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TOKYO INTERNATIONAL FILM FESTIVAL CONTENT MARKET

» TIFFCOM 2025 Highlight Report

TIFFCOM 2025, the affiliated content market of the Tokyo International Film Festival, was held from October 29 to
31, 2025, at the Tokyo Metropolitan Industrial Trade Center, Hamamatsucho-kan. Among the wide range of events
that took place over the three days, this report offers a detailed look at highlights from the venue, including the
keynote seminar, special sessions, and the Tokyo Gap-Financing Market (TGFM) Awards Ceremony.
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“TIFFCOM 2025,” one of Asia’s leading content
markets, was held over three days from
Wednesday, October 29 to Friday, October 31,
2025, at the Tokyo Metropolitan Industrial Trade
Center HAMAMATSUCHO-KAN in Takeshiba,
Tokyo.

Marking its 22nd edition, this year saw an increase
in the number of exhibitors from both Japan and
abroad compared to the previous year, leading to
an expansion of the venue space. As the affiliated
content market of the Tokyo International Film
Festival, the event brought together a diverse
range of content holders, including those in film,
television, and animation, as well as prominent
buyers, producers, and industry professionals from
around the world. The event attracted over 4,500
attendees, with lively business meetings and
discussions unfolding throughout the venue.
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On the first day, Wednesday, October 29, the event kicked off with lively business dealings at the “Tokyo Gap-Finance
Market (TGFM)” and the “Tokyo IP Market: Adaptation & Remake (TIPM).” From the morning, the venue was bustling
with activity across exhibitor booths and seminar rooms. The seminar program featured a lineup of 20 sessions—five
more than the previous year—where attendees listened intently to the wide array of intriguing topics.
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The first seminar on Day 1 explored the latest landscape of international
co-production in the rapidly growing countries of Southeast Asia, using
model cases such as the TIFF Competition entry Morte Cucina and
animation works produced in the region. Moderator Lorna Tee remarked
that there are three key points to international co-production. First, it
expands the artistic vision. Second, it lowers the investment risk for all
parties. And third, she believes it broadens opportunities for distribution
and international expansion.
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Following this, the keynote session “The Future of
Japanese Intellectual Property in Global Adaptations” was
held to examine the current landscape of global
adaptations of Japanese IP, citing examples from both
Hollywood and Asian markets. Tetsu Fujimura, CEO of
Filosophia Inc., took the stage. Drawing on his own
involvement in major projects such as the Hollywood live-
action film Ghost in the Shell and the Netflix Original Series
ONE PIECE, he shed light on the current status and future
potential of Japanese IP.
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On the second day, October 30, Yomiuri TV hosted the seminar “From Local
to Global: Japan-Italy Co-Production Unlocking New Horizons”. Kansai-
based broadcaster Yomiuri TV has teamed up with the Italian production
company Studio Bozzetto to produce an anime series featuring Yomiuri TV's
mascot character “Shinoby,” set to be broadcast in both Japan and Italy.
The seminar explored business possibilities both domestically and globally,
covering details such as the production background and how this
international collaboration was sparked by an encounter at TIFFCOM.
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Additionally, the seminar “IP Adaptation Strategy - Sony Pictures International
Productions,” hosted by Sony Pictures International Productions (SPIP),
featured Shebnem Askin, Executive Vice President, Creative Production and

Head of SPIP, who oversees local productions globally. Visiting from the U.S., \‘“m“

she discussed their multifaceted projects for internationally remaking

successful global titles and introduced methodologies for localizing content in
various countries.

SONY
FICTURES
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In the seminar “The Cutting Edge of Japanese
Animation's Global Expansion,” hosted by The
Association of Japanese Animations, experts
gathered to explore the growth factors and future
outlook of the industry. Speakers included Eiko
Tanaka (CEO Producer, STUDIO4°C); Naohiro
Ogata (Director, GUNDAM Strategic Business
Group, Bandai Namco Filmworks Inc.), who
manages the Mobile Suit Gundam series; and
Takaaki Nakazawa (Director, Head of Corporate
Planning & Global Corporate Affairs, TOHO Global
Inc.), responsible for global strategies of in-house
IPs such as Godzilla. They exchanged views on the
trajectory of the Japanese animation industry,
which has set a target of reaching an overseas
market size of 20 trillion yen by 2033.
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On the final day, October 31, the “MPA/DHU/TIFFCOM Masterclass Seminar & Pitching Contest 2025” was held, organized
by the Motion Picture Association (MPA), Digital Hollywood University (DHU), and TIFFCOM. In the first session, Schuyler
Weiss, producer of Baz Luhrmann’s latest film Elvis, took the stage. Expressing his thoughts on original content, he
remarked, "In a fast-changing landscape
commercially, the only way to continue is to
believe in original storytelling and believe that
that will win the day."
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In the second session, the “Pitching Contest 2025” was held. A total of 8 presenters representing 7 projects—5 selected
from public submissions and 2 from the “2025 TUA-KAFA Feature Film Project Co-Development Workshop - Pitching”—
took the stage to pitch their works. The MPA Grand Prize was awarded to Find Me: After The Stage by Kang Jihyun. The
Special Recognition Prizes were awarded to Asphalt: Under the Skin by Ryohei Sasatani and Sin by the lakeside by Mio
Suzuki.
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Bringing TIFFCOM to a close was the “TIFFCOM TGFM 2025 Awards
Ceremony,” the awarding event for the “Tokyo Gap-Financing Market
(TGFM),” held at LEXUS MEETS... in Tokyo Midtown Hibiya. Achieving a
double victory with the top honors—the Tokyo Project Award and the
Kongchak Award—was Four Seasons in Java directed by Kamila Andini.
The White Light Award went to Polaris directed by Natsuki Seta. The
Asian Gen-Z Award, selected by Generation Z, was awarded to HUM
directed by Don Josephus Raphael Eblahan, and the Asian Gen-Z Award
Special Mention went to I Have to Fuck Before the World Ends directed
by Andrea Benjamin Manenti, filling the venue with cheers of joy.
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TIFFCOM 2025 also featured a wide range of seminars and events, drawing a significantly larger audience than last year
and closing on a lively note. Over the course of three energetic days, the market offered a clear sense of where the
industry stands today—and where it is headed in the future.
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[Keynote] The Future of Japanese Intellectual Property
in Global Adaptations
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The opening day of TIFFCOM 2025, October 29,
began with a keynote seminar titled “The
Future of Japanese Intellectual Property in
Global Adaptations,” featuring Tetsu Fujimura,
Founder and CEO of Filosophia Inc., as the
speaker. The founder of the film distribution
company GAGA Communications Inc. (now
GAGA Corporation), Fujimura has been deeply
involved in live-action adaptation projects such
as the Hollywood feature Ghost in the Shell and
Netflix’s original series ONE PIECE. During the
seminar, he shared behind-the-scenes insights
into how these projects were realized, while
speaking candidly about the current state and
future prospects of Japanese IP.
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After founding GAGA in 1986 and serving as its President and CEO until 2004, Fujimura went on to establish Filosophia
Inc. in 2006. Reflecting on his experience in the highly competitive field of international film acquisition, he began to
consider what a “business without competition” might entail. This inquiry ultimately led him to develop a business model
that functions as a bridge between Japanese IP and Hollywood producers.

A key turning point came through his encounter with Avi Arad, founder of Marvel Studios and producer of globally
successful franchises such as Spider-Man and Iron Man. A longtime fan of Japanese manga and anime, Arad had a strong
desire to one day adapt Japanese IP for Hollywood. Responding to that ambition, Fujimura joined the live-action
adaptation of Ghost in the Shell. The project took ten years to come together—an experience that would later lay the
groundwork for Fujimura’s work.

In the realm of television series, another significant encounter followed with renowned producer Marty Adelstein, known
for Prison Break. Guided by Adelstein’s words that “the era of television is coming,” Fujimura seized the opportunity that
would become Netflix’s live-action ONE PIECE. Acting as an intermediary between the Japanese rights holders and
Adelstein’s company Tomorrow Studios, he handled negotiations between Japan and the United States regarding
adaptation rights. Netflix later joined the project, which ultimately led to its success. Fujimura explained that in
Hollywood, recognition as an executive producer comes through one of two avenues: financial contribution or project
contribution.

© TIFFCOM 2025 7
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The importance of IP continues to grow year by year. During the seminar, Fujimura pointed to the 2024 global box office
top 10 rankings, noting that two films based on Japanese IP—Godzilla x Kong: The New Empire and Sonic the Hedgehog
3—ranked among them. While final figures for 2025 have yet to be compiled, he noted that the global success of Demon
Slayer: Kimetsu no Yaiba - Infinity Castle, Chapter One: Akaza Returns makes its appearance all but certain, suggesting
that global trends are beginning to shift.

Filosophia also conducted an independent study examining the proportion of IP-based works among the top 30 highest-
grossing Hollywood films at the box office over the past 45 years. According to the results, IP-based titles accounted for
roughly 10-20% of such films in the 1990s, but had risen sharply to nearly 90% by 2023.

IPDEFD/IND—(F. FAEEEZELTETW

Do BAREK(E 2024 FEOSHFREY S 10 D

S2FIIREBRLU. TORI N> DH(C,
(025 x A0 iR EE] Vv oxs

il K™ TOKYO MISSION] EWSHEAD IP &#E&
AT (CUTBREN 2 RS> 04> LTWB T ECER
P T3, =5(C 2025 FFERBRNRS>F> I
7a-/VRRETIER S0 3 HE EHENTLRLD, 2R TAEY FLTVS

P : TRISAR [SRImDA | EIRNGR 55— AEEEE
Kl DS 04>2FT2DIEBE. HROFRNZED
DIBHTND. LIEHT D

EBICT4OYVT« 74N BE 45 FED/\UD
v RIRBIOITIRA by 7 30 (CBIFB IPEEE

(CUTARmDEIEZ B (CRELZE TS, 1990
FRICIE 10~20%REZ > ZEDHY. 2023 F(C
([F90%IAELETTRBLTLDEWD,

Why, then, does Japan continue to produce such an abundance of IP? Fujimura explained this through three key factors
behind this. The first is Japan’s unique business model of manga magazines, found nowhere else in the world. With new
works constantly emerging in weekly and monthly publications, popular titles are then adapted into anime. This system,
he noted, has created fertile ground for generating IP in both overwhelming quantity and quality.

The second factor is the global spread of streaming platforms such as Netflix and Crunchyroll, which has made it possible
for Japanese anime to reach fans around the world almost instantly. Anime, once considered local content, has now
become fully global content. As the recognition of Japanese manga and anime continues to rise, so too does their value as
source material.

The third factor is Japan’s position as one of the world’s leading game-producing countries. According to rankings by a
Dutch research firm, Sony and Nintendo consistently rank among the top global game companies by revenue. Their
presence supports a broad ecosystem of influential Japanese game developers. The global game market itself is projected
to reach approximately 90 trillion yen by 2030. These three elements combined, Fujimura explained, have made Japan
one of the world’s foremost “treasure troves of IP.”
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Recent successes symbolizing the global rise of Japanese IP include the animated feature The Super Mario Bros. Movie
and Netflix’s live-action ONE PIECE series. Fujimura noted that The Super Mario Bros. Movie achieved a global box office
ranking of 16th all time, and second among animated films, surpassed only by Frozen II.

As for Netflix's ONE PIECE, he recalled that pre-release surveys showed 70% of fans opposed a live-action adaptation.
The outcome, however, proved markedly different. Upon release, the series ranked No. 1 in viewership in 86 countries,
and received a 95% score on Rotten Tomatoes. Fujimura attributed this success not only to the quality of the production,
but also to the deep involvement of original creator Eiichiro Oda as an Executive Producer, as well as the careful dialogue
maintained with fans.

He further cited recent examples showing that language is no longer a barrier to entertainment: the drama SHOGUN,
starring Hiroyuki Sanada, which won a record-breaking 18 Emmy Awards; YOASOBI's “Idol,” which became the first
Japanese-language song to top the U.S. Billboard Global chart; and major box office successes in the United States such
as Godzilla Minus One and Demon Slayer: Kimetsu no Yaiba — Infinity Castle, Chapter One: Akaza Returns.

During the seminar, Fujimura also revealed a list of Japanese IP currently awaiting adaptation in Hollywood, including The
Legend of Zelda, Naruto, One-Punch Man, and My Hero Academia. He noted that the titles announced so far represent
only a small fraction of the projects in development, underscoring the strong and growing interest Hollywood continues to
show in Japanese IP.
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In closing, Fujimura referenced a June 2023 Nikkei article reporting that the combined market capitalization of Japan’s
nine leading entertainment companies had surpassed that of its nine major automobile manufacturers. He observed that
the number of people predicting entertainment to become one of Japan’s core industries is rapidly increasing, noting that
the times are changing. This comparison underscored the growing potential of Japan’s entertainment industry in the
global market.

At the same time, he emphasized that this trend is not limited to major, well-known IP. While deals for established titles
are largely already in place, Hollywood is now turning its attention to IP that is not yet widely known but holds strong
potential—the so-called “next zone.” As the landscape of Japanese IP adaptation continues to evolve and global
distribution expands, audiences around the world are increasingly seeking compelling stories and characters that resonate
across borders and languages.

RECEMEKE. 2023 F 6 AOBEHENRUEL [T HAEE 9 HORMBHERSTTIBEBETE 9 ttaikV\Z] EVWSRKFEZR
Mo [IZHANEADEBREECRDLESDEFRAITDIANDRCERI TVET, BREZENDSDIELTVWET] LEBDRE. 5
(FEERDIZIADINT v I)LDRESZSH STZHTRU.

ERZTNEHEESHIHNB AT v —1IP ZIFDETIFR . [ Ay =X IP (FEEFT v —ILSREO>TVET, /\UDy RTES. F2E
BTERIBVDIRT> v )Lz ROV —>D IP) (CBZEFSNTLEY . BARIPBRFIEDOHERERETENDSZ D ELTVE
Yo TOF v RFTO—/ULILEND, HADEL EFTHREZREITDZ ENEIRRICI 5. HRDAL FEESEZMR TLZH
SEDIMNNLRF v ST —DRES VWA R—U—ZRHTNET ] ERBICTFUMNTTZ.
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As the first highlight of TIFFCOM 2025’s seminar
lineup, the special session “Co-production
Seminar: Case Study & Panel Discussion -
Southeast Asian Countries” was held on the
morning of October 29. The first half of the
seminar featured a case study on Morte Cucina, a
film selected for this year’s Tokyo International
Film Festival (TIFF) Competition and an
international co-production involving Thailand,
Singapore, Taiwan, Luxembourg, and the USA.
The panel included director Pen-ek Ratanaruang,
producer Soros Sukhum, and co-producer Stefano
Centini, who discussed the latest trends in
international co-production within the rapidly
growing Southeast Asian region. The session was
moderated by film producer and curator Lorna Tee
(mylab).

Director Pen-ek Ratanaruang (Morte Cucina)
ROT—0 - SYHFFIVT—EE ( [EDFvF> (& : Morte Cucina) ] )

[TIFFCOM 2025] ;¥ BOt=—54>3 v T 1 AKBEUT. 10 B 29 HOBH, AR vl - Ty 3> [ERREREEEZS
—~ T —=RARFT 4 I\FIVT 4 AAvSa> - BBV TR~ DiESNZ, CZF—R#0OI—XRFFT 1 Tld 54, =27
MR=Ib. BB, IWot>TILD. ZADDOEBRERRMEER THIAFERRERMRER > RFT+ > 3 EFHER [FEDFvF >

(RE : Morte Cucina) | OR>IT—F - SYAFILF7-2EE JTOF1—H—DVY—0OX - ATLK, HETOF1—H—DX
FI7) - FIorsa—ZK5Z/)\RUIANIDZ, 8RETIREIZZTVDELZ TOEBEREEORITIKRZEDE DI, SR
MEO>1—Y—., FalL—4F—D0O—7F - T« —K (mylab) H#Esiz.

The film unfolds an extraordinary story in which the protagonist seeks revenge through cooking against a man who
inflicted physical and emotional trauma on her in the past, presenting the narrative with unpredictable plot twists.
Producer Sukhum explained that, given the nature of the project, securing funding solely within Thailand would have been
difficult, prompting the team to pursue international co-production. He added that the film’s focus on Thai cuisine, along
with the participation of cinematographer Christopher Doyle—renowned for his work with Wong Kar-wai—served as key
elements in attracting a wide range of investors.

Producer Sukhum revealed that the budget was approximately 1.3 million USD, with about half of the final funds raised in
Thailand. The remaining funding was secured from Singapore, Taiwan, Luxembourg, and the United States.

BECEANZEHN(CERERN CHEDIIESEHEC, BIETEEIDLVWSHFBRRIMIA -V —Z, FRZEUIERCRESE
. TOF721—B—DRULKE. ZOSVWOTAEREFIIERNLITTERZEHDDEFHEH LWz, ERERAREDOEZRDSZEICL
LB L. AOAKE BRENYABIBZEM LTV L. TEUTURREEEICIAY - H—D7M{ER TSNS IV KD
77—+ RAOILRREMT D ENS T EZBMIMDIC, LKHEEEZE D TLI\D,

FEEFIZVZW 130 B RILEE, RIENRFEDOED < SVWNIANSEDIEERTHOIEEANIATAK, TOM. > HR—
e BB, WoE2TIVD, PAURRENSEEREZEDTZ.
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Among these partners, Stefano Centini, a producer based in Taiwan and Italy, joined the project. Centini recalled being
approached by Sukhum to collaborate on Director Pen-ek’s new film. He described it as an unmissable opportunity, noting
that Director Pen-ek was his mentor—having served as a lecturer at the talent development program “Talents Tokyo”
around 2017—and that Christopher Doyle was also involved.

Centini approached TAICCA (Taiwan Creative Content Agency) to secure funding from Taiwan, specifically through its
contribution to post-production. He emphasized that color is a crucial element of “Morte Cucina”, and that the visual
effects and parts of the sound design handled in Taiwan were indispensable to the film.

ZOHRTEEEAY VT ZRCES TR TOT1—F—DF I >7+« —ZKEZOTOZT U MMIER Uz, FI>71—ZKIE
RONKREFEITHERNDD, XROT—JEBOHFUWVREN G DD THI URVLWNEFTZSNIZEIRDIESD, RAEWD TER T —

DEBIFEEDAS—TEHD. BXLT 10 FESWVET (2017 F) (CAMBRIOTSLDIL Y - h—F3 —THENEHZH
HTWEZIZS, TODRFEEIC(CPDZWER>ECE, FIURRNT7— - RAILKREENDODTNDEWSTET, FeLRRWHES
EERUIZEED .

#E(E TAICCA (BEOUIAT«T - A>F72Y - I—2123—) [@EMT. RRANTOF T3> TOSMEVWSHTEED
BEEERULZ, [EOFvF2) FENEDNDIHENIERCEZLRFR. LTI U METDY RO—EEAETITON. TN
SERE (CRMEIRNEBDTE D 12T DT,

As a result, the production required coordination with staff across multiple countries, such as sound mixing in Luxembourg
and post-production in Taiwan. Sukhum explained that he first discussed with Director Pen-ek which parts of the
production should be carried out in each country, before consulting with the co-producers to finalize the workflow.

Sukhum confessed that managing cash flow was a major challenge, explaining that he secured funds through various
means, including borrowing from private investors, to shield Director Pen-ek from unnecessary stress. He shared that
during the shoot, the director even asked him why the production was proceeding so smoothly, noting that financial
issues usually cause complications at that stage. Sukhum humorously recalled telling the director that while the filming
process might be smooth, his side of the operation was incredibly difficult, a comment that drew laughter from the
audience.

M UTEF2I@ILoE2TIVO. AR NTOSY
o2 3aFaBEEVWDTZEEIC, REDRYY IS
EEEUTRFIDICENVARL D EEVWDIRILR
(F. ROI—JEEEEDETHEZ LZLDONZEE
L. ZTOHCHATOT1—H—(CBHEK U EE
Do

RAOLKICEDE Frva1TIO—-(CEAULTEIESE
[CEFUIEENDN, BEERFTRBRI N RICES
SNRVKDIC. AAKERICED ANZDFENT S
RETERZEEDIET DL, TNRDICARIT—JE
BB FREOIFIC, IRATTARCTOSY IS 3>
DB ICEATWBDEAINIEDIEEND, &0
SDE. KMECDHIEDDEEDMEGED ETAN
SR> TNBIMNS., EVWDSTERDEN, RTLKE
EBCH L. BEEMNMEREL TLWIED(EMBICEAT

WBNELNRBLA, BOMPOTWSZE ([CRALT From left: Director Pen-ek Ratanaruang with Morte Cucina Co-producer Stefano Centini
[FARH(CKRERDIEEER 2 ERBEHNMETZ. and Producer Soros Sukhum

ELORDI—T - SyIFINT—EE XFT7/ - FI274—ZK ( [EOFVF>I
#ETOF1-Y-) . V-OX - AULK (BFO0721—-Y-)

Centini also addressed the challenges of managing cash flow. With bases in both Italy and Taiwan, he understands the
distinct approaches of the two regions. He explained that compared to Europe—where securing investment approval can
be stringent—Asia tends to be more flexible, often allowing participation even with smaller investment amounts. At the
same time, he noted that the rules in Asia evolve rapidly; what applied yesterday may already have changed today. Given
these differences, he emphasized the importance of maintaining dual bases, which allows him to choose the most suitable
option for each film’s specific needs. He added that finding the right balance between financial constraints and artistic
goals is essential.

TUCFI>Ta—Z—KEFL, Frvl1J0-FHUWEZDEFZED. 1FVUT7EAED 2 HzilR(CE<KIE. 2D

EDDMIF TRQDIHZE ED T EZIBHELTVND, I—0OV/NCLARTIZZI TR, HEEM R TEHESETINBEZE. 14
D773 —0Ov/(TEEBHMEGMHEEZ OK LT<NRWVWECBEREHDIN. PP TIEFZEZ(FHENDDINECAINGD EHRBE L. 7=
7T TI>ZDIL—ILEARNBERSTEND D TLW EVWDSETANGD., EHZSE2IECEBSHIEFESIEND TR EWNDD
EBEIBRODIEEND, BDUREBWEREXZLET. WEDAEDOREZIF O TN ENWDDFIFEICKET. MED_-_—X(CE
DETEBSS(ICTIMERDINSIEEND, EAEFIC. £5 1 DEERQDE. EERDOHEEEMINAEZ ESWVWDSEIC/ (S > XER

BONEEZ DT ETEEHBANTZ,
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When asked for advice on co-productions with
the rapidly growing Southeast Asian region,
T At g s ratvet co-prcron o “More Ccis” Centini emphasized the importance of
Case Study communication and mutual understanding,
; Y [ i particularly regarding funding mechanisms. He
& ¥ noted that although Asia represents a massive
market for film, it still lacks sufficient
organizational structure compared to other
regions. He suggested that governments should
adopt a regional perspective rather than focusing
solely on national interests.

To conclude the session, moderator Lorna Tee
summarized the three key benefits of
international co-production: first, the expansion
of artistic vision; second, the reduction of
financial risk for all investors; and third, the
broadening of opportunities for distribution and
international exposure.

R, BREZHITDREI ST EOEBRREBRFZED T ETO7 RIA AZRbSNEFI>FT—ZKiE FI (@O
T=2 32K THD. TNEBEDERE, HCT7> ROADZIARLKELT. BEWCIEFZRDDCENKIZEE 2. 2
R727E BRECBEUTIERERHIBC/RD TLDH, FEHTHEMOEDEANEDRNERLTED. BRNSRSE. BE
DFHFIZIT TR THIRSAR TORANKEIZEIBHUIL, TUTESICEARDT —KH . ERHERRIEICEESEL/RA> b3
DHD. 1 DEBEZOHMNRES I ALENDENDS L, 2 DBEFEEDHEDYR IR TRS NS L, 7L T 3 DEMEE
BREAMHUTWKFv O ANEND T EEETDAY Y haF L.
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As the opening highlight of TIFFCOM 2025's
seminar lineup, the special session “Co-
production Seminar: Case Study & Panel
Discussion — Southeast Asian Countries” was
held on the morning of October 29. While the
first half focused on the latest trends in
international co-production within the rapidly
growing Southeast Asian region—using this
year's TIFF Competition entry Morte Cucina as a
model case—the second half shifted to a panel
discussion on the burgeoning animation industry
in Southeast Asia.

The panel featured Shanty Harmayn, producer of
the Indonesian project Garuda: Dare to Dream,
which also participated in the Tokyo Gap-
Financing Market (TGFM); Cristian Imanuell,
Marketing Producer of Jumbo; Nini Yusof, Executive Producer of Ejen Ali the Movie 2; and Tadashi Sudo, a journalist with
extensive knowledge of the animation industry. Following the case study in the first half, Lorna Tee continued to serve as
the moderator.

[TIFFCOM 2025] FBOEZF—51/>FvITD1ARBELT, 10 B 29 HDOR, ARSI vIL - Ty 3> [ERHEEAREEZS
—~ T —=RAITA RINFIT A ANy 3> - RETZTiR~] HEEESNz. €2 —0rIHF T AFEERREFRERI> R
T+ 23 2EPWER [BEDFvF> (R : Morte Cucina) | ZEFILT—X(C, BETDHRE7 ST OE 4L TOEREBEEED
BHRRZEOE D2 HBi<B¥D/RILT A AHvSIUEF. BREEUVVWERBIVZSTOTV ZAFEEICDVWTEDESHRERD
Iz

BEUJzDIE. Tokyo Gap-Financing Market (TGFM) (CHBEESHNUEA > RS 77D [Garuda: Dare to Dream (3g8) |

OF1—H—D3v>2F+ - J\—-YA>K, [umbo (38&) | ODY—4F«4 207071 —Y—%2HEDDIIUIFv> - TNV

TJLEK. [Ejen Ali Movie 2] OIJCOFT« I 7OF71—Y—%2HDHd - - AVIK. TUTCTIAER(IBEI DSV —FUX
ROBTEERNSH, EFTL—F—(FRFEDT —IXR G5« [CiiE, O—F - T4 —RH DI,

The seminar opened with an introduction to Garuda: Dare to Dream, an Indonesian animation project participating in this
year's TGFM. Describing the film as an animation about a young soccer player who gains mysterious powers, Producer
Shanty Harmayn explained the project's inception. She shared that the team decided to adapt an existing IP they owned
into an animated feature, establishing a small studio specifically to launch the project. Harmayn noted that production is
currently underway, targeting an initial release in Indonesia in early 2026.

Reflecting on the challenges, Harmayn cited funding as a major hurdle. However, she emphasized their conviction:
knowing they had to take a gamble, they realized they could not simply wait for opportunities to come. She revealed that
investors eventually stepped forward to join them in taking that bet, noting that the recent success of Jumbo also helped
pave the way. Regarding her participation in TGFM, she described the market as incredibly open. She added that, as
Japan is a leader in the animation industry with a massive market, there was a great deal to learn from the experience.
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EHUCREBEROTHDEED/\ XA VREN, RIEBDEECHMEZN G o2l BT ICHRINENTRVENSDED
MOTED., AELRNT, EZIHDITHO> TLBIDITFICREVLEN DT EfITE. UNULED LTSS EICIRERMEK T, —i#
[CHEFICE>TNBEES>TNETE B5&5E Tumbo (3RRE) | ORINESHDZDT, 2O IR EBENL TS,
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Center: Producer Shanty Harmayn (Garuda: Dare to Dream, Animation project in TGFM)
R FOF1—H— Sv>F« - J\=-Y1>K (“Garuda: Dare to Dream” TGFM S117 =X —= 3 > 1bH)

The discussion then turned to Jumbo, a film that became a massive hit in Indonesia. As part of its promotional strategy,
the team focused on strong branding to convey that animation is not just for children and that high-quality animation can
come from Indonesia. This approach successfully appealed to audiences across generations. The film'’s success
demonstrated the potential of the country’s animation market and provided momentum for future projects.

Cristian Imanuell, the film’s Marketing Producer, recalled that the project began with the desire to create content that
could resonate with viewers of all ages. He noted that Indonesia has relatively few multi-generational local titles, with the
market often dominated by foreign IPs such as Frozen and Minions. It was precisely because of this, he said, that he felt
motivated to create a distinctive, homegrown IP—one that children could continue to love even as they grow into adults.

BWTHA Y RRIFTAEY MR U [Jumbo (3EEE) J (CDWT
BRNASNE. BIEEIRE UTETZZA—3 3 > EFEmF T TEm
W AV RRETIBSERWTZANDD ENWD T ST 4 0%/
KU, RBAWERICEFR. CORINERIED7Z ZATRORT> vl
ZEEEA L. /22 BEERA DB VR ERD T,

BEDN—o 5+ 207071 —9—, JURFv> - AXITILK
(F. HEIANTOEHRBICEL D FTYUMRLWEND EZ BN
UE2ERNIRD. 12 RRSTT>RHIENZE < DHA(CEL TS
FIOYNRL, AV RRITICADTLBIP (& [PFHEZDLE] [=
ZASX] REFNEDEDHZNN, WS TZA D RRITHSEE

Marketing Producer Cristian Imanuell (Jumbo) NIEFBIRIP ZRBIAD EB o2 & FHEAKRANCRODTEZUREITS
DURFv> - AXXTILE ("Jumbo" Y=+« >07O0F1—H—) n3 IP xRN =h o J= & ZOEEE R,

Meanwhile, the spy action animation series Ejen Ali has achieved
massive success in Malaysia. Nini Yusof, the film’s Executive
Producer, explained their strategy of marketing Ejen Ali not simply
as an animation, but as a spy movie, an action film, and a thriller
that happens to be animated. She stated that they aimed for
mature storytelling with complex plots and layered twists designed
to respect the audience's intelligence.

Originating as a TV series in 2016, the first theatrical film became a

major hit in Malaysia in 2019. Its success caught the attention of

Disney, leading to a co-production. Following the pandemic, Ejen

Ali: the Movie 2 was released this past May, recording an

astounding box office revenge of afpproxmately 15 million USD. Executive Producer and Head of Distribution

Yusof expressed confidence in their approach, noting that they set a and Marketing Nini Yusof (Ejen Ali the Movie 2)
; ZZ - AYTJK (“Ejen Ali the Movie 2”

broad tfarget audience of 1_2 to 45_ yea!'s old so that parents could Ee sttt e

also enjoy the work alongside their children. She added that they

consciously crafted the story to appeal to female audiences as well.
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2016 FICT L ESU-XEUTIAED /= [Ejen Alil (. 2019 FICAMTNIZRIBIRE 1 ERAY L —S PERNTAE Y hEiiR.
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) ] (F. #1500 5 US RILEWSEENREITIRAZINEH Uz, IV IREFEBRIFTRLS, FHERKICEEUATESLEW
EBV. A=Y NEZ 12 BH5 45 REBL<SEHREL TR E, BFICTER(CBBNZRUTESZIBLIBAN-—U—ED%
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Addressing the question of why Japanese animation is so successful, Japanese journalist Tadashi Sudo pointed to its long
history starting in the 1960s. He explained that because of this history, there is now a huge audience ranging from
teenagers to people in their 70s. He noted that this massive market size is exactly what helped create the diverse range
of anime we see today.

Regarding the rise of Southeast Asian animation, Sudo listed three main reasons: market growth, better quality, and the
growth of creativity. He pointed out that while their technical skills were already top-notch, the current growth in
creativity is the real key. He analyzed that the industry is shifting from just doing outsourced work; with high quality and
a local audience already in place, adding creativity to the mix means Southeast Asian animation is about to explode.

Addressing the question of collaboration between Japan and Southeast Asia, Sudo advocated for active co-production. He
suggested synergistic approaches, such as animating Southeast Asian IPs using Japan’s renowned 2D techniques, or
producing Japanese concepts using Southeast Asia’s advanced CG capabilities. He also highlighted Japan’s established
global reach, noting that by partnering with Japan, Southeast Asian projects could tap into the international distribution
networks—spanning both theatrical releases and streaming—that Japan has built over the past two decades.

| B
Moderator Lorna Tee (mylab) Journalist Tadashi Sudo
EFL—%— O—7F-F+—K (mylab) HIEEK Svr—FUXbN)

ZAIBH, v —FUXRDOHEKC(EF. BAROFZADRBERD LIZONEWSERAFE SN, ZNCHL. 1 DEEEEDER
EhH D, 1960 FRNSHEEENHDesH. 10 Kh5 70 KETRLWERLS T ZAZBR LB 2L TDRY1—LADKESH
FIHHD. TUTCEDEXRBTHIZENGDINS CZBFTNIEEHRETHD EHA LI,

SBICEREVZSTVDFZA—=3 > RELUTVWBIERELUT. £FIEXY—TY bDOKRE. 2 DBEIOAVUFT 1 DEREZZEIT. &6
EEREIZTDCC FPIA—a3 U (FHRTEMEDENLANVIGELTWED., 3 DEESESICTL—ILEDIELTVWBRIUT
AT« TDRELEEBD EHEHUZ. SETIEHBHDIEREZSEIUTERZENEMNDTZN. IAUT RSB D. TITEEEN D
ECBICOVIATATHINDE. ESICEBIZTIETNHBSIBRREITDED D EDHUIE.

E5(C. BREREFZTFOF ZABEENESTSRL -2 3 > TEINEBONEHEKGE, FIEWED—HEIERIELEER
D. FIZE. REIVZTDIIIATATDTAFT 7P Z2E> THANBRELETD 2D DTV A>3 >% >0, BARDIY
TATATDTATTZREI T TCCTIA—2 I ELTHER T EETED., Flow BAOFT ZA—2 3 VDR (CERE
BRI 2 7(CHN. BETRISARZEL THANCZ 20 E<SVWTRDIITERHRAOERZ. BRSBTS THECHE
ABDDTIFRNDERNTZ,

The panelists continued their in-depth discussions on concrete strategies for collaboration, such as leveraging Japan’s
global distribution networks and combining regional technical strengths. The session concluded on a high note, offering a
promising glimpse into the new waves of animation emerging from Asia through cross-border partnership.

TDRE Al NELS TV ZATERIBDZL] [RE7ZZT7OIAXE] W eF—TRLEDE> T/ RUR NS, ©
BOVZTNEEFENDHCIZT _ADHREFHREEDL IR BRELZVOELE LD
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On October 29, the Broadcast Program Export Association of Japan (BEAJ) hosted a special session titled "Japanese
Broadcast Content Goes Global: Latest Trends in International Co-Production and Global Strategies for Local Content."
BEAJ, an organization dedicated to supporting everything from the overseas expansion of Japanese broadcast content to
the broader business growth of Japanese products and services, showcased real-world examples and the latest trends in
international co-productions led by its member broadcasters and production houses.

HADBEI LTV OBIVERN S, HEADHRR - H—EXDOESRIERILAET. BL<HET D —MEIEA BEA) (BuiX3
STUVIBSMNERIBERKE) FEOTII— (KXI2 T2V OBINERERR ~EREERENSO—DILI> T Y OREENE
TIEDOEHEMNZ BT ~]1 110 A 29 BICHES=NZ. ©=XF TR BEAl REHTHDIHADKES - fWFRHICLDE
BRERSRIEOES. SHERZEBTUE.

WOWOW and AX-ON
WOWOW - BFL 7Y IRA>

The first presenters were Tomomi Takashima, Chief Producer of the Drama Production Department at WOWOW Inc., and
Daniel Toivonen, Chief Creator of the New Project Development Department at AX-ON Inc. Together, they pulled back the
curtain on the behind-the-scenes production of BLOOD & SWEAT, an original drama co-produced by three companies,
including the Finnish production company ICS Nordic.

The series is an eight-part original story starring Japanese actress Anne Watanabe, who works globally while splitting her
time between Japan and France, and popular Finnish actor Jasper Paakkdnen. This Nordic noir mystery follows detectives
from Japan and Finland who team up to investigate a series of bizarre murders occurring in both nations. While the
primary language is English, the series also features scenes in Japanese, Finnish, and German. Takashima of WOWOW
serves as executive producer, while Toivonen of AX-ON takes on the triple roles of executive producer, director, and
screenwriter.
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Production kicked off in November 2023, with scriptwriting beginning around March 2024. Despite a lead time of roughly
18 months before the scheduled Spring 2026 broadcast, the development of the original story was a race against the
clock. “Since filming was set to start in December 2024, we effectively only had nine months,” Takashima reflected.
“Writing a completely original eight-episode story meant completing over one episode per month. Sharing these scripts
across Japan and Finland and incorporating feedback from the producers was an immense challenge.”

The process began with a plotline written in English, which was then divided among screenwriters in each country. The
completed scripts were translated into local languages to fine-tune cultural nuances and dialogue naturalness, then fed
back into English to reach a global consensus. While this iterative cycle refined the story’s precision, the coordination
proved incredibly time-consuming.

BYCEELZOE. Hlst wowow J>7>wvIiO57a1—
ABRSYHEWEEF— 2707 21— —DBIsEEHKE. R
SHBTL 7Y ORA T OREEIET > 5 — PEEIEERF— T 0
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YW BLOOD & SWEATI] OfFEEEZHAN LIz,
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Takashima noted that the actual filming process was much the same as in Japan, praising the Finnish crew for their
exceptional skill and professionalism. However, Toivonen of AX-ON highlighted the strict schedule management enforced
by powerful Finnish labor unions. “In Finland, the standard workday is capped at ten hours. While negotiations with the
union can extend this to twelve hours, it limits filming to only four days a week. Our team filmed from Monday to
Thursday, using Friday for prep and taking the weekend off—a very sustainable environment. However, while a few
minutes of overtime is common in Japan, in Finland, we couldn't go over by even a single minute.”

In contrast, during the Japanese leg of the shoot, the Finnish team adapted to the longer working hours typical of the
local industry. Preparing for the Finnish crew also required assembling English-speaking staff in Japan, which, along with
other logistics, resulted in a higher-than-usual budget.

Creative philosophies also differed. “In Japan, the director is often expected to make every final decision, but in Finland,
the vision of each department specialist is highly respected,” Toivonen observed. “A director might even say, ‘Regarding
that costume, I want to honor the vision of the wardrobe lead.” The division of roles and authority on set followed a very
different logic.”
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Mutual cultural understanding was another hurdle. Toivonen recalled scouting locations for a Japanese house: “We visited
a vast, park-like area which the Finnish team thought was perfect. I had to explain that houses with gardens that large
are extremely rare in Japan. Starting from those basic cultural differences was tough, but the Finnish team was
collaborative and helped ensure the final portrayal remained authentic.”

Reflecting on these experiences, Toivonen cited "clear lines of command" as the key to a successful international co-
production. “We used an organic approach based on discussion, but conflicts are inevitable. While dialogue is essential,
defining who holds the final decision-making power in the contract phase is a vital tip for navigating disagreements.”
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ABC TV (Asahi Television Broadcasting Corporation)
ABCFL E
The next speaker was Fumihiko Tuji, General Manager of the Content Management Division at Asahi Television

Broadcasting Corporation (ABC TV), based in Osaka. Having produced numerous hits such as M-1 Grand Prix and Who is
the Real Celebrity?, Tuji unveiled ABC TV's ambitious global strategy.

“Being based in Osaka, our DNA is rooted in a culture of 'laughter and tears'—where you laugh until you finally cry,” Tuji
explained. He emphasized that being merely funny isn't enough; the comedic journey must lead to a moving conclusion.
Driven by the unique curiosity of Kansai (western Japan around Osaka), ABC TV excels at creating unpredictable
narratives in shows such as M-1 Grand Prix, In the Middle of Nowhere, and Who is the Real Celebrity?. “Telling stories
where the ending is unknown and you can't predict what will happen one minute from now—that is our specialty,” he
asserted.
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Leveraging this unique DNA, ABC TV is finding success through "co-creation" with international partners. The first
example cited was The Secret Game Show, co-developed with a major U.S. media studio NBC Universal Formats. The
series achieved major milestones, winning the top prize at the International Format Awards for its first season in 2021,
and the Best Comedy Programme Made in Asia at the Content Asia Awards in Taipei in September 2025 for its second
season.

The show’s concept involves an ordinary setting suddenly becoming a game show stage where contestants must complete
absurd missions—like shouting at over 100 decibels without being noticed by colleagues. “It’s not just about laughing at
the missions; there is a sense of euphoria in the ending. This follows the ABC TV 'production recipe,'” Tuji noted. He
expressed pride that this recipe has proven to be globally resonant.

Tuji also introduced Miracle 100, a music program produced across Korea, Japan, and Singapore. Based on a concept by
Wonwoo Park of Korea’s DITURN (famed for The Masked Singer), the project was co-developed by ABC TV and
Singapore’s Empire of Arkadia. The concept is simple: the total age of the participants must equal 100. Under this rule,
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intergenerational music battles unfold, ranging—in extreme cases—from a single 100-year-old singer to 100 toddlers. “By
portraying the backstories and emotions of each team, we elevated it from a mere battle to a moving musical showcase,”
Tuji said. The program recently made history by winning two categories, Best Variety Programme and Best Factual
Entertainment Programme Made in Asia for Multiple Asian and/or International Markets, at the Content Asia Awards held
in September 2025 in Taipei.
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A third initiative involves a drama co-development with the Korean studio Imaginus. “We aim to combine the best talents
from Japan and Korea to create a hit that captivates the world,” Tuji stated with conviction. “We are currently in the
scriptwriting phase and feel very strongly that something incredibly interesting is taking shape.”

ZUT3DHDOEFELT, BEOTLZFVAODATIUVHIWERIZH [AXTFR] EORSIHERMFECEDELTWND, [H
BOREDTEEZERSE, BREEE53A. MRPZHT TED LY MEmORAFEZBIELTVWEET . SEF(CHAZD<OT
WBETBTIN FERBICHANWEDATETND, EWSFEANGDHRT] LEREHEADIZ,

NHK Enterprises
NHK I>#5—J5/04X

The third speaker was Ryota Kotani, Executive Producer of the
International Programs Department at NHK Enterprises, Inc. With
years of experience in co-productions with China and other Asian
nations, Kotani emphasized that the true value of international
collaboration lies in each team bringing their unique strengths to
the table.
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Ryota Kotani, NHK Enterprises, Inc.
NHK I>A—-FSA X INERAK

Kotani cited the giant panda as a prime example of a resource held by their Chinese partners. NHK Enterprises, Inc. has
built a deep relationship with CMG, China Media Group. “When the panda Xiang Xiang returned to China from Ueno Zoo,
Japanese fans were anxious to know how she was doing, while the Chinese public was curious about how she had been
loved in Japan,” Kotani explained. “Having these two perspectives stand side-by-side makes it a perfect subject for
international co-production.”

He also pointed out that "negotiating power" is a major benefit. Filming pandas, a national treasure, in China requires
permits from the National Forestry and Grassland Administration—a process that demands immense time and energy.
“However, our Chinese partners have strong ties to these authorities. That is one of the distinct advantages of co-
production.”
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Budgeting is another critical factor. By leveraging the abundance of technical talent and equipment in China while
dispatching Japanese directors to handle narrative structure, the partners can supplement each other’s resources without
direct cash exchanges. This model enables efficient, high-quality production for content ranging from pandas to World
Heritage sites like the Forbidden City and the Great Wall, and historical subjects like the Silk Road.
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However, cultural differences can lead to creative friction. During the 2023 filming of the gourmet travel series Sekai Isan
Itadakimasu (English translation: World Heritage Gastronomy), there was a difference in perspective between the
Japanese and Chinese teams regarding whether to show the kitchen on camera. While Chinese culture often considers it
virtuous to keep the "behind-the-scenes" hidden, Japanese audiences are fascinated by the professional techniques and
the inner workings of a kitchen.

To bridge this gap, the teams debated through the night. The Japanese team explained that Japanese viewers are moved
by the details—the sound of frying, the precise timing of seasoning. Eventually, the Chinese team understood this mindset
and secured the necessary permissions to film in the kitchen just days before the shoot.

“Our strength lies in our directing and structuring abilities, our deep understanding of the Japanese audience, and most
importantly, our tenacity in communicating those needs to our partners,” Kotani concluded. “Perhaps the secret to
success is understanding each other's strengths and being willing to show one another your 'kitchen'—your true
backyard.”
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Television Miyazaki Co., Ltd.
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The next speaker was Shinichi Oyama, Executive Adviser of the
Content Business Division at Television Miyazaki Co., Ltd. Oyama

B Conbasis Sank spoke about the origins of the Local Contents Bank (LCB), a pilot
Project Challenges project by A-PAB (The Association for Promotion of Advanced
Broadcasting Services) involving 63 regional broadcasters across
Japan. “Regional stations like ours produce content daily, but much of
it goes uncirculated and unmonetized,” Oyama explained. “LCB was
launched to solve this problem.”
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The LCB system aggregates short segments from regional programs covering topics like food, tourist spots, and local
information. Using Al, the system automatically tags these videos with systematic metadata, including keywords, location
info, summaries, and program details.

“Even a simple word like 'Ramen' can have multiple written variations in Japanese,” Oyama of TV Miyazaki noted. “The
LCB system uses Al to standardize these tags, significantly improving searchability.”

Based on videos these tags, LCB can automatically generate themed "playlists" that cross regional and broadcaster
boundaries. Looking ahead, the project aims to introduce tools for full video transcription and time-coded subtitle
generation to streamline localization and support overseas expansion. “There are still so many unknown landscapes,
foods, and lifestyles in Japan,” Oyama said with a sense of mission. “Local broadcasters are sitting on a treasure trove of
footage, and we want to use LCB to share the charm of these local areas with the world.”
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Broadcast Program Export Association of Japan (BEAJ)
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Closing the session, Shunsuke Ochiai, Executive Director of
Business Management at BEAJ, the organizer of this
seminar, highlighted BEAJ's various initiatives. These include ~officl Nafe  Program Export Association of Japan
physical promotion events at international markets like t 2

MIPCOM, TIFFCOM, and ATF, as well as the Japan Program
Catalog (JPC), an online database designed to connect "E ersaas markets (o JaBCen i Japan

nomic exchange with forel
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Japanese broadcast content with global buyers.
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Drawing a full house of nearly 200 participants, including many from overseas, the seminar saw high engagement. Lively
networking between speakers and participants continued throughout the hall long after the session ended.
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» TIFFCOM 2025 Highlight Report

[Special Session] The Cutting Edge of Japanese Animation’s
Global Expansion [Part 1]
BADF ZA—>3 > DN ERAHR 55 156)
Organizer: The Association of Japanese Animations
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Kazuko Ishikawa, Megumi Onouchi, President of HUMANMEDIA Inc.

President of The Association of Japanese Animations #) E1—TAT 17 /NIHTE AREEGEHE
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On October 30, a seminar titled "The Cutting Edge of Japanese Animation's Global Expansion," organized by The
Association of Japanese Animations, was held. With "[1st Part] First Release! 2024 Animation Industry Market: Domestic
and Overseas" and "[2nd Part] Case Study: Centered on Global Expansion of Animation Business," the seminar provided
an opportunity to explore the key factors driving the animation industry and to discuss its future prospects. This report
covers the details of Part 1.
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The speaker for Part 1 was Masahiro Hasegawa, Part-time Lecturer at the School of Network and Information, Senshu
University, who serves as the Editor in Chief of the Anime Industry Report 2025. This report is published by The
Association of Japanese Animations, an organization dedicated to conducting surveys, statistics, and analysis of the
animation industry and disseminating the results widely both domestically and internationally. In the seminar, an
overview of the “Anime Industry Report 2025” was presented.

The “Anime Industry Report,” published annually by The Association of Japanese Animations, calculates market size based
on survey responses collected from animation production companies. The latest edition, “Anime Industry Report 2025”,
was released on December 18, 2025. However, this seminar presented preliminary figures for two categories: the
“Animation Industry Market” (the Japanese animation market in a broad sense, based on estimated revenues in animation
and animation-related markets) and the “Animation Business Market” (the Japanese animation market in a narrow sense,
based on estimated revenues of all domestic commercial animation studios).

It was announced that the 2024 "Animation Industry Market" reached 3.8407 trillion yen, a record-breaking figure
marking a year-on-year increase of 114.8%. This growth rate represents the second highest in history, following the
115.3% increase recorded in 2019.
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Regarding the comparison between the domestic and overseas sectors within the "Animation Industry Market," the
domestic market reached 1.6705 trillion yen, a year-on-year increase of 102.8%. Meanwhile, the overseas market
reached 2.1702 trillion yen, surpassing the 2 trillion-yen mark for the first time, showing a significant increase of 126%
year-on-year. Hasegawa explained, "Therefore, I think it is fair to say that this total figure of 3.8407 trillion yen
represents a major expansion driven by the overseas market".
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According to this graph, it was in 2020 that the overseas market first surpassed the domestic market. In that year, amid
the COVID-19 pandemic, the domestic market shrank, temporarily narrowing the gap and leading to a reversal. However,
from there, the overseas market surpassed the domestic market again in 2023, and in 2024, this gap widened
significantly. Hasegawa analyzed, "If we read this trend straightforwardly, this is not the peak; the overseas market for
Japanese animation will likely expand even further. I personally believe there is a strong possibility of that happening."

Regarding the substance of this rapidly growing overseas market, it is said that comprehensive licensing deals have
become the mainstream, covering not only audiovisual content rights—such as theatrical, broadcasting, and streaming—
but also merchandising rights for character goods and live entertainment rights. These complex contract structures
appear to be major factors driving the expansion of the market. In addition, animation events are being held in many
countries, and Hasegawa noted, “Japan’s content industry, including animation, is now positioned as a core industry of
the nation, and a target has been set to achieve 20 trillion yen in overseas sales by 2033.”
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Meanwhile, the Animation Business Market reached 466.2 billion yen, marking a steady increase to 109.1% year-on-year
and setting a new all-time high. This growth rate exceeds that of the domestic Animation Industry Market (102.8%),
although it remains lower than the overall Animation Industry Market growth rate including overseas sales (114.8%).
While the share of overseas markets within the Animation Business Market is smaller compared to the Animation Industry
Market, the proportion has continued to rise over time.

Regarding this gap, Hasegawa explained, "There is a slight time lag between when contracts are signed and sales are
generated overseas, and when those revenues actually flow into domestic companies." He further analyzed, "For example,
with video streaming, payment is received upon the initial contract. However, even if the title performs extremely well
and gains popularity, that success is often reflected only at the time of the next contract renewal, which may be several

© TIFFCOM 2025 23



years later. Considering this, I believe that the current strong performance in the overseas market will likely be reflected
in the Japanese Animation Business Market several years from now."
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From Local to Global: Japan-Italy Co-Production Unlocking
New Horizons
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At a TIFFCOM seminar held on October 30, titled
"From Local to Global: Japan-Italy Co-Production
Unlocking New Horizons," Yomiuri TV, Kansai-
based broadcaster, teamed up with the renowned
Italian animation studio Studio Bozzetto to
showcase their collaborative efforts on the new
anime series, Pino & Shinoby. The session offered
a valuable opportunity to explore new possibilities
for cross-border content co-creation.
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The seminar was moderated by Yomiuri TV anchor Atsuko Toraya. The panel featured key figures from Yomiuri TV,
including Hiroki Tanaka, Animation Business Department Deputy Division Director, as well as Ayako Noguchi and Rina
Yagi, alongside Kaori Miyayama, Intercultural Consultant at Studio Bozzetto. The session came alive when the project’s
stars—the Yomiuri TV mascot character Shinoby and his Italian friend Pino—appeared on stage.

Opening the session, Roberto Stabile, Head of the International Department at Cinecitta, Directorate General for Cinema
and Audiovisual, Italian Ministry of Culture addressed the audience. “A few years ago, Italy and Japan signed a co-
production agreement, and at TIFFCOM 2023, we introduced one of Italy’s most significant animation studios,” Stabile
noted. “Today, I am proud to announce the first result of our work. This is just the first step, and I am confident it will
lead to an increasing number of co-productions between our two nations.”
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The project traces its origins back to a serendipitous encounter at TIFFCOM two years ago. Reflecting on the moment,
Tanaka of Yomiuri TV referred to the Japanese concept of Goen, meaning a meaningful or fateful connection, saying, “Our
meeting with the team from Studio Bozzetto was truly a Goen.”

“Members of our team happened to meet the Studio Bozzetto staff, who were visiting TIFFCOM with the support of the
Italian government, at a networking party,” Tanaka explained.

“When they visited our booth for a business meeting the following day, they were immediately struck by the design of
our mascot character, Shinoby, which was featured prominently throughout the booth.”

The Studio Bozzetto team was instantly captivated by Shinoby. After returning to Italy, they continued to follow the
mascot character’s activities via social media and the internet, eventually proposing a formal collaboration to Yomiuri TV.
From that point, the planning for this Japan-Italy co-produced anime moved forward at a rapid pace.
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Founded in 1960 by Bruno Bozzetto, Studio Bozzetto is a cornerstone of Italian animation. Intercultural Consultant
Miyayama described the founder as a "Maestro" who shaped the history of European animation. “His work is characterized
by humor, humanism, and sharp philosophical satire,” Miyayama explained. “He views animation not just as
entertainment, but as a lens through which to observe and think about the world.”

Today, his son Andrea Bozzetto and CEO Pietro Pinetti carry forward that legacy, blending traditional spirit with
contemporary sensibilities. In a video message, CEO Pinetti reflected on the partnership: “Great things come from small
beginnings. This describes our experience with Yomiuri TV and the Japanese animation industry perfectly.” He added with
a smile, “It is incredible that this project grew from a chance meeting at a party. Pino & Shinoby is a prime example of
how small moments can lead to major opportunities.”
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The series follows a young ninja, Shinoby, as he visits his friend Pino in Italy, allowing audiences to playfully explore
cultural differences. Translating this vision into an international co-production involved unique creative hurdles. Noguchi of
Yomiuri TV recalled her initial confusion: “When I first received the draft, I couldn't understand the director’s plan for
Shinoby to speak Japanese even in the Italian version. I asked if they would use subtitles, and he said no—that narration
would guide the viewer.” Her concerns evaporated upon seeing the visual samples, noting that the combination of
charming artwork and clever narration allowed the story to be accessible and enjoyable without subtitles.

Miyayama also highlighted the intricate cultural adjustments required, particularly in the depiction of a Japanese entrance.
Details that seem second nature to Japanese staff—such as exactly where to remove shoes and where one's feet should
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be placed to avoid the "outdoor" area—required careful explanation for the Italian animators. Even architectural details
were scrutinized, such as the fact that Japanese doors typically open outward while Italian doors open inward for security
reasons, leading to numerous fine-tuned revisions.

The Yomiuri TV team noted that while licensing work often focuses on 100% accuracy, they learned a valuable lesson
from their Italian counterparts: the spirit of "enjoying the differences in interpretation."”
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Toward the end of the seminar, a video message from the Maestro himself, Bruno Bozzetto, was screened. He
emphasized that Japanese animation revolutionized storytelling as well as visual style. “I am certain that the future of the
animation industry lies in passionate global collaboration,” Bozzetto stated. “Only by blending different cultures and
sensibilities can we reach the quality required on an international scale.”

Following a screening of series highlights, the crowd was delighted by a live appearance from Shinoby and Pino, the latter
having arrived from Italy. Pino addressed the audience with a cheerful “Ciao ciao!”, expressing his joy at being there and
inviting everyone to watch the series, while the pair’'s adorable interaction charmed everyone in attendance.

Shinoby concluded the seminar with a beaming smile and a final reflection: “Working with people from far-off countries is
difficult, but it's incredibly interesting!”
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TIFFCOM Co-Production

The “MPA / DHU / TIFFCOM Masterclass
Seminar & Pitching Contest 2025"”, organized by
Motion Picture Association (MPA), Digital
Hollywood University (DHU), and TIFFCOM, was
held on October 31. The first half of the event
featured a masterclass with Schuyler Weiss,
producer of Baz Luhrmann’s latest feature Elvis,
which earned eight Academy Award
nominations including Best Picture. Weiss spoke
about the filmmaking process behind the film
and reflected on his philosophy as a producer.
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Opening the session, Weiss noted, “Over my years working in this industry, the single most frequent and least answerable
question I get asked is: ‘What do you actually do?’” He added that this became “a good starting point” for revisiting the
first principles of his career.

Weiss recalled discussing this very question with the producers of the Australian children’s animation Bluey, which led to
an image that resonated deeply with him: the sheepdog. A sheepdog relentlessly keeps the herd moving forward, pushes
ahead with unwavering persistence, stays positive, and protects the group. Weiss said he saw a clear parallel between
that role and the work of a producer.

He also cited legendary filmmaker David Lean—director of epics such as Lawrence of Arabia and Doctor Zhivago—who
once compared the work of a producer or director to “trying to get 500 people to draw a perfect straight line with an
enormous pencil,” Weiss explained that the tension and sense of balance required to accomplish something like that
reflects what producing means to him in filmmaking.
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Weiss emphasized that successful filmmaking requires two essential elements: artistry and commercial appeal. “I've
worked on massive Hollywood studio films and on tiny independent films made for a few hundred thousand dollars. No
matter the scale, a film must have commercial appeal so people will watch it. But at the same time, it must be worth
spending two hours of someone’s life. For me, ‘worth watching” means emotional truth—something that genuinely says
something. As Paul Schrader says, the story is the most important thing. You can’t have one without the other.” Balancing
these opposing forces, he stressed, is where a producer’s true value is tested.

“I think only the producer can truly cultivate and safeguard that entire balancing act,” he continued. “There’s no other role
that has to have an eye on every piece and is not more or less invested in one aspect than the other. From catering to
lighting to the performances, every role is essential to the whole.”
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Weiss began his career as a production assistant on student films—arriving at 4 a.m. to set up parking cones and secure
spaces for crew vehicles. “Frankly, if I hadn’t secured those parking spots, the movie wouldn't have been possible," he
said. "That was my first insight into the essential role each person plays. From that moment, I was hooked.”

He later became deeply involved in Baz Luhrmann’s epic Australia, participating in every stage from development and
prep to shooting, post-production, and global promotion. It was, he said, an exhilarating experience.

“But to become a producer in my own right, I had to strip everything back to zero,” Weiss recalled. He moved to New
York and launched himself as an independent producer—this time with no funding and no safety net. Producing
low-budget films under such pressure was challenging, but also extremely liberating.

“It was then that I truly understood how to lead people who are participating voluntarily—like a sheepdog. That
responsibility is far greater than managing people who are simply there for a paycheck.” Moving between the highly
systematized world of Hollywood blockbusters and the problem-solving chaos of indie filmmaking became the foundation
of his producing career.

DA RRDF v ITE FERBOREMFNSECE . B4 5
(CEAEL. BEINR-IXZHRIDHICEEI -2 ZIND, £UT
BA—A. FL—AaLEBEL. BMEENSESLTVE XF v T
REIRBCEN DS, [RECE>T. IHWHEIR-IZERL TR
TS, HOBRBEIFEEIZLIANDETLL D, TNIZE. OEDTVED
DRIEIRNERIREE 2 PHTERUIBEBET UL, TOBE[NS
FEHR (IR TZATT ] &

Zo#, )X - S EEDBAE [(A—-XRSUT7] ([SREDD
R (E. PEREFELSEEER. B, RAT0. #HRNRITO0E->
IVEEFGE. J\UDY REBAIEDII ENSIITFERT. TOEFETIEIC
UBERSTELIRDTE. TNITIERICRIBHIRMAERIZ D 12,

[TEMSmh5T0O57 21— —(CRBEHICEBUVERICED. IXTH
HEEWSRERSIN DI, MBS Z1—I—INED, M TOF7F1—U— & U TERTBIF3ZEICUE. REUVSERESTO
Tl EIRDIEZ DA REK. BEEEEIEBERVEFERBEZHRIISEDEND T &G, BRRZ T LY v - BRIETEH o
. —ATIEECHEBNTEDD .

[ZZTHIE BRENCSIMUTVDALZR\NDINMFR"EUTOREDTEZAA(CEFELTZDOTY ., N BETFREMDZH(C
SIMLUTVDALZERTDIDE, [FDNCKREBPERLEMEFERATNET] . TP THESNESATATEG/\UDY R
KEE. BRTERRZEDIFHSRINE, AERRUBVEVWDIIRRERBIEFEDT > 7« —XREZITERI DEFEZTH
TJAAROTOFT1—F—E L TOFrUTOTHER DTz,

That experience eventually led him to tackle Elvis, a massive undertaking. “We weren't just trying to make a great film—
we had to reach the standard set by a once-in-a-century icon. Even the casting process alone was unbelievably
pressured.”
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Many major Hollywood stars were considered, but Weiss said “Austin Butler showed extraordinary talent.” Over the
course of a year, Butler trained in the same studios Elvis once used, gradually absorbing his musicality.

Studio executives insisted that Austin must become a star before the film’s release—"We can’t let someone else benefit
from the star we create”—but Austin’s talent made that concern irrelevant. By the time the film opened, he was already
appearing on the covers of major magazines worldwide.
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The production also involved large-scale set builds, including a full five-block recreation of Memphis’s Beale Street, the
heart of Black American music in the 1950s, constructed on what had once been a dumping site—all of it carried out on
Australia’s Gold Coast. Hundreds of extras and more than a hundred classic cars brought the period to life.

Even under normal circumstances, coordinating such a production would be daunting. But the film was shot during the
pandemic, making it even more challenging. One of Elvis’s signature moments—jumping off the stage into the audience
and kissing a fan—had to be recreated under strict social-distancing rules. The team devised antibacterial mouthwash
stations for extras to make the scene possible.

Meanwhile, border closures and travel restrictions meant the entire production team was effectively isolated in Australia,
which Weiss said created an intense and unified focus.
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After overcoming these obstacles, the film was completed and went on to earn multiple Academy Award nominations.
Following Elvis, Weiss returned to Australia to focus on local filmmaking. His next project, How to Make Gravy, was made
with a new director. “We were able to leverage the resources built during Elvis and complete an Australian independent
film for under $10 million,” he said.

Weiss is now producing Baz Luhrmann’s upcoming Elvis documentary EPIC: Elvis Presley in Concert, and the two are also
preparing a new feature, Jehanne d’Arc, scheduled to shoot in 2026. Citing Carl Theodor Dreyer's 1928 masterpiece The
Passion of Joan of Arc, Weiss added, “I don’t know if we'll pay direct homage to that film, but its spirit is something I
carry with me as we create our own work.”
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Tokyo Gap-Financing Market (1) Project Market Interviews
[Tokyo Gap-Financing Market] @ ®EBY—4Y MM >AE1—

Co-Production

When people hear the words "film festival," many
likely picture actors walking a glamorous red carpet,
directors and cast members gathering for stage
greetings, or competitions where films contend for
the top prize. However, for a film festival, the
"market" held alongside it is just as important as its
glamorous side. Here, a diverse array of film
professionals—including buyers, investors,
producers, and festival programmers from around
the world—gather to buy and sell upcoming films
and other content, as well as to seek out co-
production partners and financiers.
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The Tokyo International Film Festival also features
an affiliated content market, TIFFCOM, which marks
its 22nd edition this year. Producers, buyers, and
investors from across the globe gather there to
nurture the seeds of new film projects. However, what actually takes place at TIFFCOM may not be widely known.
Therefore, we spoke with Kyoko Mashima of the "Tokyo Gap-Financing Market" (TGFM) at TIFFCOM to learn more about
the behind-the-scenes of the TGFM, a project market held within TIFFCOM.
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Regarding the importance of the "market," Mashima explains: “Many international film festivals, such as Cannes and
Berlin, have markets attached to them. Originally, they centered on being ‘trade fairs’ for buying and selling completed
works, but as the pace of the world accelerated, that approach could no longer keep up. It is not uncommon for deals to
be closed before even arriving at the market. That is why the ‘project market’ has become crucial—it is a place to find
partners while projects are still in script development or have not yet completed financing.”
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Participants commonly cite "networking" as the primary benefit of

participating in such film festival "markets." By deepening ties with
filmmakers gathered at the festival through seminars and parties,

they forge new partnerships that lead to future projects.

"Europe is connected by land, so exchange—not just in film, but in
various fields—is active, and the barriers between countries are
lower compared to Japan," Mashima notes. "Because of this, there
is a mindset of creating things together that extends beyond just
film. The support systems underpinning this are well-developed
and user-friendly. Since legal frameworks and subsidy systems for
cross-border production are also in place, many international co-
productions are actually being realized."

Turning to Asia, the Southeast Asian market has seen rapid growth in recent years. “One major factor is that
governments are investing in the sector and making nationwide efforts to revitalize the industry. They are establishing
systems not only for their own countries but also to attract appealing foreign content holders and creators to produce
within their borders.” This also opens the door for Japanese creators, as foreigners in those regions, to shoot or co-
produce works in Southeast Asia.

On the other hand, looking at Japan, interest in international co-production has historically been lower than in other
countries, partly due to the large size of the domestic market and language barriers. However, this awareness is gradually
changing. More people are becoming interested in the benefits of international co-production, not only from a funding
perspective but also from a creative one. “In that sense, I think Japan has much to learn from Western and other Asian
countries. I hope people will use TIFFCOM seminars and other events as an entry point to gain on-the-ground insights.”

This year, TIFFCOM hosted 20 seminars—surpassing last year’'s number—offering a place to learn the latest industry
trends through case studies from various companies, with a focus on international co-production. “By participating in
seminars, you can learn specific know-how. That becomes the trigger for thinking, ‘I want to try this too.” TIFFCOM is not
just a place for business negotiations; it provides every opportunity to learn, expand networks, and take the next step.”
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At TIFFCOM, the “Tokyo Gap-Financing Market (TGFM)” is held to support the completion of projects and help close
funding gaps by providing opportunities for one-on-one meetings with industry experts for feature film projects in the
fundraising stage. To be eligible, projects must have secured 60% of their total budget and must include Asian elements.
For this year’s 6th edition, producers and directors of 23 projects selected from numerous applicants gathered in Tokyo,
where TIFFCOM arranged meetings with sales agents, distributors, and production companies, among others. By
narrowing the focus to projects that are not starting from scratch but are just “one step away” from realization, the
effectiveness of the negotiations is enhanced.

As a new initiative, TGFM established an award system this year. Projects selected by a jury from the participating lineup
receive support for post-production or cash prizes. “Participants have frequently asked me in the past, ‘Aren’t there any
awards?’” Mashima explains. “Having one becomes a source of motivation, and the possibility of securing funding further
boosts the incentive to participate. We often hear stories of budgets being exhausted during filming due to unforeseen
circumstances, leaving no funds for post-production steps like editing or music. I believe this is a crucial measure to
support projects through to the very end.”
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While the development of the internet has made online meetings and conferences easier, in-person gatherings remain
vital for connecting with film production partners. “I think it is very important to sense, face-to-face, that you are on the
same wavelength,” she continues. “Film production is an incredibly long journey with ups and downs; there are not only
good times but also various challenges. The film festival market is sought after as a catalyst for finding—and expanding
the circle of—partners who can share both the joys and hardships of that journey.”
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CEFETERBLEERSATY, REFIEENDD Pascal Diot (second from left) of the Venice International Film Festival’s Venice
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We also spoke with actual participants. Kotaro Hirai, General Manager of the International Business Office at CHOCOLATE
Inc., who is working on the feature anime KILLTUBE, notes: “Personally, my main work used to involve bringing overseas
titles into Japan. Participating this time to bring a Japanese project to the global market, I sensed a very high level of
interest in Japanese anime and other projects. I realized there are many people who want to handle Japanese projects in
some capacity.”

He continues, “Although I'm here with KILLTUBE, business partners often ask, ‘This isn't your only project, is it?” Since my
slot this time is for KILLTUBE, 1 discussed this project first, but it naturally leads to conversations like, ‘Let’s talk
separately online next time.’ I truly realized that this event serves as an excellent starting point for building connections.”
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Director Kazuaki Kuribayashi’s project KILLTUBE

(Planned and produced by CHOCOLATE Inc.)
CHOCOLATE Inc.{bi# - #4E, FEMANIAEEL [KILLTUBE]
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Filipino director Don Josephus Raphael Eblahan, presenting the sci-fi western project HUM, shared his fulfillment with the
event. “It was really nice to be here and to meet so many different potential co-production partners for our film. It's also
exciting to be in Japan. Coming here has always been a dream of mine, so walking around the city felt like a wonderful

treat.

TGFM has been very, very productive for us. We've met a lot of

really nice, cool people, and I feel it was a good step forward for
our film. TIFFCOM feels more intimate, especially with the setup
here. I can see familiar faces and new faces, and we get to talk

more often and more easily. It feels very relaxed.”

SFOT RS> 1t [HUM (HgE) | 27 LE>923T70UE>D
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Director Don Josephus Raphael Eblahan’s project HUM
Don Josephus Raphael Eblahan B&1tilE [HUM (KRE)

Reflecting on the conclusion of this year's TGFM, Mashima expresses her satisfaction, saying, “I am truly glad we did it.”
What kind of flowers will bloom in a few years from the seeds sown by participants at TGFM? We are eagerly looking

forward to seeing the results.
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Tokyo Gap-Financing Market (2) TGFM Awards Ceremony

[Tokyo Gap-Financing Market] @ TGFM 7D — RiZER
Co-Production

The “Tokyo Gap-Financing Market (TGFM),” which offers one-on-one meetings with industry experts to support the
development and financing of feature film projects, is held at TIFFCOM. Marking its sixth edition this year, TGFM
introduced its first-ever awards. On the final day, October 31, the “TIFFCOM TGFM 2025 Award Ceremony” took place at
LEXUS MEETS... in Tokyo Midtown Hibiya.

This year’s TGFM featured 23 projects—17 live-action and 6 animation— including three titles specially selected after the
Japan-Italy Film Co-production Agreement came into effect. Award recipients were chosen through a rigorous evaluation
process.
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The ceremony opened with the announcement of the Kongchak Award, which offers USD 25,000 worth of sound post-
production services from Cambodia-based Kongchak Studio. The prize went to FOUR SEASONS IN JAVA. Presenting the
award, Kongchak Studio’s Vincent Villa said, “We chose Four Seasons in Java for its subject matter and the quality of its
visual world. But above all, for the way it addresses the condition of a woman in a rural Southeast Asian environment,
trapped between tradition and modernity. Reintegration becomes a complex challenge where truth no longer matters; it's
all about what you choose to believe.”

The next prize announced was the White Light Award, which offers USD 25,000 worth of post-production services from
Thailand-based White Lights Studio. The award went to Polaris, directed by Natsuki Seta. Chartchai Ketnus of White
Lights Studio said, “All of the projects were highly promising, and choosing just one was difficult. But a choice had to be
made. We selected this project not only for its cinematic language and visual expression, but because we believe it has
the power to transcend borders and gender.”
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From left: Kongchak Award winner Four Seasons in Java and White Light Award winner Polaris.
£ & D Kongchak & [Four Seasons in Java (%R#8) | & White Light & [7RS U D3FE <R

The Asian Gen Z Award — selected by a jury of five university and graduate students studying film, who were tasked with
choosing the project most appealing to audiences aged 20 to 28 — went to HUM, directed by Don Josephus Raphael
Eblahan.

The jury described the reason for the award as follows: “It blends poetic folk mythology with a modern sensibility, and I
felt the film was based on roots and memories while conveying the voices of the people who live there. Body language
was incorporated into scenes of interactions between the protagonists that transcend language, and there was a strong
sense of separated things - artificial objects and nature, two languages, cultural divisions - becoming intertwined. It was a
film I'd like to see in a cinema, something I've never seen before.”

The award, which includes a cash prize of 500,000 yen, was presented by Tanja Messner of Berlinale Pro, the industry
infrastructure of the Berlin International Film Festival.

A second project was also selected in the Asian Gen Z Award category. The Asian Gen Z Award Special Mention went to I
HAVE TO FUCK BEFORE THE WORLD ENDS, directed by Andrea Benjamin Manenti. Presenter Tanja Meissner announced
the reason for the selection as follows: “From the beginning to the end of the story, there is continuous fun and lightness
that naturally draws the audience in, and I found it very appealing that it is always depicted in a pop style.

However, at the same time, the focus is on the urgency of the events that the protagonist is facing. His grandmother's
death and funeral, his relationship with his mother, his first sexual experience, and the end of the world. All of the events
seem dramatic, and I think that is exactly how young people perceive the world. I would love to see in the cinema the

decision the protagonist makes, facing the end of the world.”

' HE WORLDEN

From left: Asian Gen-Z Award winner HUM and Asian Gen-Z Award Special Mention I HAVE TO FUCK BEFORE THE WORLD ENDS
LD Asian Gen-Z Award THUM (Z&38) J . Asian Gen-Z Award Special Mention @ [T HAVE TO FUCK BEFORE THE WORLD ENDS (Z7E) I
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The final announcement was the Tokyo Project Award, presented to the project deemed most outstanding through
meetings between the jury and the selected filmmakers. Paolo Bertolin, consultant to the Venice International Film
Festival, said, “We, the jury of TGFM 2025 would like to acknowledge the striking overall quality and diversity of the
lineup, which put us through a real challenge in selecting one and only project for this award. More specifically, we would
also like to draw attention and commend the selection of Southeast Asian projects. Reflecting different creative
approaches and scopes of production, these projects chart the exciting geography of a region brimming with talents and
cinematic vitality. And indeed, the project we selected for Tokyo Project Award 2025 hails from this region and offers a
powerful statement of maturity from a filmmaker tackling sensitive and relevant topics with dedication, sincerity and
vigorous cinematic storytelling.” He concluded by announcing Four Seasons in Java, directed by Kamila Andini, as the
winner. Andini received a ¥2,000,000 cash prize and a large ceremonial rice paddle from Tokyo International Film Festival
chairman Hiroyasu Ando, prompting cheers throughout the venue.
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Tokyo Project Award (Top Prize) — FOUR SEASONS IN JAVA team
EREE D Tokyo Project Award 28 [FOUR SEASONS IN JAVA (@) | F—A
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