: What we have in front of us is the full process that was required to make a game at that time. This
i1s maybe the most important thing, even more important than the game itself. At this time making a
game was a huge challenge, because computers were more like word processors. They were not
game machines — that’s not how they were designed. So there is nothing like hardware scrolling, or



sprites, the programmers had to invent everything from §
scratch. It was a challenge to create anything.

TH: <Gandhara map tools are displayed> As you
can see on this screen now, it’s moving and the
movements of the screen are not so smooth, and people
nowadays might complain. But they might not
understand that we were using just one screen layer
here, one picture, and nowadays there are sprites and
scrolling, but back then there was just one screen so
it’s incredibly difficult even to move that one screen layer. So nowadays when people see this game,
Gandhara, they might complain that the movements are awkward, and the scrolling isn’t smooth
enough.

JS: It’s like art. You see an old picture, you think it’s beautiful, but when you know what kind of
techniques were used, when you know the details of the art, you understand its true value.

TH: Yes, that’s right. <pointing to map utility> The
numbers right there, shown on the screen around the
map, are where the enemies will appear. In fact,
without these numbers it would be impossible to make
the game, because it would be impossible to see or
know the entire view [of the land].

JS: In Gandhara the character always holds his
sword in his right hand, whether facing left or right.
With console games programmers cheated and used
the hardware to mirror the sprite. Thereby making
them ambidextrous! Was that kind of small detail
discussed while making Gandhara? Did someone insist on it, or were you naturally inclined to
program that way?

TH: It’s not something I decided. When this was made the graphics designer, Makimura-san, was
also a manga artist. So what I did was that I made a graphics tool for Makimura-san, and then he
designed pictures of the character, where the character would be facing front, the character would be
facing right, left, and back.

JS: I haven’t seen credits for the game in English, online. Can you recall the other members of
the team who made Gandhara?

TH: <loads the game’s opening> There are all the staff credited, written here. I was the
programmer. The graphic designer was Makimura-san. Music was by Kouichi Sugiyama, who is
famous for Dragon Quest. The names are all in the opening.

JS: The programmer was behind everything. Today we have development tools, so it’s easy,



because an artist can concentrate on graphics. But at this time companies first had to create the
tools to make the game.

TH: <laughs — loads program> This 1s the sound tool I was talking about earlier.
JS: After programming this sound tool, the musician would use it to produce music?
<the excellent main theme plays>

TH: The composer will give me the notes first, and then I will convert that into data for the computer.
Like this. <gestures to screen> This was text music. Back then I thought that if I could do this, I will
be able to adapt this into other things as well.

JS: When you say notes, you mean the composer handed you sheet music?
<Hidaka-san takes out reams of sheet music from a folder>

TH: Yes, yes! <laughs> And I could not read the music pieces, so I had someone tell me the notes,
each note. It was professional music composers who made these music pieces, so their notes are not
so accurately written on the lines. <laughs>

JS: This must have been incredibly time consuming. How long did it take for Gandhara?

TH: It didn’t even take a week, actually. Because I couldn’t read the notes there was someone else
who would read me the notes, this is DO, this 1s RE, and then I would make the notes into data, and
then after making the data version of the music I would ask for an ultimate check by the composer, in
this case Kouichi Sugiyama.

JS: For these older projects, you were the enabler who facilitated the skills of everyone else
coming together. It wasn’t just programming, it allowed the abilities of others to work in unison.

TH: <laughs> Even before programmers were the central part or played a central role in making a
game, in order for composers to make the music, the graphics artists to make the art, before that,
programmers did everything. For example with Haunted Cave and Magic Garden, I made the music,
I made the graphics, I made everything. But as time passed and as technology developed, despite that
I wanted to be a creator, I wanted to do the creative things, [ was feeling that I was becoming like a
hammer, becoming like mere technology, just a tool or piece of equipment. When I started making
games, when [ started programming, [ was the central part, [ was the creator. Afterwards there started
to be different producers and directors, who would tell me to make what kind of game, and what not
to make. That’s why I quit, because I wanted to do everything, I wanted to make everything on my
own. To be a creator.

<loads a different program>

TH: This is actually the graphics utility [ wrote for Gandhara.



[Author s note: the editor was astounding, allowing
specify pixel by pixel the colours you wanted to use,
before saving it as data for use in a game. This was
basically like an in-house version of Photoshop for

1986]

JS: <gesturing to image of swordsman> How long =
would it take to create something so detailed? Was Sy
each pixel placed manually?

TH: 1 will show you how it’s made from the =
beginning. <takes out paper with hand-drawn picture> So here’s the base image, the basic picture
for the image on the computer screen. Then I would scan this, and after scanning I would interpret it
onto the screen in black and white. After putting it on the screen I would remove any residual image
noise, or artefacting, and then I would add the colours.

JS: What’s amazing is there were only 8 colours. You had to use techniques to convey a feeling
of more than 8 colours. For example dithering.

TH: If you look at this part, for example, the scan colour, it’s in RGB. If you look at it there’s 8
colours. I would put the colours in a random order so that it would mimic skin colour. With the
program there’s options to see how it would look with a blue screen, and a green screen, and a red
screen. <flicks between colour modes, showing only those colours> And for example this and this
here, I could edit either the left or right half of the picture. <the zoom function converts one half of
the screen into a UI>

JS: When zoomed in you can see the colours distinctly: blue, red, magenta, green, cyan, yellow,
white and black.

TH: 1t’s the 8 colours that it can make with RGB. They each have a numerical value. Zero is black,
one is blue, two is red, three is... Magenta? Four is green, five is cyan, six is yellow, and seven is
white. I would combine these, from 0 to 7.

JS: Ironically today, machines can produce more colours than the human eye can differentiate,
yet so many games are brown and grey.

<everyone laughs>

JS: Gandhara was a transitional name, but used for the final product. They just added a
subtitle. Were other names considered?

TH: First the graphics artist, Makimura-san, actually came up with the title Gandhara Denki, in a
similar style to his earlier game Eldorado Denki, but Enix told him that title was no good. So that’s

why it became Gandhara.

JS: How was the workflow structured?



TH: I would visit Enix once a week for a meeting.

JS: At these meetings you would be given content from the musician, artist, level designer and
so on, then go home and input it?

TH: The music was put in last, usually. Initially I made a test program, checking that the main screen
would be scrolling. First [ would make this main screen, then after we’d confirmed the screen moves,
the artist Makimura-san would draw the characters using my tools. I would receive the character data
from him and I would make sure they moved in the way they should.

JS: Who decided the layouts of the mazes?

TH: First I would create this tool called a map editor,
for use with the entire game. Then I would give that
Makimura-san so he could devise the layouts of the
mazes and create computer data of them.

JS: Were you tempted to change anything he
submitted? Maybe a maze to be more enjoyable?

TH: I’ve never edited the maps before. But I have
edited some character amimations before, because...
For example, the characters were supposed to be
walking, but because their legs weren’t going high
enough, it looked like they were shuffling or sliding, so
in those cases I did edit the character graphics.

JS: I’m fascinated by its scenario, because it
involves Buddhist mythology. Very different to
Dragon Quest’smedieval Europe mythology.

TH: The original idea was made by Makimura-san,
who as I mentioned was a manga artist. So he had this
image made, this idea, and described to me the images,
the story, the scenario, so that I could implement all
this on the screen.

JS: Your PC-88 editor is quite sophisticated.

TH: Yes, I made this graphics editor. The reason why I made this was there is a game called Hokuto
no Ken, on PC-88, and the staff asked me to program something to compress the graphics data for it.
In order to do this compression I needed a lot of things regarding how to use the colours, how to make
the image look like it’s supposed to be, so that’s why I made this graphic data compression system.
That’s how I came up with this editor.

JS: Were you involved with the Sharp X1 version of Hokuto no Ken? 1 think it was the only



version to be released on cassette tape.

TH: The Sharp X1 was exclusively on cassette tape. I think you can automatically rewind the tapes
on that computer, whereas on the PC-88 you can’t rewind tapes, it just goes forward. So I think that’s
the reason why it was only released on tape for the Sharp X1.

JR: Yes, the X1 was the only computer still to have tape releases at this time.
JS: <noticing sketches of the map mazes on paper> Can I get some shots of those?

TH: This was not actually made to begin with. In fact, as you can see on the screen, the one displayed
on the screen was made first, and then I put it on paper afterwards.

JS: Anyone playing the game for the first time will find it easier with these.
TH: <laughs> Yes, I think so too.

JS: Usually when you want a map you must find a magazine with one. Some would photograph
every screen then stitch them together.

TH: Yes, there were such magazines. There’s a magazine called Popcorn, which would take pictures
of all the screens and connected them to make huge maps. Nowadays you can just find one on the
internet.



JS: You can also find copies of these games, to be played via emulatlo :
emulation of your older games? e s

TH: I never really thought about that either. </aughs>

Not really. Regarding the copyright, it’s definitely | ’
illegal, but it’s not something I'd be furious about | pet (7]
though.

JS: Are you happy that people still want to play | L
your games today?

TH: <laughs> I never confirmed that before, with my
own eyes. So if I could actually confirm it, T think I
would be happy.

JS: Many outside Japan enjoy old Japanese computer games. Dragon Quest was not a hit
abroad; contrastingly, a lot of Japanese computer games seem exotic and exciting.

TH: Dragon Quest was like a remixed version of Wizardry. But there’s another reason it wasn’t
such a hit — in Dragon Quest there’s a riddle, there’s word riddles and rhymes, and word-plays
which are funny for Japanese people. For example “hyado”, the ice spell. There’s a word hiyakoi®*
which means cold in Japanese, which Japanese people would understand. However, this sort of word
play, the sound, the interesting thing about it would not be understood unless you really know
Japanese. Another example is “rariho”, the sleep spell. I think the Japanese sounds of RA-RI-RU-
RE-RO give the impression of people going crazy, or getting sleepy, so people have this image for
these sounds. But it’s difficult to convey unless you’re a native Japanese speaker who is
understanding the sounds and the images they convey.

JR: Gandhara was not such a hit in Japan. But abroad it’s exotic, and those who discovered it loved
it. Now that people outside Japan know about [Japanese computers], they want to play Gandhara.
Fans in the West translate games into English, so everyone can experience them.

TH: I’m touched by the fact there are people who are reassembling Japanese games.

JS: Gandhara has been fan-translated for the MSX2. With JESUS, fans took the Famicom
game, extracted the Japanese text, translated it into English, and placed it back in the game.

TH: Ehhh... I don’t think the graphics data is used fromJESUS itself. 1 participated in the
compression of big screen data, the large screen pictures. The compression was very, very difficult. I
would think it’s really difficult to put it all back into the file. So if there is such an English emulated
version of it, I doubt that it is perfectly in its original shape.

JS: When fans translate games they decompress the data, redraw graphics tables... They have
to modify and reverse engineer the game. It’s a huge effort. People love these games, they
share this work for free. Players outside of Japan have tremendous affection for games from



Japan.

JR: Another solution is learn Japanese like I did!
<everyone laughs>

<everyone enjoys a 10 minute break>

JS: Tell me about Rayieza, the space RPG.

TH: The conversion of Rayieza... It was in November, and they sort of joked that they wanted it by
the end of the year. Then they actually managed to complete the conversion by the end of the year.
Within less than a month, because it usually takes three months, and it was a joke, but they actually
managed to do the conversion! The most important thing for Enix was physical power.

JS: Three months for conversions. I interviewed Zainsoft: They’d develop a game in three
months then convert it in two weeks!
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TH: Enix never made a retail game in three months. Everything took about a year to complete.
JS: Did you follow Zainsoft’s work?

TH: No, I wasn’t aware of Zainsoft. I knew the name, but I didn’t follow them.



JS: Apparently the head of the company was quite a violent person towards staff.
JR: I think Enix was more like a normal company.

TH: The companies were fundamentally different. In Zainsoft the employees are making the game, so
they’re being paid a wage for their labour. Whereas Enix only pays out royalties for completed work,
so they let you take as much time as you want. In fact, they would keep giving more suggestions and
requests, because they’re not really thinking about the developers’ personal lives. The programmers
at Enix were not officially employed, they were all unofficially employed. So for example the staff on
Dragon Quest were all external staff. Now Enix is combined with Square, and they’re making games
with internal staff, but regarding Dragon Quest it’s all external staff.

JS: At Chunsoft — a company hired by Enix to make Dragon Quest.

TH: They weren’t an affiliate or subsidiary of Enix or anything like that. There was originally Horii-
san, someone who participated in the Enix competitions when they started, and was earning royalties
as a game author for his published titles, such as Love Match Tennis. He was only able to program in
BASIC though. Whereas Nakamura-kun was good at programming in machine language, so they
decided to cooperate and make a game together. Meanwhile, Horii-san also had connections with the
publisher Shueisha, as he had done some work for the Shonen Jump manga magazine. So Horii-san
asked Akira Toriyama, who is also a famous artist for Dragon Ball, to join them. I first heard about
Dragon Quest when I was converting Rayieza, and 1 heard they would be making this Dragon Quest
RPG for the Famicom. I was very shocked, because I didn’t know how they would allow players to
save their data. Most [Famicom] games up to that point were designed to end within a few hours of
play, so I didn’t understand how they would enable you to save your progress in a longer RPG on the
Famicom. I didn’t get it. So I was astounded when I learned they had made this special spell, in the

game, for the saving of data. I thought that idea was very surprising and interesting!>>
JS: What kind of work environment was DQ?

TH: I think there was a book about that. In this small building there was Enix, and at this time they
would have meetings in this little room, right here. The development of the game was not held in the
office, but a very personal room with the developer. So the actual procedure of developing the game
I’m not sure of. But regarding the Famicom, there was apparently a development machine specifically
for it.

JS: Manabu Yamana of Chunsoft drew a sketch of the programming set-up they used. It was an
HP 9000UX computer with an Integrated Circuit Emulator, which was connected to a Famicom.

They had a 500mb harddrive and he said it all cost around 60'000'000 yen.2%

TH: Yes, there was an Integrated Circuit Emulator, and I heard they made it using that emulator. So
sometimes I think I should have gone for the Dragon Quest project.

<everyone laughs>



TH: Maybe then [ would have had a better life; maybe I still would have been making Dragon Quest.
<laughs> Regardless of how fun or how interesting the activity is, maybe had I continued for my
whole life, I would have just gotten sick, like Morita-san did.

JS: Did you know Morita-san personally? I believe he passed away not long ago.

TH: Last year [2012]. I’'m actually much older than him. On the outside we were perfectly fine, it’s
not like we had any troubles or issues between us, but I was older than him, and yet I was his

kouhai,>~ 1 was his junior at work. I do think that despite that I was his junior at work, I think that he
was aware of and interested in my work, because I actually heard it from a common acquaintance that
Morita-san commented on Gandhara’sscrolling. He told another producer that he wanted to look at
the astonishing scrolling technique in Gandhara. Morita-san had a keen interest in the problem of

scrolling, and in his own game, called Riglas,>® he made a character in this game called Moritan,
which is most likely named after him. And this character would break the fourth wall and brag about
how smooth the scrolling was in the game. So I think that Morita-san was consciously aware of me
and my own work.

JS: A friendly rivalry perhaps?

TH: 1 do not think he actually considered me as a
rival, or anything, because Morita-san always |l
mentioned how he would commit his life to shogi. So I JE{HE
don’t think he considered me a rival.

JR: Morita-san made a great algorithm for the game |
Morita no Battlefield.

TH: But he was in a rush when he made that algorithm.
He was trying to finish it in time for a contest, so it M
wasn’t his best. Before that, he also made a number of
computer versions of games like Othello and Reversi. He was already presenting those games in
public back then.

JS: Thank you for sharing your memories.
TH: Have you seen this book before? <shows book> It’s also from 1986.

TV PROD.: Joseph, do you collect these books?

JR: I don’t have this one, but I have the one before this. I have about 3'000 magazines stored in my
archive, right now.

TH: Do you have ProCon? 1 have all the ProCon issues, actually! Would you like to see?

<everyone moves to a different room>



TH: So this is my collection of ProCon magazines. The name standing for “programming contest”.
Back then there were so many competitions. So that’s why they probably thought it would be good if
they documented it like this.

JS: Does this contain every entry that was received for every competition? Not just the winners
of them?

TH: Yes, I believe that it’s a collection of most of the entries that were submitted to competitions
back then.

JS: Were these entries all made available to the public, in some fashion?

TH: The entries that are actually documented here, were the ones that were presented to the public.
There’s an interview here writing about Nakamura-kun when founding his own company.

JS: <gesturing to a spread of competition entries> You would not believe how difficult it is to
find such information outside of Japan. Yet all of these games, in one way or another, influenced
games released outside of Japan. Unknown to Western players, the history in these magazines
is significant to them.

TH: There’s a ranking for competition winners, in
fact. There was a game which was ranked in third
place, actually, because the CEO of Enix wanted to
publish the game, he wanted to sell it. But in the end it
had no effect on sales. There was this game called |
Light Flipper,® which the CEO tried to sell as an |
official game. =

=

JS: He placed it at rank 3 to boost sales — meaning
the Enix rankings were fixed?

<everyone laughs>

TH: Maybe! I’'m not sure too much about the details backstage. But Enix would have advertisements
based on such rankings, for example. <flips page> So this game was placed in third, and it’s even
bigger and looks more significant than the one in second place! Then someone told me afterwards that
they tried to sell Light Flipper by making it a higher rank, but it didn’t work ultimately.

JS: <looks at page> Wow, Portopia only came in at rank 7.9

TH: The person who made Light Flipper is called Okada-san. I’ve reverse assembled the game,
actually, so I could learn from it.

JS: <noticing rank #1> Alphos on PC-88 was really a revolution for scrolling, at this time.



TH: This was officially not scrolling, in fact. On the PC-88 back then they wrote a different set of
code for it, so it’s not really scrolling. So they tried to use straight lines as much as possible.

TV PROD.: The one at number 7 [Portopia] had more sales.

TH: However, the Enix CEO stated back then that Portopia would not have good sales. The reason
being because these sort of adventure games were thought to be not interesting, because the result or
conclusion was known from the beginning. Regardless of this hypothesis though, the game became
quite popular and recorded a high number of sales. So the leader, the CEO of Enix, later commented
how he cannot read what kind of games will sell and which will not.

JS: That’s incredible. Consider the ramifications of this: the head of one of Japan’s biggest
publishers wrongly dismissed one of his company’s best selling titles in what would become
Japan’s leading genre: the adventure game. Because the adventure genre became one of the
strongest in Japan.

TH: This magazine didn’t last for such a long time. Because no one was interested in buying it unless
you were a programmer, or featured in the magazine. It wasn’t officially announced that the magazine
was going to close. I actually went to look for the magazine after the last month, but I eventually knew
that it had become the last edition of ProCon.

JS: Your webpage mentions confidence in your compression tools, and a competition?

TH: Oh, I actually held this competition myself. When I was at Enix, when I was working on
compressing data... When data is compressed you are able to know to what percentage the original is
compressed by, and then people started this little competition within the company. So for example,
someone would say, “You compressed this original data into something-something percent, but using
this tool I was able to compress the same data into what-what percent.” So I thought this was quite
interesting.

<Hidaka-san looks through shelf trying to find related materials>

TH: So I asked the editors of a magazine to hold a data compression competition, so they could
prepare prizes and everything. I wanted to know if there were people who possibly had more
technique than me. So that was why I decided to hold the competition, in order to know what kind of
programmers are out there in the world. I think I held the competition twice, or three times, and
once... <laughs> 1 used Gandhara for the competition. I provided the pictures so people could
compress the 1mages found in Gandhara. And once 1 was actually defeated! <laughs> I couldn’t
believe that I lost. There was this compression tool called PMANI11 back then, which had existed
since version 0. [ was using version 11 as a compression tool, and I updated it to versions 12 and 13,
and then I defeated the winner again! </aughs> So 1 was personally very, very pleased. I did not
want to lose.

JS: When the winner submitted the entry, what percentage was their additional compression?

TH: I don’t remember so clearly, but I think it was about a 1% difference, it was a very, very subtle



improvement.

JS: The magazine advert I brought last time, of everyone around a table, this was for a 3 day
lecture on game development?

TH: Yes, that’s right. <referring to image> At the bottom of the poster you can see my daily
schedule for the school. But these others are guests. It was for three days. I told the CEO of Enix, if
there isn’t any interesting plan, how about we make a game school? A specialised game school like
that did not exist back then. I wanted to found a very professional, quite serious game school.
However, that was not possible, so we decided to make a “three day” game school.

JS: Please tell me about this.

TH: There’s this book called Machine Language Game Programming 1 had written. So the school
was after [ published the book. I used this as a text book during the school for three days. Enix took
care of all the expenses. The textbook was actually published by ASCII, but Enix bought some of
these books at a discount from ASCII and they were provided to the participants. I had lectures based
on this book, teaching up to the point of making characters move. The other teachers were just guests,
so they had a lecture for an hour or two, maybe. It was not so much about the details, but it was more
about their own personal stories. What kind of difficulties they overcame, and they would answer
questions from the participants. I’'m not sure about their lectures, or how they were conducted,
because I was in a different classroom. I was only teaching the participants in my class. There were
about 40 to maybe 50 people participating in a class. So about 40 to 50 participants coming each day,
all the same members starting from the first day. I would use this machine language game
programming book as the textbook and base my lectures on it.

JS: <holding glossy brochure — pictured adjacent page> Was this brochure produced as a result
of that three day event?

TH: No, it was not made as a result. Rather, it was several years after the classes when that brochure
was made. Because these game schools started to exist, for example Human Creative School, and the
one from Hudson Soft... I actually went to that school on one occasion, just once, to hold a lecture
there. After a year later Enix started to create its own game school. The Enix Game School was the
initial name.



Above spread shows guest lecturers at the Enix game school, many involved with famous products. On the right page is Mr
Hidaka, above him Kouichi Nakamura, to his right Yuji Horii, and above right Masaya Hashimoto of Quintet

JR: I think the 3 day session was around 1986. And I think maybe the Enix game school was created
in 1991?81 So it’s 5 years.

TH: The first president of the school, when it was founded, was a producer on Gandhara — Takano-
san was his name. <flipping through brochure> So there were teachers who would be special
guests, special speakers. However, Enix did not have exclusive professors, exclusive teachers, so we
started the game school from scratch.

JS: Do you remember the month in 1986 that the 3 day school took place?
TH: August, 1986.

JS: Was this the first ever event, of this sort?

JR: Yes, it’s a programming school, but it was only a very short session. Not like a one year class.
But yes, a very early attempt to teach game programming in Japan. You have to understand that
everyone at this time who wanted to learn game programming used Hidaka-san’s books. It was like a
bible for them! He’s not only a hero for game programming, I would say he’s a hero for his books. I
asked a lot of people around me who actually used his books, to learn game programming, and two of
them told me the same thing: Hidaka-san kept the best techniques for himself. </laughs> Hidaka-san,




was this maybe your decision, or did Enix say it would be better to teach just the basic stuff, and keep
the best techniques for the company?

JS: That’s a bit cheeky, Joseph!

TH: Oh, there was no such intention. However programming techniques are always, always
developing, always evolving. So when I wrote the books, when I published the books I had written, it
covered technology that was best at that time. Right after the book had been published there was
already a newly existing technique. Technology keeps on progressing and developing. But I have no
intentions of hiding secrets from anyone, or anything like that.

I had no intentions of hiding the techniques. There’s a book called Machine Language Game
Graphics, the technique I wrote in there, for example on multiple scrolling, I revealed every single
technique I had back then, which was capable of being used by anyone who read it. For example this
is just normal scrolling <referring to Gandhara on screen which had single scrolling>, but Ys II]
had multi-layered scrolling, and people were thrilled by it! I was introducing these programming
skills though, I was telling them that the scrolling itself is completely different, and I was revealing
all my techniques and tricks.

JS: That’s very commendable. Companies are so secretive today, and restrict the flow of
knowledge by taking patents out on everything.

TH: The first time I touched a computer was when I was 33 years old. Back then people who were
using computers were much, much younger than me. People would think I’m telling them some great
thing, simply because I was older than them. Still now I receive emails, saying “thank you for
teaching me this™.

For example, sometimes I would get statements from middle school and high school students that
were not quite logical, and then I would tell them to be logical. For example the copy protection on
games. Some people would copy games, and laugh and feel superior to the game companies, without
realising they were only damaging themselves [by hurting the market for new games]. But it was a
matter of pride with them. So I would tell them, why couldn’t you simply just say you want the
software for free? That’s what you really want, right? Why are you doing this knowing that you’re
doing something bad? Why can’t you say, or think, I am poor now, but one day I will be rich enough
to buy these at the official price? So I guess these things, which are not even related to technology at
all, these sort of things which I said, young people, the younger generation, were touched by them. So
it was quite an interesting experience to write articles in computer magazines during those days. I had
a lot of reactions towards it.

JS: <looks through brochure> Did you ever meet Hashimoto-san of Quintet? The reason I ask
is, he seems to have disappeared. Literally.

TH: That generation of programmers, who developed for computers back then, had a very difficult
time in later years. Programming techniques were changing, and the hardware was evolving very
quickly. On top of that, computer games weren’t selling as well, and creating games became more
difficult and involved. So a lot of the techniques and know-how that people had accumulated just
wasn’t useful anymore. People had trouble making ends meet. As a result, most people left the



industry completely. Their books stopped selling. Their programs were no longer necessary. So they
didn’t know what to do.

Because of things like that picture of Nakamura-kun’s face on the money bill, people left stable
corporate jobs to join this industry, but found it difficult to create even a single title, and ultimately
vanished. I have no idea where many of those people are now. There were a lot of people like that.
The life promised in that advertisement did exist momentarily, but I think it sort of pulled people
down the wrong path in their lives. I hate to say it, but there were quite a few people who ended up
like that.

Even for Nakamura-kun of Chunsoft, he had a hard time afterwards, because with the money he
got from Enix he made his own company, but even for him it was quite difficult to keep up to date on
a technical level. As a result his games were not selling well, so even for him it was difficult.
Nakamura-kun is the president of Chunsoft, so he succeeded in the end. But other people who entered
games at this time, after looking at the “money picture” of Nakamura-kun, they did not succeed.

JR: So Nakamura-san was like an example for everybody. He was able to make his own company,
but that was not the case for the people who came after him.

JS: I’ve heard that Nakamura-san felt quite depressed despite his success.

TH: That was because of his position as the manager of a business. He had the responsibility of
paying other peoples’ salaries. But in his case at least, he got a lot of royalty money from Dragon
Quest 1 through 4, so in the end he managed to survive.

JS: Sad to think how fragile the industry is.

TH: I think the majority of people who were making games in those days lost their jobs or went out of
business. I myself ended up doing something different. I'm retired now, but one of the last things I did
in my career was publish programming books. I even made a Windows game, but I ended up having to
sell it myself. It wasn’t very successful. So times have been difficult for me, too. No matter what job
you do, it’s not something that is guaranteed to last forever. So when you look back over a long
period of time, you see it as just a brief, shining moment. It doesn’t last long. The same is true of the
game industry. If a company cannot survive without assistance, sooner or later it’s bound to fail, just
like in any other industry. The software houses we discussed earlier, like Bothtec, and T&E Soft, and
Falcom, they all faded away.

JR: On the other hand, Square-Enix i1s still around, and Falcom is still doing well.

TH: Falcom may be doing well, but they’re a different company now. They’re not thriving as a
software house. I get the feeling that they’re surviving on licensing deals and things like that. Kiya-san
is no longer with them. Regardless, they’re still using things like monetising schemes in social games
to raise profits. It’s a totally different way of making money. So now when you’re talking about games
you’re talking about social games.

JS: There is hope from indie and doujin. Plus crowdfunding. People still want these games.

TH: I think it’s a really great system. But I think I’'m too busy — I don’t have free time. There’s too



many things [ want to do.
<everyone laughs>

JS: Tell me about your game for Windows.

TH: The game is like a dungeon crawler, a roguelike.
Like Torneko’s Adventure . 1t’s called Otasuke Nin-
puu-den. There’s a small animal called “Marimon”
that lives in inside the player’s pocket, helping them.
The word “Otasuke” is a funny expression meaning
“Help me!”

JS: Were the mazes randomly generated?
TH: Yes, yes.
JS: And it was commercially sold?

TH: No, because I was by myself. When I got a request, I would burn it to a CD-R and post it to
whoever wanted it. I made a copy of this CD and included the key needed to activate the game. Of
course it can no longer be ordered. It will not work on anything beyond Windows ME as it was made
entirely in Visual Basic.

JS: How many requests did you receive?

TH: <laughs> Less than 100. No one knows this ==
game! It’s hard today even for game companies,
because everyone is developing for smartphones.
Maybe there is no market for traditional games like
this. There are the few top selling games, which are
selling well, but there is no place for anything else.

JS: The market used to accommodate more variety,
all types of games. Now it’s polarised. Sadly there is
no middle tier anymore. P

TH: <melancholy> Everything has its time. But I feel
that for games, it was too short.
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Left: Masanobu Endou, creator of Xevious, right: Kazurou Morita, creator of Alphos

~In memory of~

#*H FER
MORITA, Kazurou

1955 ~ 27 July 2012

Morita-san always mentioned how he would commit his life to shogi.®2 Morita-san mentioned how he
would commit his whole life to developing shogi, and developed a long line of shogi software called
Morita no Shogi. He always had interesting things to say about programming shogi simulations. Shogi
was what he had wanted to do from the very beginning. Those kinds of thinking games were his
specialty. Morita-san also published a book, called Shikou Game Programming,® or Thinking
Game Programming.

I don’t think I was personally close with him. He was in this world a lot before me, from the
maicon era. When | was still learning how to program computers, he was already announcing the
release of Alphos. © 1 think it is a pity. I was shocked when I heard that he’d died, because we
worked for and we were endeavouring for the same company.

— Toru Hidaka, colleague from Enix
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Interview with Professor Akinori (Aki) Nakamura
12 October 2013, Ritsumeikan University, Kyoto

I travelled to the Kansai region from Tokyo, on 11 October, to interview a gentleman from
Xainsoft in Osaka. The company was known for shady business practices and rumoured to be
vakuza funded. On 13 September I had an interview with Masaaki Kukino, formerly of Konami's
arcade division. To save travelling back to Tokyo each day (the round trip is over seven hours on
JR lines), I decided to sleep over two nights, staying with my comrade and fellow games journalist,
Sergei Servianov. By fortunate circumstance, a gentleman on my Facebook friends list, Devin
Monnens, introduced me to Professor Akinori Nakamura. The professor had recently written a
book on the Famicom and, as it turned out, had been part of the translation team for Family
Computer 1983-1994, by the Tokyo Metropolitan Museum of Photography. This being 2013, it was
the Famicoms 30th anniversary — Hiroshi Yamauchi would pass away one week later, on the 19
September.

It cannot be overstated how important this Famicom book was in inspiring me. It featured nine
interviews with industry figures, including Hiroshi Yamauchi. They were all candid and personal —
as Professor Nakamura would explain, there was no PR filter involved. These were the kind of
interviews I wanted to conduct. Given Professor Nakamura's proximity at Ritsumeikan University,

[ decided to meet and chat about the Famicom book(s). As it turns out, Ritsumeikan is also
involved with game preservation. The journey there from comrade Servianovs house involved a

walk, train, bus and then taxi. We skipped the taxi and had a delightful stroll accompanied by two
young ladies who attended the university. Given the preservation work done by Ritsumeikan, head
of the Japanese Game Preservation Society Joseph Redon was keen to join us too, along with Nico
the photographer. The four of us crammed into the Professor’s small office. The heat must have

gotten to comrade Servianov, because he claimed light-headedness.

JS: Why did you decide to translate Family Computer 1983-19947?%5

Akinori Nakamura: Well, in 1998 a professor at Ritsumeikan University, Koichi Hosoi, realised the
importance of the Famicom as a cultural artefact. He convinced Kyoto Research Park as well as
Kyoto Prefecture to form an industrial / academic / government collaborative organisation, focusing
on developing a digital archive for videogames. This was how the Game Archive Project was
organized.® Shortly after this, Professor Hosoi visited various game companies, including Nintendo,
to discuss the GAP. Nintendo decided to assist the project by lending all of the Famicom titles they
kept. With the actual cassettes on hand, members of GAP, mostly students of Ritsumeikan University,
began to create metadata as well as a digital record of each product. Professor Hosoi [at the time]
focused just on the Famicom. Back then, the PlayStation and all these 32-bit videogame consoles
were huge, and all the retro games were kind of being forgotten.

JS: So the book started off just as a database of titles and release dates?

AN: Right, back in 1998. Professor Hosoi saw that they were cultural artefacts of the era. Especially
from the 1980s and 1990s. Even though a lot of people considered them merely as toys and started



forgetting them, he regarded them as culturally valuable. Professor Hosoi and his colleagues at
Ritsumeikan University were already working on archiving projects for other Japanese cultural
artefacts. He thought that since Nintendo is in Kyoto, and since the Famicom is important, particularly
with regards to computer culture, we should create a database for that. That’s how it started. He
talked with Nintendo, and Nintendo were really excited. He sometimes needed to convince them — but
in the end, Nintendo decided they would lend all the Famicom titles to the school.

JS: Does Nintendo have a copy of every thing?
AN: They’re supposed to have all of them, yeah. They missed some though.

JS: I noticed in the photographs in the book, some games such as Pinball were not shown with
the main group; they were featured in a little circle in the upper corner. Were they...

AN: <interrupts> Right, were difficult to get, yes. The reason why games such as Pinball were not
shown with the main group, I am not certain. But all the third parties were supposed to submit all of
their titles, and Nintendo was the sole manufacturer to create the cassettes. We should preserve
everything, but back then there wasn’t an understanding of preserving games for an extended period of
time, like a century. Nintendo thought it was a product, and the way they preserved the product was
not what we are doing now. Back then there wasn’t any idea of how to put it into a database, but
Professor Hosoi had been working on those kinds of projects for quite some time, so [Nintendo]
decided to lend them, and then Professor Hosoi, and students, and the guys from Kyoto prefecture, all
started working. GAP was the first research institute in Japan which considered the preservation of
videogame titles from an academic perspective.

Right now we’re celebrating the 30th anniversary of Famicom — in 2003 it was the 20th
anniversary. The curators at the Tokyo Metropolitan Museum of Photography (TMMP) wanted to do
something for it. One of the people who pushed this idea was Ms Yuki Denda. She was a curator at
the TMMP and the wife of Akihiro Saito, a game director and producer who had worked with Toru
Iwata, who at the time was an employee at HAL Laboratory. After getting approval from Nintendo,
they found that all the Famicom titles Nintendo owned were over at Ritsumeikan University. So GAP
agreed to collaborate and shipped all of the titles to Tokyo for the exhibition. So that book, created
bilingually, was part of that entire project which celebrated the Famicom’s 20th anniversary.

JS: This was Level X?
AN: That’s right, Level X.
JS: The release dates are a tremendous resource. How easy were they to collate?

AN: Right, that’s the data collected by the Game Archive Project — because they’re putting them into
a database. They confirmed the date by taking screenshots of the games or researching all these old
magazines and stuff like that. <gestures to bookshelves around room, filled with magazines> The
same method that they’re still using now. So that’s how all the information was provided in the book.

JS: Would you say it’s 100% accurate?



AN: It’s mostly accurate. Because all the Japanese periodicals on videogames were quite extensive.
There were several magazines written about the Famicom, at the time the games were published. So
mostly it’s correct, [ would say.

JS: No one, not even Nintendo, knows when Super Mario Bros. first came out in America.®Z
AN: Really?!

JS: A journalist, Frank Cifaldi, spent time investigating this. There is no conclusive evidence of
the precise date it launched. Which is incredible, for such an important game...

AN: Yes, it is. Wow, that’s amazing.
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JS: The question hinged on when the NES was first sold in New York.

AN: That’s interesting. Anyway, later Nintendo decided to bundle Super Mario Bros. with the NES,
which was a great strategic decision. That’s one of the most important decisions, making sure the
NES became one of the most successful consoles. But in Japan the situation was different. In the
States, back then, they did not have many magazines focused on videogames. Or rather, Nintendo of
America thought that there was no one they could be partners with, so they came up with their own



magazine [Nintendo Power]. That means they’re controlling all the information, so if they didn’t put
the date on there, that’s it. In Japan it was different, because there were already magazines dedicated
to the Famicom being published. Nintendo had to decide exactly when those products would be
manufactured and distributed. That information would go to several companies, so that’s why it’s
really easy for us to cross-reference all the information and come up with solid dates.

Joseph Redon: Plus Nintendo had very tight control over the distribution. So no shop would put the
games on shelves early. But it’s a different story talking about computer games and arcade games.

AN: That’s the 1ssue now. We have references for arcade and computer games, but it’s really difficult
to nail down the particular date for anything. Especially for retro games, back in the 1970s and 1980s.
But it’s a different story for the Famicom. That’s why it’s quite accurate.

JS: How did you come on board the project?

AN: Well, I was a member of IGDA Japan. Back then it was called IGDA Tokyo, and one of the
members, Kiyoshi Shin, was involved in this museum project. As was the editor from Game Critic
magazine, and he was also a member of IGDA Tokyo. They were working with the guys to create a
book about Level X, and then in the middle of the project they realised there was nobody who could
translate it. But they thought there might be some kind of cultural significance, so they decided: OK,
we have to translate that! They asked IGDA Tokyo if they could come up with volunteers, and I raised
my hand.

JS: The book was the first time I could read about the contextual significance of Japanese

titles. For example Takeshi no Chousenjou.%3

AN: <laughs> Oh yes, that crazy game!

JS: It detailed Japan’s attitude to games. There was even an intra-office politics simulator.
AN: <laughs> Yeah, we have a lot of them!

JS: An adventure game about cooking food...

AN: That’s from a manga, I think. Yes, yes.

JS: I wish there was a review for every game.

AN: Yeah! I guess back then the NES had quite a lot of titles published for it, but they were quite
selective on what they published. A lot of games in the Famicom era were not released overseas. But
we weren’t concerned about that with the book; we cared only about which games had a cultural

significance. Both the best games, and kusoge.®? Because that’s also memorable, right? If you're
paying 50 bucks, and then don’t enjoy the game, you’d get really ticked off. A lot of those involved in
the project are magazine editors, and they thought these games have to be mentioned. There’s even
books dedicated to kusoge — the bad games! Or sucky games, or whatever you call them. </aughs>
And they became popular. So the editors thought that’s something we should put in, so Takeshi no



Chousenjou was one of the titles, and others.

So we’re working on it, and some guys at the museum thought we have to translate that into
English, because there might be some guy from America, or overseas, who might be interested in
coming to this museum. We’ll need a guide. So they asked IGDA Tokyo and I came on board and
started translating some of those.

JS: There’s a lot of text in the book!

AN: Oh yes, back then I was just a research associate at Waseda University, so I had some time. I
spent the entire summer translating a lot of text. But [ was getting really concerned, because there’s no
time for native checks. So I know some of the stuft </aughs> 1s broken.

JS: It was fine. The book doesn’t read like an academic book, more like a conversation.

AN: Casual, yes. Well that’s something we intentionally did, as translators, because that’s how it is
in the original Japanese. It wasn’t like an official or solid kind of interview, it was more like a casual
interview, in a casual setting. Except for Yamauchi-san, obviously. </aughs>

JS: How did you get him on board?

AN: Back then he was more outspoken. Well, Professor Saito worked with Iwata-san before, and he
was involved in this project. Now he is a professor at the Ritsumeikan. But back then he was working
at a game development studio in Tokyo — he was partnered with HAL Laboratory, having Toru Iwata
as a producer, and they developed videogames like Vegas Stakes together. So he knew those guys,
and was able to approach them directly through Iwata-san. That’s how they were able to get
Yamauchi-san on board for the project.

JS: I was amused, because he says Atari made games and they were “trash”.

AH: <laughs> Yeah, quite outspoken and honest. Only he could do that. Anyway, I was surprised to
see him on board. So there was a lot of contact with Nintendo back then.

JS: Recently you’ve written your own Famicom book?Z? But it’s not in English?
AN: Oh yes, yes. It’s all in Japanese.
JS: Do you have a copy I could look at?

AN: I should have brought it... But there’s not one here. I’'m sorry. But I am thinking about a way to
create an English version of the book!

JS: I hope you’re not going to remove information on distinctly Japanese games. That would be
like the 1980s again.

AN: It’s the same as with Japanese anime, right? We’ll try to do it. ’'m on board, for sure, when we
do that. We’ll tell them the significance of having local context in the text.



JS: Emphasise that! People outside Japan want this information.

AN: Yes, it’s got academic value as well. Fortunately we didn’t cover so much the software, which
you’ll be doing. So I think our project and your project could be companions. We’re focusing on
hardware, as it was being developed, and how it was distributed to US and UK, and other parts of the
world, and how fragile the business model was back then, but was solidified after the Famicom. Plus
all the social and cultural influence the Famicom had on its Japanese audience, and some for the US. |
couldn’t put too much about the US audience, but anyway, there’s a lot of Japanese information
associated with the hardware. For sofiware, we didn’t have time to do that because [hardware]
already covered about 250 pages alone. It’s really difficult approaching Nintendo; it’s almost like a
huge iron wall. <laughs> Fortunately we had Masayuki Uemura’l as a professor, so that was the only
way we could go through it. He disclosed so much information, but in a way that he could get it
through PR. All the text was edited by PR.

JS: That’s a terrible shame.
AN: But there’s nothing you can do about that.

JS: You mentioned the USA. America acted like gatekeepers of what came out of Japan. For a
large part, whatever Europe received tended to be the run-off from America, and we didn’t
even get everything America received. We got a few exclusive things, like 7Terranigma. But
there was a filtering system, which I don’t think was reflective of people’s tastes.

JR: Yes, a good part of this, in France, is that they had a strong culture of playing the original —
importing the games from Japan. For example in the US you had the TurboGrafx-16, but in France you

had the original Japanese PC Engine from NEC, you could buy in supermarkets.”2

JS: In the UK there was a strong grey import scene. Because in Europe we had PAL TVs, and
the official PAL consoles were inferior — slower, with black bars at the top and bottom of the
screen, so a lot of people imported an American SNES and cut the plastic tabs so they could fit
Japanese SFC cartridges in it.

AN: Right, modifications — a mod culture already!
JR: Everything in 60Hz, RGB! Better than Japan.
AN: Yeah, you could play the Japanese and American versions.

JR: But there’s also a hidden market of doujin games for the Famicom and Super Famicom. This is
unofficial, so today I think it’s quite hard to preserve, because Nintendo is against it.

AN: Right, Tengen’s games, and so on.

JR: To tell the truth, even some good games were released. Not really doujin, because some big
companies were behind them. The sales figures were good for these games. But they’re unofficial, not



manufactured by Nintendo. They’re quite expensive in Akihabara. Like collector’s items.
AN: But it’s difficult to approach those guys who developed those games.

JS: Do you know anything about Snake’s Revenge for the NES? Amazing game. It was
developed by Konami’s Japanese department, by the same team behind Castlevania I11. But it
was only released in America and Europe.

AN: Not really. I’ve not even met those guys who developed Castlevania.
JS: You mentioned HAL Laboratory earlier. Iwata-san used to be a programmer.

AN: He was a super programmer back then, and that’s why he was able to get a project from
Nintendo to create a program for baseball and all that. Now he’s head of the company — it’s
interesting how it works.

JS: Describe what you’re doing at Ritsumeikan.

AN: Ritsumeikan has been working on game studies for years, having been headed by Professor
Hosoi. He’s the one who actually talked with Nintendo and ended up recruiting Uemura-sensei as a
professor. When working on this project of game preservation, he approached Uemura-sensei and
talked about the project. I guess they liked each other, and he was quite intelligent, so he decided to
recruit Uemura-sensei to join the project.

JS: Your goal is a database of game names, the hardware it was released on, and release date?
AN: That’s the initial step. Kyoto prefecture is also quite interested in this project, and so is the
national library, which is established here in the western part of Japan. All these guys are interested.
Right now, at this moment, we’re just working on a database, but I don’t think we’ll stop with that.
JR: Ritsumeikan University made an official announcement, two or three weeks ago?

AN: Oh, in the newspaper, right?

JR: Yes, and they told the newspaper that they were starting a huge project and the goal was to
preserve all Japanese games, including arcade games. There is no mention of computer games, but |
assume they are included?

AN: That’s a huge plan.

JS: Would that put you in conflict with Joseph’s Game Preservation Society, or are you allies?

JR: No, there is no conflict, because my idea is that it’s impossible to gather everything, even if there
are 100 preservationists. So I think the key is cooperation. Well, this is my vision.

AN: Yes. | guess their strategy <referring to Joseph> is to keep their products or titles as is, right?



Preserve them completely.
JR: Yes.

AN: So that’s impossible, we understand that. But we’ve been to a lot of museums, like the Museum
of Media in the UK, and all these guys who worked on GameCity. They have ways to do that. We also
went to The Strong National Museum Of Play, and they’re doing their own stuff, but they have their
own way of doing it. I think the way The Strong is working is feasible, if the prefectures, or school,
or the government could assist us. In fact, we have the International Manga Museum here, in Kyoto,
and 1t’s working. We know that The Strong is also working — that means operating and making profit
even. So there must be ways we can do that. Generate some sort of necessary revenue, which allows
the project to keep going. So that’s something we have to calculate.

JS: You’re funded by the government?

AN: Maybe the government, or prefectural government, either way. We know that Kyoto prefecture is
getting big on this “cultural artefact” preservation. They want to make sure that this place is the
capital for all the cultural stuff. So that means including all the videogame culture which emerged
from Japan, especially with Nintendo. Because Kyoto is the capital for all the high culture, and even
videogames are part of a sub-culture, or pop culture. But it emerged from Nintendo, that’s for sure. I
mean, yes, arcade games came from Tokyo, with developers like Taito. We created an entire culture
and then exported it to the world. Sure, Atari created an entire culture, but the videogame crash
erased all of that. Then after this wasteland, Nintendo built an entirely different culture, which comes
up to now. So that’s something we’re proud of.

JR: You say it’s impossible to preserve all packaging — what do you plan to preserve?

AN: Maybe some of the packaging is a little bit trashy, or has scars on them. We’ll permit or allow
them, as an artefact, or part of the collections. Unlike your project where you have to clean up
everything as it is, and then send it up to France to preserve it, correct?

JR: No, no, we don’t send anything to France! We have a laboratory in Tokyo. Everything is done
locally. I don’t know where you heard that we have to send anything to France. We are linked to a
preservation society in France, which is MOS. We are working together to improve the skills and
technology of preservation — the way of preserving old materials, such as cassette tapes and floppy
disks. But Japanese materials stay in Japan, definitely.

AN: Oh, really? That’s very good. <laughs>

JS: Regarding the need to preserve everything, have you heard about the planned change to
laws in Japan, which would make certain old computer games illegal to possess, and they would

have to be destroyed if passed?ﬁ
AN: Right. [...] In that article it says preserve everything? <laughs>

JR: Yes.



JS: Wouldn’t that be breaking the law then?

AN: 1 don’t know about that. Oh, you mean if it’s going to be preserved? It won’t be preserved by an
individual, it would be preserved by organisations, as a cultural artefact. That’s probably a different
story.

I think what happened is, Professor Hosoi talked to the journalist, and the journalist interpreted
that this is his vision. But I don’t think it’s going to become reality, in a few years from now. It’s not
like it’s a backed or funded project. I don’t know how it worked out, but I guess he talked to the
journalist about the history of this videogame archive, or whatever, and then the journalist probably
misinterpreted it or something. Because if you were to preserve everything like he said, I don’t know
how much it’s going to cost. It’s not feasible.

JS: I’ve heard that there’s about 75'000 games from Japan? Arcade, console and computers.
JR: Yes, that’s it.

AN: That’s a lot. You mean including all the... Did you include doujinshi, the doujin games?

JR: All the games to date. Doujin? No. It would be twice as many! </aughs> We don’t know!

AN: <laughs> Right, right. It’s something that he talked about, as a vision of this project. It’s not
necessarily going to become an actual reality — because it’s backed up by the funding, and that’s
possible, but our funding is for digital archiving, not necessarily physical preservation.

JS: So you mean, like for emulation purposes? Digital back-ups of ROM data?

AN: For cultural affairs it’s only for the database, a pure database. Information collecting. That’s it at
the moment. But for example Meiji University is working on actual physical preservation, and then of
course over at Kyoto we have some physical preservation already. And then Sega has provided their
titles for quite some time, so we do have physical preservation. The issue is the physical space.
Where are we going to put all these? The university doesn’t want us to put everything here. We’ve got
all the arcade collections as well, but we don’t know what to do with it. So it’s really difficult,
somebody needs to back this up, otherwise we’re not going to be able to keep getting all these titles.
So there’s a lot of issues we have to work on.

JS: You also need to maintain the humidity and temperature at stable levels.
AN: That’s what he says. <refers to Joseph>

JR: I think the biggest challenge today, more than money, is time. Because we’re running out of time.
We still have plenty of time, for example, for Famicom, Super Famicom. They’re just EPROMS well
protected in a plastic case. But it’s a different story for magnetic materials. ’'m sure Famicom games
will still be playable in 30 years.

AN: Right now we already have a difficult time playing some of these games — sometimes we use
them for our class, but sometimes they doesn’t work. So we have to <makes cartridge blowing



motion> a couple of times. </aughs>

JR: Well, maybe you need to change the resistors inside the cartridge. But the ROM data inside is
quite reliable, for quite a long time.

JS: Do you have any personal thoughts or messages you want to convey?

AN: Yes. I think your project will work out, and when finished successfully, then our project, our
book, and your project will work cooperatively. So I think that would be great. We have to translate
this as early as possible, and hopefully by the time you are published, our English version will be
available as well.

JS: Let’s send each other complimentary copies!

AN: Yeah, that’s a good idea! </aughs> There’s similar books published in Japan, called Cho
Famicom, that focused on software development and all the trivia about software. But that was
published by a rival publisher. But we’re friends because this market is small. We have to
collaborate, otherwise it’s not going to work. No one publisher could dominate another.

JS: In the UK there’s only one magazine dedicated to old games.
AN: This one? <gestures to Retro Gamer, sitting on the desk>
JS: Yes, that’s the one.

AN: That’s good! The markets are limited. Very profitable; not extremely successful, but a good
niche for a product. So Retro Gamer loves to understand about both hardware and software...
<glances through the Q*Bert issue>

JS: Do you like Castlevania on the SNES?
AN: Yeah, yeah!
JS: Iinterview the director, here... <flicks to page with Making of Super Castlevania IV>

AN: That’s good! You see, I used to write for Game Critic magazine in Japan, and I did similar
things for companies like Valve, or Bioware.

JS: Wow! So do you like Western games?

AN: Yes, I loved it. That’s how I got into this writing job. I explained all about first-person shooters,
and all that stuff. When they were making Half Life 2 1 went to Seattle and spoke to Gabe and all
those guys. That’s how I was able to get into this game writing business, when [ was a PhD candidate
in Nagoya. That’s how I was able to get into game research. Because it’s difficult to get into the
company and interview, unless you’re a journalist of some kind.



JS: You mean in Japan?

AN: Yes, Japan, or even in the US or UK probably. It’s really difficult for a researcher to talk to
companies — they’re quite secretive.

JS: If you go through PR departments. The trick is always bypassing PR. They don’t do
anything beneficial. They’re simply gatekeepers.

AN: We could do that a lot back in 2000, but now it’s getting so hard. They keep everyone out except
for the media, and it’s the same thing in the game business now.

JS: If PR is exerting so much control over what someone can say, it means companies will
rewrite their history. For example, there was a Mario Brothers slot machine, officially licensed
by Nintendo. But they never want to talk about it.

JR: It’s revisionism.

AN: Right. Well, that’s how they are now. So we have to follow that rule. Especially for us academic
guys. So if you have a bad relationship with those guys [Nintendo], anybody in that company, you’re
not going to be able to do anything. So that’s a side-effect of being in academia. We’ve got to survive,
you know? So we have to live in both worlds.

JS: One final question, what do you think of Kickstarter, and Japan’s acceptance of it?

AN: With the successful funding of Inafune’s project, a lot of game developers are interested in that
project. Wow, $3 million, that’s quite a bit for an animation, or for a mid-sized videogame, so all the
guys who created retro games back in the Famicom days are probably paying a lot of attention to it.

JS: This could set a precedent for old creators. Throwing away the old publishing model.

AN: Yeah, because in a lot of times, when those people developed these games, they were either...
Not laid off, but left the company, because at a lot of companies they were no longer needed. Back in
the polygon days they didn’t need pixel artists so much, so they left the company. But now they have
the opportunity.

JR: You were talking about The Strong Museum, which recently bought, I think, the biggest collection
ever of Japanese games, from a French collector. Are you aware of it?



AN: A French collector? See, that’s what we’re scared about, because that’s what happened to all the
Japanese artefacts back in the Meiji era, like ukiyo-e. Back in the 1890s, all the Japanese artefacts
went to the rest of the world, and there was nothing you could do about it.

JR: So history is...
AN: ...repeating itself!
JR: But what’s your opinion today about games?

AN: Well, partly it’s a Japanese problem, because maybe Japan thought all these artefacts are less
important than its US or Western counterparts, and all the French people, who consider this as an
important, valuable artefact. At least we could say in Japan, we or a couple of guys in Tokyo, are
really the only ones who think it’s really important. And we got funding, but the funding is only to
create the database, not physical preservation. What we need is the physical preservation. We need to
have space, but there’s no space available at this point, and that’s crazy.

JR: You think money is definitely the key?

AN: Money and a place. A couple of years ago...



JR: We don’t have money at the Game Preservation Society. We’re all volunteers.

AN: Well that’s passion. And passion is also important, but the space is something we have to have.
Passion is important, but it’s ideal to have a place like The Strong Museum has. I know you’re
preserving it too, but it’s not in a way that you could exhibit, right? Have exhibitions or whatever.

JR: Yeah, we could. Yes, sure.
AN: Oh really? That’s good.
JR: Not ourselves, of course. But we could participate with any exhibition.

AN: People need to learn about why so many people in the world are so interested in these kinds of
projects. A lot of people are thinking these things are historically valuable, not just a product. We
have to be advocators of that, and I’m trying to do that.






~In memory of~

W3 EF
YOKOI Gunpei

10 September 1941 ~ 4 October 1997

What can you say about the man who invented the d-pad in 1982, to facilitate the controls in
Nintendo’s handheld Game & Watch series, later becoming ubiquitous in controllers for all home
gaming systems? Or who then created the Game Boy, which sold over 100 million units and
celebrated its 25th anniversary this year (2014)?

In 1999, as tribute to his name, GunPey was released as a launch title for the WonderSwan
handheld system. A puzzle game, it went on to receive several sequels.

On March 6 2003, Gunpei Yokoi posthumously received the IGDA’s Lifetime Achievement
Award. It was presented to Mr Yokoi’s family by the previous recipient, Yuji Naka, who said, “I am
as deeply honoured to be presenting this award as [ was to receive it.”
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Although not a game developer, the Game Preservation Society is just as fascinating, given that it
aims to create and maintain a permanent history of all the work done by Japanese developers. The
GPS aided the production of this book at numerous stages, with setting up interviews, providing
materials to show interviewees, scans, screenshots, translation help, and all manner of other things.
The head of the GPS, Joseph Redon, was also the intermediary in arranging the limited edition
platinum cover by Hitoshi Yoneda.

I visited the laboratory on a few occasions, filming video for the supplementary DVD, and
speaking with its founder Mr Redon. Although originally from France, his passion and dedication to
preserving Japanese gaming is as pure and intense as I have ever seen. His laboratory is the stuff that
collectors’ dreams are made of.

Join me as I document this unseen world...


http://www.gamepres.org

Interview with the head of Japan’s Game Preservation Society, Joseph Redon
16 October 2013, at an undisclosed location in Tokyo

JS: What was the first videogame you saw?

JR: I’m not really sure because I am the youngest of a big family. I have three older brothers and two
older sisters and all my brothers used to play games. The first one I remember is an arcade game
when I went with my family to Brittany, in a city called Carnac. This was the first time I entered an
arcade and the first game I saw was Moon Patrol and an old lady was playing. I was very young,
maybe four or five, and I thought wow, an old lady is playing! There were only young people around,
and I think she was doing quite well because she played for a long time. I kept going to the same
arcade every day, but I couldn’t play because I had no money. The first game I played was Moon
Patrol because when I went back to my hometown there was a very small arcade that opened, with
Moon Patrol, so when I got some money I played it and was quite good.

JS: How old are you, may I ask? You preside over 40 years’ worth of videogame history.
JR: <laughs> Yes,  was born in 1976, so I am thirty seven.
JS: Tell me about the Games Preservation Society. What is the Japanese name for it?

JR: In Japanese we say “Game Hozon Kyoukai” which means Game Preservation Society, and in
Japan we don’t use the word “video” game, we just say “game” which means the same thing. It was
founded just two years ago, but has been involved in preservation for quite a long time, since the time
I was in France, in Paris, so this would be around 15 years ago.

JS: When did you feel games need preserving?

JR: I think that 15 years ago it was not that we needed to preserve everything, but we wanted to know
everything, because there are many, many games that were released but we didn’t know about them.
So for 15 years it was mostly collecting and attempting to know every game: Japanese games and also
European or American games. For me personally I was mostly looking for Japanese games.

The first computer I had was a C64, and I kept it for quite a long time. Then one of my older
brothers and I switched to the Amiga 500, which was maybe the best computer I had. One day we
decided to sell it and from this time I completely moved to Japanese games. I bought a PC Engine, but
I had some nostalgia about the Amiga and, like everyone, started playing on emulators. But to tell the
truth we had a lot of original games on the Amiga and all the stuff I played on emulation was cracked.
With some screens removed, many things changed in the game, and I couldn’t have the same feeling as
when I played on an original Amiga. So I told myself that if [ want to play the Amiga again I need to
buy an Amiga, and I need to search for all the old games I liked. But I didn’t do that, because I moved
to Japan and started to collect Japanese games for computers such as PC-88.

But then I had this wind of nostalgia and wanted to play Amiga again, and I discovered a group,
the Classic Amiga Preservation Society, who are now known as the Software Preservation Society

(SPS).Z2 At that time I thought they were “pretending” to preserve the entire Amiga back-catalogue.



JS: You said “pretended”?

JR: I said “pretended” because at this time I thought: OK games are available on the internet, so in
some way are already preserved. So what are they doing? Is it different; is it better? What is
preservation? I discovered that they were not pretending at all, and so I contacted them. I said, I want
to do something with you. I want to join, I want to help with the Amiga, but it will be very interesting
to extend your knowledge to other machines such as Japanese computers. I mean, they had the
technical knowledge to re-master an Amiga game.

JS: To produce a fresh, fully functioning disk?

JR: In theory. They couldn’t do that at that time. Now they can, but at that time they had enough
knowledge. When I say re-master, it’s a script used at this time to produce original copies of the
game, and they managed to achieve that because the guy at the head of the SPS himself produced
games for the Amiga.

The reason why he started to work on preservation is that he lost his own games and wanted to
play them, and discovered that it wasn’t the original that was available on the internet. He said, “It’s
not my game, and even if I buy the original, maybe in a few years it won’t work, so all we’ll have
from game history is just a history about cracked games.” Which i1s important. We need both, but
keeping only cracked games is not a good thing for the future.

JS: The SPS is a non-profit organisation?



JR: There are many people across Europe, from England and Germany, and I think the Software
Preservation Society is located in the United Kingdom, but it’s not a registered group, so it’s still
informal.

JS: But your group in Japan, the Game Hozon Kyoukai, is formally registered.

JR: Yes. The story I was telling you would be seven or eight years ago; at this time the SPS was one
hundred percent involved in Amiga only, and they still had a lot to do with the Amiga, but two years
later they contacted me and said, “We’re almost done with the Amiga, so we’d like to extend our
effort to other computers. We have already tried the PC and Atari ST and an English computer called
the Acorn Archimedes.” They said, “We’re interested in Japanese computers so let’s do something
together. Let’s try; let’s begin.” After that I bought an Amiga and started preserving PC-88 games on
it. But it was very difficult and a dead end. I was the only one in Japan with an expensive Amiga — a
1200 with some kind of extensions...

JS: You’d place the PC-88 disks directly into it?

JR: Yes, because fortunately the PC-88 uses 5in floppies and it’s not HD, so the Amiga could handle
this kind of disk. But the drive itself was very hard to find. It took me six months just to find the drive
for the Amiga, and the 5in drive actually had no drivers for it. So one guy at the SPS made the driver
and modified the application. It was quite a difficult job for everyone, but the quality we got wasn’t
as good as expected.

JS: Then you used Windows for preservation?

JR: Yes, yes. Then we started a new project and the SPS told me, “Join us. We really want to do
something in Japan together, so we’ll start a new project, and let’s forget about the Amiga. The
Amiga 1s good for preserving Amiga games, but we really need a hardware solution and software that
could be used on any computer.” So I’m using Windows, but this preservation work can be done on
anything. Macintosh or Linux, anything you want.

So we spent one more year working on a piece of hardware called the Kryoflux.2 It’s quite
simple; it’s not unique. Other devices like the Kryoflux already existed at this time. I remember one
called the Catweasel for the Amiga. It’s just a digital sampler, and at the same time it’s a floppy disk
controller. So you give simple orders to the drive, you connect the drive directly to the Kryoflux, you
read the tracks and you sample the direct output of the drive, and everything is sent by USB to your
PC. Like sampling an audio tape. Then you have to analyse the result.

JS: And how much did it cost to prototype?

JR: The SPS in Germany and the UK did it, but the prototype was expensive. I paid for all expense
regarding the prototype and the first lot, first batch, of this piece of hardware. The idea started, I
think, because of the PC-88.

JS: This is specifically for PC-88 disks?

JR: Well, yes and no. The PC-88 1s behind this. It started with the PC-88, but in the end the idea was



to produce a piece of hardware that could sample any drive, so you could preserve any floppy disk.
JS: Famicom Disk System?

JR: FDS I would say yes and no, because it’s a disk but it isn’t really. It’s not a disk, it’s more like a
tape. You have only one track on FDS and it’s like a spiral. So you read the track from start to end. It
takes 8 seconds. You don’t have the same mechanisms. It’s quite different from a floppy disk. We
made our own hardware to analyse the FDS, to do the same as Kryoflux; we are using different
hardware to sample the FDS because 8 seconds is too long for the Kryoflux, so we have a hardware
limit here.

JS: It has to read the data in a shorter time?

JR: Yes, it’s a problem of buffering and then speed of USB. But the FDS 1s not a complicated system
to analyse. The Kryoflux was definitely released three years ago, and...

JS: Anyone can buy it?

JR: Today, yes of course. It’s public and you can find
all the schematics, so the hardware is open. The
software to control the Kryoflux is open too, but the
analyser isn’t open. It’s separate, so even if you don’t
have the analyser, you can use a Kryoflux for imaging
floppy disks. I received the first Kryoflux and started j!
to sample PC-88 disks. I started then to think that it M
was a huge task for just one person, so I contacted
many game collectors around me. To tell the truth, v :
started this quite some years ago, but I had no technical solutlon I just kept telling people “We need
to do something,” and then I said, ““We have the solution; let’s do something!”

I =

JS: That’s why you formally began the Game Preservation Society?

JR: Yes. So at this time it was not called the Game Preservation Society; it was a longer name in
Japanese, like Computer and Videogame Culture Preservation Society . 1 made publicity on forums
and some home pages, and one guy contacted me, a guy on the west coast of Japan, and he said, “I
didn’t think that hardware like the Kryoflux existed, and I had the same idea about preserving
software, so I was about to build something similar to it.” So I visited him, and we talked about
preserving Japanese games. We thought we had to do something official, not like private work or just
geeks, something official with a name, an organisation, with members. I came up with the idea of the
Game Preservation Society right after that, and I started to fill in the papers, I started to look for
members, but not just people who said it’s important to preserve, but those who could be involved in
preservation. I had to find 10 people to start, to fill in and send the documents to the government.

JS: Is that the minimum number for an NPO?

JR: Yes, it’s the minimum.



JS: So who was this guy? What’s his name?

JR: He 1s called Mr Fukuda. He’s a heart surgeon. So like me he has a real, full-time job already. I'm
an IT engineer. So it’s 10 people including myself and Mr Fukuda. I could tell you about the other
guys — they are all quite interesting. You’ve already met one of them, the book collector.

We are not all engineers, it’s also a network of collectors. Some hardcore, heavy collectors
joined our group. It took 7 months to get the approval from the Japanese government. A long time,
quite a lot of money too. So officially the society started two years ago in 2011 at the end of
September.

JS: You mentioned a number to me previously of how many games Japan has produced.

JR: To date it would be more than 75'000 games, but I do not include doujin games, and I do not
include smart phone games.

JS: If you were to include doujin games?

JR: I don’t know. We don’t know. We really...

JS: Double as much, twice as many?

JR: Maybe... maybe.

JS: An unknown number, impossible to estimate?

JR: Yes, it’s quite difficult, but for example, when we research old computers like PC-88 or MSX or
PC-98, yes, roughly it [doujin games] doubles the figures. But only for computers, not for consoles. |
would say 75'000; half of the 75'000 games are computer games. We have a database with almost
everything in it, so we were able to use this figure since just one year ago. Until then we didn’t know
the exact number of games released in Japan.

JS: That database is commercial not doujin...

JR: Yes, commercially sold games. So it includes arcade games, console games, old computer
games, and also Windows games, and so on. When I say 75'000 I’'m including the games that were
released this month, but at the GPS, usually we work only on old stuff and are not putting effort, for
example, into preserving Windows games. We stop at PC-98. If we stop at PC-98 and if we deal only
with the oldest console games...

JS: You mean like Famicom, Mega Drive?

JR: Yes. The exact figure for us would something like 28'000 games which need preserving now.
Those are a priority.

JS: What are the dates this would occupy? Starting in the 1970s and...



JR: In the seventies we have only arcade games, the oldest arcade games, and a few computer games.
Some released on vinyl records. It was BASIC stuff. When I say BASIC, I mean the OS. At this time

the only available computer was a “maikon’C kit”. You didn’t buy a computer, you bought pieces of
the computer and made it yourself. There was still no software released at this time, so only record
LPs, and most available programs were released in magazines. You had to type the list yourself.
That’s why magazines from the 1970s are very important. Magazines from this era are /O and ASCII.
They both started in 1976. And in 1979 ASCII released the very first games as a package. I think it
was December, so in fact it’s really starting in 1980. So if I said that I have material from the
seventies, it’s true, but let’s say they’re all from the eighties for computers, <laughs> because it’s
just one package.

We mostly concentrate on computer games today because they are the most difficult to find, they
are the weakest, and most of them were never released out of Japan. For example, when you’re
dealing with the Famicom, the oldest games are 1983, and most of them were released outside of
Japan. Even in 20 or 30 years I think you will still be able to preserve them. But for floppy disk, in
some ways it’s already too late...

JS: And audio cassette tapes.
JR: Yes, yes. But floppy disks are even weaker than cassette tapes.

JS: You mentioned 28'000 as a goal. How many games are owned or preserved by the society
right now, what percentage are stored here?

JR: There’s a huge collection of computer games on the second floor. They are almost all my private
collection. We had to decide who is doing what; I’'m the main collector of computer games today in
the society. Today, I think I have around 10'000 computer games. But it’s not unique titles, I have
several copies of the same games. It’s hard to define how many different games I have, I don’t
remember the figures. I have to look at my documents, but within the 28'000 [priority games] there is
something like 3'000 arcade games, and no more than 9'000 console games. More than half the games
are computer games, so it’s a really difficult task. It’s not like console games. With those you know
what was released so you can make a list and collect everything. There are many console collectors
around the world. Many people have a complete set of Famicom, PC Engine, or Mega Drive games,
but no one in the world has a complete set of PC-88 or FM-7 or X1. It’s impossible.

JS: Some were released in tiny quantities.

JR: Yes. So the first task is to compile a giant database of everything. Even today we discover games
we’ve never heard about before, so we’re adding to the database. Not everyday, but I would say we
add one or two games every week.

JS: Do you have plans to make it public?

JR: In the end, yes. If it was possible I would make it available to everybody tomorrow, but
unfortunately it’s not possible because it’s not a single database. We are three people working on
three different databases. First, we’d have to merge everything. The other problem is that the database



1s mostly for managing our preservation work. So they’re not something directly usable for the public.
There is a lot of work to make it a public database, and the problem is we lack database engineers.

JS: And it’s all in Japanese?

JR: Yes, you are right. There is not even English or romaji Z readings of the games, so it’s a lot of
work. Every pronunciation and romaji equivalent has to be filled into the database.

JS: You mentioned three databases. How come it’s fractured? What are the differences?

JR: My database deals with computer games and another guy is dealing with console games, and
another one is dealing with game material such as magazines, books, CDs, hardware, and so on.

JS: If someone said we need a list of a company’s games, would you...

JR: Yes sure, sure. As long as someone doesn’t ask for a complete list of Famicom games or stuff
like that. If it’s not something already available online, I would be happy to help.

JS: You’re French, in charge of a society in Japan. How did other members react to that?

JR: It is unusual, but if you look at Japanese history you’ll often find that many important parts of
Japanese culture was preserved by foreigners. So this happens. It’s unusual, but there is no resistance.
To tell the truth, Japanese people have quite a different view of what culture and preservation is. In
France, in England, for quite a long time we’ve had museums, we have archives, we have libraries.
But for Japanese people, I’d say this is something new in their history. They don’t keep old stuff. For
example, when you visit an old temple or something like that, it looks original, but in fact it’s rebuilt
every 20 or 30 years. But they are using the same techniques. They are going to look for the same
wood, in the same place, so in some way they are preserving the “know how”, they are preserving
their culture, but it’s not something widely available. You cannot easily become someone working in
a temple. For games, people do not consider a game to be a cultural item.



JS: Professor Nakamura at the Ritsumeikan was talking about games being cultural artefacts.

JR: Yes, but that’s quite recent. In some ways that’s natural because it takes time for something to
become a culture. For games, maybe it will take 10 or 20 years, but in 20 years the problem is they
won’t exist anymore. We have the Famicom, the Famicom will still exist whatever happens, but what
about all the computer games, what about the arcade games? So this is something we definitely have
to do today. We have to anticipate the fact that in the future it will be regarded as important culture.
As I told you, i1t’s already too late. We should have started this 10 or 20 years ago. But anyway, let’s
try to do as much as we can. So, how much time do we have left? I don’t know. Maybe for some
games it’s too late. For some we still have 3, 5, 8, 10 years, I don’t know. No one knows. Our first
mission is to do whatever we can to increase the time we have left. To keep the games we gather in
the best condition possible, so we keep everything at the best temperature and best humidity.

JS: What is the best temperature and humidity?

JR: Humidity, definitely it’s around 40. Between 35 and 45 would be the best. So as you can see
today we are just below 40 which is good.

JS: Is it possible that the humidity can be too low? What if we had zero humidity?

JR: No. This is not possible because this is relative humidity, but below 30 is not good. If it happens
then we have to humidify the room.



JS: Because the boxes can dry out.

JR: Yes, the paper is a problem but also it’s a problem for floppy disks. What is not good is to have
the humidity changing. For example going from 30 to 50 and going back to 30 and so on. This will
definitely damage anything. The same goes for temperature, but for temperature we have some

problems. The best temperature would be below 15 degrees Celsius.2 But keeping it below 15
degrees is a huge effort, we cannot afford it as a small society. And the other problem is that below
15 it’s almost impossible to work in the same building. Also, when you take out a game from the
archive and you want to work on it, you have to wait until you are at a temperature over 18 degrees.

So in the end we decided to keep everything around 18 and 21 degrees Celsius.”
JS: How did you calculate these numbers?

JR: Well, we researched and we asked around, including universities in Japan and America. You can
find quite a lot of documents and reports about that, so it’s not magic numbers. The biggest problem in
Japan is definitely humidity in summer. If you do nothing, if you are living in a typical Japanese house
or apartment, you will have in the middle of summer more than 90 percent humidity, and temperatures

between 24 and 28 degrees.8 With humidity over 60, and temperatures in that range, it’s the best
match for your materials to rot — paper, floppy disks and cassette tapes. You will get a lot of mould in
your materials in a very short amount of time. Almost all the material we’ve gathered here has not
been cared for by people for 20 years. I would say that half, or more, needs cleaning before being
preserved. Keeping them at low humidity will prevent the mould spreading over games, but we still
need to spend a lot of time to clean every floppy disk.

JS: There’s a natural disaster, you have to escape the lab, you can only save three items —
WHAT DO YOU GRAB?!

JR: Wow! <laughs> Well, first I think it’s quite heavy but I’ll take the backup of everything we did
here. So I’ll take this server with me

JS: You’ve only got two items left.
JR: I think I’ take Panorama TohSL with me, from Falcom. Hmm... Yeah I don’t see a further item.
JS: Really?

JR: Yes. Panorama Toh, because privately it’s an important item for me. But then everything is
important. I can’t say it’s more important than another. We need to preserve everything, so a third
item would be everything. </aughs> What’s important is that today, what we are trying to achieve is
not to preserve all the games we have. This is the dream, the final goal. Today our task is to prove, to
show that it can be done. Here it’s mostly like a proof of concept. We are dealing with all kinds of
different games, all different kinds of floppies, tapes. We are dealing with all the problems we could
face during preservation. We can now say: “We can do that on a limited number of items, like a
sample. Now let’s do it for real, but we need a larger place, we need people, and in the end,
unfortunately, I think we need money, because time is money.”



If T have 40 years in front of me, maybe we can do it, but unfortunately I think in 10 years there is
nothing more we can preserve because it’s too late. If there is a huge movement for preserving
computer games, this will have to start in a few years and it will have to be intense, with many people
working every day. It cannot be just random people, because floppy disks are weak, they need
cleaning, and if you don’t handle floppy disks correctly you will kill it.

JS: What could kill a floppy disk?

JR: Well, when you remove the mould, you mustn’t scratch the surface of the floppy disk. You use a
kind of chamois. We need to use that just to remove the mould without scratching the surface, and it
takes time. It’s quite difficult and if you make even a small mistake, you lose some information on the
disk, so then you need another exact copy to compare them, to make a recovery of it.

JS: When preserving floppy disks, specifically the disk for saving data, once used it’s
irrevocably changed and impossible to preserve?

JR: Yes, we have a policy — we have many policies — but one of them at the society is, as much as
possible, we try to locate an unmodified copy of the game. Which means if you play the game, for

example an adventure or RPG, and you save on the original disk, it’s not original anymore. It’s
modified.

JS: Is this why the TOSEC82 sets can sometimes have the same game duplicated multiple times,
because if they find different versions with slight data variations, they include all of them?

JR: Yes, but TOSEC is just people gathering cracked images that are available on the internet. It’s
not a preservation job. So I don’t think someone at TOSEC bought a game and tried to read the floppy
disks, because even if he did that, the dump cannot be played on the emulator because there is copy
protection. So in the end you need to crack, you need to modify, you need to change the binary to make
the games work on an emulator. But at the GPS, we are preserving the whole thing — we don’t change
anything. We keep the copy protection and, if possible, we want an unmodified copy of the game.



=4 a= |'H'j|:]=|.1, "
LN

"-'-“U-I'JIEI'_Ir.:qn sl
o it L

H-REd O il B s
e R T e
- [ i 1

JS: Ultimately, what is this for? If you’re preserving the entire thing, is this so people can play

the originals on the original hardware?

JR: Every day I’m thinking about it, maybe next month I’ll say different things about what we can do
with what we’re preserving. I think that it will be quite difficult to have a game museum where you
can play everything. What could be done is like an archive. Not a museum, but a library where you
know all materials are kept. Not only paper but digital copies of the games. So if you’re doing
research about games, if you are involved in game programming, if you are trying to write about
history, this is definitely the kind of place you want to go.

JS: The important thing is to preserve it before it doesn’t exist.

JR: Yes, and I think no-one has a good answer today, because no such archive, no such museum
exists. So let’s do it before it’s too late and before it’s needed. I’'m doing preservation every day, but
I don’t know in the end how it will be used. Maybe I can show you some basic preservation with

floppy disks.8
JS: Is this a standard PC-88 disk drive?

JR: No, no. We need to have the best resolution as possible, so we’re using High Density drives.
This drive was made 10 years ago.



JS: For use with a Windows operating system?
JR: Yes, yes. For Windows or DOS.
JS: What disk have you placed in there?

JR: Oh, it’s a blank disk just for calibration or to remove anything on the head, if there is some
random dust.

JS: How much would all of this technical equipment cost?

JR: Wow. The drives definitely cost a lot because we need reliable drives, if possible new ones, and
the production of floppy disk drives, I mean 5in, stopped 10 years ago.

JS: All this equipment is bought with donations from members of the society?

JR: Yes. We have some donations and we have around 15 supporters which are paying an annual fee,
but of course it’s not enough, so members actually buy materials for preservation.

JS: As a non-profit organisation you need to show, not only where the money comes from, but
where it goes, down to the last yen?

JR: Yes, correct.

JS: You’re about to back up these floppy disks?

JR: No, it’s not a backup. We are sampling, that’s quite different.
JS: You take all the data from the disk?

JR: No data. When you read the floppy disk, on the surface it’s made of... Maybe ferrite?3* It’s
magnetic. So you have north and south, and the head will go over it and you’ll get something like that
going up and down. So we are sampling this signal. We do not have data yet. Nothing, just signal.
This 1s what is really on the surface of the disk, and from this sampled signal we will analyse it in
place of the machine. So we can understand how the tracks and sectors are made, what is irregular,
where is the copy protection, and so on. It’s not a backup, because a backup would be, you put the
disk in the PC, it reads what it can read. Then you get data and it works or it doesn’t. If it doesn’t, you
need to modify it to make it work. It’s quite a different process.

JS: Do you actually back up data for any game?
JR: Direct backup? No.
JS: The sampling that you take of this disk, what can you actually do with the results?

JR: Imagine that these drives are like a scanner, and the floppy is a paper document, so I’m scanning



the floppy. But after, if you print it like that, maybe it’s not good because you have to restore or
modify. There are a lot of things you have to do after the scan before printing.

JS: Hypothetically: you sample these DIOS disks and then through some freak occurrence
every DIOS disk on Earth is destroyed. All that is left is the sampled data. Would you be able to
play the game again using that sampled data?

JR: If the sample is good, we will check it. It’s like when you scan a document, you open it in
Photoshop and check it. You have to check that physically the sample is good. If the sample is good,
the answer to your question is yes.

We’ll be able in 10, 20, or 100 years, you just need to spend time on it. It’s just like the scanned
document. If you want to make it clean and print it again, there is a lot of work. It’s exactly the same
with the floppy disks.

In some particular cases where the copy protection is... I mean if they did something very
irregular on the floppy, for example, there are holes, they made holes with a laser on the floppy disk,
and so on. For this type of unusual copy protection we need to do more. But for Japanese stuff there is
only one game with holes.

JS: Which game is this?

JR: It’s a game from Kogado. It’s called... I think it’s Cosmic Soldier. To tell the truth, the copy

protection used by Japanese developers on their games is not high level like it was for the Amiga and
Atari ST.

JS: What is your view on piracy and do you think it could be useful? There was a fascinating

article3> which said that because these floppy disks are dying, and nobody is preserving them,
we might be in a situation where all that’s left is a pirated copy.

JR: Yes, that’s true. That’s the case today. I think that 99.9 percent of available materials today are
cracked copies of the games. All those copies were made like 25 or 30 years ago, so because of
piracy we still have something. Even if we do not succeed in our mission... Well, it’s better than
nothing of course. The question is this: “Is copyright a problem or is piracy useful?” It’s quite a
difficult question. I think that copyright is definitely important and needed, but if copyright stops you
from preserving materials, there is a problem.

JS: Do you feel the GPS is restricted by any laws at the moment? Is there anything you’d like
to do but cannot because of the law?

JR: No. We have the right to preserve the games we have. We are not making copies. It’s just like
scanning documents. We are not selling anything, we’re not publicly releasing any materials — we are
preserving. So we’re okay with the law, but for example that unreleased Hudson game I showed you.
I think this should be available, should be released so people can see it, can work on it, but
unfortunately we cannot do that.

JS: Because that would break the law?



JR: Yes.
JS: You’re sampling a PC-88 disk, how long does it take, from disk to disk?

JR: These disks are not of good quality, but they are in very good shape, so I’'m making a quick read
of them. I think that will be enough.

JS: They’re not of good quality but they’re in very good shape, what does that mean?
JR: It’s like paper, you have paper of good quality, like in magazines.
JS: So it was cheaply manufactured but well looked after over the years?

JR: Yes. For example, companies like Nihon Falcom used very good disks to duplicate their games,
but I think Zainsoft chose cheap disks.

JS: If some madman breaks in and says, “Tell me your three favourite games or I’m burning the
laboratory down,” what do you say?

JR: <laughs> It’s very hard to answer. It’s not enough to say three. It depends if it’s a game I really
like and want to play every day. So, if it’s something I play every day, I would say that one of my
favourite 1s Super Street Fighter 2. 1 still have it here. Not every day, but I’'m sure that when I’'m 70 I
will still be playing this game. <laughs> And 1 love Katamari Damashii, the first one for the
PlayStation 2.

<looks at results of disk sampling> So no fancy stuff, just regular sectors here, quite easy to read
and understand. So the first floppy 1s okay. A normal image conversion is enough to play it on an
emulator.

It’s not a good thing though, because emulators for old computer games are really not accurate. I
would like emulators to improve, to be more accurate, because a floppy disk is not only data. There
is also some analogue stuff which is not emulated or supported by emulators. We need emulators in
the future, but if we have no other choice than using an emulator, let’s at least make a good one.

JS: There’s that Super Famicom emulator...

JR: Yes, yes, like Higan I think! 8¢ This is maybe the greatest emulator on Earth for videogames! So
this is a good example to follow, but it’s a little more difficult when you are dealing with floppy
disks, because there is the drive, the drive response... So if you want to make something truly
accurate, it’s difficult.

JS: Talk us through some of the equipment that you’ve just switched on.

JR: Yes, this is a custom PC-88 I’m using for testing preserved materials. So we are playing back a
re-mastered game on the real hardware.

JS: What are those two items at the back there?



JR: Oh, this is to replace disk drives. So the floppy is calculated on this computer and then the result
is streamed through USB to this other computer, and then it will react like real floppy disk drives. So
there will be no difference between the real disk and what is streamed from the computer.

JS: Are you the first person to have created this style of setup?

JR: I think this is done widely all over the world with a lot of PCs, but to be frank, not many people
are doing this in Japan. So me, Mr Fukuda and... anonymous people. <laughs>

JS: This is basically a floppy emulator...

JR: Yes, this is the HXC floppy emulator made by a French guy, a member of the MOS5.COM game
preservation group in France. We are working together on Japanese stuff.

JS: You said this was a PC-88, do you have a similar setup for PC-98 or Sharp X1 computers?
JR: Yes. We have all computers available here. We can do testing on almost any system.
JS: All of these computer models are unique. How many computers do you have?

JR: I don’t know. I don’t know... To be frank, it’s not really a collection, it’s really needed for
preservation. They’re all functioning.

JS: You mentioned there’s some computers you don’t have because they don’t have any games
for them. Which are they?

JR: Oh no, no. There are many computers which have no games. Since I’'m not a hardware collector |
don’t buy them, but there is, on the contrary, very few computers which have games where I don’t
have that computer. If I don’t have it, then they are very difficult to find.

JS: Which computers would these be?
JR: For example there 1s the Hitachi MB-S1. This one is quite difficult to get.
JS: How many members are there at the Game Preservation Society?

JR: At the moment the core members are 15, and we have something like 15 supporters, so it’s 30
members. Which is not bad. I mean it’s people really involved in preservation. Active at some point,
with something in the process, and then we have people helping, so they are not members, but when I
have some technical questions, when I need something. There are many people around the GPS who
are not members, but are doing something for us. I would say in the end maybe 50 or 60 people
around game preservation, which is quite a lot. But we are dealing with so many different things,
many different machines, from arcades to consoles, cassette tapes, CDs, and so on. While books and
magazines are another story.

<DIOS boots up on PC-88>



JS: This is from the disk that you sampled.

JR: Yes. So the protection used by D/OS 1s analogue protection. So the bits are not correctly aligned;
you can read the disk, you can copy it, but the copy won’t work. But because this 1s an analogue copy
it works on the real hardware without removing the copy protection. It’s quite simple protection, so it
was possible to convert it for the floppy disk card emulator.

JS: The thing people won’t notice if they emulate are the monitor scanlines.

JR: Yes. Very important for the PC-88. It’s not square. It’s like a panoramic screen and so the size
between each line 1s very important for the PC-88. This is why you can never get the same result with
emulation, because with emulation you have one line of pixels and you have one black line of
scanlines. It’s not far from the real thing, but in the end it’s still different.

JS: I usually disable scanlines in the emulator. They make it look too dark.

JR: It’s black lines. It’s very, very hard to have the same result on an emulator. It’s better to have
some forced scanlines on an emulator than no scanlines at all, but yes, quite difficult to have the same
results. But with very high resolutions, for example this is a 4K monitor, I think that we could
simulate the same render as the original monitor, but no-one has done it yet. I am using 4K because
I’m working a lot on the database, so it’s very useful to have a large screen. And we are doing some
video editing. All video capture is done at full HD, so when you edit full HD it’s better to have a
screen which is going higher than full HD.

JS: This is where you edited the video footage of the DECO cassette games?8Z
JR: Yes.
JS: You thought the DECO cassette was lost?

JR: Yes. I told you we were doing proof of concept with computer games and console games, but
with the DECO cassette we had to do everything from scratch and by ourselves. We could not afford
doing so much research just for a sample, so we did the full project and it means that today we are
able to repair Data East’s DECO cassette, and we have re-mastered every single game for this
system, so we are pretty sure that even in 10 or 20 years, we’ll still be able to repair such a system.

JS: So if an old DECO cassette tape dies, you could put the data back on?

JR: Yes. We’ve done that for many titles already. They were already dead, you couldn’t read them on
the real hardware, but we used techniques to recover what we could from the tape, re-master them,
and then write back the information as it was written.

JS: Which games did you revive?

JR: Well, quite a lot. There are over 40 games for the DECO cassette system, and I remember I had a
very hard time with a few of them. Some were... I had just one copy of the game and it was in quite



bad shape, so I spent a lot of time on it. But it was not worth the job. </aughs> Because in the end
the game was horrible! But for preservation, even though I spent 15 hours on this game, and maybe
just 2 or 3 hours on a better game, for me it doesn’t matter. It has to be done even if the game is bad.

JS: Regardless of quality, all games are equal in the eyes of preservation?

JR: Yes. We don’t make a selection. We don’t say this is more important, so we’ll do it before
anything else. The priority is weak materials. Materials that are getting damaged by time every day,
so the priority is floppy disks, especially those that are already damaged or of bad quality.

JS: Has anything been lost and you’ll never be able to find it again?

JR: I would say that maybe at least between 20% or 30% of computer games are already lost. Maybe
in 10 years you’ll ask me the same question and I’ll say, unfortunately, it’s 40%. Or alternatively,
because we found them and we had the opportunity, time, money, and so on, to preserve them, we
only lost 15%. I don’t know, but I would say at least 20% 1is already lost.

JS: Of that 20% that’s lost, does that mean there’s only cracks available, or is there nothing?
JR: Nothing.
JS: Nothing at all?

JR: Nothing. Because when you are looking for, say, PC-88 games online, you’ll find only images of
floppy disks, but half of the games released for this computer are tapes. Where are the tapes now?
Where? Nowhere! <laughs>

JS: So we might go into someone’s garage, find a tatty box for a game, and inside there’ll be a
tape which doesn’t work. There won’t be a pirate copy, there won’t be a cracked image, there
won’t be anything, just a dead tape which you cannot recover information from. So there are
games which existed at one point in time, but now nobody will ever be able to play again, or see
them, or know anything about them?

JR: For some games it’s even worse because there is nothing even in magazines. So someone will
say, “I had this game,” but there is no evidence of it existing. So if we cannot find a copy, then yes,
it’s lost forever. But most games that were released have some information in magazines, so at least
you know the name.

JS: And maybe a small screenshot.

JR: Yes, maybe, maybe not! <laughs>

JS: I suppose a lot of the work when producing a database is going through magazines.

JR: Yes. Magazines are the first source to make a list, and to put dates and basic information, but then
we need to look at a copy of the game to be sure it was actually released and to know that the



information we have is correct. So all games where we don’t have the package are in a grey zone.
We’re not sure. We pretend that it existed but actually we don’t know.

JS: Like DIOS on CD? There are adverts for it, but no one has seen a copy.
JR: Yes, so DIOS CD, now we know that it was definitely released, but who kept a copy?
JS: The only difference in the packaging is the little sticker on the back?

JR: Yes. So maybe in some second-hand shop they have a lot of old DIOS boxes and they don’t know
one of them is on CD. It’s possible.

JS: Didn’t Mr [REDACTED] mention that NEC intended to give copies of DIOS CD to people
who had bought that model of PC-88?

JR: Yes, this was the deal but unfortunately it wasn’t done. He said about 500 copies of DIOS CD. 1
know many, many game collectors, PC-88 collectors in Japan, and no-one has even seen D/IOS CD,
so it’s really rare stuff.

JS: Tell me about unreleased games. Is that also something which the GPS tries to track down?
JR: Not really. We are tracking down the information. We are trying to understand why it wasn’t
released. Sometimes it’s quite difficult, sometimes some computer games are said to be unreleased,
but then we find a copy of it. But it was in such a small amount many people thought it was
unreleased. But we are not collectors. It’s interesting, for example, to get an unreleased game or

unfinished game, but it’s not a grail for us. I put much more time and effort to looking for stuff like
cassette tapes, old Hudson games for example. For me this has more value than any unreleased game.

JS: Really?

JR: Yes. Usually games are not released for a reason. I could speak about this game. I think hundreds
of people are looking for this game called PC Cocoron for the PC Engine. This is unreleased, but the
game is finished and this is it. <shows original>

JS: May I take a photograph of this?
JR: No.

JS: Really?

JR: No.

JS: Okay.

JR: No. It’s the same as the Famicom version but for the PC Engine.



JS: How did you come to acquire it?

JR: It’s not mine. It’s from one of our collectors in the
GPS, so my job is just to preserve it, that’s all.
<laughs>

JS: Have you heard of the ASSEMbler forums? It’s
a forum where American and European collectors
trade rare items.

JR: They are collectors. They want unique items.

JS: Some will group together in order to fund the
purchase of prototypes.

JR: Yes. I can understand that. It’s like a treasure hunt.
That’s fine; I think it’s cool, it’s nice. But putting so
much money on such bad games. [ would say: let’s use
this money for more useful preservation work!

o
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JS: Frank Cifaldi in America paid $2'700 for
Bioforce Ape. That game was amazing to play!
Worth the effort I’d say. It’s lot’s of fun.

JR: In that case, yes. It’s really interesting then to
make it available, but that’s another question that’s
quite difficult. In terms of the law.

JS: So why can’t I photograph that? Is that because !
there’s no image of it online?

JR: No, because it’s not mine. I would need authorisation from the owner.

JS: So how many unreleased games would you say have come into your possession in the last
two years since starting this society?

JR: Not so many, but mostly console games, Famicom, Sega MKIII, PC Engine. I would say between
20 and 30 titles. Not only unreleased materials, but works in progress. Or demos.

JS: Can you list ALL the names?
JR: Well...

JS: Simply knowing an unreleased game exists and knowing the name, is valuable in itself.



JR: Oh, but we all know about that because for console games, usually like 3 or 6 months before the
release date there is a mention of it. So speaking about games that were unreleased and that are
unknown, [ don’t have any.

JS: You haven’t stumbled across any surprises?

JR: No. Not for console games.

JS: Apart from that Hudson game, that was quite a surprise for you.

JR: The contents were a surprise.

JS: Have you come across other, similarly rare items? With only a few copies?

JR: Yes. This one. There were only 15 copies of it,
but in the end I think that Naxat Soft made more. It was [t
Super Real Mahjong PII&III Custom. And it’s a
special version. But what’s different? The special
version is not censored. So you have nudity, which
was otherwise not normally permitted on the PC
Engine.

JS: Isn’t this illegal under Japanese law?

JR: No... How old are they? It depends, if they are l'
only 15 years old it is. Let’s check... <opens manual>
Hmm, they look young! Right...

JS: You’ll have to send that to the government, for = '
summary combustion. "

JR: Ahh... No, first [ have to give it back to the owner. </aughs> So you had to complete the game,
then you get a password, you send it to Naxat Soft, and the first 15 people to send the password could
get this special version. And it’s not pressed, it’s home made. It’s a CD-R.

JS: And this is numbered #8.

JR: Yes. But unfortunately there are also copies of this. So sometimes it’s quite difficult... This is
definitely an original copy. </aughs> A genuine burned copy.

JS: Is the cover for this the same as the retail?
JR: Yes, it’s recycled. That’s the problem!

JS: The only way to know it’s the special, is because of the little red “not for sale” stamps?



JR: Yes. This one is expensive. But it’s funny, because even if it’s 15 copies, maybe more, it appears
very often on auctions, or in shops in Akihabara. So people maybe buy it, play it, make a back-up, and
then resell it. But [ would say no less than 200'000 yen.

JS: That’s £1'300 / $2'000!

JR: Yes. And because it’s CD-R, it has a very short life. I think that in a few years you won’t see it

anymore. They will just be copies and it will be easy to spot them, because this CD-R was made in
1993, or 1994, before people could make CD-Rs at home.

JS: Do you compete with private collectors?

JR: Yes. It depends, because it happens every day. So I have my preservation responsibilities, and |
have my private collection. That’s two different things. For example there are some old tapes, I think
these should be preserved, because we don’t have them in our archive. So I’'ll buy them, of course.
But if there are competitors, and they are bidding a large amount, of course I will give up. But if it’s a
very rare item I also want for my private collection, then I will compete. If possible, I will try to get
it.

JS: What’s the most expensive you’ve bought?

JR: Luckily I have never spent more than 100'000 yen on a single game. I think it wasn’t even
100'000, so it was like 95k or 98k. I bought several at this price. One is an old Enix adventure game,
called High School Adventure. Also, 1 bought very rare stuff from Koei. Just let me check the title,
because some other games have a similar name. I think 1t’s My Lolita.

JS: How many games are in your database?
JR: A lot! <laughs> Yes, it’s My Lolita.

JS: My Lolita is illegal today?

JR: Oh, completely. Yes. Completely.

JS: Are those the rarest items you own?

JR: I told you about Panorama Toh, but of course it’s rare, it’s valuable because it’s Falcom, and so
on. A few people have it anyway. Images are available on the internet, and so on. So it’s not lost. It’s
just a valuable item. Let me find something more interesting. <scans computer>

JS: Do you help private collectors back up rare items they own?

JR: Yes, of course. Because they have some rare stuff, but they cannot read it anymore on a normal
computer, and usually they want a backup for emulation. So I say, OK, let’s see what we can do.
Usually I succeed. I give them enough information so they can play it on an emulator afterwards.



JS: Did you study technical work like this while at university?

JR: No, no, no. I learned everything which is related to preservation — computers, floppy disks, CDs,
and so on — I learned everything from scratch when I started preservation. I'm a network engineer. So
that’s quite different. One of the rarest titles I would have in my collection is Soft House Satsujin

Jiken .8 You know for example Portopia Satsujin Jiken? So that kind of Satsujin Jiken series were
quite a trend, back in the day.

Oh, I forgot! I said it was less than 100'000 yen. But definitely the most expensive item I bought
was 109'000 yen. It was not on auction. This usually happens. I have a message from a private
collector. He says he needs money, and he knows about my project, about my collection, and he says,
“I have some rare items, is there anything you would like to buy?” And he had this game, so we
negotiated for quite a long time, and then...

JS: What game was this?

JR: This was Soft House Satsujin Jiken. It’s a tape game, there’s not much information about it. It’s
an adventure game and — as far as I know — it’s not available anywhere. And it’s for the MZ

computer. Not many fans around for the MZ.82

JS: Were there ports for it to any other system?

JR: No, no.

JS: You have an item where there is absolutely no other way to experience?
JR: Yes, I have a lot like this. But this one is very valuable.

JS: Tell me about unique experiences. What interests me are games where it’s impossible to get
that experience other than with the original.

JR: Well, the Data East cassette system is the same. Because emulation is not very accurate. It’s not
good for this system. So this is definitely something you need to play on the real hardware. Happily,
most of the stuff we’ve preserved for the Data East cassette system, you could play them at the
Natsuge Museum. Not all, maybe half of the over 40 or so games were available in Akihabara. But it
was only for a very short amount of time. Today, if you really, really want to play it, there is no
possibility.

JS: It’s not properly emulated?

JR: No, it is not. Like most games! </aughs> The people working on emulation, they’re doing a good
job, I think. But for example, for the DECO cassette system, they don’t have a DECO cassette at
home. They don’t know the game, but they are making a driver for it. So you have to tell them, no, the
speed is different, the colours are different. And here it’s not a bug, so please don’t fix it. And so on,
and so on. Because they are not emulating the hardware, they are just simulating the result. They
pretend that the game in reality is running like that, so if you ask another guy to make a different driver
for the same game, you’ll have maybe a different result. Afterwards it’s like tweaking or changing a



few values for the speed, and so on. But it will never, never be the same. Because emulators have to
be accurate, and you have to emulate every cycle of the hardware. But people are mostly
concentrating on the software, and the final result on the screen. We had no choice with the
technology of 10 or 15 years ago. But today it’s a different story. If you say, for example, to the
people who are working on the MAME drivers, “OK, let’s do it again. Let’s restart everything from
zero.” They’ll say no, no way!

JS: Didn’t they already restart MAME, a couple of times? Which is why old ROM sets don’t
work with the latest version of MAME...

JR: Well, ROM set is a different story. Usually people who are making the driver and people who
are dumping PCBs are different. If we give up with MAME and another project is started, it would be
good news for me. What has been done in terms of PCB preservation can be recycled any time. I
mean: you read a ROM, your read is correct, or it is incorrect, so we still have bad dumps, but most
of them are good, so it can be recycled in another project.

JS: I wanted to ask you about the Japanese government’s statement that they can only
preserve games from 2000 onwards.

JR: Well, I was told that, during a meeting with the government.
JS: You actually met the government?

JR: Yes, a few times. This is official, the government today is putting a lot of, [ won’t say effort, but
a lot of money into... Their first step is to build a database of subcultures, including animation, manga
and games. It’s a 5 year project and now it’s the 4th year. It’s a government project so it’s quite
difficult to get the contract, but as an official group recognised by the government, the Game
Preservation Society has the chance to try to get a contract. It’s not just one contract for everything.
For example, we could get a contract just to build a public database for computer games, and that was
the 1dea. To tell the truth, the government came here to the Preservation Society and they told us, “We
have no knowledge, we know nothing about computer games, and we tried to do that with universities
but they have only knowledge of console games, not arcade and not computer games. So we heard
about you, we came, show us.”

<Joseph shows report>
JS: Wow. You got a report from them?

JR: Yes. This is a report of government activities for this 5 year project, but for last year. So there is
a lot about who 1s doing what, and every single meeting is inside.

JS: Is there a report on meeting you?

JR: Yes. We had two huge meetings with them. One here, and another one with a collector of arcade
games, and we were asked to do the job. So we applied to get the contract, but the university had the
full contract for the project regarding games. So what you saw in Kyoto, one week ago. They are



building a public database of Japanese videogames, and the government asked for a complete
database of everything. Unfortunately this is not something we could be involved in.

JS: So there’s a rivalry between your groups?

JR: Well, on this contract, yes. Because this would have been our first contract. Our mission is: we
are an NPO, we are registered by the government, so we need to do something for everybody, for the
public. It doesn’t mean that we work for free. We don’t get a salary from the NPO. We could, but we
don’t even have enough money for preservation, so we’ll definitely never get a salary from what we
are doing here. But talking about something that has to be done in a very short amount of time, a
database is quite difficult, so we had this opportunity to spend the last one or two years hiring very
skilled people. Database engineers, and also hiring people that are happy compiling all the data for
the government. My project was to hire eight people. Everyone was okay, and I was involved myself,
so I would spend one year just on the PC-88, because I have enough material. I know almost all the
titles. For me the job would be to go after every package and add all the information to the database,
and this would have been done for every other system, every other computer, FM-7, X1, X68k, MZ,
and so on. We told the government we would give accurate information for almost 15'000 games in
two years.

JS: So where does the government’s year 2000 date come from?

JR: This was someone from the government’s Bureau of Cultural Affairs, so this is the top. It was
right when a famous French guy put his whole collection of Japanese games on eBay for one million
dollars. When collecting console games, if you have the money you can do it — but they’re in such
good condition, most of them were sealed. So you know when you open it you’ll find everything that
was in the box at the time. This is what is interesting, in terms of information for a database. So I told



this representative of the Bureau of Cultural Affairs, the government has a chance to gather what they
otherwise could not. Because the national diet library has almost nothing before 2000. I told them
this, because for years they kept saying it’s hard to get old games. I said, now it’s your chance to get a
full collection! That person said they already made a decision, which is to not look after games
released before 2000, because 1t’s too difficult, because it would take too much time, too much effort.
So they just gave up on this idea. So I said fine, maybe for you it’s impossible. You decided that it
was impossible, but now there is a possibility, you just have to say yes. And they said no, i1t’s already
decided. That’s the Japanese way of thinking. It was more than one year ago, I think it was in July
2012.

JS: Isn’t it odd you’re head of the GPS? When you collect PC-88 games, aren’t you looking at
them with a French perspective?

JR: Sometimes. Sometimes I do, sometimes I don’t. Usually I don’t, because I’ve known Japanese
games for quite a long time now. I made the effort to buy the systems, and to play almost all games I
had for the PC-88. So when I talk about games, usually I know these games. I can tell you why this
game 1s important, and why it’s technically impressive for that time, not only now. For example, when
you play Ys for the PC-88, and you show the original Ys to someone, maybe they say, “Come on, there
are more colours on PC Engine. So the PC Engine version is better.” The context is really important.
In art, it’s the same. There is a context you need to understand: when, who, how. So you can start to
criticise, you can start to talk about it as a cultural work. So even if a game 1s not so good, there might
be some very interesting technical points. Talking about games, not just playing, is important, but you
need to understand when the game was made, for which system, and what this system is. What are the
difficulties when developing on this system? Who bought the game at this time, why, and so on? This
is the interesting story, that you will never know, you will never understand if you are not in the
country, if you do not understand the people or have the knowledge about that culture.

You cannot spend 5, 10 or 20 hours on each game to document it. We should, of course. I hope
that there will be more and more game historians in the future. Those who take the time on just one
game and try to tell you everything about this game. But if you want this kind of person in 10 or 20
years, or 100 or 200 years, to be able to do this job, you have to let them access the materials. So in
my mind, when I started the preservation society, I was already thinking about a future when there are
no copyright problems. When everything is freely available, so anyone can re-use any old materials,
work on them, and so on.

JS: Do you think people will still be talking about videogames in 100 years?

JR: I don’t know. Maybe. Maybe not. With music we always listen to Mozart, and so on. It’s always
the same, known stuff. But when you’re talking with... For example, my girlfriend is a musician. She
knows a lot about the history of music. She will start talking about people I have never heard of
before! So I think this applies. In 100 years I’'m sure Mario, Zelda, they will still be here. In some
form. But what about DIOS? 1 don’t know. But maybe you will find someone interested in old stuff,
who will say, “Wow! They did that 100 years ago! Look!” Maybe if it’s just one person, it’s enough.
It was worth the work to preserve DIOS. This 1s my thinking, I’m fairly sure there will be more and
more people interested in old games. Not just because they played them, but because they don’t know
them. They will want to discover them. They will have fresh eyes. Even myself, [ don’t know how the



future will judge our culture.
<we both take a break and enjoy a coffee>

JS: The highest you’ve ever seen a game, was High School Adventure, which went for over
200'000 yen. Is that right?

JR: 240'000 yen. But I would say it’s a mistake. It’s a mistake by two guys who were competing,
because on Yahoo! Auctions it’s not like eBay. When there i1s only five minutes left, if someone bids

then it will go again for five more minutes, and many people are using software that will bid for them.
So if two people are using this kind of software, it can go for 10 hours or one day, just bidding and
bidding and bidding. I wanted this game. I think I stopped at around 100'000, and in the morning when
I woke up I checked, it was still running and it was over 200'000. I woke up very early and it stopped
soon after, but I’'m pretty sure the two guys never wanted to bid such a high amount of money. It was
like a bright surprise in the morning! </aughs>

Myself, for example, there i1s this game today I really want for my collection, Game de Type, a
typing tutor. It’s historically very interesting, but also I want it for my own collection because I’'m
trying to locate every single Enix game. It’s for PC-88. It’s floppy disk. So to be sure I get it, the
money I’ve prepared for this game is 161'000 yen. I think that it will end around 20'000 something, no
more. But we never know. Maybe I will never have an occasion to see this game. The last time it was
on auction was in 2002, so 11 years ago. I cannot afford waiting again!

Unfortunately this is the type of game I will put a lot of money on. Maybe I’m the only guy to do
that. Everyone says, “Yeah, I got this Dracula X for the PC Engine!” and so on. But if I say I bought
this game for 80'000 yen, no-one will understand me. <laughs> So anyway, the game has the price
you give it. So for me it’s both. Historical value, but also something I really want for my own private
collection. There are only two Enix games for the PC-88 I don’t have.

JS: Which are they?

JR: This one and the other one, it’s called Karakuri Ninpou.2? But this also a very rare game. I’ve
never seen the package.

JS: You don’t know what it looks like?

JR: No, I do not. But the game 1s... One image 1s available online, so the game is not lost, but I really
want to see the package!

JS: Is there a quantity of money that would fix everything, allow you to do it all? Someone says,
“I’m going to write you one cheque...”

JR: Okay. Maybe. Maybe it’s a lot, but maybe it’s not so much. I think the best would be to build a
place that is appropriate for game preservation. But the question is: do we build a place only for
console and computer games, or do we also go for arcade preservation? And if you say yes to
arcades, maybe we’ll need five, six, seven times the amount of money.

JS: Purely because of the space they take up?



JR: Yes, yes. It’s incredible! If you want to keep all cabinets, it’s really, really hard. But let’s stick
with console and computer games. First we need a cheque for building such a place. Then we’ll need
money to run this place; huge electricity bills for several years. Then we’ll need money to spend on
research and hiring people to do the job. So if we need to do that in less than five years, [ would say
we need something like between 20 or 30 people paid fulltime to do the job. I cannot tell you how
much that would cost, but maybe not so much compared to what the government has spent to make...
Well, the project is not over, but I know how much the government spent. The figures are public.

JS: What are the figures?

JR: Two billion??! Yes. Two billion yen. It’s a five year project, but in the end there is only one
single database with animation, manga and games. So no archive. No place you can go to touch, to see
the games. Just one list of released games, animation and manga. So it’s quite a lot of money. I would
say it’s 10 times the money the Games Preservation Society would need to achieve preservation in
five years.

Five years, so it’s 400'000'000 per year, right? And you have to divide this also among animation
and manga. Then we have games, and we have something called digital art.

JS: There’s all these internet millionaires. Wouldn’t it be cool if the guy who invented Facebook
was a game collector and he invested.

JR: <laughs> Yes. I think there is, anyway, a limit in game preservation. Too much money also
wouldn’t be a good thing, because... For example here, it’s all private funds. I’'m working in a
company, I’m an employee, I have a salary. So I’'m doing game preservation using my salary. It’s not
a hobby, because this is not what I would do for a hobby. It’s something that someone has to do. This
1s something that no one is doing today. We have a short amount of time. No time to think, no time to
play games like I would want to. Just a limited time, five years, 10 years. But if you have a huge
amount of money, you tend to use money where it costs a lot of money. For example: buying
expensive arcade games, and making a building for those arcade games. Then you would think that
computer games are something small. Everyone thinks that actually it’s small.

JS: But computer games are HUGE!
JR: Yes!
JS: Because there was no licensing required for it, and a lot of people could do it at home.

JR: There’s no quality control, like Nintendo did for the Famicom. But it’s full creativity. People just
made what they wanted to make. It was quite easy to release something you would never see on
consoles, or even arcades. It’s different, but 1t’s huge. And it’s important because I think you would
never find anyone... I mean you’ve interviewed a lot of people already, I think they all started on
computers. Almost all of them.

JS: A lot of them bought a computer and made games which were published as boxed copies.

JR: Yes, yes! They played Space Invaders, or arcade games, and then they wanted to create



something themselves. So they got a computer and they enjoyed computer games. The console market
came later. So there is something special between 1980 and 1985, where the only way to release
freely a game was to buy a computer and develop on that computer.

JS: You have a lot of passion for this project. But where this desire comes from?
JR: For me, being in Japan today, being almost like a Japanese citizen...
JS: But legally you ARE a Japanese citizen.

JR: Well, yes... I spent a lot of time playing Japanese

games, and making research about them, so in the end I

decided to move to Japan to know more about
Japanese games that were only available in Japan. A&
Mainly PC-88 games. So I had a lot of fun, it was very Pa
interesting. I went to university in Paris to study g "=
Japanese. But | was already speaking Japanese when I % ‘_

went to university. I learned Japanese through games,
so I spent my time in university looking for new games.
But “old” new games. Or “new” old games? </aughs>

JS: Old games you had not discovered.

JR: Yes! Old games, but new to me. So I had a great time with Japanese games. My work around
preservation is because | want to give something back, for all the fun I had with Japanese games. It’s
like a debt. Preservation is something that someone has to do, and I have a debt, so I’'m paying my
debt to this culture. Of course I enjoy this. It costs me money, time, which I could use for something
else. But the most important effort has to be done NOW. I would not do this for the rest of my life.

JS: We’re at a critical stage now.

JR: Yes, this is now, and only for the next few years. This is a difficult situation because it looks like
I’m the only one in Japan taking care of this. Even if there would be another person, or two, it would
be quite different. Maybe we could have preserved more and more games from now.

JS: You’re looking for a likeminded person to take on some of the responsibility?

JR: I’d love to. But it’s difficult. For example Mr Fukuda has responsibilities in the Preservation
Society. He’s spending a lot of time doing research. When he was young he loved cracking games. So
he buys a game, he plays it, even if it wasn’t fun — the fun thing was to crack the game and understand
the copy protection. So he learned a lot about floppy disks; he is really skilled and has the knowledge
needed for preservation. But he hasn’t the time to spend on preserving every floppy. If you play with
figures, if it’s a full time job, and if we’re mainly spending our time on computer games, if there are
five of us, I think it 1s doable.

JS: We spoke about the government earlier on, but they are also hampering you, with new laws,



right? The law about the age of certain people in games, and having to destroy them?

JR: The law is decided, but it’s not enacted yet.22 But when this law becomes active, it will cover
any material. Not just games, but illustrations, manga, animation, books, novels, anything. If the girl,
or boy, looks younger than 20 years old, and there is nudity or something suggestive, then you
shouldn’t have it. You should destroy it, or send it back to the government to be destroyed. That’s the
law. Even for old materials. So it could be ukiyo-e. I don’t know where the limit 1s. Maybe the
government will say, OK, everything which is already in a museum is not touched. They would be
saying this is important culture, but at that time even ukiyo-e was scandalous! Many works were
destroyed. Many survived only because they were taken out of Japan. So now they’re judging present
culture and saying, these have to be destroyed. It’s tragic. So there is nothing I can today because the
law 1s not enacted, but if it is, then we will have to see how it is applied.

JS: So you get a letter from the government saying you need to destroy Eldorado Denki...

JR: It’s by a very famous manga-ka. The game was released by Enix. And the game... It’s just an
adventure game, with graphics of young girls. It’s not suggestive. But it’s nudity. You have young-ish
looking girls, it’s girls with cat’s ears. <laughs> Yes, there is nudity in the game. But with the law
we are talking about, it’s already too much. So I think I would gather all sensible materials into one
big box, and send it to another country! </aughs> Yes, definitely.

JS: Eldorado Denki seems quite innocent.



JR: What 1s innocent, what is not? That’s the problem. The law at that time, and the culture at that
time... For example when we talked about /77 with dB-SOFT. No one in the company thought it was
strange to create such a game. Even the female staff were OK with it. So how should we judge it
today? The problem is that it’s a reflection of that time. So of course if you ask me, /77 is
unbelievable. How could they make such a terrible game! In /77 you have to run, chase a girl, and
rape her. Why? I hope no one after playing the game did that. But there is also some humour in the
game.

JS: If you succeed, you marry the girl?

JR: Yes, this kind of humour. Let’s take it as an example of what should not be done. Or just say, OK,
the people have changed, this was before, and this 1s now. But you cannot destroy it, you cannot throw
away your past. I think it’s terrible.

JS: Is the law vaguely worded?

JR: Yes. You have to explain the law, in the text. You have to put words on the law, to say, this 1s the
limit. What’s innocent? What is not? It’s impossible. If they want to prohibit such materials, they have
to decide the rules. If it’s under 20, if it’s nudity or suggestive, then it ’snot good, it’s out. It applies to
old materials. That’s the contents of the law.

<I’'m given a tour of the equipment in the lab. There’s extensive footage of the Preservation
Society Laboratory on the supplemental DVD>

JS: Are those standardised parts you can buy at any electronics store, or must they be ordered?

JR: No, they are not available anymore, so we had to redesign new ones and ask a company to
manufacture them again. So this was quite expensive. This wasn’t paid for by us anyway, it was paid
for by people who wanted their system to be repaired. But now that we have all the information
regarding those small parts, anyone who has the money can make new ones. So I think the important
job 1s done.

JS: Do you often need things designed?

JR: No, usually you can find almost everything you want in Akihabara. Even for a single transistor,
anything, just if you have the exact information, you go to Akihabara and you can find anything.

JS: What are these exposed circuit boards?

JR: This is the first PC-88, which had no disk drive. And this is an external disk drive. We had a
project with... Not a company, it’s a network of companies in Kyoto, which are making belts, or obi,
for kimono, and also kimono themselves. They’re using some ancient techniques — they decided in the
1990s to change the paper, because they had a huge amount of paper with holes in it, for the pattern of
the kimono. And they changed it to a floppy disk drive system, with a computer. And they’re still
using this computer, but the floppy disk isn’t working anymore. So we helped them to migrate from
floppy to floppy disk emulator. So we made this for them.



JS: So if a company is in a situation where they need your expertise, they can hire you?

JR: No, no, this was a very special project, because at the same time, we were doing the same thing
for the PC-98, and we said, OK, it’s Kyoto, it’s Japanese culture, so it’s cultural preservation. So we
did it for free for them.

JS: How many computers are in this room?

JR: I have no idea! I just know that I have all the computers I need to test, preserve games, or to make
some research.

JS: Definitely over 50, maybe more.

JR: There are also some hidden ones. You have some MZ computers... <walks to kitchen sink,
opens cupboard underneath>

JS: You see, you come to the game preservation laboratory and literally, under the kitchen sink,
there’s a computer.

JR: Yes, it’s Japan. It’s small, so we have to use every place we can to store materials.
JS: Isn’t there a risk of damp in there?

JR: It should be OK. Again, it’s not a collection. </aughs> These are working units. So from time to
time we need to use them.

JS: This item is to pick up microchips...

JR: Yes! <laughs>
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JS: It may seem conventional to you, but ’m sure viewers have no idea how this all works.

JR: Yes, the tool I’'m using the most with microchips is this, it’s an extractor, so when you need to
remove a chip from a PCB, you use this kind of tool. I have many of them, because there are many
kind of chips. Many sizes.

JS: This prevents static electricity and electrical shock? <looks like wooden tongs>
JR: If you don’t use this, there’s a chance of bending the connectors. It’s quite hard to repair.
JS: So what are these units here?

JR: Well, it’s mostly stuff to use to read — all you have here is stuff to read EPROMs, this kind of
chip, also memory from console games. But anyway, it’s EPROM.

JS: You’ve got an EPROM eraser here.

JR: Yes. So for example, when I come across this kind of EPROM, and if for some reason it’s not
readable anymore, I erase it and reprogram it. I have many blank EPROMs. But even blank EPROMs
you sometimes have to erase completely. To be able to program it again.

JS: I noticed a PC Engine game on the shelf there. What were you using that for?
JR: This was just for testing. This is inside. <pops the chip with connectors out> It’s interesting,

because it’s divided into two memories of different size. Usually you use the same size for both. If
your PC Engine game doesn’t work anymore, usually it has to do with this little thing — so if you



manage to replace that, it should be OK. It’s like... We say condenser in Japanese. In English it
would be capacitor?

JS: Is there anything of note in this corner here?

JR: We’re mostly dealing with tapes here, just reading tapes and also some pretty old records that
contain data. Game data, or OS, like BASIC OS, for old computer boards.

JS: What is the most unusual item you have? Something the readership will never expect.

JR: Wow! <laughs> Yes, but our job is to preserve conventional stuff. So [ have so many things, that
sometimes I forget what is conventional and what is not. </aughs>

JS: That’s not actually a clock, that’s specifically to measure temperature and humidity.

JR: Yes. The archive is kept at 14 degrees Celsius. 11 is the best, but it’s impossible in summer. The
work place is kept at 18 because people have to be able to work. I allow a variation of 2 degrees
depending on the season. So now it’s 12 — the most important thing is to avoid variation each day or
within 1 day. In the middle of summer it’s around 16 Celsius. The temperature changes slowly, not
within one day. When I have a true place to keep things it will be 11 degrees for 365 days a year.
Now I do my best, but it costs me a lot.

Most important is humidity level, NEVER above 60%. I try to keep relative humidity at 40-50%
and it has a cost too.

JS: How much does this cost?

JR: A lot, a lot! It’s electricity, running 24 hours a day 7 days a week. A dehumidifier, and air
conditioning.

JS: Is that what part of the funds the GPS generates covers? The electricity bill?
JR: No, unfortunately I have to pay it myself.

<walks upstairs>

JS: What does this wall of boxes contain?

JR: I think it’s 99% computer games.

JS: 10'000 games in this room?

JR: Not only this room... In this room I would say 7'000. Not enough room, so I’m also keeping at
least 3'000 at home. I hope that in one year, because it’s quite long, you won’t see anymore boxes like
this. Because we need to inventorise everything. Box by box, and separate floppy disks, tapes, from
the box itself. So we keep everything separate.



JS: I notice some duplicates here.

JR: No... Yes. Some are duplicates, but some are just different versions of the same game.
JS: So for example these two MSX games...

JR: Version A and version B, but they’re all different here.

JS: <tries to take one out> Oh, the plastic wrapping on the outside has stuck together.

JR: Yes, this is the problem. This is why we need to separate everything, For example, this kind of
package is no good, because if we wait too long, we won’t be able to pull out the paper.

JS: You separate the cover underneath the plastic, and put it inside special folders.

JR: Yes.

JS: This has some nice omake in the box.

JR: Yes, but some are missing for this. There is extra material. There should be an audio tape.
JS: With the soundtrack?

JR: Yes. Here it is.

JS: As we can see here, these are dehumidifiers.

JR: Yes. Many things, I had to use two of them. <moves to new area> These are all sealed Famicom
Disk games.

JS: Something like this must be difficult to get hold of. <holds game in plastic bag, not box>23
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JR: For example, this cover has sun faded. But I don’t mind. Because what we are trying to preserve
is the content of the disk. We need to find unmodified copies. So if it’s not a sealed game, maybe

someone has played it, and saved.

JS: So how many games are in this box?

JR: I would say 150.

JS: You mainly have computer games. But FDS games are console...

JR: That’s because everyone is talking about Famicom. But I never hear about Famicom Disk System
games. They’re quite difficult to preserve properly. So we had to do it.

JS: Let’s have a look at the albums with the leaflets in them. Why do you remove the covers?
JR: Well, three reasons. First is it’s not a good idea to let the paper stay in contact with that plastic.
Second reason, is that it’s easier to find materials according to the database. So we don’t have to pull
out every box. The third reason is that it’s then easier to scan that way.

JS: How many folders like this do you have?

JR: Not so many. It’s just that [ have a pile of them here.

JS: I'looked through a few of them, and I noticed a lot of RPGs, which I’ve never even heard of
before, for Japanese computers. There could be thousands of unknown RPGs...



JR: Not only RPGs, also adventure games. Adventure games where you just have graphics and text.
No animation or action.

JS: Basically there’s a whole, untapped world of fascinating games, which never left Japan. But
which people outside of Japan would really enjoy.

JR: This 1s Mirai, from Zainsoft.

JS: How many covers have you preserved?
JR: I would say 600.

JS: The manuals you keep separately as well?

JR: The manuals are over there. So in the end we will have separate boxes for the manuals, and this
is not the final goal. I think even like this it’s not so good to keep them for too many years. We still
need to define what is the best method for keeping paper a long time.

JS: Do you have smoke alarms, or sprinklers, in case of fire? A fire breaks out — what do you
do?

JR: Hm.... Cry?

JS: There is a smoke alarm in the other room, on the wall. So if that detects smoke...
JR: I will get a phone call.

JS: Is this all insured? Is it even possible?

JR: [ don’t know. I don’t know if it’s possible. It’s quite difficult because it has high cultural value
for us, but it’s just paper and plastic.

JS: You can’t insure it for a monetary value, because it’s irreplaceable. Here’s another game,
Duel, for the PC-88. I’ve never even heard of it.



JR: There is also a CD version, for the 1;-C-88.
JS: There weren’t many games for the PC-88 CD.

JR: Yes.  managed to get the CD version 3 months ago. I had been looking for a long time.

JS: How much did that set you back?

JR: It was not for a single game, I bought a huge collection of game, and it was in it.

JS: How many CD games are on the PC-88? There’s Mirrors, which isn’t a proper CD game.
JR: It’s the same for Duel. It’s just audio tracks, and then you have to boot from a floppy disk.

JS: So that means if the DIOS CD exists, it might be the only true CD-ROM game?

JR: It might be, yes. If there is no floppy disk with the CD.

JS: If you have to put all of these items on auction, what kind of figure would we have?

JR: <pause...> 1 don’t think someone would be able to buy it. </aughs>

JS: Well, individually, sold one at a time.

JR: Wow. [ don’t know. I’ve never thought about that. We’d have to put a price on every single item.



JS: Millions and millions of yen.
JR: Hmm... No. Like, at least, 50 million yen.
JS: On the screen there that’s Panorama Toh.

JR: Yes. This 1s a raw scan of Panroama Toh. So we used some tricks to recover the original
colours, and I’m opening the result...

JS: Is that one of your goals, to provide materials such as that? Some covers are very difficult
to find, and when they exist on Japanese websites, they’re all watermarked.

JR: Yes, the problem is with paper. Packages made of paper.

JS: It’s surprising that something as simple as an image would be lost forever. It’s like when
people restore old paintings to their former glory.

JR: Yes. So we did that for maybe 40 games. No more. It’s just a sample, to say this can be done, this
can be achieved.

JS: You want to prove to the government that this can be done, after the government said that
it cannot be done for old games.

JR: Yes.

JS: The government are throwing away history because they don’t want the hassle of it.

JR: This is the very first game made by Horii-san. This is a completely remastered version of the
package. With accurate colours. So if we print this, on the same kind of paper, we would be able to

rebuild the same package.

JS: You could remake the cassette tape, and reprint the packaging.
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JR: Yes. It’s not the goal, I mean we won’t do that for every game. But I just want to say that this is
possible if we try to do it.

JS: Is there anything you personally own, which you would be reluctant to share? There’s no
image of the cover online, someone asks for it...

JR: Yes, I’d be happy to provide it, of course. I think there is no problem to help with cover scans, or
something like that. Providing data could be a problem for me, unfortunately.

JS: You mean game data?

JR: Yes.

JS: Some collectors watermark all over images.
JR: I never do that!

JS: You know Tetris on the Mega Drive is rare?
JR: Oh yes.

JS: One gentleman I knew, who had it, put a photograph that he owned it, but put like a 1'000
watermarks all over it.

JR: Maybe he put a huge amount of money on it.



JS: It cost a fortune. This here looks like a fascinating RPG, Providence on PC-88. It’s an
action RPG?

JR: Yes, action.

JS: I have never heard of this — it appears to be by System Sacom. So this is a clone of Falcom’s
Ys?

JR: Yes. I would say so, yes.

JS: How many undiscovered action RPGs would you say there are? Hundreds? Maybe
thousands?

JR: Not so many. I think that this kind of game, which was released after Ys, they were mostly floppy
disks and it’s for PC-88... I would say that almost all of them, maybe 95% of them, if you look for
them on the internet, you can find them. It’s not rare to find.

JS: When I visit the Tokugawa Forums, people trawl the games lists, but if all you have is a
title, it can be difficult to guess: is this game worth playing? There’s so many undiscovered
games.

JR: Yes, that’s why we need databases. So you can find them by yourself, the type of game you
would like to play.

JS: Someone gave me an archive, with about 300 or 400 games in it. I randomly stumbled across
Courageous Perseus — and it was astounding. An action RPG set on a vast island, with a kind of
Greek legends theme. I discovered this purely by accident. For a non-Japanese person it’s like
finding buried treasure. Here’s another, Maidum.

JR: This is NCS, the second game from NCS.

JS: You wouldn’t be able to get away with this cover in America. Imagine if all of these covers
were scanned and put online. Or shrunk down, 8 on a page, in a book of covers, and you could
flick through and get a taste of what’s available.

JR: Yes, that would be nice.

JS: Here’s Popful Mail on PC-88! On the computer version, when facing left or right, the
character holds the weapon in the correct hand. On consoles they’re mirrored and
ambidextrous.

JR: Yes, and the PC-88 version is compatible with CD-ROM. So you can buy music that was
released on CD, and you can have CD quality while playing the PC-88 version. Unfortunately, while
Popful Mail is CD compatible, there is no CD soundtrack — however, a CD soundtrack is available
for Eiyuu Densetsu.



JS: What other weird, fascinating, and bizarre things can you show us, in this incredible house
of mystery?

JR: As I told you, it’s not a museum, it’s mostly an archive. Even if I want to show you something, I
would have to consult my database to know where the game is located.

JS: There’s a plan eventually to make it public?

JR: Yes. At least the database, that should be made public. The problem is not enough room, not
enough space to keep everything.

JS: So this house is rented by the GPS?

JR: Not exactly. This is the Game Preservation Society headquarters and laboratory. But the GPS is
using a house I am renting.

JS: How many people have access to this house?

JR: All members. So 15 people. But on a regular basis I would say only 4 people are coming here
every week.

JS: You’re working here on your days off?
JR: Yes. Well, I work a lot here because I’m living near, so it’s convenient for me.

JS: Do you have any scare stories? Did you ever purchase a rare game and you got it, and
instead of a game, there was a dead pigeon in the box?

JR: Oh, a lot. No, no, no, it’s even worse than that! Because I pay a lot of money, and when I read the
disk I discover that the disk has been formatted. So there is nothing on it. If you buy something on
auction, usually it’s “no claim, no return”. So you just have what is on the picture.

JS: Who would format a game disk?

JR: Even blank disks were expensive at the time, so I don’t know why. Maybe someone would need
a blank formatted disk for saving, or using with another game?

JS: Which game did you buy which was blank?

JR: It was Night Life, by Koei. Not really a game, it’s something to... It’s hard to explain.

JS: The erotic title?

JR: I wouldn’t say erotic. It’s a utility, a tool. To calculate when you can have sex. Then it suggests

how you should have sex. </aughs> Well, after that I found another version. I would say that at least
30% or 40% of the games I purchase, when it’s floppy disks, I need to clean them. But sometimes I



really want to cry, because you see, a floppy disk is black. But in some cases it’s white with mould!
Just one uniform colour.

JS: Let’s go through every box in this house!

JR: <intense laughter> 1 think I have something like 350 boxes. There’s about 30 games per box. It
depends. The database has records of the box numbers and contents. Almost everything is labelled.
We have almost all CD game soundtracks released during the 1980s here.

JS: Really? How many?

JR: Not so much. I think 200 and something,

JS: Because CDs hadn’t taken off yet?

JR: Yes.

JS: Is there anything else you wanted to show? Random box... Which do you choose?

JR: Random? Oh, that’s nice. You know Time Paradox, from Hudson Soft? Oh, I like this one. This
is the kind of stuff I do like — no one knows about it. But it’s quite interesting. Space Station Zulu. But
it’s the Japanese version!

JS: What was the original on?

JR: This was released for the Apple Il and Atari 8-bit systems.



JS: We’re touching these with our hands. When you see documentaries, people wear gloves...

JR: Maybe it will be a concern in 50 years. It depends on the kind of materials. You have to take
some precautions when handling the floppy disks. But boxes I think are still OK.

JS: You didn’t lock the front door. What if someone snuck in while we were upstairs?
JR: Who would do that in Japan? <laughs>
JS: Europeans!

JR: Oh! What are they looking for? Space Station Zulu? <laughs> If I said I had a complete set of
sealed NeoGeo games, yes, maybe French people would come here. But no, this is computer stuff.
<laughs> 1 think only a few foreigners would have an interest in Japanese computer games. And most
of them haven’t even seen an image of the packaging for this. So maybe they don’t imagine the cost of
such games, or the cultural weight.

JS: Is there any question you wanted me to ask?

JR: I think preserving old games is a huge task, and as I told you, it’s almost like a sample, what we
are doing today. We need 5 or 6 people, like me, and 5 people like Mr Fukuda, and people working
on the database and so on. Even though I do it, it’s not enough. So everyone who has a passion to join
the movement, they are welcome! <laughs> We are also looking for programmers — we don’t have
enough programmers in the group. The good thing about programmers is that they don’t have to be in
Japan. But it’s a lot of time, and we are really looking for people who can join and be there for a long
time.



JS: Do you feel games companies themselves should be helping you?

JR: How could those companies help us? I mean, they are the ones responsible for throwing away
everything — games, source code, and so on.

JS: In some cases, something is only archived because someone went through their garbage.

JR: Yes, yes! And even worse. There are companies today who are saying, “Oh! We never made that
game! So don’t preserve it! We want to keep control of our history, and so on.” So there is really
nothing good about teaming up with game companies. Even if we have money from Sony. They will
tell us: preserve Sony products as a priority. Not Microsoft, and so on. So no, definitely not, it’s not a
good option to deal with game companies. For me, anyway.

JS: In an ideal world you could go to Nintendo or Sega, and they’d open a secret vault and say,
“Please help us preserve all this.”

JR: I’d like to have people going around and meeting with old companies, or old people, so they can
discuss about copyright, or maybe they can find lost materials, and so on. But this is time which I
could not then spend here. So it’s better for me to stay here and concentrate on preservation. I cannot
spend 100 hours on just one game, while I could preserve 100 games in that time. There is no limit. I
would love to, but in the end it’s a problem of time and having enough people to do that. It’s easy, but
in the end when I ask someone, let’s do it together, no one wants to do that.

The longer you let creators keep their own product with them, the higher the likelihood that it will
be destroyed by its own creator. I mean, when something is released, on the market, this product
belongs to everybody. It’s our task to make sure it’s preserved. If you ask the creator, maybe he says,
“No, it’s rubbish, and I don’t want to be reminded about it! Let me just throw it away!” But
sometimes you meet with creators, and they say yes, [ remember that, it’s my product. I’'m proud of it.
But not always. Not often.

JS: I wanted to ask about the box of game books you received. Presumably that’s a bulk lot you
purchased?

JR: It’s a friend of mine. He knows you from Facebook. He is spending a lot of time translating stuff
about Metroid.

JS: That Metroid game book looks interesting.

JR: I bought it for him, just two weeks ago. I should ship that to him tomorrow.
JS: It’s choose-your-own-adventure book?

JR: Yes, exactly.

JS: I’d be interested in a fan-translation of it. I’ve never heard of fan-translations for a game
book.



JR: Interesting. I’ve never heard of it either. I decided
materials, for almost 20 years. The first thing I decided
is, do not play translations. First learn Japanese. I think
it’s the best decision I took in my life! <laughs> So
now [ don’t need to rely on translations. I can
understand everything in the original language.

JS: As the creator envisioned.

JR: Yes. My message would be, if you like Japanese |
material so much, learn Japanese. <laughs> It’s a
good opportunity! </aughs> It’s never too late. Learning Japanese was fun because it was like a
game within a game. You’re stuck somewhere, you don’t know what to do, you think that someone has
the key, so you’re trying to understand what they are saying in Japanese. Looking at dictionaries, and
so on. At this time there was nothing like the internet, or automatic translations. It was really like a
game within a game. So the game is everywhere, even preservation is a game! <wild laughter>

JS: What is the holy grail of the GPS?

JR: Hmm... Personally, I'm looking for a Falcom
game called Bird Land, for the PC-8001mkIl. It’s a
tape game, quite difficult to find. I know it’s not a good
game, but as a Falcom collector, I would like to get it.
From a preservation point of view, I think the most
difficult one to find, again it’s Falcom, is the 8in
version of Xanadu. Maybe the contents of the floppy
itself is not different from the 5in version, but the
package has to be bigger to fit the 8in. I have a few 8in
games already, like Koei games, Hudson games, and
the package is always different. It’s a custom version
of the package. So I would love to see the custom package for Xanadu. That would be a really, really
nice item to have in my collection.

But for preservation, there are so many items that we’re looking for. Like early Hudson stuft, and
also games that were only released for the Takeru vending machine. Many of them are really, really
hard to find. The vending machine system stopped suddenly. At this time, maybe many people did not
have time to buy and keep copies of available games. So they just disappeared with the system.

JS: There’s a collector on the Tokugawa Forums, who was saying there are a couple of rare
Takeru System games which were only released via vending machine.

JR: Yes, this is true. I got one recently, it’s an adventure game from Thinking Rabbit (creator of
Sokoban), called Madeleine. It was only released on the Takeru system.

JS: He showed screenshots from a magazine, of a top-down action-RPG called Elysium for PC-
98. Apparently there’s no image of it floating around.



The stack of floppies in the central rear of this photo are the development disks from the original
Thunderforce

JR: Possibly, there are catalogues from Takeru. I have a lot of these. Not all, unfortunately. So if we
could at least have all catalogues from Takeru, we could at least have screenshots. But sometimes the
Takeru version of a known game 1s customised. It’s a bit different from the retail version. That’s
interesting too.

<we leave the lab to go eat what Joseph described as the best pork cutlets in Akihabara>
[In restuarant]

JS: We were just theorising how much fun it would be to have a time machine and I pitched the
question: “If you travel back in time for a week, what do you bring back, what do you look for,
what mystery do you solve?”

JR: I think maybe I would... This is quite a personal interest. I would go to Falcom before they
moved offices and try to save all the stuff they threw away.

JS: Did they throw a lot of stuff away?
JR: Yes, because they have almost nothing, no source code, not even packaging of old games.
JS: Presumably those computer hard drives they threw out are in a landfill somewhere...

JR: This should be done for every company, even Nintendo threw away a lot when they moved
offices.

JS: The reason we have so many Sonic prototypes is because people would literally go through
Sega’s garbage and find that they’d thrown away. They would just chuck prototypes!

JR: But if it’s not Falcom, then maybe I would go to 1985. One week should be enough to go around
Japan and buy as many computer games as I can.

JS: Sounds like a good fiction novel.

JR: Yes, there is a game, a famous game called Steins; Gate. Where they travel in time to preserve an
old IBM computer. Because this computer was used to develop the first Linux, and in the future Linux
is still used, it’s the main program used in everything, and a company has taken control of the world
and 1s using this system. So guys are trying to enter into the system, but they have to decode some part
of it, so they have to go back to the roots of how Linux was made. So they need this old computer.
Interesting, because it’s almost a true story. First it was a game for XBox 360 and then it became an
anime. The PC version is good too. And when you complete the game you have access to an 8-bit
version, made like on a PC-88.

JS: There was an internet legend a few years ago, about John Titor. Alleged time traveller



from 2036 who posted on forums around the turn of the millennium.
JR: The game is based on this legend.

JS: Oh, it’s actually based on that!

JR: Yes, yes. Everything he said is somewhere in the game.

JS: Oh, so you do know the legend, because he said he came back in time to retrieve the
computer for the future.

JR: Yes, yes. There is speculation that maybe this guy had worked for IBM.

JS: Or perhaps really was a time traveller!
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Interview with Keigo Matsubara
20 September 2013, Saitama

On 20 September there was an impromptu drive to Saitama by Joseph Redon, to introduce me to
Beep Shop, which caters to collectors of rare items, and also Matsubara-san, a member of the
Japanese Games Preservation Society who aims to collect every known Japanese book on
videogames and document them in a publicly accessible database. He has over 14'000 books and
around 4'000 magazines. Joseph owns around 3'500 magazines, but not so many books. The types
of books cover everything from the earliest history books on games through every guidebook ever
printed, and even a collection of rare choose-your-own-adventure books.

It was a surreal experience. Matsubara-san lives in a remote house surround by farm fields, yet
inside it’s like a museum, housing undoubtedly the largest private collection of game books in the
world. I asked if he provides assistance to researchers who can't find a rare book. He does, but he
says he hasn't had many requests. As Joseph put it, he s not that famous. Not yet anyway... For a
detailed look through this museum, see the accompanying DVD.

Keigo Matsubara: There’s two rooms full of game books. Dedicated only to game books. And there
are several layers to the books you can see.

JS: Guide books, or also fiction books?

KM: 1t’s almost all official guide books.

JS: How long have you been collecting for?

KM: I started when I was in high school. So i1t’s taken me around 15 years to collect everything.
Can I touch the books? Should we wear gloves?

KM: No, it’s fine.

<glances around the room>

JR: So it’s a typical Japanese house.

KM: <gesturing to bookshelf in one corner> Only this space is magazines, not books.

JS: Which magazines?

KM: <laughs> These are TECH GIAN magazines. They cover eroge, or hentai games.

JS: Dedicated exclusively to erotic videogames?!

<Joseph flicks through while I film>



JR: It comes with bonus CDs too.

JS: Is this a recent magazine?

JR: It’s from 2005. Not so old.

JS: Was it easy to buy these magazines, or were they sold only through mail order, or...?
JR: It’s published by Enterbrain, so it’s sold just like a normal magazine.

KM: There should be a message on it somewhere, saying, “Only for adults.”

JR: It doesn’t seem to be written anywhere. Anyway, it was easily available. Here’s some older
stuff, Technopolis. This 1s from 1994, about 20 years ago.

JS: Is this the biggest collection in Japan of books and magazines?

JR: The biggest collection of books, I think so. But magazines... For example myself, I have like
3'500 magazines. But only PC magazines, and I think Matsubara-san has console magazines. So we
have different types of collections. But I have almost no books.

JS: So many books!

JR: I think the most difficult thing 1s knowing what exists. So he spends time not only buying the
books, but also compiling a huge database of books. So he knows precisely, exactly how many books
were released, and what is still missing today.

JS: <noticing boxes around edge of room> Are there books in these?

KM: No, just a small collection of games in those.

JS What are these books? <gestures to what look like phonebooks with kanji on them>

KM: These are called the Daigirin and Kogien, which are very famous books, covering tips and
tricks in games.

JS: Does each book contain a variety of tips?
KM: It’s tips for all systems at this time. <gestures to listing on back of book>%%
JS: Any pictures or only text?

KM: No, no, only text. And the last edition came with a CD, a digital database. This was the last
edition. And there is an online edition now, so no more paper.

JS: <picking up Phantasy Star guidebook> How exquisite Japanese guides are. Full colour,



lovely imagery — as collectible as the games
themselves.

JR: The game book market was a really huge market. §
For Famicom games, there is almost one book for
every game.

JS: And for some games two books. How are all
these organised? Are there specific categories?

KM: It’s by publishing house. <gestures to group of &
books> So you’ll have here a full collection from the =
same publisher.

JS: It might span different consoles and years?
KM: 1t’s also by book size, so everything fits.
JS: It sounds like a complicated system.

KM: Regarding one guide book for every Famicom games, that’s not quite true. There are more than

1'000 guide books, just for the Famicom, but they don’t cover all titles since there are several books

for the same game. %>

<everyone walks to adjacent room and glass cabinets of CDs>

KM: This is my CD corner.

JR: I didn’t mention it, but he has a huge collection of game soundtracks.

JS: How many CDs?

KM: Six thousand? <picks CDs out of a drawer> These are omake, so something you receive when
buying a game. If you include everything, including omake, this extra stuff, and regular game
soundtrack CDs, it’s about 6'000.

JS: What’s in the boxes atop the cupboards?

KM: It’s manga related to games.

JR: Official. All official. Not doujin.

JS: Have you listened to every music CD?

KM: Sure, sure. There’s also a database for music CDs.



JS: If someone requires a piece of information — are
you available as a reference source?

JR: He 1s, but he’s not so... famous yet!

JS: Oh, he will be, after people see this.

JR: I hope so! Since he’s a member of the Game Preservation Society, I think he’s OK to make his
collection available, if people need information.

JS: You could set up a library.
JR: We’d like to, we’d like to!

<[ wander down another isle of cupboards>



JR: On your right are adventure books. These are books where you’re the hero, the adventurer. And
you have choices...

JS: Japanese choose-your-own-adventure books.

JR: Yes, yes. But these are not translations from English, these were created specifically for the
Japanese market. They are mostly related to existing videogames. For example, you can see here
DAIVA, Super Starforce, or Final Fantasy. Yes. These books are all quite hard to find today. This is
a great collection of choose-your-own-adventure books.

JS: Do you have the Metal Gear adventure book?

KM: Yes, I do. <moves to find it>

JS Quite a while ago there was one on Yahoo Auctions, and forums were wondering what it was.
<receives book> Yes! This is the one!

<Metal Gear book is flipped through>

JS: Ahh, it’s asking you which decision you want to make.
JR: Yes, if you want to go East, or go West.

JS: Go East turn to page 23?

JR: It’s not pages, but rather short chapters.

JS: Incredible. I wonder if things like this will ever be fan-translated?



JR: Well, maybe. If it’s preserved, but maybe it will
take 50 years.

KM: When I found the Metal Gear book, it was the
first time that I’d seen it. I was amazed to discover it.

JS: Is it difficult to insure your house?
KM: <laughs> There’s no insurance. Plus anyway,

it’s not something you could buy with money. You need
time, not money.

JR: It’s impossible to insure it.
JS: Do you do anything special to keep them in good condition? For example dehumidifiers?

JR: Because it’s a typical Japanese house it’s quite difficult; it’s cold in winter, it’s hot in summer.
So this 1s not really a good place to keep books. We hope it’s just a temporary situation. The value is
not only the collection itself, it’s a terrific collection, but the value is also the information inside the
books.

JS: What’s the rarest or most important book?

JR: We agree that this is the most... Not the rarest book, but the most important. It’s a book about
game history. It’s fairly old actually; it was written in 1988. Although it was written in the 1980s, it
really has a huge amount of content, about all the games released before this date. Not only in Japan,
but also in the United States and England.

[Author s note: there’s a section looking through this exquisite book on the accompanying DVD —
photographs cannot convey its magnitude]

JS: The paging is interesting!26

JR: Yes! It is interesting! You have information about companies on the top row. You have
information about people in the middle. And then information about games at the bottom, here.

JS: Wow! What is the name of this book?

KM: The kanji says Denshi Yuugi Taizen . This is old style writing. Denshi yuugi 1s the Japanese
way — no one uses it anymore — but it’s the Japanese name to say videogames, simply put. We also
used the phrase “terebi game”, or TV game, but now we just say “game” in Japanese.

JR: It’s quite an expensive book now, if you want to buy it. But you can still find it. Really, it’s like a
comprehensive database. We all agree that today we need this kind of book! Not just covering 10
years of history, but the last 40 years of gaming history. This isn’t such a rare piece, but it’s extremely
important. Maybe the best example of what should be done regarding game history. Because it covers



almost everything, from arcades to consoles, and of
course computer games.

<takes out a second book>

KM: This 1s the very first game book in Japan.
Released in Japan. About Space Invaders.

JS: Most people I spoke to said Space Invaders was
the first game they played.

KM: Hmm... I can’t actually remember what the first
game [ played was. It must have been an arcade game
though, for sure. The first console game I played was
Excitebike, for the Famicom.

NAME: Denshi Yuugi Taizen: TV Games 97

LIT: “Electric Viewing Game Encyclopaedia”
RELEASE: June, 1988

ISBN: 978-0-9929260-3-8

<moves to shelf to grab something>

KM: Let me show you one of my favourite items. A
100 yen guide.

JR: A one dollar game book!

<Matsubara-san proceeds to unfold this mini-
booklet, revealing glossy colour maps for the
original Super Mario Bros. Ingenious!>

JR: Even kids, if they had money to buy candy, could
buy it.

<A section on books related to the Mother series is
on the accompanying DVD>

JS: That’s a lot of books on just Mother.

JR: But usually, all the books are sharing almost all the same information, just with a different layout.
Except for this one, which is an encyclopaedia on Mother, so there’s a lot of original information.
<flips through>

JS: Plus some amazing real-world photography!

KM: For a collector, one of the difficult things to know is whether a book originally came with an 0bi
or not. An obi is what you’d call a spine card, wrapped around the book. Usually there is always one
for normal books, but not always for game books. So for game books there is no definitive source of
information on that. For example this one usually does not have anobi, <holds Mother
encyclopaedia with what seems to be a red obi> but this is like a commercial message, for



promoting the book when on the shelf. So for a book which usually does not have an obi, for example
this one, there are different “commercial message” obis in existence.

JS: That would mean it’s impossible to discover all the permutations.

JR: Yes, it’s really a headache for maintaining a database and collecting. </aughs>

<we move to the next room>

JR: There’s an impressive pile of posters here. <gestures to what is likely over 1'000 posters>

[The following interview section was conducted more formally, in Matsubara-sans office
upstairs|

KM: My name is Keigo Matsubara. I am a game book collector. Not only books, but also magazines
and also some other rare gaming pieces, such as posters.

JS: I believe there’s 14'000 books?

KM: Only books, not including magazines — it’s around 14'000 books. I’m maintaining a database, so
I have some very precise figures. It’s something like 13'800 for books only. There’s around 4'000
magazines.

JS: Do you have any copies of Retro Gamer?

KM: <laughs> Oh, no! Only Japanese materials. I would be very surprised if I couldn’t find any
game book you’re looking for... within seconds. </aughs> 1It’s not just a huge collection, it’s an
almost complete collection.

JS: So we’re in your office, where you maintain the database. Twenty-four hours a day?

KM: </aughs> Yes, almost! I even dream about the database. It took me almost 15 years to collect
all of this. But at the same time, I was compiling a huge database, and now I’m working on this
database almost every day.

JS: Is it publicly available?

KM: Not yet. It’s a database not only about games, but game books, magazines, CDs, game
developers, it’s enormous and comprehensive. There’s something like... more than 100'000 entries in
the database overall?

JS: Wow.

KM: Yes. So maybe it’s one of the most complete databases in the world. With regards to Japanese
games anyway.



JS: What is the highest price you’ve paid for any single book or magazine item?

KM: Hmm... I bought many game books when they were released, so they would have been bought
when they were at the...

JS: The normal retail price?

KM: No, at the best possible price. I bought them not only as new books, but also older, second-hand
books, when the price was lower. I don’t think I’ve spent that much money on any single book.
Probably the highest was a book of music scores — the music scores for certain games. There were
three of them, and I bought them for 22'000 yen.

JS: Each?
KM: No, three books for that price. So it’s not so expensive.

JS: That’s £150 / $220 for three books, or roughly £50 / $74 each. Not if it’s for three books. Do
you often end up with duplicates? Do you buy bulk lots? What do you do with them?

KM: I used to have a lot of duplicate books, but at that time — many years ago, maybe 14 years ago — |
had a web page, and on this I wrote: “I’ve got duplicates, so let’s exchange.”

JS: A good idea.
KM: But today I’m not doing anything regarding duplicate materials. But I’ve got a lot.
JS: <to Joseph Redon> How did you two come into contact?

JR: Interesting question. When I had the i1dea to create a group of preservationists, I was in contact
with the actual two directors of the Game Preservation Society, and one of them is a friend of
Matsubara-san. So he introduced me. I was told, “This guy is crazy — he has so many books! He’s
also into databases.” Because I am also maintaining my own database, the idea was to create a
perfect database together.

JS: Containing everything?

JR: Everything!

JS: In addition to details related to each item.

JR: Yes, that’s the difficult part.

JS: Does he have any non-Japanese books or magazines?

JR: No, I don’t think so.



KM: No, I don’t.

JS: What is the allure of printed material? A lot of people collect games, and buy a couple of
books, but you do the inverse.

KM: Basically [ was young, so I was buying second-hand books and games. But I realised that it was
very easy to find games, and it was cheap, but even when books were cheap they were difficult to
find. So I wanted to collect books and that’s how I started.

JR: That’s true. It’s really, really difficult to find game books. There are not so many game book
collectors either. So they are hard to find, even if they’re not expensive.

JS: All of the older books you’ve read, but not so much the newer ones?
KM: Yes, I’'m still buying game books, even recent ones. But only if I can find them cheaply.

JS: How do you feel about the increasing discussion that print media is dead, while digital is
proliferating? Everything today is online, on Kindle, or on a smartphone.

KM: Hearing that I feel... Well, in Japanese we would say sabishii, which means lonely. But what I
mean is: it’s too bad, it’s a pity there are less and less printed books. But at the same time, as a
collector, it’s good news — because that means there’s a definitive end goal for the collection!
<laughs>

JS: Also, it makes your job even more important, because if print media ceases to exist, it’s
going to be you who preserves it.

JR: Good point!

JS: Crazy question time. Let’s say a natural disaster befalls the world and there’s no more
electrical power, it’s a nuclear winter, and you need to burn something to stay alive. What’s the
first thing that goes?

<everyone laughs>

JR: Maybe the erotic books? </aughs>

KM: Hmm, I’d start burning recent items, newer books, and going down to the older ones.
JS: Until we get to those top 3 special items, discussed earlier.

KM: 1 was thinking I should start with the hentai magazines, but they have plastic CDs inside, so it’s
not a good idea to burn them. </aughs>

JS: You can’t burn the hentai, what are you going to read on cold winter nights?



<everyone laughs>

JS: Would you like to comment on the choose-your-own-adventure books? Because I find those
fascinating. There are adventure books in English, but we never received the ones Japan had.
To see Final Fantasy, Metroid, or Metal Gear...

JR: You have to know that Japan received all the foreign adventure books. These were printed only
for the Japanese market.

JS: So the Ian Jackson adventure books...
JR: Yes, they have them here in Japan.
JS: Wow, those were translated?

JR: Yes, because the Japanese originals followed on from those translations. It’s like the history of
games. It started in America, but just a few years later Japan started to produce its own unique
culture. It was a very, very short time period for adventure books. So a lot of books, but only within a
short time. Sorry, your original question was to Matsubara-san. ..

JS: Let’s switch the question. Of all the adventure books you have, are there any which are
particularly special?

KM: 1t’s the Final Fantasy book. It’s because I was looking for it, and it was very hard to find. I
think if for any reason I had to sell it, I am certain I would never find it again. Never. It’s an important
book for me. Priceless!

JS: I think a lot of things here are priceless! Thank you very much for allowing us to film inside
your home. I hope you will accept a copy of my book for your collection.

[Discussion with Joseph in the car back home.]
JS: He also used to write doujin books you said? Does he collect doujin?

JR: I think it’s 10 or 12 years ago that he used to write doujin. Those doujin were compilations
covering guidebooks. So it’s not a collection of books about doujin titles, but a collection of doujin
books he wrote about guidebooks. He has not been collecting doujin. At this time there were no
online databases, so the idea was to compile all the data on guidebooks into a collection of doujin
books. I think he made a lot, like 8 or 9 books, at this time. I think he just kept one copy of each.

JS: So how does he pay rent?

JR: Today? It’s a mystery! <laughs> I don’t know. He just works on the database, and has done so
since I first knew him. He’s been doing that for years now.

JS: Maybe he’s a secret millionaire.



JR: Maybe, maybe not!



QtQ

DOB: 2 April 1872 / Birthplace: Kanagawa Prefecture / Blood Type: B



Interview with QtQ (aka: Jun Kitamura)
21 September 2013, Akihabara, Natsuge Museum

Mpyself, Joseph Redon (stand-in interpreter), and Takayuki Komabayashi of Beep Shop, all
travelled to Natsuge Museum in Akihabara, Tokyo, in order for me to film the last working DECO
Cassette system available in an arcade. Detailed footage of the system, with an explanation of its
history, and footage of two extremely rare games, is available on the supplementary DVD.
Demonstrating the unit was QtQ, a long-time Scoreler. As was explained in the post-arcade
interview, this is a part of Japanese gaming sub-culture which is fading as technology progresses.
Our interview was aptly timed, since at TGS there was the announcement of a new TV drama
series, No-Con Kid, which we discuss. As an aside, Natsuge Museum is a great retro arcade, and
must be visited if you're in Akihabara. More information on their website: www.t-
tax.net/natuge/index.html

JS: The origin of QtQ’s name is the third game from Namco, CutieQ?

JR: Yes.

JS: What were the first two?

JR: The first two games from Namco are Gee Bee and Bomb Bee. Both ball and paddle games.
JS: Of course, everyone has their 3 letter handle for arcade high scores.

<Joseph takes out magazines>

JR: So QtQ brought the very first issue of Gamest magazine, released in I think 1986.

QtQ: Yes, 1986.

JR: In May. It’s been signed and annotated by many people, all over the cover. Also within the
magazine. So it’s been signed by game creators...

QtQ: ... and scorelers. 2

JR: It’s very difficult to pronounce. Because it’s an English word, but it’s not proper English. In
Japan they say “scoreler” which is derived from score. It means someone who is playing in an arcade
and aiming for the best score.

TK: Like this. <points to magazine> The number one high score. This is the guy who tries to get the
highest score in this game.

JR: There are some very famous scorelers in Japan. They are famous, but at the same time they are
anonymous. They only use their 3 letter name. It’s like underground gaming.


http://www.t-tax.net/natuge/index.html

QtQ: Scorelers are an important culture in Japan.

JR: In Europe we had groups of crackers who were in
competition to be the first to crack a commercial game.
It’s kind of the same thing.

QtQ: When a new game is available in arcades, there
i1s a competition to be the first to get the best score.
There was no internet, nothing at this time. So they
were communicating using magazines, such as Gamest.
Or notebooks available within the game centre.

JR: Sometimes there is the best possible score for a
game. So you have to be the first. If it’s possible to
decrease the time reaching that score, of course people B
will then try to decrease their personal time.

QtQ: The word scoreler maybe began with this other 8 22
magazine, called Maicon Super Soft Magazine. It was = -
before Gamest. It was released January 1984. Through this magazine people started to show their
high scores.

JS: How were the scores verified? A photograph?
QtQ: No, there were no photos, because it was all done in specific, known game centres. So the guy
from the game centre would check the score and then send it to the magazine. Oh wait, here we have a

magazine from 1983, and the word “high scoreler” is written, right there. So it’s not only scoreler,
it’s high scoreler, from “high score”. This magazine is called Amusement Life.

JS: What was your first game as a high scoreler?
QtQ: I think it was Bosconian, from Namco.

TK: But that’s from 1981!

JS: You started chasing scores 33 years ago?

QtQ: I started going after high scores just before Space Invaders, so that would have been around,
sometime in 1977.

JS: Bosconian was your first success, as a scoreler, then. Were you featured in magazines?

JR: I’'m not sure. Usually scorelers are always in a group, but he’s like a lone wolf scoreler. You
have people making the game, you have the game itself, the PCB, and then you have people playing
the game. I think all of them are important in Japan.



JS: The game we played today, Zeroize, have you played it before?
QtQ: No, I had never seen it before.

JR: Even at that time, Data East cassette games were a bit difficult to find. Not all of them, of course,
but for Zeroize 1t was difficult.

JS: I noticed QtQ immediately did very well. Do you play games at home or only game centres?

QtQ: I mostly play arcade games. I also play arcade games at home. I have around 50 or 60 arcade
PCBs.

JS: Are you worried that with the decreasing of game centres in Japan, that the days of the
scoreler are numbered?

QtQ: Many, many scorelers today have no choice but
to play on emulators. But I think that you cannot make a
valid score if you don’t play it on the real hardware. |
So yes, it’s becoming difficult to be a scoreler today.

JS: Do you hold any world records?

QtQ: I have a website, and I’m sharing my high
scores. Unfortunately that’s done on emulator, for
sharing. So maybe it’s not recognised. Many people
share their playing on NicoNico Douga.

JS: Have you heard of the American high-scoring
society, Twin Galaxies? Have you considered
sending your high-scores to them?

JR: It’s like underground culture. So it’s not like we have the world’s highest score, it’s not an open
community. I know in America, for example, many people say that, “OK, I have the world record in
Pac-man. 1 have the world record in Burger Time.” But they don’t even know the high-scores
reached by Japanese people.

JS: So it’s possible that a Japanese player has a higher score, but it’s not publicised?

JR: Yes, I think so. Because they would have to read Japanese, they would have to research, they
would have to read old magazines, and so on. In order to find the highest scores in Japan.

JS: So something like Twin Galaxies isn’t actually world records?
TK: It is perhaps world records, just that sometimes they won’t actually be world records.

JS: Is it possible to make money as a scoreler?



JR: No. It’s just a hobby.

JS: Outside Japan people chase high-scores to brag. They want everyone to know who they
are. What is the attraction of being unknown?

JR: They don’t try to be famous, they just leave their name here and there. Basically they love
playing, they love the game they are playing, and they want to do the best in it.

QtQ: I want to leave my name, but not my real name — not as a real person. Just the 3 letters.
JS: How many scorelers are in Japan now, compared to say 20 years ago, in 1993?

QtQ: Twenty years ago there really were a lot of scorelers. Everywhere in Japan. Some were what
we called “almighty” — meaning they were playing any kind of game. They were good at all games.
Some just focused on shooting games, and others just on action games, and so on. I think that today,
maybe it’s less than 100.

JS: What is your preferred genre?

QtQ: Hmm... I play everything. But my favourite is shooting games.
JS: And your favourite game? Just for fun.

QtQ: My favourite game is called The Bounty. 2

JS: Modern arcade games are so different to classic arcade games. What’s the most recent
arcade game you’ve pursued a high-score in?

QtQ: The last game I played as a scoreler was in the middle of the 1990s. So nothing new.
JS: Are you officially retired?

JR: I wouldn’t say that — because I often see him playing at the Natsuge Museum, and other retro
corners. He still has his website, so he’s still playing a lot. For example, at the end of the day, if you
go to Natsuge Museum you will see SBY or DAN, and QtQ, and some others. So you know they’re
still around.

JS: Are they on Twitter?

QtQ: Some of them. There used to be a huge community with Mixi. Do you know Mixi? It’s kind of a
social network. I would say it used to be the Japanese Facebook. Now it’s not used so much. When it
started, there were many scorelers on there. Today, yes, maybe a little on Twitter. Certainly it’s just
an underground community, again.

JS: So different scorelers from different cities knew about each other because arcade owners
sent the scores to magazines?



JR: Yes, yes. But in some way I think this culture is dead now. So what we have today is old
scorelers, still playing, but all the fuss about being a “high scoreler” has faded away. I think at the
end of the 1990s. So we are here strictly talking about retro gaming. But back in those days, it was
just when the game came out. People were running and getting the best scores.

JS: What I want to ascertain is, there are different cities in Japan with different scorelers.
Would QtQ check the magazine to see, “Oh, there’s a scoreler in Osaka, or Sapporo, who has a
higher score than me. I need to pursue that.”

JR: That’s the idea! If you look at this magazine, there are several sections. For example, for one
game you will have the first, second and third best scores. Along with the city and the name of the
game centre, and then the scoreler’sname.

JS: Has QtQ ever travelled to a different city to compete? Do scorelers compete head-to-
head?

JR: No, no. It’s more like a local group of bikers. They are always playing the games in the same
game centre. It’s very local. It’s not a huge game centre in Shinjuku or Akihabara, it’s more a local
activity. In the countryside, for example.

JS: Would you socialise with other scorelers?

JR: Most of them are creating a geographic group. After that it’s a competition between groups. So
I’m not sure scorelers are trying to socialise with other groups. I think if they’re in the same city,
going to the same game centre, I think that naturally they will create a group.

JS: Do you have any closing thoughts, QtQ?

QtQ: <laughs> Play on the real hardware! <takes out leaflet on “Nocon Kid >

TK: That’s a TV drama about high scorelers.

JS: No Continue Kid.

JR: Yes, not continuing 1s part of the culture too.

TK: One coin clear, we say.

JS: Tell me about this TV drama.

QtQ: In the drama, the story starts in 1983. It’s about people aiming for the best score. So scorelers.
And it’s covering a time period from 1983 to 2013.

TK: I think it’s a playback of someone’s game history. They’re playing Xevious, Pac-man, Dragon
Quest II, Super Mario Brothers... 1t lists the game names on the back of the flyer. It finishes by
saying, “And many other games.”



JS: But Dragon Quest II was not in game centres.

JR: I think they have to catch the interest of a lot of people, not only arcade fans. Unfortunately if you
don’t say the word Famicom, people won’t even bother taking a look at the drama. So unfortunately I
think this is a kind of obligation...

JS: Where did he get the flyer?

— “~ . W N
QtQ: At the Tokyo Game Show. Two days ago. / :I 4 :‘: / I\
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JR: The drama starts on 4 October 2013.

QtQ: They asked a real scoreler when recording a [
playthrough of Pac-man.

TK: Like a superplay video, for the TV drama.

JR: At the Game Preservation Society we were doing
the same. We are calling in some famous scorelers to
record videos of arcade games. Today we had a plan
of recording some Data East games, using QtQ-san.

TK: The drama is on Channel 7, TV Tokyo. They’'re [
doing a lot of otaku cultural things, at night. This is on &

very late, around 00:55 in the morning. So in the
middle of the night.

JS: Five minutes to one in the morning?!

JR: Yes. But in Japan it’s not really a surprise. Most

anime shows are on at this time. At midnight everyone is watching TV in Japan. It’s Friday night, so I
think many people will watch it. Children are sleeping, there’s nothing to do at home, so they’re
watching TV dramas and anime.

JS: Nothing to do? What about sleeping!?

JR: I think the drama is covering a few people, and it’s like a flashback. Their history, their
connections to the games. So it’s a drama, but the idea is to show old games and old game culture.
The importance is not only to show games, but also playing those games. For them it’s not only
playing good games, but doing good while playing those games. It’s like a sport. This is a culture.
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Formerly at arcade developers Data East and TAD, Roy Ozaki owns Mitchell Corp, distributor of
arcade games for Capcom and developer of many original titles. The following are some of the
company’s known games. However, there are many title conversions handled by Mitchell Corp (ie:
Street Fighter ZERO 3 for the Saturn), and games they assisted with but were not credited on. Mr
Ozaki showed me his games shelf, which he said contained only titles Mitchell Corp were involved
in, since publishers would send him copies. Several mysterious items were on this shelf, including
Rockman X2: Soul Eraser for GBC. Then there’s the secret work they did for Nintendo... Sadly,
since Nov 2012, the company has been dormant.

“Mitchell is currently looking for a licensee for our arcade titles. For use on mobile phones,
computers, and other devices. The terms would be a limited-time license on ports and sales. We
would want to receive royalties as well as advance payment. The following bolded Mitchell
arcade games are currently available for licensing. For the titles listed, the arcade PCB, source
code, and instruction manual are available. If anyone is interested, we would be happy to
discuss matters further.” — Roy Ozaki

Titles in BOLD, prefaced by (¥) are available for licensing
* Funky Jet / 77¥%— 1Y b — Arcade, 1992
* The Karate Tournament / Fv¥A Y350 —v2 D — Arcade, 1992
* Double Wings / 282 — Arcade, 1993
* Lady Killer / #AZ £ T 31! — Arcade, 1993
* Demon Mirage Mahjong / Ik EX #k # /& — Arcade, 1994
* Party Time: Gonta the Diver I/ i [EN, T 3112 — Arcade, 1995
* Diploma / 223 5E & — Arcade, 1995
* Charlie Ninja / F¥—"')— 7 3& — Arcade, 1995
* Osman / Cannon Dancer / ¥+ /%>t — — Arcade, 1996
* Three Engraved Intentions / = %75 — Arcade, 1996
* Gamshara / i H & ¥ — Arcade, 2002

* This Good Octopus / EAJ — Arcade, 2003
Rest of the Mitchell portfolio (NOT part of the licensing list)

Mad Motor — Arcade, 1989



Poker Ladies — Arcade, 1989

Pang (aka: Pomping World, Buster Bros) — Arcade, 1989

Super Pang (aka: Super Buster Bros) — Arcade, 1990

Super Pang (aka: Super Buster Bros.) — SNES, 1992

Super-X — Arcade, 1994

Pang! 3 — Arcade, 1995

Buster Bros. Collection — PlayStation, 1997

Puzz Loop — Arcade, 1998

Ballistic — Nuon, PlayStation, GBC; all 2000 / NGPC (unreleased)
Mighty! Pang — Arcade, 2000

Puzz Loop 2 — Arcade, 2001

Polarium (aka: Chokkan Hitofude) — Nintendo DS, 2004

Polarium Advance (aka: Tsuukin Hitofude) — Game Boy Advance, 2005
Magnetica (aka: Shunkan Puzzloop, Actionloop) — Nintendo DS, 2006
Pang: Magical Michael — Nintendo DS

Tokyo Crash Mobs (aka: Gyoretsu Nageloop) — Nintendo 3DS eShop, 2012
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(aka: Isuke — {FB)

DOB: 7 February 1963 / Birthplace: Osaka / Blood Type: B




Portfolio

The Speed Rumbler (aka: Rush & Crash) — Arcade, 1986 (Background artist)
Bionic Commando (aka: Top Secret) — Arcade, 1987 (Background artist)
Ghouls 'n Ghosts (aka: Daimakaimura) — Arcade, 1988 (Background artist)
Strider Hiryu — Arcade, 1989 (Designer)

Nostalgia 1907 (pictured) — X6800, 1991 (Designer, writer)

The Karate Tournament (aka: Chatanyarakushank) — Arcade, 1992 (Designer)
Lady Killer — Arcade, 1993 (Designer)

Cannon Dancer (aka: Osman) — Arcade, 1996 (Designer)

Submarine Hunter Shachi — PlayStation, 1999

Suzuki Bakuhatsu — PlayStation, 2000 (Designer)

Drakengard 2 — PlayStation 2, 2005 (Assistant planner)

Otoshi Deka — Nintendo DS, 2008 (Scenario)

Moon Diver — PS3 / X360, 2010 (Designer)

Tokyo Crash Mobs — Nintendo 3DS, 2012
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Interview with Roy OZAKI and Kouichi YOTSUI
15 and 16 September 2013, Mt Takao area outside Tokyo

Due to the typhoon approaching Tokyo that day, the stairs at my apartment were wet. I fell down
the stairs, slammed my elbow, landed in the gutter so water flowed inside the makeshift coat 1'd
fashioned out of trash bags, and I smashed my camera stand. So when I met Mr Ozaki I was
soaked, dirty, and my equipment didn’t work. The plan was to buy a new stand. I also burned my
fingers on the stove that morning.

The Roy Ozaki interview took place over two days, using a mixture of video and audio,
culminating in around 7 hours of material to transcribe. Conversations took place in the car, at
restaurants, at a mountainside inn, and at Mr Ozaki'’s home. Mr Kouichi Yotsui, creator of Strider,

was with us. Mr Ozaki said he would act as interpreter, though I would be interviewing Mr Yotsui
again a couple of days later, with a professional interpreter. I regarded the evening as a warm up.

*text with stars™ denotes garbled audio and a best guess at what was being said. Mr Ozaki had a
stroke several years ago, and admitted he’d lost the ability to enunciate. In some instances [’'ve
placed [inaudible], or edited it to remove sections. The roughly 7 hours of audio and video took
four days to transcribe.

The original interview was over 21'400 words, spread over more than 40 pages. 1o save space,
anything unrelated to games or Mr Ozakis background has been trimmed. The interview no
longer runs in chronological fashion either — sections have been moved around.

[Eating inside a soba restaurant at Mt Takao]
John Szczepaniak: You were saying, about your graduate course that you took?

Roy Ozaki: Education of philosophy. I used to be a school teacher, teaching children in high school. I
came to Tokyo to go to this school, I didn’t have money, and a buddy of mine worked at Data East. At
that time Data East was like, compared to Namco’s salary, Data East was number one.

JS: What was your role at Data East?

RO: At that time Data East just started making... What do you call it — LaserDisc games? Cobra
Command, those kinds of games. They paid me pretty well; I wrote the scenario and the voice
scenario. [ was a voice director. I had no money at all then, and they paid me so well that I quit going
to school. Because I speak English, and I can read and write English... Have you heard of Mori
Ogai? He’s a Japanese writer. He wrote Takasebune — 1t’s about this ship that goes up the Kyoto
river, and takes criminals to an island off Kyoto. I’m the first one that translated that to English. When
I was 19. That was the first time that I got paid for translation — $150. It’s only a short story. This is
when I learned that if you’re in the higher echelons of society you can screw anyone. That’s how it is
in the USA, that’s how it is in Japan. Anywhere is the same! UK is the same.

JS: Where did you learn English?



RO: At international school — I’m bilingual. So I don’t know how to translate, but I can switch from
English to Japanese to English. That’s why I had been an interpreter. You know, one time there was a
conference, of USA game machine manufacturers and JAMMA. They used Simul International, who
are the best interpreters. They paid something like the price you’re paying for your interpreters, but
20 years ago. They had me, in the middle, checking out both English and Japanese. Since I was
making so many complaints at the rehearsal, all the interpreters said, “Why don’t you do it!”

JS: So did they walk out?

RO: Of course not, it’s money. They don’t walk out! But there were a lot of problems.

JS: You’ve also met Nolan Bushnell, I believe? Tell me about this.

RO: Yes! This was five or six years ago. I’ve had dinner with him a couple of times. He’s crazy!
JS: Why?

RO: He’s just into Pong, and that’s all. He doesn’t realise that the world has changed. One of my
teachers for coin-op sales was [inaudible — sounds like Joe Turner] of Bally. He was a sales rep
there for a long time. He taught me a lot of things. There’s a lot of people who taught me a lot of
things. And Nolan Bushnell is not one of them. Did you know that he owned a castle, in France? He
used to have parties for all the rich coin-op guys, in this castle. He had a plane — what do you call
those planes that land on water?

JS: A seaplane?

RO: And he had two pilots on standby. He’ll have a weekend party, and then Sunday lunchtime he’d
say, let’s go have spaghetti! And they’d fly to Rome, on Sunday, and it’s like an hour or two hours,
and they’d land in Rome, have lunch and fly back.

JS: Oh yeah, that’s the way to live!

[152 words redacted on request]

RO: That’s something, you can’t find anywhere. And I will deny it!

JS: I can print it, but you’ll deny it?

RO: Don’t say Roy Ozaki said it!

[Discussion regarding where to take photos — in the restaurant or outside]
RO: Oh, tell them you’re a gaijin and they’ll let you do it.

[Time passes, we all eat soba]



JS: Please ask Mr Yotsui what he thinks of the new Strider game announced recently. Capcom
are letting Double-Helix do it.

RO: <interprets> He says he hasn’t seen it.
JS: They’ve put videos online.

KY: <Japanese> Demo video?

JS: Hai, so desu, demo video.

(Yes, that’s right, a demo video.)

RO: <interpreting> A Western fan asked his opinion on it too. At that time, seeing the gravity stage
— Yotsui said he wanted to make it!

JS: Is this just hot water? <points to little kettle placed on table>

RO: Yes, to water it down to become soup. <gestures to dipping sauce> It’s not just hot water, they
boiled the soba in this water, so it has a soba taste.

<interpreting for KY> He says he doesn’t understand why the company that made it — who made
Strider — [are doing it]. Because Strider 1s not the kind of game where you sell a lot.

JS: Oh, Strider was very popular on the Sega Mega Drive, so maybe...

RO: <interrupts> But it wasn’t a big hit!

JS: In England it was a big hit.

RO: The British are crazy anyway.

JS to KY: Igirisu-jin ha Strider ga dai suki desu yo. (British people love Strider!)

In Britain, Strider was popular in arcades and when converted to the Mega Drive. It was also
ported to computers and sold a lot.

[Brief chat between RO and KY]
RO: <interpreting> You know the title Strider? That’s taken from Tolkein’s book.
KY: Lord of the Rings!

JS: Oh, Lord of the Rings! Yes, the Strider character. Which reminds me, I emailed Mr Yotsui
with an idea. In an interview about Chatan Yara Kuushank, known as The Karate Tournament
in English, he came up with the name because: I like titles that make absolutely no sense



(laughs). 122 Perhaps Mr Yotsui and you could suggest a name for my book, and I’ll ask all of
my interviewees and then I’ll make a decision on it.

RO: <interpreting>
KY: <laughs>

RO: Titles for games, that’s a big headache. The last couple of years I was on a lot of projects with
Nintendo. They used a whole legal department, right? Fifty lawyers to check all the names [for
games].

JS: Wait, 50 lawyers to check names?

RO: Well, just to show how rich they are. All the lawyers are from Kyoto University. Tokyo
University lawyers are the same rank. It’s a national university, like Oxford or Cambridge. People
don’t need 50 lawyers from Kyoto or Tokyo University.

JS: So these lawyers are earning a salary for doing nothing?

RO: Really, that’s what I think. To come up with a name, they’d check it. That’s why I came up with
all these names that were never tested, because I can’t afford 50 lawyers checking up on all these
things.

JS: So you’d come up with names that are...
RO: Crazy names!
JS: I like crazy names. We should come up with some for my book.

[We finish eating and leave to travel to Roy’s home; transcribed using video and audio.
Discussion regarding book content]

JS: [...] plus Pm interviewing someone from TecnoSoft.

RO: Technos was not a good company.

JS: I said TecnoSoft, they were different to Technos. They made the Kunio-kun series.
RO: [inaudible due to rain outside] ... Hoods were mainly involved, money wise.

JS: Funny you say that, ’m travelling to Osaka to interview a guy who from a company
apparently funded by gangsters.

RO: All the companies were funded by gangsters.

JS: All of them — including Mitchell Corp?



RO: No.

JS: Because you inherited it from your dad?
RO: No, I started out from scratch.

JS: At Data East?

RO: Right. And I had money, I earned a lot. I was a copywriter, and I had a knack for money. Then
there’s this guy, <points> Yotsui. He made me lose a lot of money. Na?

KY: Eh?

[RO and KY converse in Japanese]

Supenbynamite/Action!

/ -

JS: Oh, you mean with Cannon Dancer? <To Mr Yotsui in Japanese> Don’t worry, I really liked
Cannon Dancer.

KY: A4h, arigatou gozaimasu. <laughs>

JS: Do you have a Cannon Dancer arcade board? I thought we could film it.



RO: I probably do, but I don’t have the machine to play it on.
JS: We could emulate it on my laptop. What are your views on emulation of old games?

RO: You know, I would have owned this whole town, if the [software pirates] didn’t copy my
games. If they hadn’t copied, I would have owned everything, even this steak house <gestures>.
Everything I made they copied.

KY: <Japanese> What about beer?
JS: I thought we’d be on sake all evening.

RO: Well, he wants to start with beer. I got everything you want, whiskey, sake. We’ll get to my
house and I'll get stuff ready. We’re going to cross the dam. I can tell you the whole history of this
area.

JS: Have you lived here your whole life?

RO: No, my ancestors. 700 years. Our family must have been really, really rich.
KY: Ima ha? (Now?)

RO: Really, really poor.

<Both laugh>

[230 words redacted on request]

JS: I’ll publish anything you like.

RO: <interrupts> If I say I what I like, I’'m gonna get
killed!

JS: Is it really that dangerous?

RO: Yes! I could probably get the whole game
industry into a lot of trouble.

JS: Maybe things need to be shaken up?

RO: No, not really. This is either the police, or the
<whispers>. This is very, very dangerous ground. You
see, I know all... <gestures to building> This shop,
most days I’m drunk on the third floor, in the Paradise Cafe.

JS: What’s it like in there?



RO: Paradise. [...] From this area onward, it used to be owned by my parents. Socialists took over
the government after World War II, and we weren’t farmers, but we owned a lot of the land. That’s
why we had to sell it dirt cheap to the farmers! My great uncle was the first mayor of Tokyo, he was
in parliament for 63 years. My great cousin, he was a Supreme Court Judge. So I’'m the only odd one
in my family.

This is the Ozaki Museum <gesturing to nearby historical building>. We donated most of the
stuff. My family is famous for making democratic movements in Japan. This is what we owned, my
family owned. My uncle owned most of it. This is my house.

[Inside I give him Pang for the ZX Spectrum]

JS: The ZX Spectrum is an old British computer, and this version of Pang comes on cassette
tape. While I researching this I discovered another Spectrum game by Hudson, called Bubble

Buster, which was a port of a Japanese computer game called Cannon Ball. 1%1 Apparently
Mitchell Corp licensed Cannon Ball from Hudson?

RO: Hmm? We did pay money, but we did all this hush-hush.
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JS: Under the table?

RO: Not under the table. We paid for it legitimately, but there’s a company involved in-between,
which I don’t want to say too much about. Mainly because this is all old time [people]. Either they’re
gone from the industry or dead now.



JS: Surely then it’s important to document it before it’s lost?

RO: <gesturing to shelf of games> That’s all the games that Mitchell Corporation worked on. Most
of the games, if you think of Polarium or Magnetica, they were released by Nintendo. [inaudible] ...
second party company we used to make games for.

JS: Is that Rockman X?

RO: We did the conversion to whatever format that is.

JS: So Street Fighter Zero 3, how was Mitchell Corporation connected?

RO: That’s for Sega, no?

JS: It was by Capcom, this is for the Saturn.

RO: We just did the conversion for it, the program conversion.

JS: So these games, did you have to buy them, or did the companies send you copies?

RO: These are all complimentary, I don’t think I bought anything. I don’t play games anyway. If
they’re open, that means it’s my son’s, and that I bought it. But I don’t think they’re open, so...
Anyway, most of them were given to us. For instance the European version, and the Japanese version,

they sent to us.

JS: That’s nice. Speaking to programmers from Konami, they said they had to buy copies of
games they worked on.

RO: That’s Konami.
JS: Yeah, that IS Konami!

RO: The arcade boards are somewhere else. Actually, I have the boards in the next room. But I also
have Nintendo development tools in there, which are top secret. Nintendo will sue me forever if you
see that...

JS: Are you still doing work for Nintendo?

RO: No, I told you, my R&D is gone. I can always contact them and get a team together. You give me
a day and I’ll get everybody together. We’re just looking for sponsors.

JS: These British home computer ports of your games, you never received copies?
RO: Oh no, I’ve never even heard of them.

JS: OK| can we add it to your collection?



RO: Yes, please.
JS: We’ll slide it in here, between Polarium and Street Fighter Zero 3. A nice addition.

[After slotting the gift into Mr Ozakis collection, he
showed two sales awards he received, starting with
one from Nova]

RO: Nova was the biggest importer in Germany. And
they sold a lot of Pang!

JS: May I see? This says: “For Award, 1989,
Mitchell, for Pang.” That’s amazing!

RO: Nova doesn’t exist anymore. I’'m on the sales side of things, and Nova’s vice president before
they went bust was the same age as me. So when I was at Data East, | was way at the bottom of the
line for sales, and he was at the bottom. So as he went up the ladder, and became a manager and all
that, I went up the ladder and then I started my own company. And he was vice president of Nova.
That’s why sales were very easy. You know, people grow up the same as you.

JS: So his company published Pang?

RO: Well, they sold Pang. <gestures> And this
plaque is from Capcom for selling... We were also a
distributor for coin-ops for Capcom, and this is... We
sold a lot of Street Fighter boards and they gave us
this.

When Koichi Niida and I started [Mitchell], and
we didn’t have money, there were six distributors of
Capcom games, for coin-ops in Japan. And we were
one of the six. Niida and I, we didn’t have anything.
One month’s credit was 50 million yen,1%2 right?
That’s how we started. Then the next year it would be
like, 1 million US dollars. After a couple of years it
would be 2 million US dollars. A month. In credit. So I can order Capcom products and sell them, 2
million [dollars worth]. Then with Street Fighter, we made a lot of money.

JS: You distributed Street Fighter II?

RO: And I sold some to the USA. I sold all over the world. Capcom had their own... What was his
department? One guy I met, he says, “Roy, you keep doing this, you’re going to have the North and
South Pole, that’s it!” Which meant nowhere. And I said, “You should have known I was selling to all

these places I wasn’t supposed to!” <laughs> And what he told me was, “I knew you were selling to
Chile, Los Angeles, and all over the place!”



JS: You were selling to South America when you were not supposed to?
RO: I was selling all over the place!

JS: How did that work? Did you...

RO: <interrupts> I had a customer list from all over the world, and one company in Osaka was
willing to pay 20 million yen, for the list of my customers. They wanted to — but I didn’t it give it to
them. So that’s why I was offered a place at Capcom.

[I take photo of Mr Ozaki holding Pang. The cat takes a keen interest in the new camera stand, Mr
Yotsui tries to coax it over, but the cat ignores him. Mr Yotsui takes out a collection of unused
game ideas. He also produces a variety of sketchbooks and other materials. An impressive
collection. In addition, I brought out a surprising collection of my own!]

[Mr Yotsui removes from a paper wrapping his original Strider oil painting]

RO: He’s good at painting. He painted it at the end of
making the game. When making adjustments. He
painted it in his office.

JS: Do you still paint today, for recreation?
RO: <interpreting> When he takes scripting plans to §

different companies. He has to put in paintings, and
maybe more.

<Mpr Yotsui passes along the script for the Strider
manga, along with the manga>

RO: <interpreting> He and Masahiko Kurokawal®? wrote one each — one script each. This one is
Yotsui’s script.

JS: And then the two stories were placed inside the manga?
RO: <interpreting> Motomiya Productions’ scenario writer did the final one.

[Shows original early script documents for Strider — implication is it s different to what's in the
final game]

RO: For Strider, the real script, I think it’s at Capcom. That’s his very original version.
JS: His first draft?

RO: Right.



[I show Mr Yotsui some Capcom related photos [ was given by another interviewee]
KY: Where did you get those?!

JS: One of my other interviewees gave me copies, after I told him I was interviewing you.
<name removed> passes on his regards.

RO: <interpreting> He says he very surprised to see these — they’re very nostalgic for him.

KY: There was one, one, one. <gestures how they [

were lined up in rows>. This is from Rush & Crash.
(The Speed Rumbler)

JS: It has Sony written on it.
KY: Sony? Honto da ne.
(Sony? Yeah, so it does.)

JS: Does Mr Yotsui recognise everyone in the
photos I brought with me?

Capcom’s hardware for making pixel art.

T T

g i
From left: Akira Kitamura (Megaman) / Kouichi Yotsui / Tokuro Fujiwara (Ghosts 'n Goblins) / Hiroshi Matsumoto (Art of
Fighting) / Tomoshi Sadamoto (Magic Sword) / Takashi Nishiyama (Street Fighter, SNK, DIMPS). 18 January 1987







From left: Tokuro Fujiwara / Kento Hasegawa (Bionic Commando) / Kouichi Yotsui / Kenshi Naruse (i Ukiyoz‘eimfounder) /
Akira Yasuda (Street Fighter II)
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KY: On the far right is Inafune-kun when he was younger. He was our junior.

<Author shows photos of a woman — request made not to print these>

KY: That’s Inafune-kun’s wife, who did the graphics on Strider.




JS: Is this a Capcom company vacation?

KY: This is now the Capcom president. <points to man circled>

JS: I contacted Capcom, but they didn’t want anyone visiting. They’re very reclusive.
RO: The president is like that. That guy there. <points to photo>

JS: And the story behind this photo of everyone practicing martial arts in the water?
KY: <laughs loudly> 1 have no idea!

<Mpr Yotsui takes out his own photo, from his days as a student>



JS: Does Mr Yotsui (circled) still have his original films, that he made as a student?

RO: <interpreting> Yes he does. But he’s too embarrassed to show anybody.
KY: <laughs>

JS: <with Suzuki Bakuhatsu sketch book> Friends and I would import Japanese games on e Bay.
This was popular among friends because it was so unusual. A puzzler where a woman defuses
bombs found in everyday objects; the first level is an orange.

RO: <interpreting> You don’t need Japanese to play it.
JS: Exactly. Is this the original story design?

RO: <interpreting> He brought Suzuki Bakuhatsu, when he wanted to sell the game, to Enix. That’s
what he brought as a presentation.

JS: This is the original concept document! Am I noticing a trend? There were also explosives
hidden away in Nostalgia 1907. An adventure game set on a luxury liner

RO: <interpreting> Nostalgia 1907 was more story oriented, that’s why he wanted more action in



this one. So he took the diffusing the bomb part, and
put all of that into Suzuki Bakuhatsu. In the end Enix
liked the main thing he brought, and then he was talking
to the producers and then it became that. <gestures>

JS: It’s amusing that when saving your data a sign
flashes towards the screen and says to push either
left or right, but it moves so quickly you’re not able
to see it in time.

RO: <interpreting> He said, I thought it was fun too ||
— that’s why I put it in! </aughs> He liked that feature,
but Sony has all these...

JS: Regulations?

KY: Regulations, right, right, right.

RO: Sony has regulations, but even so he passed.
JS: He managed to sneak it through?

RO: Sneak it through!

KY: <Japanese — mentions sekaikan>

JS: Ah, sekaikan! The feeling of atmosphere!
RO: That’s all contained in the writing.

JS: What are these? <picks up dossiers>

RO: Designs for games nobody bought.

JS: Unreleased games! We have to film them! Was
this an action or a puzzle game?

KY: An action game. Actually, it was an action-puzzle
game.

JS to RO: Has Mr Yotsui ever considered creating
these games independently, for example on an iOS
device?

RO: <personal view, not interpretation> Look, either way, you need money to make it, right? So if
nobody backs it, he doesn’t have the money to make it.



JS: Have you heard of Kickstarter?

RO: I know about it. A lot of people suggest it, but that’s no good. As a businessman, I would say no.
<interprets question to KY>

JS: Because Keiji Inafune’s Mighty No. 9 project got a lot of support.
KY: <laughs — speaks Japanese>

RO: He’s laughing because he says that when translating what you’re saying, I also gave him my
opinion on Kickstarter, and I don’t like it. That’s what he’s telling me, “You’re not translating

properly.”

JS to RO: Have you heard of Mighty No. 9? Inafune wanted to make another Megaman game,
and Capcom wouldn’t let him, so he left and started Comcept. He put his idea on Kickstarter,
and he received a lot of funding.

RO: But Capcom has the rights, how can he pitch an idea?

JS: Oh, he’s not pitching Megaman, he’s pitching a game which is only similar.
RO: That, he can get screwed for!

JS: It’s different enough to be OK.

RO: Capcom is probably getting ready. Capcom’s chairman loves to do that.

JS: <gesturing at folders> People will be excited to see these concept documents.
<RO and KY converse>

RO: He says, “Is this interesting?” He’s got millions of them at home.

JS: Millions of unreleased games?

<everyone laughs>

KY: No, many are saved on PC.

JS: Cool. If you can’t use them, perhaps put them into a book and sell it on Amazon: The
Unused Ideas of Kouichi Yotsui.

RO: Who is going to buy it?

JS: I’d buy it! I would buy a copy of that.



RO: One is not enough.

JS: My editor, Darran Jones, would buy it.
RO: You fools!

KY: <laughs>

JS: This game, Subway 20, is from 2001?

KY: Yes, 2001, but I probably wrote it two years
before that.

JS: It looks incredible, like a Treasure game! It’s
all about very precise timing for attacks.

RO: <phones ryokan> He’ll be here soon.

JS: I’ll pack up my gear. <notices another dossier>
Is this another unreleased game?

RO: <interpreting> Another unsold game.

KY: Car action!

JS: Ahh, two jets hurtling towards a car?

RO: <interpreting> You don’t use a steering wheel to control the car.

KY: For PlayStation 2. <Japanese> Right analogue stick, danger, left stick, safety. <makes sound
effects: don don don>

JS to RO: What was that?

RO: How to operate the game. If you keep turning the
left one around, you’ll be speeding into the danger
zone. And if you keep turning the right one you get into
the safe zone.

JS: Is this Godzilla?
KY: It’s not Godzilla, it’s Jaws!

JS: Oh, he’s being chased by a shark!
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Further discussion took place at the ryokan, enjoying a meal of fresh river fish and sake — Mr Ozaki interpreted for Mr Yotsui,

though I suspect he mixed in his own views on topics. Consider him more of an unpredictable narrator. The word consumer is
sometimes replaced with console

KY: <Japanese — explanation regarding Capcom, Akira Kitamura, Famicom>

RO: Almost three sections were making arcade and console stuff. Later on it was divided between
arcades and console. Kitamura was in section two. And he did Megaman for consoles because he
wasn’t liked by his bosses. He’s a strange guy — real strange. He screwed me a lot of times. And |
thought I saw through him, but I didn’t I guess. Basically he has a weak personality. He has talent, but
he’s weak. He doesn’t know how to use the people who do graphics or... He just can’t get on with
people. So while he was at Capcom, and they had console and arcade staff, they made him do
console, because nobody wanted him.

KY: <Japanese — arcade/console sections>

RO: Right around that time, Capcom stopped the sections one, two and three, and divided it into
coin-op and console.

KY: <Fujiwara-san, console, Okamoto-san, coin-op, Nishiyama-san, Sakai-san>

RO: Tokuro Fujiwara became the chief of the console division — Fujiwara used to be chief of section
one. And Yoshiki Okamoto became chief of coin-ops. And Takashi Nishiyama from DIMPS became
chief of all the sections... Chief of R&D. You know Akio Sakai?

JS: No, what did he work on?



RO: He didn’t work on anything!

KY: FF no eiga producer. (Final Fantasy movie producer)
RO: Later on I think he quit Capcom and joined...

KY: Square.

RO: Square! And he was a producer for the [Final Fantasy] movie, which was a flop. He died
though.

JS: He died?!

KY: Mm... <confirms>

JS: Oh right... When was this?

RO: Yotsui killed him.

KY: lya, 1ya. <dismissing the statement> —
<Long talk on Nishiyama-san, SNK>

RO: And Nishiyama, he wasn’t having it. He wasn’t having a good time at Capcom. Then SNK told
him to come over, and he went.

KY: <Japanese — Akira Kitamura, new console division, Fujiwara-san, Rockman>

RO: Kitamura wanted to make Rockman 2, but Fujiwara wouldn’t allow it. They weren’t getting
along. That’s why he left.

KY: <Fujiwara-san, Sakai-san, giri giri de>

[RO and KY converse]

RO: Kitamura wanted to make Rockman 2, Fujiwara always said no. But Sakai said: “You know,
Kitamura got a pretty good hit with Rockman 1, so let him make it.” So Kitamura started making it,
and then he got pulled into /inaudible] Nishiyama-san. Then he went to SNK, then he went to Takeru.
JS: Oh yeah, together they all worked on Little Samson / Serei Densetsu Lickle.

[RO and KY have long conversation]

RO: I know only the business side of this story. All this stuff is from the R&D side, I only know the
business side.

JS: I wanted to ask about R&D. One of my Guest Editor’s is a fan of Pang, and when he got



married he and his wife were considering going on a holiday, visiting all the locations featured in
Pang. He sent questions about Mitchell.

RO: Mitchell Corp is a big question. <laughs> — <interprets for KY >
JS: I’ve got a lapel microphone, would you like to wear it when speaking?
RO: Some things you don’t need to hear!

JS: OK... Your most enduring game series is Pang, or Buster Brothers | Pomping World. Did
you have any idea when you created the first version in 1989 that new versions would still be
released some 20 years later.

RO: No. Games, it’s the times. Nobody has the [inaudible]. <points to KY> He made a game. It’s
luck, it’s all luck. There’s a mixture of a lot of factors, when we got a hit. Like Strider, I think it’s a
pretty good game. It’s a bit of a tragedy, it should have done better. He just didn’t have the luck.

JS: I think it did well in home conversions.
RO: No, not too much. I don’t think so.
JS: How did the Bubble Buster /| Cannon Ball connection come about with Pang?

RO: No, that’s got a whole bunch of people involved. Cannon Ball, that’s not Hudson, that’s
Namco...

JS: Oh, so Namco made the original?
RO: It’s a whole bunch of people involved. I really don’t want to talk about it!

JS: Let’s discuss Puzz Loop / Ballistic, which spawned numerous versions. Not just impostors
like Zuma from PopCap Games, and Luxor from Mumbo Jumbo, but also your own Minna de
Puzzloop | Magnetica and Tokyo Crash Mobs. How did you add new elements to the gameplay
with each version while also keeping the simplicity of the concept, and making it feel new?

RO: <coughs> I’m not the one who makes it. I just play it — is it fun, or no fun? That’s all, for me.
For Tokyo Crash Mobs, Yotsui got involved. This is the last one of our games. It’s Puzz Loop,
people version. It uses real people. All the photography direction was done by Yotsui. So that’s for
3DS. It’s a download, pay 700 yen and you can buy it.

JS: I haven’t bought a 3DS, because Nintendo put region locking on it. What do you think?

RO: That’s to get more sales. You see, Nintendo is a hardware company. They want more people to
buy their hardware.

JS: So you think it’s deliberate, to encourage people to buy multiple machines?



RO: Yes. Nintendo has a lot of Kyoto University graduates. So you’ve got the best brains in there. As
a matter of fact, I’'m on pretty good terms with the guy that comes out with those kind of ideas for
Nintendo.

JS: Really? Who is the guy?

RO: Higashiyama? 1 don’t know, they’re like banks. Every three years or so they move. Anyway,
Higashiyama really helped us a lot. With a lot of things. Really nice guy.

JS: So Higashiyama came up with the idea to region-lock the 3DS?
RO: Probably, it’s all on consensus.
JS: Regarding Mitchell’s games, do you leave the finer details to R&D?

RO: I’'m not a gamer; I’m not a creator. For instance, this guy’s got more talent than me, for sure.
<points to KY> He looks at one thing... Let’s say he looks at a cup, <places cup in central position
on table> or he looks at a drawing from a totally different angle from me. I look at it from the
business side. If I left it up to him, it would be a good game but we won’t have money.

JS: So what do you feel are one of the aspects which allow you to make money?

RO: I have a feeling for the market, that’s all. I didn’t study marketing, I didn’t study pricing. I didn’t
major in all that at college, I majored in history. That’s life. That’s a game also. Like Kitamura’s
Rockman, all the sales guys said, “No, it won’t sell!” And he begged the Capcom vice president at
that time /inaudible]. And he said, “OK, we’ll try and sell it.” And it sold! Much more than they
thought. That’s what the French say — ce /a vie.

JS: That’s life.

RO: With games, you don’t even know [inaudible]. Like Puzz Loop, if you’re in the game business,
you know. It’s very simple, it’s the basic logic of a puzzle game. Can I tell you this story? I was
introduced to a Hong Kong distributor, this guy has a market into China. Which I was told was very
big. But I didn’t have a market into China. So this guy introduces me at the Japanese show, to this
Chinese guy. So I sit down and talk to the guy, and I’ve got photographs of Puzz Loop. 1 show it to
him. The guy says, “I know this game! [ sold 10'000.” But I hadn’t sold a single board to Hong Kong!

JS: So they copied it?

RO: No, no. It was a copy from Korea. He bought copies from Korea. We already had a Korean
company fitted out. So the guy sold 10'000, whereas I didn’t sell one.

There were more bootleg copies of Pang sold than the legitimate version. With Puzz Loop, (left)
there were more copies sold than the original. I can’t believe the Americans, with Zuma and, what do
you call it?

JS: Zuma and Luxor. There was a court case, wasn’t there?



O CREDITLSY
Americans for you. That’s what I said in interviews. If ©
I bring it to court? I have to spend all the money on lawyers in the USA, to bring them. All those
Zuma (right) guys and everybody to court. And you know what? Zuma is out on Nintendo DS. Why?
Because PopCap games was bought by Electronic Arts. So, Electronic Arts brings Zuma on DS to
Nintendo USA, and they put it right out. That pisses right on me! You may quote me on that!

JS: Nintendo screwed you over.

RO: But they won’t fuck EA, because EA is big. It has games. And I asked them, “Why are you doing
this to me?”” *And then I got a reply from [inaudible].* 1 couldn’t post it to people on the Japanese
side, because they know it’s the same company tied up with [inaudible]. I’m pissed off at that!

JS: I thought you had a successful relationship with Nintendo. In an interview, you said you liked
the way Nintendo Japan...

RO: But are they Nintendo USA? I told them, this is morally wrong, what they’re doing. So they can
screw me, but this is morally wrong. Ethics! So you still want me to quote Nietzsche or anything, I
can do that. This is business! Anything in life, it concerns ethics! You don’t cheat people and then
keep making money. That’s not fair. And you can quote me on that. I’'m pretty pissed off at all this.
Especially with the Americans.

JS: The question is, if Puzz Loop was published by Capcom, or Infogrames, how come they
didn’t help with the legal process against PopCap games? Surely Capcom would have had your
back, if not Nintendo?

RO: I’d like to remain independent. I’d like Mitchell Corp to be independent. That’s why I don’t
borrow money from banks.

JS: So if you’d relied on Capcom’s help, it would have compromised your freedom?
RO: What was that well known saying? “Nothing comes free.”

JS: They would have retained the rights or...



RO: <interrupts> They would for sure! But Mr Tsuyjimoto Snr, the founder and chairman, he liked
me. He was real nice to me when I started out. And Capcom wanted me. I remember that time, I was
an ace salesman in coin-op. But nothing comes for free.

JS: When your R&D department is developing these puzzle games, do you have an influence on
the difficulty?

RO: Before I had a stroke I could... But you know, it’s just an oh-point-one (0.1) second difference
that makes it. So I watch a lot of people play, but I don’t play it myself. These past couple of... Five
or six years?

JS: Do you tell your staff to make it easy, to attract more people? Or do you let them do as
they see fit?

RO: For consumer games, [ don’t... Well, they know that if you want to sell, it has to be really good.
We have a lot of people try it out and see if it’s fun or not.

JS: Oh, like focus testing?

RO: As a matter of fact, one section of Nintendo are in charge of us. They bring it inside Nintendo...
They don’t usually tell who developed it, but they let people try it out. What was it, Polarium? 1t’s a
completely different business section of Nintendo. There was a big push. So Nintendo’s R&D section
that’s in charge of us, brought it to the business section. Nintendo is a big company, there’s about 100
people in that section, and they just left it in there for people to play. A lot of girls were playing the
game. That’s when they decided to make a lot of it.

JS: It appealed to the female market.

RO: And then once it was out on the market — BOOM. It went.

JS: How many sales did it have?

RO: I won’t tell you, but it was big. Much more than what people think. A lot of interviewers ask
“did it sell this much” and I say no, usually it’s much, much more than people think. It really is a good
game.

<speaks Japanese to KY>

KY: So desu ne! <laughs> (That’s right!)

RO: I asked him — don’t you think that Polarium was a good game? And he said that’s right! He
would never say no to me.

JS: <laughs> Over the years you were closely affiliated with both Capcom and Nintendo, how
did the relationships vary? Any interesting stories?



RO: When I dropped out of TAD% and all that, Capcom’s chairman, president and chairman, was
very good to me. The present president, he doesn’t like me.

JS: The current president? That’s the gentleman in the skiing photo.
RO: Yotsui’s friends are all [wiseguys].
<RO and KY converse — KY laughs>

RO: He said I’'m a big liar. He said to me, are you a liar? I said yes. I said, I will never tell the truth
to a writer.

JS: <raucous laughter> Are you telling me the truth when you tell me that?
[RO and KY converse — pachinko is mentioned]

JS: Did you say pachinko?

RO: [ used to make a lot of money — the pachinko business is not good these days.
JS: Because it’s become pachislots instead?

RO: That’s not good either.

JS: I always wanted to try pachinko.

RO: It’s no good. I used to make money, before. Gangsters used to run it. Now it’s the police. It
became legal, then it’s the police who run it.

JS: Your final arcade game was Kono e-Tako in 2003, shortly before you transitioned to being a
Nintendo third-party developer. Were these two events related? Was the arcade scene winding
down, and you had to shift your business?

RO: Right! Basically what you’re saying is right. Arcades are down all over the world. And
Nintendo wanted to tie up with us. So we went along with them.

JS: And it was more profitable than...
RO: Arcade games were not selling.

JS: Was your source of profit purely the selling of machines to distributors. Because any money
made in the machines goes to the owners of those machines.

RO: Yes, when you put it that way. Yeah.

JS: Is that why Taito started up arcade centres, to cut out the middle-man and profit directly



from their games?

RO: One time, running an arcade was very profitable. That’s why Taito had a lot of arcades. So did
Namco. So did Sega. So when Square-Enix tied up with Taito, it was the wrong time.

JS: Yes. You know the WoWoW satellite company? Taito partnered with them and prototyped
the WoWoW console.

RO: In the arcade business, the platform always changes. When I got into arcade games it was *Taito
over Sega*. And then Sega took the top, and then Namco took the top, and Data East was getting there
but the president wasn’t interested in games. That’s why Data East screwed up. Data East had good
people but the president didn’t want to put money into games. He wanted to do something else.

[RO and KY converse a lot about Taito — from an adjacent room a string instrument can be heard
playing]

RO: That’s the innkeeper playing. I think he went to school to play music. That’s how I know him.
JS: This is a big house, isn’t it?

KY: It’s a good house.

JS: It’s got a good atmosphere.

KY: Yes, a good atmosphere! In Osaka, the house I was born in, was like this.

RO: Did you like this? <gestures to food> I’ve never seen these in any other countries outside of
Japan. These are like scallions.

JS: So, over the years, has the R&D department at Mitchell Corp developed anything which
was never released?

RO: Many!

JS: Could you tell me about some of them?

RO: I don’t remember.

JS: Do you still have the prototypes?

RO: Maybe, or maybe not, I don’t know.

JS: We should go through and film all of them, for historical posterity.

RO: I’'m supposed to have the scenarios, with the graphics and stuff. I’'m supposed to have all that,
but I didn’t go through it. It’s in the box somewhere in my closet.



JS: Can you recall even one title?
RO: [ don’t remember anything.
JS: It must be expensive to invest in R&D and then not release it.

RO: Alright, alright! Let me tell you the process. The main process is, the guys that are game
designers, they come up with new ideas, maybe more graphics, and then there are some programmers
in my company that are good at producing games. <coughs> My VP and a couple of other people, we
have like six people in a meeting, and if we think it’s worth brushing it up, we’ll tell them to come
next week again. Don’t do other stuff — keep concentrating on this. Some people *may have better
ideas than others, and we’ll say, go around designing whatever you want.* We’ll try to help them
then. When they come back a week later or so, we’ll really think it’s good. We’ll do the presentation
to Nintendo, that’s when we want to get the money. Because we have to... Just to make the first
demonstration, that’s going to take us a couple of months.

JS: What kind of demonstration?

RO: Demos. For the DS. That will take us three months or so. We need to survive on that. We want
to ask for money. Most companies try to borrow money from banks, I don’t. I don’t believe in that.
Actually, more times than not, it’s like pay a buck... Right now, there’s a story on [Japanese TV], a
drama, about how corrupt the banks are. Right now it’s on Channel 6. It’s a big hit.

[RO talks to KY about the TV series, and whether it comes on at § or 9pm]
JS: You were saying about interpreters, earlier. What was the going rate?

RO: No, I don’t know. I’ve never used an interpreter — but for anything I say in English I need an
interpreter. Nobody understands me. I speak in Japanese, and nobody understands me. I guess I lost
the power to enunciate things. Let me tell you this story! </aughs> You know Niida, my partner?

JS: Yes, Koichi Niida.

RO: We are supposed to be the only company that... In Japanese there is “O hyaku-do mairi”, it
means go to the temple 100 times to get what you want. So, in the game business you go to Nintendo
100 times, to beg for help. Everybody does that. I never did that. They came to us, for Puzz Loop.
That’s how we started all this. Then they saw Polarium when they were checking it out. They came
and said let’s join together. Because we come up with hits once in a while. So anyway, we started
doing business together, and there was one point that we weren’t going along with Nintendo, so this is
business, strictly not the games, but business, OK?

So my partner and I, we went to Nintendo in Kyoto. We were talking, so I’'m the president of
Mitchell, right? So Nintendo, they have like a hundred meeting rooms you go to. With the level of the
room, like if there was just a desk and a chair, then you’re not that important to them. So Niida and I
went in, and we got this fluffy armchair. <laughs> So we’re like this, <describes their posture by
sitting back comfortably in his chair> right? And you know how I can’t get up, so... I was just out of
the hospital and I wasn’t talking like this, it was much worse. I was spitting a lot. So Nintendo people



are very, very polite. So these three business people are in front of me, right? They’re all in suits like
this, and we’re in suits like this, Niida and 1. So I get up and I start talking. They’re very polite, you
gotta realise that. They actually listen to what I’m saying, they had to report it to the chairman or
whatever. But ’'m mumbling and all that, and they can’t hear me. So they’re on that side, and they go
like this, <leans forward and moves to edge of seat> to listen to me. They go like this and I'm
spitting like hell. <laughs> So they go like this. <leans back in chair> For two hours it was like
this! <laughs>

JS: <laughs> Back and forth!
RO: And Niida was laughing all the way through! So that’s the whole story.
JS: And you got the deal?

RO: I knew we’d get it. I spent train fare, bullet train fare, to Kyoto, and taxi from Kyoto station to
Nintendo office. And I showed them how sick I was.

JS: And this was for Polarium?

RO: No, no. That’s completely different. The game deals like that I don’t... I’'m not *a bastard*. I’'m
pretty fair with business. So we just disagreed on a point we wanted to do in business — this is strictly
business. Nintendo’s R&D side were very helpful to us. Whereas Capcom’s business side, was very,
very helpful to me. But the R&D side, his bosses, <gestures to KY> they were all [jokers].

JS: He won’t know if I publish it in English.

RO: He’ll know. All the people I hang out with, whatever I say about them, they would understand.
<laughs>. So whatever I say to you in English, he understands. <gestures to KY> He doesn’t need an
interpreter. Like my partner Niida, he’s been with me for years, he went around Europe, he went
around the USA, he went to a lot of places with me. He used to have meetings with Americans, or
British, or whatever. He’s with me all the time, he knows what I say. I just pretend that I'm
translating. 1 say, give me a minute I have to explain to him. I don’t have to explain to Niida!
<laughs> He knows what I’'m thinking — I need time to think, but I don’t want the opponent to know
that. So the best way is to say, let me translate, I can’t make a decision on my own. My partner
doesn’t give a shit. <laughs>

JS: So what kind of role does Mr Niida play at Mitchell Corp?
RO: Fifty, fifty.
JS: He was VP — Vice President and...

RO: No. That’s just a matter of... See, a company can have two managing directors. It doesn’t matter.
So long as you’re independent it doesn’t matter. You just have to go to two people to get the seals and
signatures and all that bullshit. So we just made him... I happen to be a year or two older than him, so
he said, “Why don’t you be the president?” I said I don’t want to be. He said, “I won’t run away,” so |



became the president.
JS: You inherited Mitchell from your dad?

RO: We didn’t want the company, both of us. But my father was already dead. He didn’t leave any
money to run the company. My mom said, “Do you want to run the company?” No! It was involved in
the shipping business, and that wasn’t for me.

Ship building, I should say. Do you know a wood called Lignum Vitae? 1t’s the heaviest wood. It
contains oil, and it only grows about this high. <gestures with hand> It grows in central America.
Guatemala, Cuba, that area. What my father was doing was, he brought in all that from Guatemala,
and he had a factory, in Kobe. /... Long explanation on wooden ball bearings, and how the oil in
the wood prevents corrosion ...] All ships, from small sized fishing boats to big tankers, they used
these Lignum Vitae ball bearings. Then the shipping industry moved out and went to Sweden or
somewhere. Anyway, that’s when my father quit, and he died anyway. That’s when I started out as a
business major. I realised the first year I wasn’t meant for business. But I was! That, I would find out
much later. I didn’t think I was good at business, and I was more interested in other stuff, so I got into
history. But anyway, I studied business. Then when I found myself at Data East I could sell more than
anybody in the company.

JS: What did that process involve? You were selling manufactured arcade boards?

RO: My biggest customer in the UK was John Stergides, Electrocoin, in London. Brent Leisure. They
were my big customers.

JS: And they’d order a thousand units?

RO: No, arcade units are in hundreds. And John Stergides happened to be the same age as me. Do
you know Electrocoin? They built the biggest outfit. John started out as an engineering student in the
UK. He emigrated from Greece.

JS: So, the doors of Mitchell Corp were closed on 20 November 2012. Will they ever re-open?
What’s going to happen to your back catalogue of games?

RO: Mitchell is open, it’s never closed. It’s just the R&D is closed. If Yotsui comes out with a good
idea, we’ll start. It’s up to me to look for money, and when he’s not greedy we’ll start developing
again.

[Mr Ozaki’s phone rings, it’s his son]

RO: The typhoon is coming!

[Wind and rain outside builds up tremendously. Everyone moves to have a group photo taken]
RO: I think we’re going to float down the river!

[Some opening dialogue was lost before a new recording was started. We were discussing



Mitchell’s Lady Killer!26]

RO: <Referring to KY> He’s better than most graphics people. And you should see the original
graphics for Lady Killer! 1t’s so embarrassing now, you couldn’t see it done.

JS: Lot’s of beautiful, naked women?

RO: No. They were all good looking but... Ugh... It was too dirty. You couldn’t sell it on 42nd
Street. So he put in, just for example, an extra stage. You complete all the stages and then you get an
extra stage. There was a girl, sitting on a speaker — you know, a sound speaker — tits bouncing around!
And! On top of that, a snake going around her.

JS: Well, nothing wrong with that, if that’s what you like.

RO: No, no, for a game company to do that... I mean you gotta have pretty big balls to do that. And
that was his idea for a good game. No wonder I...

[Everyone is served warm sake]

[KY explains his game, Subway 20, in Japanese — only partially understood — it features a parallel
history with samurai]

RO: <interpreting> In foreign countries, the samurai have a certain identity that foreigners put to...
What Yotsui wants to say is, in Japan the samurai, during different periods, it’s a different rank.
During the Edo period it’s... <trails off>

[RO and KY converse — long discussion about samurai left uninterrupted]

RO: <laughs> That’s why I don’t get paid as an interpreter!

JS: We’re doing OK. We just need a few more drinks!

[RO and KY discuss the plan for Tuesday — Mr Yotsuis second interview would take place at
Westone, with Ryuichi Nishizawa]

JS: I wanted to ask, how Mr Yotsui first met Mr Nishizawa?

RO: <interpreting> Kogure!?? introduced him to Nishizawa. How old is Nishizawa? Yotsui is 48.
He said he’s probably one year higher or lower.

KY: Eh? <Speaks in Japanese>

RO: <laughs> He’s already 50, I didn’t know that. He says, I’'m more or less the same age as him.
<to the author> You’re not drinking at all.

JS: 1 am! [...] Anyway, throughout your years in the industry, have you ever looked at



somebody else’s game and thought to yourself: “I wish we had made that.”
RO: [inaudible] We didn’t come out with good things. We didn’t have that many good things.

JS: I thought Mitchell Corp had quite a few high quality games. What about Gamshara, an
arcade 3D shoot-em-up similar to Cabal?

RO: Gamshara was not good.

JS: It interests me, because it hasn’t been emulated. You can only play it in arcades. I also like
the pseudo-feudal Japan setting. It has a mysterious allure. And what about The Karate
Tournament?

RO: Chatan Yara Kuushank.

JS: I'love the name, what does it mean?

RO: <interpreting — barely audible> Karate has a style like *katan*. It’s the opening of the name.
JS: Did Mr Yotsui practise this style?

KY: [Japanese] Dekinai. Muzukashii.

(I didn'’t, it’s very difficult.)

[English] It’s high grade.

RO: All he did was, when he couldn’t come up with good ideas, he’d punch holes in the wall. And |
had to pay a lot of money when he was working.

JS: Really?! Holes in the...
RO: ...wall. Better than punching the graphics people.
KY: <waves hands to dismiss allegations> Nai, nai, nai. (No, no, no.) <laughs>

RO: You know what he [Mr Yotsui| used to do? Well, I’d call up a meeting, right? He’d always say,
“I want this kind of graphic done.” He’d come in two weeks later and the graphic guys didn’t do it.
He’d just tell them, it’s no good, move! And then he’d sit there for 15 minutes and just do the
graphics, saying, “I want this kind of graphics!” And you’re expecting the graphics people to hang on
to Mitchell? He threw out a couple of people.

JS: Is Mr Yotsui a strict boss?

RO: He can draw, himself. We had a couple of good graphics people, but these were guys straight
out of school. He couldn’t [/inaudible] them, because he knew they were lousy, and he’s the one who



hired them.
KY: <glances away from the TV> Hm?
[RO and KY converse]

RO: He says the company can go bankrupt, he wants to make a good game. So I’m saying, he *sat
there needing six more months, then six months go by*, I lost like 60 million yen.

JS: Wow! Because of...
RO: <interrupts — gestures to KY> him!
JS: On one game, or every game together?

RO: Cannon Dancer. To run a company for one month, you have to pay all the salaries. Each person
probably has five people in his family. A wife, kids, grandparents, all that.

JS: How come Cannon Dancer was never converted to a home system?
RO: Because it didn’t sell, as a coin-op.

JS: You said Strider didn’t sell well, but when it was ported it made money. It’s money for
nothing, because the game already exists. Converting to a home system can be done quickly and
cheaply.

RO: OK, let’s say we do a conversion, you need money for that! I have two cats and one kid to
support — [ need money.

JS: Do you still own Cannon Dancer’srights?

RO: Yes! You want to buy them?

JS: Perhaps, how much?

RO: The money you need is not to pay me. It’s to pay Sony or Nintendo, if you want to make it.
JS: You mean to have it run on Wii or PS3?

RO: You have to make the [/inaudible] or whatever, right? For that you need money.

JS: What about on PC, there are companies like Good Old Games. The PS3 or Wii is a locked
system, which Sony and Nintendo controls, but a computer is an open platform. You could sell it
without any extra publisher or middleman.

RO: But how much money can you make?



JS: Probably... Possibly... I have no idea. I don’t know figures. But people have made money
selling their back catalogue through places like GOG. How much money could you lose selling
it? Probably nothing.

RO: But you need to get a programmer to convert it to PC.
JS: Well, really all you need is someone to program an emulator.
RO: Well, if somebody wants to do that, I’'m willing to license it.

JS: So if someone was interested in producing an emulator for you to sell Cannon Dancer
online, through GOG, you would be open to negotiating with them?

RO: I don’t know. I licensed to Real Arcade, and there was nothing. I mean, what they paid me was
probably what we drank tonight. They were using a Chinese guy that spoke English, Japanese and
Chinese, perfectly. He was an agent in Japan, he came to my office so many times. He was such a nice
guy. The Real Arcade vice president came. But we were getting like 20'000 yen (£130 / $200) or
something, Anyway, I don’t know the PC people so well. I do business with peopl