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LCE: I'm a big fan of Kūki ningyō (Air Doll) and I was surprised that the screenplay was written by a man. 

It felt like it was created from a woman's point-of-view. I was very impressed. Do you think that a doll 

coming to life is something limited to women? 

 

Kore-eda: That's a difficult question. What were the most memorable lines of dialogue for you among 

(the sex doll) Nozomi's lines? 

 

LCE: The fight dialogue, and the times when Nozomi is discovering herself during her conversations 

with Arata’s character, when she asks: "What is this?" "What's the ocean?" and so on, and how he 

responds. 

 

Kore-eda: What was difficult was considering how a doll would "think." One aspect I was exploring was 

if she could overcome the damage caused when she realized she was conceived as a doll, a tool for 

sexual gratification, as she was discovering her own identity. Another aspect came about from 

discussions with actress Doona Bae about how to portray her character. I suggested mimicking a 

newborn baby's exploration of the world around her using all five senses, rather than trying to act like 

a doll. Feeling cold... moving toward objects of interest... imitating things... It's a story about the 

growth process of one woman who is yearning for things those around her have but she doesn’t. 

Growing from a baby to a wrinkled old lady. Experiencing the entire process in a short period of time. 

We agreed on this approach.  I think she portrays both themes: one showing the happiness of 

becoming human and the other the sadness of only being a doll. How she combines both themes was 

the most important point... the most difficult, but also the most interesting.... 

 

LCE: What was the first stimulus that brought Nozomi to life? 

 

Kore-eda: A difficult question. I think there are two ways to answer it. One is to say, "I don't know." It's 

the same way as asking how we came to be alive. Some characters in the film exhibit this kind of 

thinking. Another possibility is that she was brought to life by the power of love from the man she was 

living with. 

 

LCE: I believe Air Doll shows the paradox of love.  



 

Kore-eda: The paradox of love....Hmmm… I think it's a film that can be interpreted many different ways. 

This is not an attempt to dodge your question. One can discover many metaphors in the problem of 

being physically empty and feeling emptiness. I think what metaphor is drawn depends on the person 

watching the film; it will also change according to when one watches it. It's a very tragic story so while 

I didn't consider the word "paradox" while creating it, I did keep in mind themes from The Little 

Mermaid: impossible love... being unable to overcome differences in species for intimate relations. It's 

a theme explored in many different movies: the mermaid longs to be human and the struggles she 

faces after becoming human. Even though one theme was an exploration of the failure of an inter-

species relationship, I didn't want to just portray a tragic story. Rather than portraying Nozomi’s 

“emptiness” as something negative, a deficiency, I wanted to show that it provided opportunities to 

connect with others.  

There’s a short manga that’s the base for this movie. After reading it thoroughly, I thought the way it 

set out to portray a sense of emptiness being fulfilled by another person was wonderful (ichiban suteki). 

At the end of the original story, too, the doll is thrown out in the garbage and dies, but I thought that 

the view of life and humanity that lets us see the potential of this act was very rich. I believe that living 

things do not develop independently; rather we are developed by others filling in our deficiencies and 

we fill in the deficiencies of others. Trying to fill these deficiencies by oneself can result in unhappiness. 

So I thought the view of life and humanity that sees these deficiencies fulfilled by someone else gives 

a sense of abundance (yutaka). However, people often don't realize this, so I wanted to make a movie 

showing a doll coming to realize this way of thinking. 

 

LCE: One scene I didn't understand was when Arata's character Junichi dies. Please explain it to me. 

 

Kore-eda: I might not have expressed that scene clearly. 

 

Dr. Ehrlich: I was shocked the first time I watched it. 

 

Kore-eda: From my perspective, the reason she killed him is that she has grown and developed so 

rapidly; she experiences many misunderstandings, but she feels happiest when she is filled with the 

breath of someone she loves. She feels fulfillment. As a result, she wants to give the same experience 

to the one she loves and accidentally kills him. This is the direction I gave when the scene was acted 

out. She didn't kill his character out of spite or with the intention to kill him. Her desire to fulfill him 

with her breath, fulfill him with her love, led to that tragic ending.... 

 

LCE: To ask a pragmatic question: Why didn't Junichi call an ambulance?  

 

Kore-eda: Another difficult question. The character Arata played was the kind of personality attracted 



to death. By the end of the story, I wanted to show that the doll was the most human (ichiban 

ningenteki da). Placed around her are people with a kind of twisted emptiness. There’s a contrast 

between the man who is pulled towards death and Nozomi’s approach to life. Because he is facing 

death, he does things like decorate his house with dry flowers. 

Therefore, although the two of them love each other, there is a difference between the love she feels 

and the love he feels…the desire she feels and the desire he feels…This is somewhat embarrassing but, 

when she loses air and has air blown into her belly button, when she is filled with his air, it is a kind of 

orgiastic experience. 

As for the man, he is reacting to her shriveling up. After having that experience, she decides not to 

inflate herself again and throws away the pump. In other words, from that moment, she begins to have 

a mortal life. But if you ask what that experience was for him, it could be seen that her getting rid of 

air was like a repetition of death. Therefore, he transmits the desire for air to be taken out of her.  

That’s a difference between the male and female view of love. The love the two feel is a reciprocal one 

but she receives, she has a body that can receive. But that’s also where she learns about sadness. 

When I thought about why he asks for such a thing, it’s because he hasn’t had the experience of being 

filled, so he rushes towards such behavior. But it was hard to convey. What I wanted to show on the 

bed was the doll attracted to life and the human pulled toward death….how this was incompatible.  

 

LCE: It’s a profound movie. I think it took courage to make. 

 

Kore-eda: I don't know whether "courage" was involved, but I know it was an extremely difficult topic. 

 

LCE: When I first saw Air Doll I was in Madrid, and the audience there was very enthusiastic. One of 

my Spanish friends has a question for you. He noted that there aren't characters with a strong sense 

of masculinity in your films. Do you think this is an overstatement? 

 

Kore-eda: Not at all, he’s right. I can't write about strong male characters. I'm not interested in  

authoritarian or paternalistic characters. So I don't write about them... I can't write about them. I don’t 

like them. My own father wasn’t like that, so I don't have an experience of having a strong father figure. 

 

LCE: I’d like to ask about the children in your films. They’re often in situations of hardship. Do you think 

this reflects the reality of contemporary society? 

 

Kore-eda: I do think so. This will be difficult to analyze. I was born in 1962; that was after the age of 

strong-father figures. In my generation, we had more family-oriented fathers (“my-home-papa”), but 

it was different for me. There was no “at home father;” I grew up in an atmosphere of absence. I think 

it’s the same for children today. The move to revive the strong father figure is an attempt to address 

issues such as social disorder and disobedience in school that have arisen with the loss of the influence 



of a strong father.  

On the other hand, I think it’s important to look at how children have adapted to growing up without 

a strong paternal influence. The way of thinking that children don’t listen to what is said at school—

it’s a way of thinking that a paternal authority is necessary. In the future, I don't think there will be a 

revival of the old-fashioned idea of a household controlled by a strong father (something people like 

former prefectural governor Ishihara Shintarō have proposed). But I think another way. I'm interested 

in exploring how children grow and adapt after a guiding authority has been lost. 

 

LCE: When I watched the “Making of “documentary for Aruitemo aruitemo (Still Walking), you said you 

felt like you became a novelist with that film. You said that the films prior to Still Walking were created 

more from an observational perspective. I may be mistaken, but can you talk a little bit more about 

this? 

 

HK: No, you’re not mistaken. Not just in terms of images--even in terms of written language, there are 

three important points when making something: 

(1) Observation (kansatsu suru) 

(2) Imagination (sōzō ryoku) 

(3) Memory (kioku) 

To search for memory, one looks back at one’s own actual experiences. In the “Making Of” 

documentary, I spoke of composing something while balancing the three points. According to the 

individual work, which of the three becomes central will change. If I speak of the works up to that 

point, “observation” was the focus. The actors before us (sometimes they aren’t actors, when children 

appear)—I take time to observe the child. As I think about the lines and story, I write something that 

depicts the child’s character. The most important starting point is how to observe. Of course, from that 

point, I also use imagination. In Nobody Knows, I overlap my childhood experiences with those of the 

protagonist Akira. That’s where memory also plays a considerable role. 

 

I have continued to use memory and observation when I make films. But with Still Walking—I wrote 

the screenplay right after my mother’s death—because it was written with elegiac feelings towards 

my deceased mother. Half of the lines uttered by Kirin Kiki (who played the grandmother) were words 

my mother had spoken. So how to search for memory, and how to revive my memories of my 

childhood, makes up 70% of the script of Still Walking. The starting point of that film is from a very 

private place. 

 

Up to that point, I hadn’t thought of myself as an author. I didn’t even like the word “author.” 

Rather than saying that something arises from within me, I thought: “I encountered someone (deai) 

and in that relationship (aida) the work arises. But only with Still Walking, I sensed that I was making 

the film as an author, because it came from within me. It was a different process. 



 

LCE: Is your new film (Kiseki/I Wish) based on an outside source? 

 

Kore-eda: No, it's an original story. It's original, but like Nobody Knows I started with the desire to make 

a film with conversations among children. I created a rough plot and carried out auditions for the 

children’s roles here and there. Eventually I found a pair of very interesting and charming brothers 

(who perform manzai). I had originally thought of a boy and a girl and did auditions accordingly. But I 

gave that up and rewrote the plot to be about brothers who were separated and lived apart. This 

surprised the others. 

   I observed those brothers. How would they behave if they were separated? While imagining that, 

I wrote the screenplay. While talking to the boys and observing them, I made the dialogue and details. 

 

LCE: Will there be a prepared script for the children? In the case of Nobody Knows, you said that you 

gave the children their lines day by day. 

 

Kore-eda: I wrote a script but didn't give it to them. The children came to the site of filming without 

feeling any pressure.  All they had to do was show up.... 

 

LCE: Last question. I'm curious: was the opening scene of Still Walking (the scene with the women 

peeling daikon radish and carrot) an homage to the screenplay of Ozu who passed away during the 

time of preparing Daikon to ninjin [literally “White Radish and Carrot,” a film completed by Minoru 

Shibuya in 1965]? 

 

HK: No. Now that you mention it, that’s true! The theme of Still Walking was of a son who didn’t meet 

his father’s expectations. It’s a motif Ozu often repeated. Because I was very aware of that motif used 

by Ozu ,I rewatched his films when I made Still Walking. Of course I can’t imitate Ozu at all, but I did 

that preparation. This is the first time I noticed that connection with the opening scene of Still Walking. 

If so, I did it unconsciously! 

 

 


