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Abstract

The thesis will examine how DVD distribution can affect Japanesedigseminatiornin the

UK. The media discourse concerning 4Digital Asia and Third Window proposes that this is

the principal factor influencing hei r fi |l ms6é presence 1in the
di st r iattions estaldish theK market that exsts for Japanese filmand that these
consumer demands are best pursued through the medium of DVD. As a result, the
distribution and marketing nerials for the film releases often highlight the discs and their

DVD labels as much as the production background and content of the films. This fact leads to

the following questions: how are DVDs of Japanese films made distinctive? How important

is the DD format itself, as well as the labeling of the films as Japanese? An effective
met hodol ogi cal strategy is needed to answer
an integrated analysis of relevant sources within the fields of Japanese filmmi@, and

film distribution and marketing. DVD packaging, special features, trailers, websites and
reviews are all essential parts of 4Digital Asia and Third Winllev DVD di str i b
processes. Multiple analytical approaclues integrate methods of cegextual analysis

required for the study ofarious sourcesthat represent film distributionTherefore, the
discourses circulating the DVDs, and the influence of D¥iBsemination strategiesf

Japanese films in the UK, will be investigated. They revedl a t the distribut
communicate how Japanese cinemdissributionon DVD in the UK, and act as a means of

identifying the market that exists for these films.
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Making Marketdor Japanese Cinema: $tudy of Distribution Practices
for Japamse Films oVD in the UK from 2008 to 2010

Introduction
It is widely recognisedby those working in the film and video sector that
distribution is the vital link which connects producers to audiences throughout the
whole sector, from the commercial filnmdustry to grassroots community
initiatives But to those outside the sectthratlinki s | ar gely i nvisibleé
---Julia Knight and Peter Thomés

Distribution plays a crucial role in film cultuiieit determines what films we see,
and when and how we s®&m; and it also determines what films wembdsee

---Ramon Lobatd

Following these statements, distribution can be argued as the most important process
in the film industry. It is especially crucial for niche areas of cinema, such as for Japanese
films released in the UKDespite their importance, filmigtribution practicesre perceived
by researcheras being underexamined as well amvisible*> However,such practicesre
becoming visible in order foparticular companies to establish themeslwithin certain
markets. 4Digital Asia and Third Window are two UK distributors who accomplished this
duringthe yearf 2008 to 2010when they were both activEhe labelsestablished market
for Japanese cinemaithin the UK and provided these filspredominantly through DVD
releasesdistinguishing themselves amongke widevariety of Asian media productshat
are becoming increasingly popular in the UKe thesis wil thereforeinvestigatethe extent
to which DVD distribution practiceaffect Japanese films released in the U#s the actions
of 4Digital Asia and Third Window posseveral questionsabout wider trendgoncerning

Japanese cinemélow are DVDs of Japwese filmsdistinctive? How important is the DVD

! Julia Knight and Peter ThomaReaching Audiences: Distribution and Promotion of Alternative Moving Image

(Bristol: Intellect 2011), p.13

2 Ramon LobatpShadow Economies of Cinema: Mapping Informal Film Distributi@mdon: BFI, 2012), f2.

%lbid; Sean Cubitt, 6Di st r-214)Cultira Poliiesrl:@ (2008)183 F|l ows d (193
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format itself, as well as the labag of the films as Japanes8Yy answering these questions,
it will be determinechow influential DVD labelé a cdrewithim the UK marketAnswers
to thesequestionawill alsointervene inthe fields ofJapanese cinensudiesandresearch of
the DVD format. Furthermore, the market that 4fdal Asia and Third Windovestablished
is dill present within the UK, whicltheir actions after 2010 illustrate.
Distribution is a vitally important process withthe whole of the film industry. As
David Sin expains it is often:
6éreferred to as 'the invisible art’', a
industry, barely written about and almost imperceptible to everyone else. Yet
arguably, distribution is the most important part of the film industry, where
completed films are brought %o |ife and cc
Without distribution, films would not end up in places of exhibition and consumption, such as
cinemasfilm festivals, retail outlets and digital streaming sitBsstributors negotia rights
from filmmakers and production studios in order to distribute media within a particular
format or country. Depending oa f i b pedceived marketthe distributor can decide
whether or not to release it in cinemas, through physical media (fopéxadVD and Blu
Ray), or by digital means (such as streaming and downloadihgg.is often linked to the
marketing and promotion of the film as well. Most large production studios (such as those in
Hollywood) may carry out these processes themselveselter, there are a great number of
independent distributors within all countries around the world that release films from other
countries. Their actions represent their understanding of a particular market, and which films
audiences are nmadt wiitkhel yi nt a ftcearnt ain countr
Therefore, distribution is highly revealing process within the film industry, as it can

give scholars a great de al o f T iinnadditionmta t i o n

audience research, reception analysis andlyais of sales figures. As a result of

4 David Sin,dNhat is Distributiond BFI Screen Onlinevebsite, accessed 06/06/2013,
http://www.screenonline.org.uk/film/distribution/distribution1.html.



distributionds significance, the fact that
released Japanese films on to DVDs in the UK from 2008 to 2010 is also revealing. This
behaviour demonstrates that the nedrfor these films in the UK was best served by the
DVD medium at this time. Sales information for DVDs is not publically available for the UK
market, making analyses of audiences and consumption figures dffficlavever, the
material that needs to besmerated for digital media distribution, such as DVD, is made
distinctive by distributors and can subsequently be examined. For instance, a release of a
DVD brings with it the generation of the physical product itself; the media contained within
it; markeing materials such as trailers and websites; and reviews by various publiéations.
Making distribution practicedistinctive thereforeappears tde an effetive aid for

bringing certain products to the UK, such as Japanese #Hiow distributioncan be made
visible, and the potentialdnefit this has for DVD labeland their film releasesyill be
revealedby studying 4Digital Asia and Third Windowhe mary materials and processes
utilised within distribution mean that it can be thoroughly investigatesl well as
demonstrating its visibility Critical perspectives of distribution also help to realise how
varied sources of evidendar this processan be:

Through their acquisitions policies, their promotional and marketing practices,

and their links withproduction and exhibition, together with their relationship

with national arts policies, funders, and financiers, distributors play a crucial role

in determining what we as audiences get to see and hence in shaping our film

culture!

In the process, [digbutors] shape public culture by circulating or withholding

texts which have the potential to become part of shared imaginaries, discourses
and dream§.

® Full figures are available from places such as the British Video Association (BVA), but these are only

available through paying subgation fees or by being a member of the plieasd none of these obstacles were

able to be overcome during the writing of the thesis
http://www.bva.org.uk/markeinformation

®David SibistDilbgiutiabnd, accessed 06/ 06/ 13,
http://www.screenonline.org.uk/film/distribution/distribution7.html

" Knight andThomasop. cit, p.14.

8 Lobato,op. cit, p.2.
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Here, the influence of the distribution process is clear,th@dvidence that can represent it

is potentially vast(as these writers go on to demonstrimteheir own researdtl In both

guotations, the public is mainly attributed with generating discourse, but practices related to
production, exhibition and specific institutions also generate it.oDise essentially means

dialogue, and it is signified by language and meanings used within information that is
communicated® The amount of distribution material that generates discosusgjestshat
anapproachutilising multiple analytical methods best suited to examining the inBuce of

distribution practice§ as such amethodology aims to reveal discursive pattewithin

varied sources of evidencéoth 4Digital Asia and Third Window releasemtedominantly

Japanese films on DVD from 2008 to 20TMey also used comparable materials for their
distribution, namely packaging for the discs, special features, trailers and websites. Some
reviews also referred to the actions of the distributors alongside eb@nation of afilm

after its DVD releas€elhese sourcgsrovide evidence of the distribur s 6 a cvaryimgns and
modes of communication used, which sigrtifig language and meanings circulatedthe

disc releasesAs a resultof closely analysing the sources will be revealedhow the
distributor® a c influemeeK DVD releasesas much as (i f not mo r ¢
titles and contentsThe introduction will @lly explainthe thesi§ appr oach to inv
the DVD lale | s 6 a c that the study od thede practices is increasimggessary as

distributors become more visible within the UK.

° Knight and Thomap. cit, Lobato,op. cit
9 Barbara KlingerMelodrama and Meaning: history, culture and the films of Douglas(Bickana University
Press, 1994)p.xvi; Janet Staigetnterpreting Films: Studies in the Historical Reception of American Cinema
(Princeton University Press, 1999)89.
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Japanese Cinema inthe UK: Makimpi st ri but or soé Visible

Distribution of a variety of media texts and products are at the centre of an increasing
number of public events, and a growing humberl@coming focused on Japam2003, the
MCM (Movies Comics and Media) Expo had becomeaimual, which demonstrates how
popular it is within the UK (as well as the fact that 225,000 people attended in May'2013).
Since 2005, the threday Expo has inclled promotional exhibitions and events for the
distributors of Japanesmanga (comics) andanime (animation), as well as films and
television shows from across the wotdEurthermore, in 2007, a section of the event was
entitled JapanEx, offering demoretions of origami (paper folding), food and drink
preparation, music and other aspects of Japanese cliilfthieugh this event has been based
in Greenwich, London, its influence has spread to other events and other parts of the country.
Hyper Japan (esseaally similar to JapanEx, but on a larger scale) has now been taking place
annually for three years, at various London locatidriEhe MCM Group also hosts other
Expos that take place in Birmingham, Manchester and Scoflamdaddition, Edinburgh
now hoss the annual Scotland Loves Anime festival, after a successful initial event in®2010.
Therefor e, it would make sense that aoeDigita
prominentacross the UK, as there has been a significant growth of interest medapaedia
and culture. However, this suggests tharofile of both labels would focus on their titles,
wher eas didributidn@rdetedsmvi often brought attention to them

Both 4Digital Asia and Third Window have not only established thatet is a

significant demand in the UK for Japanese films, but that this demand represents several

i 0 St dMCM Expo Groupvebsite, accessed 15/07/20b8p://www.mcmexpogroup.com/story/
Ibid.
BoalpanEx IMEM ExponGioupvebsite, accessed 15/07/20h8p://www.mcmexpogroup.com/wp
content/uploads/2012/01/MGI@omicCon-2013 Japarex-1.pdf
146 Wh a t dHypeQJapanvebsite, accessed 15/07/20h8p://hyperjapan.co.uk/whats
on.html#.UebGWRpwaM8
156 S h 6 MGM Expo Groupwebsite, accessed 15/07/20h8p://www.mcmexpogroup.com/shows/
%6 A b o u SBcotlasddgves Animeebsite, accessed 15/07/20h8p://www.lovesanimation.com/about/

10
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different interests4Digital Asia is a sullabel of the UK distribution company 4Digital
Media, which launched in 2006 The label has consistently broughedia from a variety of
countries to the British Isles almost entirely through the DVD formiaird Window has
similarly favoured the DVD formatand began releasing films shortly after 4Digital Media)
though it has distributed only films from Asiaawrtries andthe majority of those filmsave
beenJapanese. In 2008, the focus of both 4Digital Asia and Third Window on Japanese
cinema set them apart from other distributors. At this time, Manga Entertainment brought
Japanese media to UK DVDs, though theileases are predominantipimetitles® This
wasalsothe focus of Optimum Entertainment, which specialisethiernationalfilms and
cinematic releases more so than Mangajrbabnjunction withdistributing DVDs of popular
animefeature films' Japaeselive-action films were thereforebeing treated as secondary
products by these companies, who specialised in catering to larger markets in the UK for
anime and manga and world cinema in general. The only other notable Afiansed
distributor in 2008vas Tartan, which had just gone bankrpattly becausé& had saturated

the market with Asian horror filnfS. Both 4Digital Asia and Third Window still wanted to
appeal to the established markets for horror films, world cinema, and Japarmasand
mang. Nonethelesstheir DVD releases demonstrdt¢hat they wanted to show hat
Japanese cinema could offeraddition tothese generic categoriebhey also concentrated

on giving viewers an experience on DVD that stood out from other home titdiarather

than consider the format as an afterthouglibwing a theatrical releasand a largescale

promotional campaign.

64 DM/ Cont ac t4Digimldediafvebsitenactebsed 16/07/2013,
http://www.4digitalmedia.com/index.php/contact

56 Ho me Mangp&Kwebsite, accessed 07/06/20m8p://www.mangauk.com/

19 Optimum is now part of StudioCanal, but the distributor still specialises in releasing popular anime films, as
shown by a deditad section of its websité: St u d i oStu@idCanalvebsde, accessed 07/06/2013,
http://press.optimumreleasing.net/press/?id=960

%0 Daniel Martin,Asia extremethe marketing and critical reception of cult Asian cinema in the RHD Thesis
(Norwich: University of East Anglia, 2009)
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The ef or e, as a result of the disisrtoi butor
investigateto what extent e image of Japanese camain the UK can beinfluenced by
distributionc 0 mp a n i e sHowewec, thisperspsctive contrasts with claims about the
profile of Japanese cinema and culture around the world. In 2008, Leon Hubhtang

Wing-Fai published the following statemeit:

Both Japan and Hong Kong have I egacies of
only measured by their global impact (admittedly modest compared to

Hol |l ywoodbs) but their status as Operiphe
dominating, transforming@n s omet i mes damagi ng | ess o6wor

Essentially, Jaanese cinema is perceived to haveerently transformativeharacteristics

and it is suggsted thathese stem from thieistory andtheir statusof the filmsas a form of

0 s o f ta This svaderm regularly used by Susan Napier in referendieégresence that

Japanese media products and cultural exports have around the world, which has given the
country considerable cultural and economic influeficdunt and Leung refer to films as

formsof soft power, andNapier expands her definitontohe pr oduct s of oOf as
toy maker s, artists, video game designer s,
several other writers: The problem with both of these perspectives is theyfocus onthe
product s&6 i ntcs inerdetto @riplasisa thidteg Japasiese originmimarily

explain influence around the world. dNatention is paid to theffects of the processed

distributing these products in specific countries atbthe world. For instance, in the UK, the

21 Asian rames presented in the traditional format, surname last, unless cited and/or quoted otherwise.

% eon Huntand LeungWin§ ai , 61 nt r-&3) int.tHinbandL. WingHai.(etls)East Asian

Cinemas: Transnational Connections on F{loondon: 1.B.Tauis, 2008), p.4.

BSusan Napier, 6 Whe nl9GoW.M.iTdutsthan®Np. koadd®,6 Gppdzi Ol ads Foo
Japanese Pop Culture Icons on the Global S{&gesingstoke: Palgrave Macmillan, 2006), p.dA2dNapier,

From Impressionism Torme: Japan as Fantasy and Fan Cult in the Mind of the \Bestirgstoke: Palgrave

Macmillan, 2007), p.213

“Napier, 6When ofdtdhAd.Napieaorighalleteoktisederm from Douglas McGray, who

defines the term within politcsasmeanmgi | t ur al and economic power in oppo
ITMc Gray, O0Japands Faeign®dicy NalBa (May/duhe 2008) o84 dlt,has been used in
relation to Japan in several articlessinee. g. Peng Er Lam,i8dhpaRéweQaesAt fr

Li mi t &dstiAsiaNd.24 (2007),34363; and Ni ssim Kadosh Otmazgin, 0C
popul ar cul tur e i nint&ratohal Relatidns & the AsBaeific, 8:1 (2008),i 78 @,
12



companieghatfacilitate distribution arenow discussed as much as the products they release

especially in the case dépanese films

The history of the distributor Tartan helps to highlight this factand futher
contextualisethe more recent practices of 4Digital Asia and Third Windim 1991, Tartan
establishedtself as a UK distributor of a variety of films, from a ety of countriesafter
merging with another company calldtetro. Soon, the@mpanyhad a variety of sulabels,
including onewhich specialised in films from Japan, Korea and Hong Kdmfter having
success with severdllms containing horrific and violentimagery sourced from these
countries, Tartan continugd releasemore of thesdilms and label them as Asia Extreme.
However,the staff at the compamgnnouncd its bankruptcy in 2008a story which was
given significant attention bihe British presdts demise as an independent lalvak seen as
the result of mangther companiesnitating theTartanAsia Extremesubzlabel and the fact
that Tartan had saturated the market with more and more films of the sani@ Tpelgh
many commentators also saw the | abel 6s
majority reported that itslemise was sudden and unexpeéfeMonetheless, the latfels
catalogue is now ownedand infrequently reeleased, byPalisades,demonstrating the

influence thedistributor and its catalogue of titles still Hs.

The history and impact of Tartan Asia Eedne also caught the attention of several
academic writersl n 200 7, Oliver Dew explored the

brand, and then as a majaneric term that was adopted by several distributors following

% Martin, op. cit p.2.

e Xpe

®Geoffrey Macnab, 6 De atThe Guérdisawebsite,|aecessed 168018, J ul y 2008) ,

http://www.guardian.co.uk/film/2008/jul/04/filmandmusifiimandmusicl
Andrew Pul ver , 6 R. The Guardidneebstteaataessdd 15/0013, 2 00 8) ,
http://www.guardian.co.uk/film/filmblog/2008/jun/30/riptartan
AndrewS8 i mpson, ODemise of Tartan FTht Quetusveldditen dcceddedn t
15/072013,http://thequietus.com/articles/00208-the-demiseof-tartanfilms.
2" Macnab,0p. cit Pulver,op. cit Stimpsonpp. cit and Martin,op. cit p.252.
6 A b oRalisédes Tartanvebsite, accessedb/07/2013http://www.palisadestartan.com/AboutUs.asp
13
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Tart ano ¥ ChiYus 8hinghen pvided a history of the sulabel in 2008 (shortly
before the bankruptcy of Tartan was announced), which concludettistetaffsaw the Asia
Extreme films as representing a specific géfirtn 2009, Daniel Martin analysed the

promotion and critical reqg#ion of several Tartan Asia Extreme films. He concluded that,

(@)

due to Tartands popularity and3%Bynhis|Maeimc e,
refers to late eighteenth century depictions of Asia within literature which proclaimed the
Orient asan exotic and mysterious contrast to Western counftrigiartin then compares this
perspective with the marketing and critical responses for the Asia Extreme films, as do Dew
and Shir®® The violent and shocking contertf the films was emphasised, marglising
them in a similar way tdie exotic Asian OrieniThethreestudies illustrate that in Britaiie
connotations of Tartan and Asia Extreme became inextricably linked to films from any East
Asian country.Essentially, films with specific characteics cameto define the label, and
the cinematic output of Asian countrissich as Japanjlespite the fact that Tartan released a
range of films from all over the worfif. The contentof the films eventuallybecame more
promi nent t han iohshviore cegéestlypreirbhuat posr bass aactconseque
history,otherc o mpani es & pr act i cowes thexontentohtbew filmsnmp ha s i s ¢
order to raise their profile within the UK.

In particular, be presenceof both 4Digital Asia and Third Widow at the MCM
London Expohelps to illustraterecent trendsIn 2010, 4Digital Asi@s | ogo and n

featured heavilywithinthe pr ogr amme for that yeards MCM

®OliverDew, 6 fAAsia Extremeo: J &pwlCnenas JosrmahobGoreemponad) Br i t i s
Film, 5:1 (2007)5373.

%ChiYun Shi nrandidgATatt amnf fibAs i a EluniprCetmRediewroi Contesnporary Media
(website),No.50 (2008), acasedl5/07/2013,

http://www.ejumpcut.org/archive/jc50.2008/TartanDist/index.html

31 Martin, op. cit p.250.

32 Edward W. SaidQrientalism: Western Conceptions of the Orifirindon: Penguin, 1995), pp2

33 Dew, op. cit; Shin,op. cit

34 Pulver,op. cit Shin,op. cit

14
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who alsohad astall at the same eveitBy this time, almost all ofnel abel 6s DVD r el
were of Japanes films, and certainJapanesditles areused in its mission statement to
highlight the extent of its catalogde:
4Digital Asiaisa suh a b e | specialising in Asian fdcul
original languagevith English subtitles. The catalogue includes favourites such as
Death Note, Death Note: The Last Name, L Change the World, the 20th Century
Boys trilogy and Tokyo Gore Polidé.
This statement still appears on the websiteddigital Media, which is th parent company
of 4Digital Asia, despite the fact that the last DVDs from the-labkl were released in
20108 The reference to spedifiitles suggests that they contintee be popularwithin the
UK mar ket for Japan e sddistibutibnpmscticksFerthernworeldotbi gi t a l
thesubl abel 6s f il m we bedneseen t@predentaaavide view sf Japanese
cinema.This isrecognisedn the preface t@irectory of World Cinema: Japan. Zhe book
is a coninuation of a previous editl collection showing that Japanese cinema is still of great
interestaround the worldpoth critically and commerciall§? The second editionames the
managingdirector of 4Digital Asia ag\ndrew Kirkham,and acknowledges his assistaitte
providing infamation on the Japanese film industtyThe referenceto 4Digital Asia
highlights thatthe sublabel distinguished itself as a distributor of Japanesema from

2008 to 2010, despite containitige broader term ofi As i a 0 i rFollowing theeea me .

points, evidence ofthesuba be | 6 s B cleanmbuintiee Hact®do nekplain howthis

®6Event Direct or y2010aomdbn MCE\Erpn Officill ISkrow GuiddOMrExpo Group,
2010).

3 From 2008 to 2010, 4Digital Asia only released oira fiot from Japaii Meat Grinder(dir. Tiwa
Moeithaisong, 2009) from ThHandi 6 4 Di g i t4®ibital Mediawebsijte, accesselb/07/2013
http://www.4digitalmedia.com/index.php/asil the Japanese releases can be seen in Appendix One.
6 4DM/ Con ppacitt Us 6,

¥4 Di gi tadibital Mediawebsite op. cit However, the mission statement was reworded at the end of
2013.

¥ JohnBerrap | nt r @d ud tni drectoraof (Valdl ghema: Japan ZBristol: Intellect Books,
2012) pp. #10.

0 John Berrap Ac k n o wl e dBpmaeop. titspp. 56. i n

15
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was achieved through tlistribution of thec o0 mp a WD Geteasesand so their actions
require further analysis
Third Windowhas also gained recognition for ggecialism in Japanese cinema over
films from Asian countrigsand this has again been becaus#sgiracticesas a distributqr
rather tharthe titles of its DVD release#lthough the label did not feature as prominently in
the 2010 MCM London Expo pgrammea s 4 Di gi t al Asi a, Third Wi
event was focused on hyriter and journalistMichael Leader.His selfpublished essay,
60Online Worlds and Grassroots Activityod, pr
distribution in the UK, paicularly after the history of Tartal.This is a watershethoment
that Third Window also marks in its websitebo
The Third Window Films brand was born in 2005 when its-fibving founders
grew bored of the stream of weaut shock howr vehicles from t he F
We strive to represent a rich variety of film genres, be they dramas, comedies,
political satires, action or anything else in betw&en.
Though not stated Iliterally, 0s hocExtrdme,rror v
a company which was at the peak of its activity in 2805.n L e essagThifd $Vindow
is initially positioned as exceptional from otH#ém distributors because df aims andace
to-face contacat the MCM Expowith potential newcustomes. Leader even argues that the
label stands out from others that also attend the M&Xlb, such as Manga Entertainment (a

distributor ofAsianfilms in addition to a huge range ahimetitles) and Optimum Releasing

(which release films from across the va)** Nonethelessthe goal of Third Window and

“This was published in four parts in June 2011, on M
OExtr eme Ftallalrduwtn: CoOnNRext 6; o60Online Convergence and E
6Participatory Cults | RL: Societies, Festivals and C
Gamed Al'l can be accessed fr o@mJuthear2dhlWMkbédyineng webpag

accessed 16/@2013,http://wildtyme.blogspot.co.uk/2011 06 01 archive.html

426 A b oThirddWindowwvebsite, accessed 16/07/20h8p://thirdwindowfilms.com/about
“3 Martin, op. cit
*“MichaelLeadey 6 Partici patory Cul ts (JUR&20118/ddcTymeaccessed Fest i v
16/07/2013http://wildtyme.blogspot.co.uk/2011/06/4participatorycultsirl -societies.html

Since Leaderds essay, OtpdioCamaim Rel easing has become
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other distributorsis confirmed as selling DVDs to make a préfitAs thisist he company6
central focus, it is curious why Leader does not investigatealeeof theDVDs and their
distribution materialsas they ar¢he centreof attention atthe labéls Expo st al |
The distributordéds DVD releases did become

on the international film news and reviews website, Twifichhhe websit eds wr it e
the DVDs ingener al are uni quwhileadred adfli mgl yeac hr atfe
characteristics and narrata/& However,t h e weittesviewveidtsh t he Third W,
managing director, Adam Torel, wass ed as a chance to prammot e t
to Japanese cinema, ovdnis from other Asian countriesych as Koréa

What | prefer about the Japanese industry is that because they've been around a lot

and make all their money back (for the most part) domestically, their films are

more aimed twards their own people and their own market. You do get to see

films with a lot more of a 'Japanese’ feel to them nowadays, compared to Korean

which is more them trying to do films that other people constantly expect from

t hemé | tri ed asofewcyearstrying toeickium [Karelang titlds

like (Lee Chang Dong's) 'Secret Sunshine' and (Im &awgs) 'The Housemaid',

but their sales agents wanted comically high amounts for them, and while | could

probably pick them up now for less (more so fBunshine’), the demand is

already gone (especially for 'Sunshirfé").

Here, Torel acknowledges that he has made Third Window distinct by specialising mainly in

Japanese films for its DVD releas@d-urthermore, he has continued to do so, as after 2010

““Mi chael Leader, O6Mar ket ReahgtGameo P Iymemaessed and Pl ;
16/072013,http://wildtyme.blogspot.co.uk/2011/06/48arketrealitiespatienceand.htm!

44 A b oTwitchwebsite accessed 16/(013,http://twitchfilm.com/about/

%3 Hurtado, 6Video Home I nvasi on: Thhichwebsiteyiactedsedv Fi | ms
16/072013,http://twitchfilm.com/2010/12/videdomeinvasionrthird-window-films-introduction.html The

remainder of the profile is published on WmdwTwitch

Fil msd Korean Collectiond; o6Third Window: Nakashi ma,
Japanese Cinema6; O6Third Window Films Looks To The F
“Hurtado, 6Third Windowp.éti | msé Korean Collectiono,

“9 From 2008 to 2010, Third Wilow also released\sn Korean films alongside then DVDs of Japanese
films (which are listed in Appendix One). The Korean titleskiend (dir. Kwak KyeungTaek, 2001)The
Presi dent @ds Sdngssotim, BOBHKgk The Moor(dir. Sangjin Kim, 2001), Dasepo Naughty
Girls (dir. Jeyong Lee, 200§% No.3(dir. Neunghan Song, 1997Oasis(dir. Changdong Lee, 200 and
Peppermint Cand{dir. Changdong Lee, 20001 6 F i | Thirsl &/indowwebsite, accessed 16/07/2013,
http://thirdwindowfilms.com/films
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the company distributediims only from Japaruntil April 2013 The di stri but i on
actions as a whole are engps i sed t hrvewsgdespit€ a temdéndysto associate

these practices with his decisions alolmstead, the emphasis of tpeedominat focus on

Japanese films seen to make trmmpany distingtthoudh Toreldoes not explain how this

was put into action through the DVD releadesm 2008 to 2010Therefore though the

| abel 6s practices ar e e mp h aydetaileahgm. AsTaoresalt] 6 s p ¢
the DVDs and their distribution reqe further analysis in order tonderstand how influential

they wee in making Third Window distinct within the UK market.

Through the contexdfJ apanese ci nemads perbackgeoundef i n t
4Digital Asia and Third Windowgertainquestions emergéow are DVDs of Japanese films
distinctive?ls the DVD formatmore important thamthe labelling of the films as Japanese?
Invedigating the extent to whicldistribution practices &ct DVD releases will help to
answer these questiorBoth 4Digital Asia and Third Window are communicating reasons
why UK consumers should watch their disc releases, as both Japanese films and as products
of t heir c 0 mphe labels sré geaating idiscousse within thelistribution
material for their DVDs, ané vi dence of the distdemdnstat® r so V|
that they intend to promoteh e ¢ 0 mp a nas ensch as phiélnesbchdraetaristicsThe
thesis will investigatéhe significance oftistribution practicesvithin the UK market, leading
up to the influence these actions have on the critical receptiDvD release®f Japanese
films. While evidencepr esent ed so f ar i ncreasre fulyl y suc
resposible for howtheir releaseemerge in the UK markeit, is necessary for the study to
objectively investigate whether or not this is the cagstribution and discourses linked to it

are also growing as topics of interest within the wider fields of bd#panese cinema and

*0 vulgaria (dir. Ho-Cheung Pang, 2018 a Hong Kong comedy film, and was noted as a divergence from

Third Windowds predominant attenitdTomi rtd Filliagupdines s e f i
6Vul gari a6 and O6The Woodsman & the Raind, Third Win
http://thirdwindowfilms.com/news/2@08/thirdwindow-films-acquiresvulgariaandthewoodsmartherain.
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DVD research. How the thesistervens in these topicsvill now be explainedwhich will
clarify why an approachcombining multiple methodsvill be essential for analysing the

i mpact of the .distributorsé actions

Concerns inlapanes€inemaStudies Why are these filmso distincive?

Exploring reasons why Japanese cinema is so distinctive still preoccupies Japanese
film studies, and can suggest why 4Digital Asia and Third Window are unique in the UK
market.The study of Japanesenfiilhas a long historgnd many directorand periods of the
i ndu distoryhéve been examinddowever, the variety ofpgroachesnd methods used
to analyseit has greatlyincreased over the last two decadés. clarify this point, and
demonstrate howhe thesis intervenes in timeost recent debed surrounding Japanese film,
earlier stidies will be discussetb illustrate and contextualiséater changesMuch of this
work concerngjuestions similar to those posedtbyn e t h e s i s dapaneseniemna: how
distinctive and what does it mean to label a film as Japarfeddr2ssingexisting research
will clarify how these questions have always been central in the study of Japanese kinema
the last few years, especialthe discussion of Japanese filas being transnational helps to
signify the attention that theinternational distribution isow receiving.

Much of Japanese film research has shifte
unique, to how its international circulation is uniqliee work of Donald Richids usefulfor
explaining this as he is one of the most prolific writers on Japanese cinremac hi eb6s | at
work also illustrates how the i | ms 6 di stri bution has become
earlier writings demonstrate that Japae cinem@as di st i n bat alwags beeaat e nt

central issueln 1959, with Joseph L. Anderson, Richigote The Japanese Film: Art and
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Industry, one of the most detailed historical records of Japanese film hidtonyas updated

by both authors 1982, paralleling a growing number of publications by other authbecs
shared interestsiJapanese cinemanderson and Richie aimed to provide a corhpresive
overview of this particulafilm industry, butthe passagesftenbecomdengthy essays on the
reasons why the works of certain directors stand out from othaihile directorial
authorshipcontinueso be a useful meartbrough which types of cinema can be categorised
and studied® it is the predominant perspective through which investigationsthef
characteristics and history ofapa e s e fhavé meed approachdl. Alternative
perspectives were natotably applied in the research of Japanese cinema until tfle 21
century.

Though Donal d Ri ¢ hi @abdhse proliferatian ofardepth sourdes ue nt i
regardingJ apanese ci nemaods s his Rteravarkysigndiesdther teent di r e ¢
developments. The availability of Japanese films within Western countries, such as the UK
and USA, was briefly addressed by Richie in 2085Hundral Years of Japanese Film
provided another overview of Japanese film history, as well as a guide to finding the films on
VHS and DVD?>® What these technologieseant for thedistributionof Japanese films was
not addressed by Richie, but he did put forwdat Western filmmaking and technology are

highly influential on contemporary Japanese

1 Expanded and revised in 1982oseph L. Anderson and Donald Richike Japanese Film: Art and Industry
(Princeton University Press, 1982).
°2 |bid, pp. 1518.
BC. Paul $eetivel Aotosship irB iC loJownal of Aesthetics and Art Criticisng5:3 (2007), 263
271.
¥ Noel Burch,To The Distant Observébniversity of California Press, 1979): Audie Bodapanese Film
Directors(New York: Kodansha, 1985); Darrell William DavRicturing Japaneseness: Monumental Style,
National Identity, Japanese Fil@olumbia University Press, 199&tephen Princdf he War ri or 6 s Ca me
The Cinema of Akira Kurosaw®rinceton University Press, 1999); Donald Ricfilee Films of Akira
Kurosawa(University of California Press, 1999); Mitsuhiro Yoshimdtairosawa: Film Studies and Japanese
Cinema(Duke University Press, 2000¥)o0lde StandishA New History of Japanese Cinema: A Century of
Narrative Film(New York: Continuum, 2005); Keiko McDolth Reading a Japanese Film: Cinema in Context
(University of Hawaii Press, 2008eter CowieAkira Kurosawa: Master of Cinem&lew York: Rizzdi,
2010);Catherine RusselClassical Japanese Cinema Revisifedndon: Continuum, 2011)
%5 Donald RichieA Hundred Years of Japanese Fi{ffokyo: Kodansha, 2005)
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now much closer to that of the West is apparent. What is not so obvious, and this | have
attempted to describe, isthatsti st i P°1 t here. 6

Discourses affectingdapanese filsy as a result of their international circulatiorgre
then studied in greater depbly other writers For example, ir2007,two essaysnvestigated
the potential effects ahdustry and media discoursm the reception odapanesdiims in
different countriesJulian Stringer examinedthe reception oboth the original horror film
Ring (dir. Nakata Hideo, 1998) and its 2082nericanremake (dir. Gore Verbinskif.Rayna
Denison alscanalysedthe theatrichreceptionof the animated fantas@pirited Away(dir.
Miyazaki Hayao, 2001)in cinemas in Japan and Franpae well aghe reception oits USA
DVD release’® Both Denison and Stringer find valuedno mp a r i n g distribugonifi i | ms o
Japan to that odther countries, andnalysing the discourses that surround these films in an
international context has sin@®ntinued within academic resear@®ubsequent examples
include the study of Tartan Asia Extremeos
Sti n gsestudies, this researcinainly concera t he fil msd throught i c al
theatrical exhibition (for instance, at cinemas and film festivdi$he effect of other means
of distribution (such aBVD discs) has not been explored thoroughly, despVD being the
format that Palisades still use to distribute Asia Extreme fifhisstead, theincreasing
international profile of Japanese films has been usedksoribeboth Japanese drAsian
cinema as transnational because of their content, arftbmothey are disseminated.

Factors affecting the international distribution of films, other than their content, are a

concern within world cinema studies. Some terms, such as transnational, must be used with

%% |bid, p.259.
Julian Stringer, 6The Or iRjnighh% 9 @ nMhilipsiamd J. Stingey : Na k at a
(eds),Japanese Cinema: Texts and ContéAtsingdon: Routledge, 200,7pp.2%-307.
®Rayna Denison, 6The Gl obal Nbpirtdddway 2fOdirPhilipsiamle : Mi y a z :
Stringer,op. cit pp.30821.
%9 Dew, op. cit Martin, op. cit Shin,op. cit
6 A b oRalisédes Tartanvebsite op. cit
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caution,as the work of Hunt and Leung again derstratesTheir views, quoted earlier, state
that Japanese cinema, and films from other
their effect on film cul f'Uhestatementof Huhteandr st at
Leung shape the introductio of anedited collection published in 2008nd are shared by
other writers. For example,iWan P.Y. Lee irtroduces and editthe 2011volume East
Asian Cinemasandalsoposits that thdilms of Asian countriesmretransnationaf” But these
writers esentially arguet hat Japanese filmsdé characterist.i
the worl, due toinherent traits which remain constant throughout their international
distribution.Such conclusions are curious in light of other studies of both woréa, and
Japanese fihs, which were publisheth 2006. In the volumdRemapping World Cinema
Lucia Nagib states:

Fil ms all 0 Vv e not dorffired imt@ tight dom@artnets of their own

nationalities, but interconnected with each other accordiritdir relevance at a

given historical moment, regardless of whether they originate ifirthesecond,

or third worlds®®
This inclusive view of different nationalities withiegional and globatinema around the
worl d ar gue smherénh aads dof mot ramain fixed as they are circulated
internationally, but are subject to the contextual factors that can potentially affect them at any
6givemnchil smoment 6.

Furthermorejn the samevolume, Rachael Hutchinson poses a similar argunaant f

the study of Japanese cinema. She claimskhhatn ar i e s AMesf@ideHsllywiboda n d

and other nationatinemasare not helpful, anthatthe complexities and intercoectedness

1 Hunt and Leungop. cit, p.4
2vivianPY. Lee, 01 rieer(ed, EascAsiancCimémas: Regional Flows and Global
TransformationgBasingstoke: Palgrave Macmillan, 201{p.112.
SLucia Nagib, 6Towards a p dm.Ba8)ivS Dedrsoh,iamdiSH.iLinrfeds),f Wor | «
Remapping World Cinema: Identity, Culture and Politics in Rllmndon: Wallflower Press, 2006),35
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of films within various contexts should be studied in order to appretiatehistory®* This
perspective relates to a much earlier statement regarding the critical investigation of national
cinemas. In 1989, Andrew Higson proposed that the uses of a national ameecific
contextsr equi re as much addducteomand amentehgh inclbdes how | ms 6
information about thenis communicated and discussedinternational (or, transnational)
contexts’ The status of Japanese cinema, as a result of its international profile, can still be
called transnational. But is not helpful to see tireinherent characteristics &ging theonly
reasons why these films are distributedthercountries, such as the UKhis perspective
does not take into account tlguage and meaningsat circulate these films as a resof
distribution practices withinJapanand other countrigsand such discourses aodten
circulated by DVD labels

Principally, Japanese cinema studies havevedtowards researchinthe discourses
that surround thdilms in different contextg&round he world Currently, thisis oftenlimited
to the critical reception of the films at cinemas and film festivals. But the thesis will explore
how other formatsand processes also generate discousseeh asDVDs and their
distribution DVD is a physical olgct through which films can be disseminated and
exhibited and is the medium through which the
Wi ndowds f i | .ntoweeer, teis a ferrhat thosigh dvhich critical debasehave
arisen, in terms of how the disedfect film-viewing experiences, and what experience it
provides b consumers. Therefore, there are equadignplex and interconnected discourses

thatarelinked to the DVD formatin comparison to perspectives on Japanese cinema.

®Rachael Hutchinson, o6Orientalismior Akéciadikutr alsiasvm® :

Dennison, and S.H. Lirteds),Remapping World Cinema: Identity, Culture and Politics in Kilendon:

Wallflower Press, 2006)pp.17387.

®“Andrew Higson, 6The Con4)eSoreen3n# (1988)t46onal Cinemad (36
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DVD ConcernsHow are fim releases made distinctive through this format

In addition to questionsboutthe qualities of Japanese cinema, the thesis is also
asking: how are DVDs of Japanese films made distinctive, and how impartidre DVD
format? DVD is a media format thdtas generated much discourse and debate, and 4Digital
Asiads and Thir dfurdamerdab w6 ¢ heséabe |l 80 po®sSition
While DVD is classed a® new medi ad by many writers, it
researctover the lasdecadé® Far from simply being a format that allows the viewing of
audiovisual meda from a disc, DVD iglaimed to have causedaadespreadhange in film
viewing experience®’ As will become clear through addressixjsting work, DVD media
is often rgarded as makinglm-viewing about more thawatching a film.DVD is a slippery
term that can mean film, disc, or both packaged together as a specific release. The phrase
DVD disc can also be used to differentiate from-Blay and other disc media, suchtae
antecedent laserdi§€.Different sources studied throughout the thesis, especially in this
section, refer to one or all of these uses of the term DVD. The thesis will also do the same, in
order to highlight this complexity, as well as a means oflhighg ht i ng t he di s
treatment of the DVD format.

Throughout the changing landscape of DVD research, the role of distributors has not
been greatly discussed. However, indications of their significance are implied in some
studies.nitially, discousse withincertain aspects of DVD medidaracterised a large number
of examinations of the disc format. A criticalvestigation ofthe film-viewing experience

provided byDVD was written byRobert Brookey and Robert Westerfelhans2002, five

%James Bennett and Tom Broawrardlerst odd didNteiwon anfa $itO!] tdhd
and Brown (eds)-ilm and Televsion After DVPAbingdon: Routledge, 2008), pp1B.
67 H

Ibid.
% JameKendrick O6What is The Criterion? The Crilttdouiethn Col | e
of FAlm and Vide953:2 & 3 (Summer/Fall 2001), 139.
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yeas afer the introduction of theformat®® They concluded that the audio commentary
(provided by cast and crew members) on the DVIFight Club (dir. David Fincher 1999)
provides an intended reading the film.”® In essencethe audio commentary is claimed to
6dcourage and discount some i nf'@mopgheuchat i ons
determinist views of DVD consun®were later criticise®® Brookey and Westerfelhaus then
exploredother aspectsn 2005.This time,the discs oMonsters Inddir. Pete Doter, David
Silverman and Lee Unkrich, 2000jerethe object of attention, anteir traitswere similarly
emphasised isubsequenDVD researchExtra materialfor special featureg)rovided on
discs in addition to a film areoften foundto be part ofdrger commercial strategiéither
for a certain filmor media production company (whi@rookey and Westerfelhausaimed
in regard toPixar).”® Therefore, DVD discs do not just contain the content of a film, but also
other content and discourses thanh gqaotentially influence how such media is viewed.
Distributors can also be responsible for including additional content, but this possibility is not
explored in either article.

The commercial purposes of DVD extras have b#en crux of severalfurther
studies PaulArthur provided a concishistory of makig-of documentariesAfter charting
their origins prior to theifrequent inclusion on DVD disc#rthurnotedt hat &6t hey ar e
i nto bei ng ™ Falowirgdthise stateinentan @ssumptioris that makingofs
advertise specific films, but the work of Brookey and Westerfelhaus demonstrates that

companies and production studios can be advertisedEwm. since,writers haveformed

%9 Aaron Barlow,The DVD Revolution: Movies, Culture and Technol@igyndon: Praeger, 2005), p.17.
“Robert A. BrookeyandRo b e r t  We sHiding Homdelotiisnsin Plaih View: Thigight ClubDVD
(7':113 D gi t al,Critchl &tadies i0 Media Communicatioh9:1 (2002)21-43.

Ibid, 39.
"2 Craig Hight, 'Makingof Documentaries on DVDEhe Lord of the RingErilogy and Special EditionsThe
Velvet Light TrapNo0.56 (2005), 417.
Robert A. Brookeyahn Robert Westerfel haus, O6The Monstgrs,tn@al Aut eur
D V D ®estern Journal of Communicatid®®:2 (2005), 10928
“Paul Arthur, A(In)Di spensabOfed CA BB CAonerfid64 si ons o
(2004), 42.
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different propositions concerning what effects the commercial,aamg origins, of DVD
media have on potential audiencdshn Caldwell, Graeme Harper and Craig Hight have all
explained that the format of most DVD extiasierived from electronic presits (EPKs).”
This materialis used to aid the promotion of filmsd television shows through print and
broadcast media outlet3ournalists and reviewers are sent discs and tapes that often contain
interviews and behinthe-scenes footage which can provide context for an article.
Essentially, the content of these maitsr({now prevalent on DVDgontains discourse that
now argued tanfluence the reception of media texteough researchers are divided over
how far its effectgango.

As special featres are often adapted froptomotional materialthey have been
interpretedas media which providemited intera¢ive possibilities An example of how these
limited interactions have been explained can be found in the work of Barbara Klinger. In
2006, she charted different forms of fibiewing behaviour in homes, includj DVD."
Regar di ng extrds,esheclaimsctsabi e wer s are exposed to 0
k nowl &buganld that which filmmakers and producers want audiences td Sémce
KIl'ingerds wor k, further descr Dpitraschave beenf t he
categorised as O6the ibhewi smaof ¢éNidolgl phekst
Evandand Pat Breretans r espective terms each emphasi s
features. There i s t he pradlction secretsrevealed, énd the n g ¢

il lusion of a dialogue between a viewerods cu

the terms help to reinforamost claims within DVD studieswhich state thathe format is a

> John CaldwellProduction Culture: Industrial Reflexivity and Critical Practice in Film and Televigduke

University Press, 2008pp. 298306 Gr aeme Har per, ADVD and the New Cinem
Rombes (ed)New Punk CineméEdinburdh University Press, 2005), pp-891;Hight, op. cit

¢ Barbara KlingerBeyond the Multiplex: Cinema, New Technologies and the Hdnieersity of California

Press, 2006)

" Ibid, pp.5490.

Ni col a lUndoirfha magic? DRWD extras arftktpleas.ls behi nd (38h660)scenes 0
Continuum: Journal of Media and Cultural Studied:4(2010, 598; Pat BreretorSmart Cinema, DVD Add

Ons and New Audience Pleasu(Basingstoke: Palgrave Macmillan, 2012), p.19.
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new way of meetingonsumer deandthrougha media object fully controlleddiscourse
and all)by flmmakers, producers and studidgain, despite the further conclusions brought
by Klinger, the influence of distributors is still not explored.

These uniform findings concerning the puposes of DVD extrassuggestthat
distribution may not be an influential fact&@mphasis othe commercial aims and origins of
most special featurdsads to proposathat such material can only be viewecdertain ways
by audiencedecause of filmmakerand production studiogor example,as informative
trivia). Furthermore, those proposalsan be seen as a return to B
determinist conclusions regarding audio commentaaied their encouraged readisgof
films @arratives. But despte the majority ofsimilar claims within DVD researchother
perspecties have surfaced.h@rting and detailing different DVD releases of films can give
thorough overview of the medi umods<®Mdréoveer sity
it can lea totheunder st anding of a filmbébs history a
societies though its presence on a DVD disc, or what discourses have circulated a film,
which are often the result of how it was distributed

Deborah and Mark Parker wereetfirst writers to allude to this possibility within
DVD media. As with Brookey and Westerfelhaus, their research initially concerned the
intentions of directorsyhich canbe iterated througaudio commentarie However, Parker
and Parker also made clambout the overall format st at iThedVDtediton is 06
essentially a reorientation of the filmé th

seen in tYhT@agh hdr eonalusion® adrawn from a more diverse range of

" Two books have already provided suchreig@vs, and are useful reference sources for figures and trends in
DVD releases: Barlowgp. cit andPaul McDonaldVideo and DVD Industried.ondon: BFI, 2007)
®¥Deborah Par ker Diactdrs DV Conaeakreyr:, Tihe Spec,iThei cs of | nt
Journal of Aesthetics and Art Criticisi®2:1 (2004), 122.
81 H
Ibid, 14.
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extras Rayna Denis rs Gesearch presentedsimilar perspective in 2007. She stated that
DVD is:
0 a mul titext of | ayer ed, competing yet
potentially impacts on and changes the meaning of the others depending on which
features audience member engage wit héDVD becomes an ofj
textos production | ife cycle in which th
mi ssed or missing genre parts. o
Denison may be stressing DVDo6s effect on m
drawing parallels with Parker and Parker. Both studies are claiming that each version of a
film or media text released ddVD provides different viewing experiences fits potential
audiences. The dischould therefore be charted so that it can be seen nweial was
being made availableotaudiences at particular timds/ certain distributors This can
potentially reveal the discursive influences tfitnmakers, media companieand DVD
labelsarecommunicatingo viewers of the discs and their extras.
In addtion, DVD discs are proposed to be individual textual objects that warrant in
depth analysis as much as films and other med@aker and RFak er 6 s use of t
0 e d ibgpecifically inferss he creation of a new objeest, an
further by implying that DVDs include multiple materials that can be studied. While similar
claims have been made in other studies of DVDs, both Parker and Parker, and ,Denison
provide a different perspective. Discussion of special features and ofitlengdia as extra
textual objectsis found within publications ranging fromrookey and Westerfe#tus to
Klinger.2® This suggests a hierarchical structure where the films on DVD discs are the central

texts, and DVD extras are secondary, meaning they caisit separately from the film

itself. In contrast, Parker and Parker, and Denison, see both the media texts and the extra

%Rayna Déndbsom, Biird! |t d6SupemarSialviledrd thé ®rodudtiango§ DV D!

Me |l odr a ma®) iflp3orddh,BV0 Jancovich and M.P. McAllistexds),Film and Comic Books

(University PressfaMississippi, 2007), pp. 178.

#¥Brookey and Westerfel haus, OHi di ng ofHotmlnger,aptcit ci s méod
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material as equally relevant to study. Furthermore, they do not dismiss the importance of
intertextuality, whichs also found irmog DVD research.

Despite their characteristics as media texts, discussion of DVIextras as extra
texts underlines mangrevious DVD studiesand theuse ofthe concept of intertextuality.
However, these points actual Ity Coinezllbp Juliao <c | a
Kristeva, intertextuality signifies the 1 mpc
t he absorption and t* Bhis ssthtermemn ahisi foefled wafiousa no t |
categorisations diypes of texts that are intertextuallgked, such as central texts and their
extratexts.Jonathan Gray has gone further in stating that DVDs and their extras are paratexts
of their central text§such asfilms).?® In adapting the term from Gerard Genette, Gray is
claiming that these parateximediatebetweena text andits reader®® Again, a hierarchy is
being proposed, where the paratexts are seen as subordinate to a meainal temty provide
alternate means of interacting with But the DVDsare texts that are essentiallypeing
accessedy viewers.Parker and Parkeand Denison, propose just that by using the terms
6editiond and Omultitext 6, ewncbnisttueed Ayl nsulbipler e c o g
mediatexts which can be viewed separatdliyom films and television shows, toavious
types of special featur&).The DVD is the format in which these texts can be viewstch
highlights their intertextual links.Parlker and Parker, and Denison, neither ignohe t
intertextual qualities of DVDnor overcomplicate thelvy suggestinghatthere are different
hierarchies of intertextaMoreover, the study of the DVD format requires the study of

multiple sources, as that is what the discs provide access to.

8 Julia Kristeva, quoted in Ma@rr, Intertextuality: Debates and Ctexts(Cambridge: Polity Press, 2003),
p.21.

% JonatharGray, Show Sold Separately: Promos, Spoilers, and Other Media ParéisusYork University
Press, 2010), p.25.

8 Gerard Genettdaratexts: Thresholds of Interpretati¢@ambridge University Pres$997), pp.13.

8 parker and Parkeop.cit 14; Deni somwop.cit@pl7®s a Bird! ... o,
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Both Parker and Parker, and Denison, emphasise the importance of the DVD, release
rather than apecificfilm or TV show, and how the dis@e texts thatontain a range of
meda texts.Ultimately, the DVD isa useful source focharing a media tek 6 s-span, f e
through thed i s specific characteristics artifferent types of sp&d features All these
aspectsgenerate discourseriginating from distribution practicesThe importance of the
DVD release is therefore clear in regards to 4Digital Asia and Third Wintiow they use
and construcDVDs as texts for distributing filmss just as important as studying their use of
the term Japanese as a categorical label. There are numerous complexities within terminology
related to both DVD and Japanese film. While these areas have been explored as concepts,
methods of studyinghem havenot yet been determined. However, as has been discussed,
recent directions in the study of both Japanese cinema and DVD media have concerned
patterns of discourse and their potential influendésltiple methods can be adopted for
analysing discourse, batsuitable methodology will help justify the choices made for certain

sources.

Satellite TextsNavigating Multiple Methods and Sources

The thesis is investigating howiscoursesact as evidence obVD distribution
practices Because of the historicaature of the study (which is investigating the period from
2008 to 2010)utilising a historicalreception study approadhitially seems to be #gical
step However, earlier reception studies have not shared the exact same approach or methods
in order b studyparticular sources and patternshi& the majority of reception studies focus
on reviews, these are not the only sources that are found in relation to UK DVDs of Japanese
films. Both 4Dgital Asia and Third Windownade use of DVD packaging, spddeatures,
trailers and websites in order to distribute their disc releases from 2008 toR&ption

studies have analysed a variety of sources beyond reviews, but this has been in order to
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investigate responses towards films and their content, antb rexamine the influence of
distribution practices. [Eferent methods are needed taidy the content of each of the
sources concerning the actions of 4Digital Asia and Third Windo®urthermore,
conceptualising the sources as satellite texts not ombs he structure their analysis within

the thesis, but also positions the sources in relation to the distributors, as they are a vital link
between filmmakers and audiences. As a result of taking this conceptual pegipoopriate
methods for the studyf distribution can be implemented (specifically those that do not only
focus on studying from the perspective of either the filmmaker or the audience).

Further reasoning for these methodological choices will begin with what can be
adapted from a receptiostudies approach. The study of discourses within distribution
practices requires acknowledgement of the reception studies perspective, especially as the
multiple method approach of the satellite text concept stems from such sfaahies Staiger
most ckarly outlined the aims of a reception study20®0,she explainedhat its purpose is
to study an event, which is:

€ a set of interpretations or affective experiences produced by individuals from
an encounter with a text or set of texts within a sodtalason. It is not an
analysis of the text except in so far as to consider what textually might be
facilitating the readin§®
What can be taken from this quote, and what Staiger explains afterwards, is that theasources
reception study can examine armatgntially numerous and varieBvidencefor this type of
study is described adrace§ andexample of printed prose or images are mentioned as
potential sourceof evidencé® Reviews and promotional images within posters and flyers

areexamplesand hae been the basis of many reception studi&®m theearlierwork of

Barbara Klinger and Janet Staigétp recentpublications by Mark Jancovich.Klinger and

8jJanet Staiger, 6Taboos and Totems: Cul-8)umnkl Meaning:
Hollows, P. Hutchings and M. Jancovich (ed$)e Film Stidies ReadeflLondon: Arnold, 2000), p.182.
89 i
Ibid.
% Klinger, Melodrama and Meanirg, op. cit Staiger] nt er preting Fil msé, op. ci't
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Stager particularly state thamterpretations of films and medsignify patterns odiscouse,
which a reception stug aims to uncovef? However, the terms Klinger and Staigeseare
undeniably broad in their definitioras they also state that discourse is signified by patterns
of language and associated meanifige quotation from Staigetemonstrates this, as does
the 1997 article OFil m histor$ermgnsedthaah!| e ar
great range of material can potentially be studiedrder to chart the history and the
receptionof films (from the productionof a film to its broadcast on a television chanriél).
Such material would require a variety of methods for its analysis, and both Klinger and
Staiger have gone on to use a combination of approaches in later $tddiesnajor concern
of reception studies has tledore becomédiow certain methodological combinations can be
justified.

Writers encounteringvzarious materialérom film historya f t e r  lrticlemaye r 6 s
applied reception studiedongside othemethodsfor various reasonsCynthia Erb used the
later all-inclusive view ofhistoricalsourcegprovided by Klinger)in order toinvestigatethe
appearancef the King Kong characterwithin various medid> However, to overcome the
diversity of materigl Er b st ates that O0[ t ] d) with emetldsut i on
sometimes shifting from chapter to chapter, because | wanted to let the reception evidence

generated bKingKongd i ct at e t he c*6Thisssems anliy logichl @ chartng k . 6

a long histoy of a fictional character. Howeveeayend a si ngl e moment i n
““Mar k Jancovich, 6Shadows and Bogeymen: Horror, Styl]i
dur i ng tHarécipdti®ng R1s(Z09), 25 1 ; 6 ATwo Ways of Lookingo: The
1940s ICimama dourdgld9:3(2010),4656; &6 A Samuel Bronstonbs Latest E
Heterogeneity and Nation in the Critical ReceptiofEb€id ( 1 9 6Cbrhparative American Studie®:4

(2010), 30615,

92 Klinger, Melodrama and Meanirdg, op. cit p.xvi; Staiger) nt er pr et i ngp.8.i | msé, op. <ci
“Barbara Klinger, O6Film history terminabl eScraend i nt er |

38:2 (1997), 1071128
“Klinger, Beyon op.dtStigeNMedia Regeptien S&di¢sew York University Press,
2005).
% Cynthia Erb,Tracking King Kong: A Hollywood Icon in World Cultufé/ayne State University Press, 1998)
% Ibid, p.26.
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much potential evidence can be generated. Martin Barker outlines this fact when he defines
suchsourceas O6ancillary material 0:
They flow from leaks and teasers, advance information, website presentations,
through pater campaigns, advertorials, television advertising, intas release

finally approaches- publication ofMaking Ofbooks, released interviews with
stars, director, and others, Electronic Press Kits, and the final flood and push to

A

persuade peopletogv e t he Movie a try. o
Barker then proceeds to detateps that should be taken to analyse these materials.
Essentially, he statesthta c h t ype of materi al 6s vwoekdsme, f |
to be taken intoaccount, hinting at a variety analytical methods similat o Er b6 s
approach’® Though this helpfully progresses the categooiesourced ai d outs i n KI
1997 article, only methods for charting dygpearance of theseurces are suggested in these
studies and not for their critigl analysis.

The mention ofvolume and frequency implies that some material is ghitgr more
prolific than others, and so should be given greater attertiowever, Thomas Austin has
investigated sintar sourcesand insteagositiors each ancillary matial as equally relevant

A constellation of satellite texts orbits the film, including not only licensed

merchandising, but also media coverage arranged via symbiotic relations between

distributorsad t el evi si on and pr essormsutaybet sé Some
consumed in their own right, their ancillary experiences enjoyed as more or less
autonomous from the filn,

Austin categorisethe distribution(or ancillary)materialthat surrounds enedia text (such as

a film or DVD) as satellite text#\s a result, halemonstrateand fully justifiesthe value of

analysing each potential sourcedepth according to its characteristicslot only will the

s at e Irdlationshig t atext be clarified but also their creatiorand facilitationby a

particdar institution or company (for examplea distributor). As well as this, Austin

“Mar t i n NewsrRewews, Clides, Interviews and Other Ancillary Materials: A Critique and Research
Proposal 6 (19 [(Seopdsvsbste), rebmuary00aocessed 18/02013 3 of 19,
http://www.scope.nottingham.ac.uk/article.php?issue=feb2004&id=246

% bid, 10 of 19.

% Thomas AustinHollywood, Hype and Audiences: Selling and Watching Popular Film in the 1990s
(Manchester University Press, 2002), p.30.

33


http://www.scope.nottingham.ac.uk/article.php?issue=feb2004&id=246

recognises that each is equalilely to influence reception,because though thegan be
consumed separately, all satellite texts are made with the purpose of guiding atuiewe
certain media text'® Therefore, each can be located at varying distances away from a
specific film, but still influence how it is received within a particular market, such as the UK.

I n addition, Austin IS st udyar magketaas f i | md
comprehensively as possible. Earlier in his study of Hollywood films, Austin statekighat
work is attempting to be 6éa triangulation be
6a film is framed by tae xcosn satnafl Hpweacanstindsfs 6i n s t
studying three Hollywood films in this way, whereas the dileleased by both 4Digital Asia
and Third Window in 2008 to 2010 amounts to over BMhat has instead emerged as a
pertinent characteristic linked to aliese films, within the UK market, is the behaviour of
their respective distributors. Distribution represents a vital link between film texts, contexts
and audiences, as well as institutions, texts and pracficass t i n dnsthodnapproach
overlooks his process, but it is still comprehensive in terms of methodology. By adapting this
same ethos to sources that represent distril
actions can be fully explored.

The concept of satellite texts can be effesdii applied tothe distribution material
resulting from the practices of 4Digital Asia and Third Window. Both DVD labels treat their
films as physical commodities by placing them on discs asdupimg material that aids the
d i s dissetnination within ti UK. This is through the use of DVD packaging, special
features, tréers and websites. The fiBddisc releass also generateeviews, which are not
created by the DVD labels but still signify discourse that circulates the fllhesefore, the

critical reception of the DVD releases can also be studied, which helps to reveal the influence

100 1pid.
191 |bid, pp.23.
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of t he di st rHoweuer, @asthe énajoaty afthesen reaterials are created and
influenced by the distributorsd a@cstombdbut doh
themselves. Again, specific methods are needed to fully analyse the discursive patterns within
the sources, which Austinbés approach has no
texts has given a structure toe thesis, in term®f what order each type of distribution
material should be studied through a particular method.

4Digital Asia and Third Window each make use of DVD padakggspecial features,
trailers andwebsitesto distribute and market their releas®@éithin each ofthese sources,
discursive patterns are evident, which signi
access and guiding potential viewers to a specific timough its DVD releaseThe
packaging orbits the DVD itself as a physical commodity, Wigovides access to thesdi
after it has been purchasedontained within the disc, as well as the film, are DVD special
features.The content of thesdoes notrelate directly to the case for the film, but the extras
still signify material utilsed by he distributorthat the DVD packaging provides access to.
Another important set of materials contained within the disedrailers for the DvVDd b e | s 6
film titles, but theycan also be viewed on the websites. The tradarsbe constructed by a
distributor to advertise a disc release,ours ed f ol |l owing the fil mds
in Japan.The websites themselves amaportant to analys&o, as they contain much more
than justthet r ai | er s. T h e ddostdinrast mndtcewnfoidnatione DMba g e s
packaging and synopses, as well as liimkexternal page®©ften the text and welinks refer
to reviews of the films within other websites damprinted publications. fAe reviews
themselves are another important soufdey existas sateite texts orbiting the disc releases
though they are ngroduced by the distributors, but can refer to their actions as much as the
content of the films. In essence, each satellite texferserated as part of the distribution

practices forthe DVD releass of 4Digital Asia and Third WindowAs a consequence, the
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order of the thesisd6b chapters demonstrates t
to another within t heticeb, Vaherthantsigrifygng a lderasctifyr i b ut i
importance.

Analysing distribution matgls allows for theprominenceof 4Digital Asigd sind
Third Windowd s DV D rnethee BKste e demonstratedFilm distribution is
simultaneouly claimed to be amvisible link between filmmakers and audiences, Hrel
most powerfulprocesgbasically,no distribution means a film does not get sé&nut the
distributosdactions arebeing investigated further as it appears thateirtagn situations they
have additional influence gspecially for the releases of Japase films on DVD). In
becoming recognised for specialising in predominantly one national cinema, through one
media format, 4Digital Asia and Third Window havede themselves distinct within the UK
market, and the thesis is investigating how their distidim practices have aided this.

Both 4Digital Asia and Third Windoware making potential viewers awaré the
distributionprocesses they have undertaken to get these films to the UK market. The thesis
will investigatethe impact this hasnthel a b ®VDsréleaseslin addition,the thesis will
explore the importance of concepts of Japanese ciagwohahe DVD format in making disc
releasesof Japanese filmglistinctive. This is because exploring the extent to which
distribution practices affecDVDs of Japanese films in the Ukasks if the releasesre
distinctive because of t he | abel sdé tnreat me
recognisingthali scour ses concerning these factors &
actions,an approach using migte methodscan be applied, meaning that the distribution
materials can be conceptualised as satellite textseaold can bestudied indepth As a
result of detail ed anal yses, t he research

emphasised throughe treatment of both their DVD discs and the films they release.

192 Knight and Thomagp. cit, pp.145.
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Concerning Chapters amiethods Five Satellite Texts

The satellite texts orbiting both the DVD releasesbittal Asia and Third Window
include theirpackaging, special features, trailengebsites and reviewfn Chapter @e, the
packaging is examineseparately from the other materials, as it providegssto the disc
itself, andinformation linking toother distributionmaterials (for instance)VD contents,
website ifiormation, and eview quotes). The packaging of media texts, in both VHS and
DVD formats, has been closedyalysed by Kate Egan order to determine identitied the
films that the covers promot&® This examinationof their structure and imagepays close
atention to certain elements of thepackaging,andp ar al | el s wit h Kl inge
6 c onsuma b Iparticuladyestandiott’y Klinger explains that this term signifies a
form of commodification. Romotional discoursef r a g me n t scharacteristicdntm 6 s
commodities whichappealto a wide range of audience$he DVD packaging ig physical
manifestation of this commodification, ardicases the filnis t4Digital Asiaand Third
Window releaselt contains texts and images linked to the filthat cancreateaudience
expectationssignifying discourses ajenres, stars, authorship and critical respon&&ghin
these elements4Digital Asia and Third Window construct an image of their films as
distinctive examples of Japanese cinema, in ordbeotio attracias many viewers as possible,
and to distinguish their disc releases as the productpefialist distributorsWhile this
suggests activities associated with branding, the absence of an aggressive branding strategy is
what in fact mak gmosttdiktiactiveVDs & packagi n

Chapter Two interrogatethe DVD special featurds ¢ o and ehe tpattes of

discourse generated from thefiVhile the materiais often translated ance-used from a

193 Kate EganTrash or treasure? Censorship and the changing meanings of the video (Msitiebeste
University Press, 2007), p.54.
YBarbara Klinger, o6Digressiasnss Caild)tnCieeind jodrmid®id Recept
(1989), 10.
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filmés promotion in Japan, hiabhguagesaudierce bnihei v e |
di stri but o t®The packabing ghrovidessaccess to the contents of the DA(Ds,
the discs0O extras do not gui.ddeweer, theospeeialt i al
featuresmake up part of the content of the D¥Dandthey cannot also be viewed through
online sourced® This contrasts witthed i st r i b ut otrafes and eeigwawhich s |
can be accessl both on theDVD discs and websites for 4Digital Asand Third Window'®’
Concerning the analysis of spdd@atures, thenost detailed methods foheir investigation
have beeriormulated by Craig Hight®® However, this approach was developed for charting
the characteristics of makirgf documentariesnd links to other special featuyes that
potential viewng experiences could be determindd Hight seesmakingofs as reused
promotional material, the sarperspective could be applied nmany of the extras on the
4Digital Asia and Third Window DVDsAlthough, the DVDs are the only means by which
audiencesn the UK can access such material. Therefore, they do not just provide additional
perspectives on a fil mds producti onTheand C «
distributorsprovide the experience of how the films have been promoted within Japan, as
well as knowledge regarding their production an environment shaped by the distributor
(specifically, the DVD disc)By exclusively providing this content, 4Digital Asia and Third
Window are dstinguishing their DVD distribution practicébroughthe use ofdisc content
other than the film itself.

The DVD discscont ain trailers of twhehatkiasa ri but
material thatappeas ont he | a b e | and Chapeteb Ehie¢ doseptudieshow the

trailers are usedKeith M. Johnston clans that trailers are layered texts, making them a

195 None of the DVD extras (apart from trailers) on the 4Digital Asia and Third Window DVDs have been found
through other sourcéssuch as online streaming websites (¥guTubg

106 [ai

Ibid.
197 AppendixOne shows that weblinks are often included in the contents of the DVDs, and Appendix Two
shows that trailers and review quotes and | inks are

198 Hight, op. cit
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6unique source of historical dbathdtextwaleand u a | i
contextual analysi¥® Therefore, their content and structurean signify evidence of a
t r a ihistery, Bosvtheywereused,andtheir convenions (for exampletheir use of film
excerpts, intetitles, graphics, music and voiower)!® The 4Digital Asia and Third
Windowtrailersare often showalongsideother trailers orboththe DVDs and websites, and
are classified aseither original or theatrical. Their original and theatrical context is their
release in Japanese cinemas, which the trailers often ref€hdmefore,an analysiof the
trail er s 6 sbolwsavhabaspgeds of tetfiimg the distributors wistptomotein a
similar fashion to theJapanese theatrical fiExs. In essence, 4Digital Asia and Third
Wi ndow ar e e mp hchaactsristinsgn confurctiof with timesr wn distribution
practices which signifiesdiscoursethat reveals what is mosistinctive about the films and
how they are promoted.hE trailers are either tedited or translated according to the
distributorsdé intentions, which is evident
structure Rather than stressinpat somecommoncharacteristics of Japanese filmmake the
di str i butand gatticeslistina, arsmlgss of the trailers shows that both 4Digital
Asia and Third Windw use the promotional format tthoose specificlements of the films.
Thisisinordera emphasise both the filmsd distincti

In Chapter Fourthe websiteof each distributoare illustrated as satellite texts in
which the companiesstate that their aims are distinct from other labels within the UK

111

market.”™ They arecrucial to 4Digital Asia and Third Windovas they providedetaib

regarding the distribution of their DVD releases. Disc content and packaging is displayed and

199 Keith M. JohnstonComing Soon: Film Trailers ahthe Selling of Hollywood Technologiyondon:

McFarland and Company, 2009)154.

19| jsa KernanComing Attractions: Reading American Movie Trail@dmiversity of Texas Press, 2004);

Sarah Street, O0fAAnother Medi uenSdivce, and Elin Yrailers iicBritaih,er Har
19401 9 6 Bigiorical Journal of Film, Radio and Televisia?9:4 (2009), 4338.

116 4 DM/ Co n éDigital Metianéhsite, accessed 18/2013

http://www.4digitalmedia.com/index.php/contaét A b o Third Wjndowwebsite, accessed 18/07/2013
http://thirdwindowfilms.com/about
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listed, as well as trailers and references to reviews from other websites and publications. The
websités importancein media analysis has been emphesisy Niels Bruggemefining them
as 0si gniwhogse texgal contenttarsd dorms of presentatiare helpful historical
sources? However, he does categorise webpages as different types oéxpsralespite
stressing their individual textual characteristitsAs argued earlier, terms such as paratext
simply illustrate the importance of recognising interielsd between textsTherebre, the
website$ content signals the interrelations betweearious materials utilised within the
distribution practices o#Digital Asia and Third Window, as well as demonstrate the
webpagesod stat ulsheaswed sd dteesldl ictoent tebeinbteaiad d | ay
and processes that contributethe distributor®distinctivenesswithin the UK market such
as the DVD packaging, special features, trailers and revilevagidition,they do not simply
repeat the characteristics evident within these soufteswebsitesctively promote further
patterns ofdiscoursethat 4Digital Asia and Third Windowommunicate in regard tboth
Japanese cinema and DVD media.
The distinctive attributes of thaistributors are recognised withthe fimsd cr i t i c al
reception Reviewsare also satellite texts, as th&D packaging displays quotes from them,
as do the websites, in addition to links to other reviews on other webgadesl reception
within NEO magazines frequently quoted by both 4Digital Asand Third Window andis
unique from thatwritten in other pulications. The magazine has reviewed all of 4Digital
Asia and Third Wi ndo wbd s Inaddigoa, the magazimedsnthe2 0 0 8
only publication that reviews the discsod pre

NEOwas the only comercial UK publication dedicated to Asian media from 2008 to 2010,

"2Ni els Brugger, O6Websiheohj st oNewNediaahd Sbdigd/oldle bsi t e as
(2009),115-32.

"Brugger, 6The Archived Website and Websit-@8),Phil ol og
Nordicom Review?29:2 (2008), 168

114 Except for one Third Window releas@urtles Are Surprisingly Fast Swmers(dir. Miki Satoshi, 2005)
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so its discussion of the distribut®Ms is ar
significane of review content has been explairiadpast reception studi¢&® and single
publicatbns have been analysed according to their influential positiopopular culturé®’
Alongside evaluation® f t he fil mssO c o raddBonsttp thet \hieevingd i st r |
experience ard their reputation following past releaseare standards against wdh the
DVDs are judgedn the NEO reviews Such patterns of discourse assist the distributors in
emphasising the distinctiveness of their distribution pcastvithin the UK, as they are often
reused in the DVDs6 packaging and/ or websites
Thesechaptes demonstratevidenceoh ow t he di st affectthelt @by eslos G c t
DVD releases. The revieware particularly illustrative of how theliscussion of the
di st r iptaatice® charatterisgiscourse surrounding the DVD releases. However, the
aim of the thesis has been to show how each t h esatalliie sesssdémonstrates
discursive patternsTherefore, potential viewers are likely éacountematerialhighlighting
botht he di st r i band thosesrélated ta tertainkilmtA ¢pental audiencecan
become aware of a certain release tlmehe circulation of distributiormaterias. They
emphasisehie DVD releasés c har adcueertics ttittes fi Il msé status
as well as the distri but od related digitel madim.dBotle o mp o <
4Digital Asia and Third Window use these discoaitgseemphasise their efforts in bringing
Japanese cinema to the UK market.
Following on from the first five chapters, Chapter Sl chart the actions of

4Digital Asia andThird Window after 2010to establisithat each label has continued to

115 NEOmagazine is now not the only UK publication dedicated to Asian media, as a new magazine was

launched in 2012 calleblyM ( 6 H o MydVdMagazinewvebsite, accessed 3/12/2012, http://www.mymags.net/).

However NEOisthemor e establ i shed of the two: ONEO has been r
2004, bringing the freshest anime, manga and Asian film titles to UK audiences and spreading the good word
about Japanese, Koreaif aoo G\AHC eMsaey erelioekraddesacceseed nt . 0
18/07/2013http://www.facebook.com/neomagazineuk/info

18 Klinger, Melodrama and Meanirég, op. cit Staiger] nt er pr e tdpreig Fi | ms é

"Jancovi oveand BoGehmeadtoop.cit 6 ATwo Wa ¢ $ogpocft Loo dikSiammuée | Br ons
Lat es & O0dppcit cO
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emphasise their distribution practices for subseqafiD releasesThese further activities

of the labels can be divided into three ardd@3igital Asia stopped operating as a dabd of

4Digital Media after 2010. But its parent company hastiooed to distribut®VDs within a

variety of genres, finding regular success with horror and crime tifisis also no secret

that the DVD production and subtitling company, Silk Purse Engseg was an integral part
ofthesull abel 6s releases, as it was™owneddbyted o
Andrew Kirkham, this company has goron to facilitate further UK DVDreleasesof

Japanese films through the distribution labels of Cine Dudéaand 100Meter Film$° Silk

Purse Enterpriseand Cine Du Mondenow utilise the social media websit&acebookto

publicise their upcoming releas€s Similarly, Third Window hasincreasingly promotits

DVDs through both Facebook and Twitagter 2010*?And, until 2 0 1 3, t feleasdsabe |l &
continued to be entirely sourced from Jap@nBot h d i spublidise theiroDVE 6
releases by focusing on theproduction and circulation ofsatellite texts through
predominantly online sources, especially on aoohedia sites (and their content often
concerns packaging, trailenstress information anddvetising). Therefore, e distributors

are continuing taistinguishtheir DVD releases bgmphasisingheir distribution practices

and processe€ertain instaces of these patterns continue to demonstrate intertextuatdinks

other distributiormaterials (for exampleéhe Facebook and Twitter addresses are referenced

within the DVD packaging and websitesfhough social media sites in particular are

18 Djana Lodderhosap. cit Andreas Wisemarop. cit

Mysually within a capti ots oddeditpattheendiabpeaiabfeatura. f i | més en
256Aboutd and 6SiillB MNwwv £ en bARmbodqgeadtessed 19/07013,
https://www.facebook.com/SilkPurseEnterprises 6 An d r e wLinkedlnwelisite aogessed 19/(2013,
http://uk.linkedin.com/in/andrewpkirkham

216 Si | k Pur € éopEaitt edrCpirnies eBacebddkpagd acdessed 19/02013,
https://www.facebook.com/CineduMonde

26 Third Wi nFhaebookiage| accesded 19/@013,https://www.facebook.com/thirdwindowfilms
60Third Wi nTaittewwebsite, ancedsl ,19/072013,https://twitter.com/thirdwindow

1Z3\/ulgaria (dir. Pang HeCheung, 2012js a Hong Kong film production, released in the UK on April' 15
20131 6 V u | gTirdiwandoywebsite accessed 19/(Z013.
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markedly diferent from other satellite texts studiedhet posts and tweets act as another

source of discourse illustrating the distrib
The conclusion will reinforce howvall the satellite textsbring attention to the

processes througlhich Japaneselins have been brought to UKMDs by the distributors

This claim refers back to the transformative effects of transnational cinewlaish are

outlined by Hunt and Leuntf* A similar parallel can be found in the vkoof Paker and

Parker, who claim thatniregardto DVD6 [ t ] he medi u m, as in other

transformation, ma'§” Whae thel theid will denfoestratee thas they e . 6

means of these transnational and tetbgical transformations arbecoming increasingly

visible, be@use of theactions of the distributorsThe nessage (or patters of discourse)

contained within materialgesulting from these actionwill always have thepotential to

shapethe presenceof films in particular media for@s (such as DVDreleases within

markets such as the UK

124 Hunt and Leungop. cit, p.4.
125 parker and Parkeop. cit 13.
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Chapter Oné Packaging DVDs of Japanese Films:
Films, DVD Labels and their Consumable Identity

The DVD cases, covers and UK releases are the result of the distribution practices of
4Digital Asia and Third WindowTherefore, they signify a consumable identity for each
Japanese film, as well as their distributors
and covers have only been discussed incidentally within the research of DVD'riedia.

Egan has give the most attention to the packaging of films for both VHS and BWDher
study of horror films released in Britain i
distributors used a combination of words and imagesdduge a constructed imagéafilm
that could be easily marketéd:
The function of such covers is therefore a clear foregrounding of particular ideas
or themesé What is also frequently clear i
the cover and the accompanying tagline all wadokether to achieve this
highlighting and foregrounding of a particular idea and theme, with the image and
tagline visually and téxtually literalisir
The marketable theme or idea is similar to a concept that Barbara Klinger categsr&ses
fil mds 6 c 0 n s U Mmaobsumeablei idertity tisi & pratess of commodification,
whereby certain aspects of a film aregfreented and accentuated for its promotiocsuch as
its genre, director, stars, and stylistic confent:
The textual elemdn foregrounded through the process of commodification are
given frequent reworking through specific promotional itxts devoted to
extending a film into the social sphere as fully as possible. The fetishized

elements of a text are connected to a netwd cultural signification that exists to
el aborate and extend its HAcapitalizabl eo

! Bennett and Brown (eds)p. cit John T. CaldwellProduction Culture: Industrial Reflexivity and Critical
Practice in Film and TelevisiofDuke University Press, 2008)p.274315; Craig Hight, Making-of
Documentaries on DVDthe Lord of the RingErilogy and Special EditionsT,he Velvet Light TragNo.56
(2005, 4-17.
% Kate EganTrash or treasure? Censorship and the changing meanings of the video (Mstiebeste
University Press, 2007), pp.4#7 and pp.18228.
® Ibid, pp.5061.
* Ibid, p.52.
®Bar bara Klinger, o6Digressions atl9)tinCeem@lonrmal®®4 Recept i
51989), 10.

Ibid, 12.
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commodity, therefore, engenders not only its fetishization into a series of

specialized elements that will establish its excharagee, but also its extension

into the social sphere through the signifying activities of the promotional inter

textual network attached to its commodification.
Similarly, the DVD covers represent commodification, and are at the heart of the distdbutors
practices. Viewers of DVD discs must interact with the packaging, either to gain access to
and navigate the disc, or to view the content described on the®cover.

For these reasons, the packaging is an integcabrfan the investigation oDVD

distribution of films within the UK Furthermore, searching for consumable identities within
the packging means exploring how the distributors make their releases distinct, particularly
as Japanese films. I n the wor dtheohdract&lastarg er :
plays, a scene created by special effedtss never just Aitself o, It
but the source of polysemic ext°% ssentialynthe gr i st
consumable identity represents patteofgliscourse that circulate a specific film, and are
generated from ancillary material (such as the packaging of a DVD). Whether through words
or images, the distutors use certain elements to distinguish and signify their particular
DVD releases, as Mleas the individual films. Each film has a consumable identity, and the
distributors are simultaneously constructing images of themselves as well. Specifically, the
DVD covguadgel and i magery are used to signif
directors and stars, and wider cultural connotations (for example, awards at film festivals and
links to other media). These elements within the packaging can convey a range of discursive
meanings, both in relati onbutors. Ama resptetleiDVD ¢ f i |

releases have a broad appeal, and both the films and the labels are perceived as not just

catering to those who favour or have specialist knowledge of Japanese cinema.

"bid, 11-12.
8Jo T. Smith, o6DVbheTdchn ol o @8, end).Bametband. Brpwn {edsPFim
and Televsion After DVIRAbingdon: Routledge, 2008p.140.
° Klinger, op. cit 13.
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It would be easy to conclude that the image that theilulistrs put across is thatf
brands which appeal to a broad range of-fiiewing tastesrather than the films themselves
However, no aggressive r uni form branding strategies a
packagingJ ohn Cal dwe |l | 0 sducidnuhdneenediaifonntats argudseowpthre
commercial branding and promotion of media studios can carry over from DVD packaging to
websites'® More recently, botHPaul Grainge and Catheridehnsorhave presented evidence
that brands are becoming increggynmeaningful to audiences as their appearance across
media formats proliferates. Grainge has argued thatishsccurring frequently within
contemporary Hollywood cinema and many TV channkighile Johnson has claimed that
the appearance of brand idemages and logos is becoming as important to producers and
institutions as the content of television shows and other media-téxesvever, through both
textual analysis and displaying images of the DVD covers, it will become clear that no
uniform brandig of the DVD cases is evidernm the case of 4Digital Asia and Third
Window The packaging is designed and construc
Regularpatterns are disguised within these aspeatsl, are dedicated to emphasising the
apped of both the distributorsdé and Japanese
within the UK market.

The examplesanalysedi n t he chapter wil/|l demonstrat
covers presenvarious elements through their language and imadgesch release will be
explained as representative of characteristics found within all the other 4Digital Asia and
Third Window DVD covers. They will also be discussed in pairs in each section of the

chapter, in order to fully address the numerous elemeititin the packaging used by each

19 Caldwell,op. cit pp.274315.

M paul GraingeBrand Hollywood: Selling entertainment in a globaédia agegAbingdon: Routledge, 2008),

pp.1-18; Paul Grainggiost Logos: Channel4 andtheBramdf of Amer i can Event Tel evi
Pearson (edReading Los{London: IB Tauris, 2009), pp. 9518.

2Catherinelohnsonp The aut horhealt éluecitsiomnodhannel : augmentat.i
and D. Johnson (ed$), Companion to Media Authorship (Oxford: Wiltackwell, 2013) pp. 27595.
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distributor. Genres, critical reception, directors and stars, and cultuntake® can all signify

multiple meanings, and so are discursive (or polysemic) in nature. Egan used a similar
approach which repeatedly examinedividual examples of packaging to fully assess and
illustrate the imagery and | angué&dewveversed by
this chapter does not similarly claim that the DVD labels used a variety of shock tactics to
promote their Jap@ese films through their packaging. 4Digital Asia and Third Window
instead establish that their releases have a broad market within the UK becausenofitheir

brandedappeal to a wide range of patal audiences.

Genreds SignificdaWklabekor both Films and

Both 4Digital Asia and Third Window make use of genre in their DVD packaging. At
first, their use of genre appears to contrast. 4Digital Asia includes a genre category on the
rear of each of its DVD covers, whereas Third Window does not. Howieweirom seeing
genre as unimportant, Third Window makes use of genre categories within its descriptions of
the films, as does 4Digital Asia. TR€" Century Boysilms (dir. Tsutsumi Yukihiko, 2008
2009) have multiple genre terms on their DVD coverofm 4 Di gi t all Asi a. Th
DVD packaging ofMemories of Matsukddir. Nakashima Tetsuya, 2006) also contains
multiple generic categorisations. With their frequent references to genre, both through text
and images, these releases help illustrate Abwgital Asia and Third Window use it to
market their films in their DVD covers. Studies of film genres clarify that these
categorisations have varied meanings, and are used so that films appeal to a variety of tastes.
The DVD | abel s o yilkstrates fnultigle comnetations so ithat ahe market
for the distributorsdéd fil ms, and Japanese ¢

just a single niche.

13 Egan,op. cit pp.4777 and pp.18228.
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Though previous studies of genres have
connottions, they emphasise that niche markets are targeted through the use of specific genre
categories. Both 4Digital Asia and Third Window, however, use certain terms to utilise broad
genre associations, rather than fixed definitions. Christine Gledhill haseghdbat some
terms, such as melodrama, do not define any one genre, but characteristics that transgress
several categories or subgentém particular, genres are often found to change over time as
well as be used in multiple ways. Rick Altman usessshea mpl e of 1920s and
monster films, and their reelease in the 1950s, as an explanation. To fit the popularity of
sciencef i ction films in the 1950s, the monster ¢
horror roots-> Mark Jancovib provides further examples in his investigation of the Universal
series ofSherlock Holmesilms from the 19408° Though they are now seen as a detective
series, the films were moiredd THusovamoitenmusedasa f er r
conjunctre t erm t o promote aspe@Otrd; ofandf earmbi b
influences from other films that potentially appeal to many awd®r{such as romantic
elements and film noistyle femme fatalesf However, these combitions of genre
elements wee essentially niche tastes, which were then catered to by later 1940s Hollywood
films adapted from 19 century literature, which often contained a Gothic visual $tyle.

Rather than attempting to satisfyparticular niche marke#iDigital Asia and ThirdVindow
are trying to emphasise the broad appeal of their films to the whole UK market through their

use of genre terms.

“Christine Gledhill ,-248Reqa Glednlkandlgwilams(edsRainvénting Eild 2 1
StudieqLondon: Arnold, 2000), pp.240.

15 Rick Altman, Film/Genre(London: BFI, 1999), pp. 780.

Mar k Jancovich, 6The Meaning of Mystery: Geohre, Mar |l
t h e 1MM @terdational 17:5 (2005), 3415.

" bid, 35.

‘% bid, 435.

9 Ibid.
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The DVD releases of tH20" Century Boydilms (dir. Tsutsumi Yukihiko, 2002009)

llustrate 4Digital A s irst Seems gsite rigiﬁo.’r“l'hegiretrfilm,e, whi
released a€hapter One is | abel |l ed as ? Allsttrde dlmsaze theri ct i on
| abel | efd 6as n6éstchie | ater release of the entir

be seen in Figure Ff.However, the rear of the DVD cover also states that the films are:
[a] positively epic exercise in filimaking and storytelling, the blockbusting20
Century Boys trilogy has proven to be one of the most ambitious, expensive and
successful undertakingsimp anese Ci ne ma. Director Yukit
efforts to release three films in one ye;:
manga (selling 28 million copies) has brought to life a stunning doomsday thriller
that spans multiple generations and genred, ldtes into conspiracy theory, pop
culture, nostalgia and spectacular special effécts.
Following the | abefliibng aotl the Byhmepshasod 6me
within a successfuimanga (comic), the trilogy seems to only appeal miche tastes
(particularly consumers of both Japanese and sciiieteen films). Although, the latter part
of the synopsis stresses the characteristic:
spectacular speci al e f as eharacteristics spdtiBcdoea Japanese n o0 t
O0sfciio fil m, but ones which potentially have
covers these elements are simultaneously emphasised. Figure 1 (below) shows that both the
20" Century BoyDVD covers dsplay the mysterious masked antagonist, Friend, who is at
the centre of the filmsd conspiracy plot. T

showcased with a city in destruction on th€hapter Onecover, and the agents of its

destruction beig visible on the trilogy cover (specifically, flying saucers and giant robots).

20T clarify, 4Digital Asia originally intended to release e&6li Century Boysilm individually, as they did
with Chapter OneHowever, the company could evertyanly afford to release the entire trilogy a year after
their release of the first film. The information intended for the packaging of each individual DVD release has
been posted on a section of the 4Digital Media welbsite?” @entury Boys Trilogy: e Compl et e Sagab,
4Digital Mediawebsite, accessed 29/07/20h8p://www.4digitalmedia.com/20cb/20thcenturyboyst.html
2L From the rear of the DVD cover 86" Century Boys: Chapte®ne(dir. Tsutsumi Yukihiko, 2008), released
by 4Digital Asia on 04/05/2009.
%2 From the rear of the DVD cover of t26" Century Boys Trilogydir. Tsutsumi Yukihiko, 2002009),
gseleased by 4Digital Asia on 31/05/2010.
Ibid.
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2 DISC LIMITED EDITION includes 24 Page Book JAPAN’'S RECORD BREAKING TRILOGY

AT

L 4

; . by
selling Manga series ‘ - f, oY
a — Croator of Monster @51 COMPLETE SAGA’
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e

Figure 17 The 4Digital Asia DVD covers for th20" Century Boydilms
(Chapter Onend theTrilogy).?*

As a consequence, certain elements are highlighted to staaviilms labelled with
specific categories, -f50c ppeahta a brdad mage efsUK6 ano
consumer s. The emphasis of a oOnarrative i ma
6cowmage i spect acl é&&atd Eganmnges that disgributoes were doing just
this in her study of the history of video nast@orrespondi ngl vy, e mpha
Japanese origins is deemed necessary for such films to be successfully promoted and received
around the world. John Berra, RayDanison and Tom Mes and Jasper Sharp all suggest that
the identification of unique traits and visual style within Japanese cinema helps its promotion,

as Japanese cultural goods are now visible on a global$¢#devever, 4Digital Asia is not

% Images from thdDigital Mediawebsite accessed 29/07/2018tp://www.4digitalmedia.com/index.php/asia
% Egan,op. cit p.54.
% |bid.
John Berra, 61l nt rDirettorg af Warld @inema: JapafBréstoly Iraellect £261D), pp-8;
Rayna Denison, O0The Gl obal Nbapirtdd dway 2f0dDrl ) Ani men: AMi Wehz d
Stringer (eds)Japanese Cinema: Texts and ContéAtsingdon: Routledge, 2007), pp.3@8; Tom Mes and
Jasper Sharf@he Midnight Eye Guide To New Japanese Kberkeley: Stone Bridge Press, 2005), ppxixi
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limiting itself to just identifying the20" Century Boydilms as a phenomenon originating
from Japan. Numerous generic elements within the films are highlighted in the DVD
packaging (particularly concerning its scietfimtion-centred narrative). They are
accompared by terms that describe the film as simultaneously thrilling, mysterious, nostalgic
and spectacular. This is not done simply to promote the films to multipleetsaof niche
tastes, as suggested by studies of the use of genre. It establishes 4DigitabAs bel i ef t
sciencefiction film from Japan can appeal to many viewers in the UK.

The potentially wideranging attractions of a Japanese film are similarly indicated in
t he packaging of Third WindMemdreesddVabo(dir. The r e
Nakashima Tetsuya, 2006) states:

A collision of visually stunning hues and Bob Foe$ke musical set pieces, this

Amelie-esque fairytale gracefully glides through the decades from the 50s to the

80s. Miki Nakat.ani displays an awawdnning Eerfcrmance as Matsuko, engaging

the audience with her touching portrayal of fife.
Figure 2 displays the front cover imagery of this DVD. Within the image, and the synopsis on
the rear of the cover, no mention is made of the fact that the film is Japastsad lonly the
musi cal el ement s whi ch el hi akreabc t & n-@ s ulende | aaese
emphatically stressed. The name Bob Fosse references a certain style of musical theatre,
which the film appears to emulate by containing several-sodglancenumbers?® The film
Amelie(dir. JearPierre Jeunet, 2001) was both a critical and commercial success around the
world, in part because of its promotion as an exhilarating angHéaging film viewing
experiencé® Rather than emphasise its unique quesitihrough its Japanese origins, Third

Window instead deci des to under score the fi

intertextual compari sons. The word o6collisic

2 From the rear of the DVD cover Memories of Matsukaeleased by Third Window on 12/01/2009.

2 Martin Gottfried,All His Jazz: The Life and Death of Bob BegCambridge, Massachusetts: DaCapo Press,

2003); Tom Mes, OMidni ght MdrghtrEpewebsiteyaccedded@@®Q7/2043 of Ma:
http://www.midnighteye.com/reviews/meamesof-matsuko/

% |sabelle VanderscheldeAmelie(London: IB Tauris, 2007), pp.791.
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front cover, further illustrates thipoint. 4Digital Asia may promote its films slightly
differently, by mentioning their Japanese origin as well, but both distributors attempt to
greatly broaden the appeal of their DVD releases through the emphasis of various traits, and

often highlight thos associated with several genres.

. '.? 'e”
iy

memories of

S atsuko
L e 8 & 8 3
Astounding...a profoundly

compassionate, humanist work™
A Oy

Figure 2i The Third Window DVD cover foMemories of Matsukd:

Further examples help to illustrate 4Digi
how the cover sd ot érmuitiplesgénerimatiites” Theechver foptheo mo t
4Digital Asia DVD of Death Note(dir. Kaneko Shusuke, 2006) labels the film as a
6super nat Grnaadditianhthei synopsis éxplains that the film is based on the
6supernatur al ac toifont hndAsamenas witl2e30emgeay Boysthe
generic elements are emphasised as much as

(particularly its adaptation fromraangg. Certain genre traits are then highlighted more than

31 Image from théThird Windowwebsite, accessed 29/07/20mb8p://thirdwindowfilms.com/films
32 Images of all te covers mentioned within this paragraph, and those for other 4Digital Asia and Third
Window releases, can be found in the Appendix Two of the thesis.
zz From the rear of the DVD cover Bfeath Notereleased by 4Digital Asia on 28/07/2008.
Ibid.
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others, by e inclusion of a quote from the magazifime Out &6 Gr i ppi ng Japane
adaptation with an exceptionally high body <co
focus on finding the killer, i s dliegeysteys a r e
as well as the originahanga Another 4Digital Asia releas8&lack Kiss(dir. Tezuka Mxcoto,
2004) is promoted similarly, with a tagline
Silence of t he*Here miesfic fnnitks afeaused to étress that the film is
a thriller that focuses on the chase for a serial killer. Moreover, the English language titles of
Silence of the Laml(glir. Jonathan Demme, 1991) a8dven(dir. David Fincher, 1995) are
used in the hope thatK audiences will be attracted by the comparison.

Third Window uss review quotes to emphasise generic traits as well, rather than
attach its own labels. Another example from the distributor also helps to illustrate the overall
findings regaedingtbhende & s O Fine,alotdlyFne(dirg . The
Fujita Yosuke) is | ooselywadensagidobedt s noc bdmi
the DVD cover®® But it is a quote from a newspap@he Metrg whi ch | abels the
quirky r o mc o m, bonkers in the onl®Apatdrgm tdeapanes
suggestion that the film is Japanese and i s
suggests the film has a&®omboasdubdpenkla.n TBhefi
scravball comedy; or one which is both hurasly dialogueheavy and selfeflexive; or

even a spectacularly gresst farce®®

% Fromthe front of the DVD cover dBlack Kiss released by 4Digital Asia on 22/09/2008 (see Appendix
Two).
3 From the rear of the DVD cover Bine, Totally Finereleased by Third Window on 11/05/2009.
37 |hi

Ibid.
®¥These vari ed 4o fmi@rhartdindothdamarflefférs McBonal®Romantic Comedy: Boy
Meets Girl Meets Genrg.ondon: Wallflower, 2007)and Mark D. Rubinfeld3ound to Bond: Gender, Genre,
and the Hollywood Romantic Comedgonnecticut: Praeger, 200BHowever, they are also distinatis, or
subgenres, that occur throughout the history of film and across other genre categories (such as comedies and
musicals)i asdetailedbyTom Ryal | , 6Genr e and I|Gibdod(edsybhe @xford i n J. Hi
Guide To Film Studie@xford University Press, 1998), pp.338; and David Bordwell and Kristin Thompson,
Film Art: An Introductioni Sixth Edition(London: McGrawHill, 2001), pp.94109.
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Following the additional examples from 4Digital Asia and Third Window, it can be
argued that elements within the packaging (whethely are images or words) connect
together to promote the filmsdé generic chal
findings within the packaging of horror films, where taglines, screenshots and bloody fonts
are al/l used t o poomentd Hawsver, facusiag ohly on thesé simjlar r
conclusions infers that the genres of the films released by 4Digital Asia and TmddwVi
are central to their consumable identityn st e a d , t he di snultiple gemre or s 6
characteristicssi a uniform pattern that highlights the broad appeal of the DVD releases. No
particular genres are stressed above any others in order to characterise, or brand, the
distributors. Genre is mentioned alongside many other aspects on the DVD Fases.
instane, genre is highlighted throughout the DVD packaging, within the imagery, synopses
and review quotes, in order t o Inbaddgiendhen t he

review quotes attach further connotations to both the films and the distributors.

Critical Reception: The Benefits of Quotes and their Sources for Films and DVD Labels

A prolific characteristic of the DVD cover images in Figures 1 and 2 are the quotes
from review sources. These signify a range of discursive meanings that both 4Dggital A
and Third Window aim to associate with their film releases. Whether they match or contrast
from the colour schemes of the images and titles, the review quotes can draw the eye of a
potential consumer as much as othemelnts within the packaging. Howar, it is not just
the words within the review quotes that are of significance.2ZeCentury BoysChapter
One DVD cover has quotes from the magazinéBO and Bizarre, which respectively
excl ai m: ORivals the biggestanadtbest!| 9f06 HD

language used hel&ings attentiorto the generic traits of the film, alongside the synopsis

39 Egan,op. cit p.54.
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which explains that the film has both action and thriller eleni®nfthe quote on the

Memories of MatsukBVD cover can be interpretesimilarly. The mgazineTime Outstates

that the film is oO6[a]stoundingé a profoundI

mat ches teérsequeAdmedummat i on given in the fil
premise as a biography of the ficted Matsuko. While the quotes theelves are indications
of positive acclaim, the titles of the publications that they are taken from signify various
critical perspectives in the UK market, which become associated with both the films and their
DVD distributors.

Reviews are regularly analysed within film and media research, often to gauge how a
certain media text was received at a certain point in time. Publications of reviews, and their
authors, have been of popular interest in regard to particular pefidittsmaking and film

criticism.*! In regard to 4Digital Asia and Third Window, the publications are emphasised as

mo

much as the quotesd <cont ent s.drate xhatnspetife s pro

magazines and websites signify markers of taste amuegboundaries within broad
classifications of films, especially in regard to horror and scidiotien (and where the line

is between the twdY: Critical consensus across publications can also continue to influence a
filmés | ater r epraviggs evaence foDthisin faslresadralr of reviews for
the Japanese filrRing (dir. Nakata Hideo, 1998) within the British press. He concludes by
explaining that the film has been the standard against which all subsequent Asian horrors
were judged afieits releasé’Egands research on video nast

for its similar conclusions. Though banned and marginalised initially, these particular horror

“0 From the rear of the DVD cover 86" Century Boys: Chapter Onep. cit

1 Compilations of reviews and essays from eminent film critics are useful exainfpteger EbertThe Great
Movies(New York: Broadway Books, 2002); Jonathan Rosenb&wodbye Cinema, Hello Cinephilia: Film

Culture in Transition(University of Chicago Rrss, 2010); Sato Tada@urrents In Japanese Cinema

(Kodansha, 1987).

“?Mar k Jancovich, 6 AA Real Shockero: Authenticity,
The Film Cultures Readé€tondon: Routledge, 2002), pp.469.

“DanielMa t i n, Biail WichaResiraint, Maturity, and Generic Canons in the British Critical Reception

of Ringd Cinema Journal48:3 (2009), 3%1.
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films were critically reappraised several years later in both magazines and r@avspa

signifying the potential effects of such views in printed métiiReviews as evidence of

critical opinions are therefore useful, although the review quotes on the 4Digital Asia and

Third Window DVD covers represent more than this. They continuectease the appeal of

the DVD releases,dyond the genre characteristics already identified within the packaging.
Additional attributes related to the films are clear within the review quotes @the

Century Boysover image (seen in Figure 1). Firdte NEO quote favourably compares the

film to a Hollywood production. Ais opinion initially seems to contrast with the source of

the quoteNEO s a UK magazine that reviews a range of media that originates froni Asia

from mangato anime films and musid@ and not from Hollywood or other Englifpeaking

countries’® The second quote on the cover is from the magaBimarre, which implies

similar connotations, as It specialises I n

c o mmu A%iEach publication bviously caters to a distinct set of niche tastes and fan

groupings, as Jancovich demonstrated with the examples in his re¥eaknt. yet

Hollywood productions in general are used as a standard against which films and other media

are judged by the critic;t NEO andBizarre. Such a view does not peanently locate the

film as marginal from 6or di ninsiedd, iffthelcassof or t

20" Century Boysfans of bigbudget effectdaden Hollywood blockbusters are encouraged

to viewthe film,aswella t hose seeking soonginshi ng with o6al
Quotes used by Third Window are similarly inclusive. The coverMemories of

Matsukouses excerpts from reviews in two separate publicatidnse Outon the front (see

4 Egan,op. cit pp.24451.
56 A b dNE® Magazind Facebookpage, accessed 30/07/2013,
http://www.facebook.com/neomagazineuk/info
6 Bi zar r e Bimargwelsitenaecéssed 30/07/20t8p://subscribe.bizarremag.cam/
;‘;Jancovi ch, ér dAPMRemATZ9.Shock

Ibid.
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Figure 2),and Sight and Soun@n the reaf? Again, these are both magazines, but with

different aims and outlet§iime Outis both a printed and online publication that reviews

various types of media, as well as events and entertainfh8ight and Sounds a more

specialised magazine, and though it is published by the British Film Institute, it reviews films

from all over the world* Writers such as Egan have noticed a tendency within both of these
publications to appreciate fnimemTidesefore, nart 6 |
additi on -gtooo dtoh ea nidf ereul s i ¢ aMlemoeek ef Matsukpackagifga t t h e
emphasises, the filmbés appeal to a wider ran
audiencesd i also promoted.

However, though theris a tendency for quotes from reviews to be inclusive, most
examples highlighted tend to focus on the fi
for 20" Century Boysand Memories of Matsuko4Digital Asia appears to target a broad
massmarket audince by stressing multiple generic elements and spepiakgd gopraisals
from certain publications. I n cont rtngd , Thi
more discerning and critical audience, which appreciates artistic qualities outaienmtent.

The filmsd status as Japanese may not be em
acclaim mentioned appears to be necessary to stress because the films are Japanese (and can
perhaps be initially perceived as niche). Although, when otteemnples of review quotes are
taken into account, the filmsé Japanese or.i
filmsd broad appeal. F d-unuke, Ssowv Some leove Yosdrs!'t he fr

(dir. Yoshida Daihachi, 2007) a quote is ¢akby Third Window from the website

“6Mi ki Nakatani pulls off one of tSigétariSseundfrgretref or man c
rear of the DVD cover dflemories of Matsuko, op. cit.

06 Ti me Out TiMaQ@uavebsite, adtessed 30/Q0A3,http://www.timeout.com/london/fremag

®6Si ght and Sound rBglgebsite, aceessedi30/87(20nRpp/twiwdin sgiuk/news
opinion/sightsoundmagazine/sightoundmagazinesubscriptions

2 Egan,op. cit pp.2312.

%3 |bid.

57


http://www.timeout.com/london/free-mag
http://www.bfi.org.uk/news-opinion/sight-sound-magazine/sight-sound-magazine-subscriptions
http://www.bfi.org.uk/news-opinion/sight-sound-magazine/sight-sound-magazine-subscriptions

LoveHKFilm (another publication specialising in Asian media)t states that the film is
6entertaining, subversive, and surprisingly
Though the Asian perspective of the poation is perhaps reinforced by the use of the term
6manga6, the quote does mention qualities tt
market, rather than a specific niche).

Other examples from 4Digital Asia are also comparable with this tegdand help
to illustrate the patterns evident within al
does not shy away from appealing to a variety of distinct niche tastes. A quote from the
magazineGorezone for its release of two filmsJu-On: Whte Ghost and Black Ghogdlir.
Miyake Ryuta and Asato Mari, 2009) is particularly illustrative. The review fGorezonds
noted as saying: O6Shocking f r°dme fimg aerbeingt o f i
recommended as instances of Asian éigrand for their appeal to fans of gdreavy horror
films (for instance, the readers Gbrezong Furthermore, the films are seen as superior to
Ring appealing to the knowledge of audiences with a critically discerning view of Asian
cinema (andthispat i cul ar fil més reception in the UK)

Taken with earlier findings regarding genre, it is clear that both 4Digital Asia and
Third Window make their films appeal to as many po#t UK audiences as possible. They
promote both their own DVD releases, angdal®se films as a whole, beyond specific niche
markets.No particular set of publications are regularly referred to on the DVD cases. As a
resul t, the review quotes emphasise the fil
construct a particular &nd image for 4Digital and Third Window-owever, these findings

alone do not completely demonstrate the means by which the distributors emphasise their

> Ho meieHKFilm.comwebsite, accessed 30/07/20t&p://www.lovehkfilm.com/index.htm

% From the front of the DVD cover fdfunuke, Show Some Love You Losegdeased by Third Window on
11/05/2009 (see Appendix Two).

%% From the front of the DVD cover di-On: White Ghost and Black Ghpstleased by 4Digital Asia on
19/01/2010 (see Appendix Two).
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filmsd appeal t hrough their packaging. Ot he
cover s ot yatdbeea discussed, are best represented by analysing another pair of

examples irdepth.

Naming Directors and Stars: Their Relevance to both Films and DVD Labels

Directors and stars are both displayed prominently on the covers of several of the
distb ut or s6 DVD releases of J apaneTtBokyo Gorel ms . £
Police( d i r . Ni shi mura Yoshihiro, Ka@@8\)Pemwod Thir
Our Life (dir. Ando Momoko, 2009) are particularly illustrative examples. Unlike tbatfr
covers in Figure 1 and 2, the filmsd covers
di splayed (as can be seen in Figures 3 and
either the front cover or on the rearedpite the lack of coesponding imagery displayed
alongside th@ames of the directorboth the directors and stars are significant elements used
to promote the filmsMoreover,the Japanese cultural background of these directors and stars
does not need to be communicated g&ide their names and associated images. The
distributorsd use of the names and i mages i s
filmmaking process are singled out by Klinger within the detailing of elements that contribute
towards consumable iddties®” As other writers have also recognised, directors and stars
have significance in relation to specific films, and in other contexts outside of them (for
example, in the Japanese film industry in general). This is both in regard to the roles of
directors and stars in general, and those related to specific films. 4Digital Asia and Third
Window particularly use the naming of these figures to their advantage, even if they are

likely to be unfamiliar outside of Japan.

*"Klinger, op. cit 15-16.
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Figure 3- The 4Digital Asia DVD cover fofokyo Gore Polic&®
Figure 4- The Third Window DVD cover foKakera>®
There are numerous parall el sorshrelstaveand t he
existing research on these figures. For instance, James Naremore outlines, film criticism and
studies of film directors tend to sttess t
However, Naremore also cautions that they neecctolt onsi der ed al ongsi de
social and cultural det e Wiihthiain miedditisubefutto af f e c
take into consideration a view that is put forward by Catherine Grant:
Contemporary auteurism comprises a complexies of interrelated film
prodwction, marketing, and reception practices and discourses which are all

underpinned by a shared belief in the special capability of an individual agent
the directori to marshal and synthesize the multiple, and usuallyecie,

*8 Imagefrom the4Digital Mediawebsite accessed 307/2013 http://www.4digitalmedia.com/index.php/asia

*9 Image from théThird Windowwebsite, accessed 30/07/20m8p://thirdwindowfilms.com/films

®James Naremore, O6Aut hor sh iAgoémpaniomToFilm Théoxforlr and R. S
Blackwell, 20@), pp.924.

1 Ibid, p.22.
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elements of flmmaking for the purposes of individual expression, or to convey in
some way a personal or ® at least, Afper son:

Directors can therefore communicate and represent multiple aspects of the filmmaking
process, and becomeuaeful figurehead both for film production and promotion. When seen
in this way, parallels with critical perspectives on stars can also be drawn.

Both Jeremy G. Biler and Richard Dyer see star personae as identities that transcend
individual media textghat they appear ff Fur t her mor e, Dyer bel i eve
constructed from multiple texts in which they are featured or mentioned. This means any
representations of stars have multiple connotations attached, and the construction of their
image siqifies various media processes (for example, pcoalo, promotion, criticism,
etc)® Therefore, within DVD packaging, the emphasis of cses and stars implies that
their names and images can provide numerous connotations. In essence, the usens tée fil
directors and stars are again signs of the
within the UK market. And, as found with genre and critical reception, 4Digital Asia and
Third Window use these aspects to promote their own identities &ertipe films and their
status within Japanese cinema.

The title of Tokyo Gore Policalready suggests a certain image. The film is indeed
full of both gore and action, as described
to the synopsis and screshots on the rear of the cover, though, the front image is less overt.

There is a cityscape of Tokyo with a sea of blood in the foreground, but the centre of the
i mage i s taken up by the filmbés | ead ractres:
character Ruka, complete with samurai swortler chosen lavenforcement weapon for

despatching illicit genetic engineers of hul

2Catherine Grant, O6Auteur Ma c hi5nireBermettandtBownr(édgom and t h
cit, p.101.
BJeremy G. Butler, 6The star syst em TreOdordtutedtoy woodo, |
Film StudieqOxford University Press, 1998p.342-53, Richard Dyer Stars(London: BFI, 1998), p.60.
% Dyer, op. cit pp.603.
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right of her face, is a caption which identifies her through a previous @hfomnance. She is
credited with starring iudition (dir. Miike Takashi, 1999), which was released in the UK
under the Tartan AsiaxEeme suHabel. The film is being marketed similarly, as the-sub
|l abel 6s films were al s aticurgyavdiiond’itisaldomotttkes and
only significant aspect of the front cover.

The depiction of the lead actress in a revealing outfit, with a samurai sword, shares
connotations with the promotional images usedKir Bill Vol. 1 (dir. Quentin Taantino,
2003). Uma Thurman is the lead actress for this film, and was depicted as wearing a skin
tight outfit while holding a samurai sword in many posters and advertisements, as she does in
the film. However, similarities wittKill Bill Vol.1 illustrate connotations that goegond
simply invoking a particular film made in the USA. As lan G Mason and Alain Silver have
pointed out, in addition to numerous other critics and reviewers, a lot of the iconography of
Kill Bill Vol. 1 homages thehambara(swordplay) films that Japan released throughout the
1970s ahSiver&addd ® this point by indicating that Hollywood has in fact found
inspiration from this genre for several decades, and not just reCemty.a result, it is
reductive to see the refemntoKill Bill as the only one which is ultimately being signified
through the cover image dbkyo Gore Police T a k i n cAudiiidn credih iat@ account
as well, three specific connotations have been identified. The film is not only meant to appeal
to fans of Asia Extreme, but also audiences for agdtieawvy films from both Hollywood and

Japan.

®Joe Corni sh, oMuditdrictoil d re@,t of ®emetdhé i on DVD cover, rel
on 28/06/2004Chi-YunShi n, O0Art of brandi ngJdumgCutr AReviewdfAsi a Extr e
Contemporary Medigwebste), No.50 (2008), accessed 31/07/2013,
http://www.ejumpcut.org/archive/j@62008/TartanDist/index.html

®lan G Mason, d6emStatesmarvdl. 438 @2 Noeemlder 2004, 3B Alain Silver, The

Samurai Film (New York: Overlook Press, 2005)p.2314.

%7 Silver, op. cit pp. 22538.
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While in this instance genre again seems to be a major factor, the Third Window
DVD release oKakerau s es bot h the fil més ditngaays. Atr and
first, there appear to be several simtias with theTokyo Gore Policeeover. As seen in
Figure 4, the DVD cover oKakeradi spl ays an i mage of one Wwo
under wear , which 1 s arguabl yutafsi ts.e xBiaalldw tphr
title, the lead actress Mitushima Hikari is credited with another film roleowre Exposure
(dir. Sono Sion, 2008). The earlier film explores and portrays sexual desires and attractions in
its scenes, as dodéakera®® But, more imprtantly, Love Exposurevas an earlier film
distributed on DVD by Third WindowKakera was released in June 2010, abdve
Exposurehad been released back in January of the same year. Mitsushima is not just being
used as a star persona to pronmdagerathrough comparable aspects of an earlier film. She
is promoted as a recognisable star, and not just an actress. Viewers of previous Third
Window releases (such dsove Exposureare believed to be familiar with Mitsushima, and
so may wish to view the film teee another performance from her.

Third Window does not just emphasise one
Kakera Thedr ect or , Ando Momoko, is credited at t
(see Figure 2). This may imply that she is an estladdl filmmaking figure within Japan, but

in fact this is her first feature film producti6hEven so, Ando is being used as a name

around which the filmés marketing and recept

%66é6Yu [ Ni shij i mamin@dadkbacomera trde sinner, edertaky training to become an expert at

sneak upskirt photography. Pornography being the one

been so desper at el fromshe pldt symogsis bnethean of théave Ek@oslt®YD

cover, released by Third Window on 25/01/2010. On th
b

6very strong |l oody violence and sex referencesd.
0Based oxmeltlhiendemanga 0L ovamwavanddfeatsring absgundiack by dames thi, u r

former guitarist of Smas hi-mugnceB porraitloftwovery diffdleatk er ad i s a
womené t he t weencbmpgssing retionskap tHat draws Haru [Mitsushima Hikari] away from her

dissdi sfying routine and into a new ainfrdmtheplotsynapsison i onal |
the rear of thikKakeraDVD cover, released by Third Window on 21/ 0
gui de al so st atteontghastexibtt contains 0

®sMomoko Andod, The I nternet Movie Database (| MDb),

http://www.imdb.com/name/nm3614508/
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by Grant about film directors igeneral’® Her name gives additional meaning to the various
aspects of the film that are detailed on the DVD cover. The casting of Mitsushima, the music
composed by James lha (formerly in the band Smashing Pumpkins), and the summation of
the fil maaselgyandahtced portrait of two very d
linked to Andob6s decisions as the filmdés di
the frontcoverY!'Third Wi ndow can then use Andotds nam
for further DVD releases. For examplastant Swamdir. Miki Satoshj 2009) was released
by Third Window a month befor€akera It states that the film is from the directorTafrtles
Are Surprisingly Fast Swimmefdir. Miki Satoshi, 2005), which Aird Window had released
a year earlierThe names of directorsan therefore be a useful means of promoting a DVD
release through refererscéo earlier films, which then act as further promotion of a
distributorsd back catalogue.

The distributors do notaeh strictly use directors and stars in these respective ways.
4Digital Asia and Third Window use either of these means to help promote the films through
their packaging. Following the release Tdkyo Gore Police t he fi Il més titl e
Nishimura Yoshihiro are constantly used as a benchmark for subsequent 4Digital Asia
releases. OFrom the <creators of T Bamyrai Gor e
Princess(dir. Kaji Kengo, 2009) and/ampire Girl vs Frankenstein Girdir. Nishimura
Yoshihiroand Tomomatsu Naoyuki, 2009), as Nishimura assisted in the production éf both.
Director Nakashima Tetsuya is used similarly when he is credited as the writer on Third

Wi ndow6s LalaRipdir. Migano Masayuki, 2009) and the director Kdmikaze

0 Grant,op. cit, p.101.

" The quote is taken from the rear of tkakeracover, op. citi the information regarding Mitsushima and lha

appears on the front.

2 Quote taken from the front of the DVD covers &amurai Princeséreleased 26/10/2009) aiv&mpire Girl

Vs Frankenstein Girfreleased 15/03/2010)(see Appendix Two) Nishh mur ads credits as spec
creator and cdlirector (respectively) are also detailed on the rear of the covers.
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Girls (2004), which is also an earlier Third Window rele&sehe Kamikaze Girlcover then
provides additional credits within its synopsis, specifically relating to stars. Fukuda Kyoko is
mentioned as an actress that also appearBehop 2(dir. Nakata Hieo 1999) andolls (dir.
Kitano Takeshi, 2002), and Tsuchiya Anna is credited with appearibgnoro (dir. Shiota
Akihiko, 2007) andSakuran (dir. Ninagawa Mika, 2006% The names promote both
Kamikaze Girlsand the other films through the use of intgttial references.

Directors and stars therefore have particular significance as they aid the promotion of
new releases (for instance, in relation to associated films which potential audiences may have
already seen). But the directors and stars can atsmnieeestablished within certain markets,
such as the UK, through the releases of distributors such as 4Digital Asia and Third Window.

It is clear that both distributors do not restrict themselves to a few significant aspects of the
films which can be prdically displayed on their DVD covers (such as geand critical

reception). he distributors use various elements to characterise their whole catalogue of
films released, as wel | as a certain fil mds
Japanese cinemm addition, the labels do not construct an image of themselves where they

are branded by their association with only one or two directdidgital Asia and Third

Window also emphasise other cultural contexts and interrelations withibMBepackaging

of films they release. Far from simply reinforcing meanings already detailed, these additional
findings demonstrate other aspects of the fi

communicate through characteristics in the DVD cever

'3 Credits appear on the front of the DVD coversamikaze Girlgreleased by Third Window on 12/01/2009)
andLala Pipo(released by Tihd Window on 08/02/2010).
" Credits appear on the rear of the DVD coverdamikaze Girlsop. cit
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Cultural and Intertextual Links for Films and DVD Labels

Exploring additional aspects within the
Tokyo Gore Policeand Kakera are highlighted again as examples. One element not yet
addressed in the analgsi of t heir covers is the mention
festivals (see Figures 3 aToklo @oje.PolidsBys the t a l A
film won an award at the Fats i a Fi Il m Festi val . Kikbéraalsa Wi nd
makes sigificant use of its appearance at festivals, mentioning Kinotayo, Raindance,
Stockholm and Glasgow immediately below t he
festivals are events whose names can be used by the distributors to attach additional
connotatons, as well as to emphasise specific genres and contexts of critical reception.

FurthermoreKakerais described as an adaptation ahangaon the rear of its DVD
cover. While this was mentioned earlier in the chapter, it is more significantsttmgaty
being source materiathich inspired a director to make a fililangais a separate medium,
with its own audience and characteristics, as are books and other media adapted o film.
fil més or imgngaosindeed an other media, adds anoliger of meaning to it,
as does the filmbés scr ee MThesegypes bf media@and eventss e v e r
are often already branded, but 4Digital Asia and Third Window do not highlight this
information alone. Me dstributors use these facts add to the consumable identity for the
DVD release, rather than repeat or emphasise other elements already displayed on the covers.

Within existing film research, festivals and intertextual links to other media are
claimed as areas and processes in whiany meanings are created. Both 4Digital Asia and

Third Window use the various meanings attached to festivals as much as possible. Janet

“Erik Hedling, O6Framing Tol kien: Trai ITeerLerdofthei gh Con c «
Rings: Popular Culture in Global Contefitondon: Wallflower Press, 2006), pp.233.
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Harbord provides several reasons as to why film festivals are significant within her book,
Film Cultures
An interde@ndency of nation and film culture exists at the heart of the festival
event. Festivals are not simply spaces of commerce free from the state, nor are
they localities disconnected from the national context. Festivals in Europe remain
committed to a rangefactivities and purposes; in addition to marketing and
evaluating film are the components of training, education and a commitment to
cultural diversity’®
Due to these intertwined aspects, a particular film festival can carry multiple connotations,
suchas expectations for certain types of films; a certain cultural mix; or a combination of
both. An example of this is again provided by returning to the work of Egan. Her exploration
of the video nasties includes examinasiai festivals where these filmsese screened. In
the year 2000, and soon after, films that had been banned twenty years ago (or earlier) were
shown at a variety of UK festivals, ranging from Bradford to Edinbdfgks well as their
historical context, critical opinions were disseminatedaudiences before the screenings,
meaning that the place of exhibition and processes within it provided additional
interpretations of the film& lllustrating these aspects of film festivals demonstrates how
significant they are when mentioned on a D\iver.

Intertextual references to other media are also utilised by 4Digital Asia and Third
Window, and are highly significant as well. This is in addition to other films as points of
comparison, which was mentioned earlier in regard to discussions ofgenfe f i | més or
as a story within a comic, novel or other media text can potentially provide various meanings
for fil mmakers and audiences. For i nstance,

0t he book, the hook aofthelLorth@ thed Ringdinds (dir.iPetdri s c a

Jackson, 2002003), explaining that they are three key points which are used in the

7% Janet Harbordgilm Cultures(London: Sage, 2002), p.73.
" Egan,op. cit pp.23544.
8 Ibid, p.244.
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marketing for high concept, or blockbuster, Hollywood fili$iedling mentions that J.R.R
Tol ki ends or i gi pravide preconeeptiens af aspent® df thej fiumsntent
and genr e, but also expectations regarding
|l arge, due to t%Audcioerred &ss6 piomptudraprigtygdt.i ons a
books can themreatly affect their experiences of viewing the films. Both Kate Egan and
Martin Barker found (again, in relation toord of the Ringsthat fans of the books had
certain expectations from the films, but appreciated them as additional experiences to the
bookds narrative through engagement!Matint h spe
Barker and Kate Brooks have also found that comics can provide similar audience
expectations within their research of the film versionJudige Dredddir. Danny Cannon
1995)% Therefore, there are various meanings that distributors can utilise when including the
names of film festivals and relatenedia on their DVD covers.amiliarity with a specific
film festival or media text is not necessarily required eitherha®iv/D packaging can help
to identify these aspects.

To return toTokyo Gore Policeas an example, the mention of its awarndning
screening at the Fa#isia Film Festival seems small compared to the other words and
imagery used on the DVD cover (see Ufig 3). Although, the award logo both emphasises
the other elements within the front cover, and stands out from them. ThégtanEilm
Festival, held in Montreal, Canada, is an event which screens films of various genres from,

not only Asia, but all ovethe world®® The fact that the film won an accolade at such a large

9 Hedling, op. cit Justin WyattHigh Concept: Movies and Marketing in Hollywofidhiversity of Texas

Press, 199), pp.2022.

8 Hedling,op. cit p.227.

8'Kate Egan and Martin Barker, 6The Books, the DVDs, |
Mathijs (eds)Wat chi ng The Lord of t he (NeivNaksPeterLang, RO0O&,nd6s Wor | ¢
pp.83102.

%2 Martin Barker and Kate Brook&nowing Audiences: Judge Dreiddts Friends, Fans and Fodbniversity

of Luton Press, 1998).

BsSponsor shi p FRantAsiakibnFestival website) apdessed 31/07/2013,
http://www.fantasiafest.com/pre2012/en/sponsorship/
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event bestows a level of critical appreciation and recognition, in addition to the quotes from
reviews already dispyed on the DVD covernl conjunction with the ¢
FantAsia award signifies what types of films are highly appreciated at this particular festival
(particularly those with girls, gore, and various types of weapoiighyo Gore Policas
both exceptional within the context of the festival, and illustrativé,afue to the content
which the DVD cover alludes to. Furthermore, it reflects back on 4Digital Asibe
distributor has sourced a film that both stands out from and characterises a particular cultural
event.

The Kakeracover includes similar elementslated to festivals, despite the film not
winning any awards. The front cover explains where the film was screened internationally
(see Figure 4). Such associations make it appeaKtkaraappeals to a critically discerning
European audience of filntiics and connoisseurs. Moreover, the Kinotayo festival is one in
France that only screens films that have been made in Japhile an international mix of
films is shown at Raindance, Stockholm and Glasfbws a consequencekakera is
portrayed as ailin that has an international profile due to its festival screenings. Third
Window is then portrayed as a distributor that believes that these films (and Japanese cinema
in general) have an appeal outside of film festivals by releasing them on DVD irKthe U
This is in combination with other markets that Third Window believes the film will attract
(and in addition to elements relating to genre, critical reception and cast and crew members).
On the rear of the cover , framamdngalTme@wlierscd or y i

for mangain western countries, such as the UK, is known to have rapidly grown in the last

86 C o n tKimatayodFestivalvebsite, accessed 31/07/20h8p://www.kinotayo.fr/contact.phpGavin J.

Bl ai r, ofWiKnmeortsayo Japanese FHolywoodRemortewwebsitey acceasede d i n Pa
31/07/2013http://www.hollywoodreporter.com/news/winnekimotaycjapanesefilm -fest 266587

6 About R &andaheefFitneéstivalbebsite, accessed 31/07/20h8p://www.raindance.org/about

raindance/ 6 About  Bteckholid FilsntFestivakeébsiteaccessed 31/ 07/ 2013; O6Pr es
31/07/13: Most Ambitious Gl asgow Fi GlasgowEilmtréstwal | ever
website, accessed 31/07/20b8p://www.glasgowfilm.org/festival/press/press_releases
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decadé?® Therefore, Third Window is highlighting another potential audienceKikera
alongside its sexually thematic content and #sust as a critically acclaimed foreign film.

These cultural contexts and interrelatio
identities within other examplToko Gofe Pdlidee di s
and Kakera 4Digital Asia also emphasies cert ain fi | msmangaini gi ns
addition to their genre traits and critical reception. The latter elements have already been
mentioned in regard to tHe0" Century Boydilms and Death Noté’ In addition to these
aspects, the format afhe packaging for the films underscores their statusmasga
adaptations. Fo2d" Century Boys: Chapter One a bookl et i's include
packaging that explains the history of the manga, the work of the directors and producers, and
various visu&s and props which are inspired by images withinrttenga The Death Note
packaging includes a similar booklet, which
cast. Following on from elements already discussed in the chapter, the emphdiiis afa
mangaadaptation can be seen as another aspect of the consumable identity within the DVD
cover. 4Digital Asia usesiangaas another way to promote the film to audiences, as well as
illustrate various elements (particularly genre, cast and cre), @ther types of media can
be used similarly, as well as particular events, such as other film festivals from around the
world.

Further examples help to illustrate how the use of film felsti@sad other media texts
aid promoting the labels, and notsjuthe titles being released. The 4Digital Asia DVD cover
of Starfish Hotel(dir. John Williams, 2006) explains that the film won awards at festivals in

Luxembourg and Austin, Tex88.Thi r d Wi nd o w6 s Lover Exposurealsoo v e r f

®¥HyeKyung Lee, O6Between fan cul tur e aMedia Cotweand ght i nf
Society 36:6 (2009), 101-P2.
87 For images of thesexamples, please see Appendix Two.
8 From the frat of the DVD cover oStarfish Hotelreleased by 4Digital Asia on 20/10/2008 (see Appendix
Two).
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reveals that it won aards at the Famsia and Berlin festival®® Another Third Window

example then illustrates how it is not omhangaadaptations that have a significant presence

within Japanese cinema. The synopsisfamikaze Girlst at es t hat the fil m
from the pages of f avour 1°Bah 4Digithl AsiaandtThidr No v
Window correspondingly use such elements to create a consumable identity for each film, as

well as emphasise other elements (for example, genres, cast and crew naardbsyarces

of critical reception). These characteristic
identity. They are not just releasing Japanese films into the UK to appeal to fans of Japanese
cinema and culture alone. All the characteristichwithe packaging have been displayed

through words and images to attract asngn audiences as possiblehi§ is not just to

maximise DVD sales for 4Digital Asia and Third Window. The distributors are also
emphasising the dersity of Japanese cineniawhich helps identify the distributors as

distinct, and not just their films.

Conclusion

The conclusions drawn from the packaging examined throughout the chapter can be
seen as ways in which the distributors distinguish their releases as Japanese filsiagFocu
on genre traits can emphasise how a film is an example of a particular genre, or a Japanese
interpretation of a genre, by singling out certain elements within the film or compiatong
others. Critical reception can provide further generic compasjsas well as articulate a
filmés qualities that are distinctly Japane:
then be used to illustrate a filmds popul ari

links to other Japanese media (swsmangg. Furthermore, recognition of certain films at

8 From the front of the DVD cover dfove Exposurgop. cit(see Appendix Two).
% From the rear of the DVD cover ftamikaze Girlsop. cit
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festivals illustrates how acclaimed and popular particular Japanese films can be. All these
aspects of critical acclaim, genre traits, and other elements within the films, are used to
distinguish tle DVD labels as well as their film releases. 4Digital Asia and Third Window are
showing how varied Japanese cinema is, and how the films can appeal to a wide range of
audiences within the UK, particularly through their DVD relea3é&sough emphasising the
filmsdéd diverse characteristics, a similarly
DVD cases. This is evident within the images displayed throughout the chapter and in
Appendix Two, which demonstrate multiple fbr anded | mage stitles&® en t h
not printed uniformly on all/|l t he cases, Wi
discreetly (as can be seen in Figures 3 and 4). The appearance of the DVD cases therefore
reinforces the diverse and broad appeal that 4Digital Asia aind Whndow are aiming for,

in addition to the chapterdés findings.

The distributors are claiming that their films are distinct due to elements that can
appeal to several potential audiences. As a result, 4Digital Asia and Third Window are
portrayed as lalle which aim to attract a diverse range of viewers to their DVD releases, and
not just fans of Japanese cinema. None of the aspects identified within the packaging
marginalise viewers who are not knowledgeable of Japanese cinema, due to the assorted
rangeof words and images used. These characteristics within the packaging have been found
by exploring how these physical commodities communicate consumable identities, and by
taking guidance from earlier examinations of DVD and VHS packagikighat the chapter
has shown, in using the same approach, is that the packaging gives each distributor a
consumable ideity, as well as each fimAle covers are just one el e
and Third Windowbés DVD releases. S \witkiy hi gh

physical commodities that are at the heart

1 Egan,op. cit Klinger, op. cit
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practices. ie commodities do not just provide access to the films on DVD discs, but other
material as well. The next chapter will analyse how the distributoa | so use t he di

features to make their DVD releases distinct.
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Chapter Two: DVD Special Features:
Exploring the Purposes of Promotional Material as Additional Viewing Experitnces

Within studies of DVD media, special features (or extras)wmually interpreted as
promotional material. From 2002 onwards, several critical analyses of media on DVDs have
detailed how such material was originally disseminated to reviewers and journalists to aid the
promotion of a particular film (often as makuods, interview footage, outtakes and deleted
scenesf.Now, such material is often found accompanying a film on a DVD, or on a second
separate disc, signifying that they are intended to be viewed after watching a film. Studies of
extras often conclude tha similar promotional purpose is fulfilled by DVD special features.
However, these conclusions ignore what different types of extragettaesearchers about
distribution In 2004, Deborah and Mark Parker stated that, because of the special features on
a DVD, it i ssobeeseatiahnhl|l gf at he fil mo, meani
edition, and it s h o YAccbrdibgeto Rayna Denisom, interpretisge t e r
them can be complex because any changesthe f eat 1
meanings of the others depending on “which
Therefore, extras can greatly affect the viewing experience of a film, especially when a

distributordés disc is the onwthnthe&dlans of acce

! Extracts of this chapter were adapted for publicatidno n at h a rSpetiél Features and Stage Greetings:

Whose Promt i onal Ma t e r Rraanks Cinema Jaurnganting)Wa.§ @043,
http://framescinemajournal.com/article/dsdecialfeaturesand stagegreetingswhosepromotionaimateriat

is-it-anyway?2/

2Robert A. Brokey and Robér We s t e HitlirgIHomeeraticism é Plain View: Thieight ClubDVD as

Di gi t a]Criticdl StugliestindMedia Communicatiob®:1 (2002), 243 Paul (IMDispehsable, 6
Cinema:Cord ssi ons o®Of @a A dhilConmignt40:4 (2004)38-42; Robert A. Brookey and

Robert Westerfel haus, 60 T h e DMogstets,dncD \ADu@estermr JournBlofan di n g
Communication69:2 (2005),104 28; Gr aeme Har per, ODVD and the New Ci
Rombes (ed)New Puk CinemaEdinburgh University Press, 2005), pp-B%1;Barbara KlingerBeyond the

Multiplex: Cinema, New Technologies and the Hgbhaversity of California Press, 200§)p.5490; John

Caldwell, Production Culture: Industrial Reflexivity and Critical &tice in Film and Televisio(Duke

University Press, 2008pp. 298306; James Bennett and Tom Brown (e&#n and Televsion After DVD

(Abingdon: Routledge, 2008).

*Deborah Par ker Daeattdrs aMhDVR Coheneaky: & he,Spedifics of Interdin 6 -27), THe:

Journal of Aesthetics and Art Criticisi®2:1 (2004), 14.

“Rayna Dendsoa, Bord! |t dSupemmarSmalvile drd thé ®rodudtiango§ DV D!

Me | o d rpa.16878), in I. Gordon, M. Jancovich and M.P. McAllister (edSdm and Comic Books

(University Press dWississippi, 2007), p.178.
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This is the case for the special features on the DVD releases of Japanese films from
4Digital Asia and Third Window. As a consequence, it is necessary to analyse ttepthn
to determine how t heir c hs@ibutioe graeticas astdistmctive h i g h |
in the UK market. Unlike the packaging of the DVD releases (discussed in Chapter One), the
special features are not a physical commodity constructed by the distributors. They constitute
some of the media texts included a DVD, but are separate from the film itself and are
accessed t hr ou gTherefoneethey aresirteyral to e viewisig experience on
the discs that both 4Digital Asia and Third Window package and distribute as DVD labels.
Furthermore, thewignify additional viewing material and experiences that the distributors
share with UK viewers and use in order to make their DVD releases distinct.

The extras are texts with their own characteristics that can be analysed thoroughly.
Craig Hight has wrign the most detailed and versatile method for examining special
features, in order to investigate the makefgdocumentaries on theord of The Rings
(LOTR discs (dir. Peter Jackson, 262@03)° As with other studies of DVD media, he
concludes that thextras act as another means of film promotion for filmmakers and
production studios. But Hight also discovers how these particular extras wish to promote the
LOTR films and why. There are two patterns of discourse conveyed through the special
featuresanassertion of the filmsdé authenticity (:
Tolkien), and the sophistication of the digital technologies used in their prodié®Hlight
has specifically explored the discursive characteristics of the extraguibdisncecan be
integrated into the multiple methagpproachbeing used to investigate the DVD releases

from 4Digital Asia and Third Window.

®Jo T. Smith, 6DVD Technol og8)danBenaett andBrowndedshap.tcit of Cont r o
pp.1401.
°Cr ai g Mhkirgrbf Documentaries on DVDEhe Lord of the RirgiTr i | ogy and ,Speeci al Edi
Velvet Light TrapNo0.56 (2005), 417.
" Hight, op. cit, 13.
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DVD special features are proof of various meanings and messages that filmmakers
wish to convey, and ultimately higght what they are trying to tell audiences about a

particular fil m. Hight 6s met hod of reveal.|

gap between two points of view on new med

interprets much contempoyadigital media as accessible through a database (for example, as

a DVD, or CBDROM), so that an array of texts and materials can be viewed or read in any
order that a consumer wisht&ssentially, each text on a DVD disc is argued to have
considerable pential influence on a media viewing experience. Robert A. Brookey and
Robert Westerfelhaus instead see additional texts in digital formats (such as DVD) as
providing alternative or preferred interpretations of a film or media®témt.devising a

number ofsteps that detail how DVD extras should be analysed, Hight addresses these two
perspectives. Individual extras can be closely examined, as well as potential links with other
texts or extras on the DVD$li ght 6 s st eps, adapt ealfeatures t he
(and not just makingfs),'° require assessment of:

1. the nature of the content of each extra;

2. the relationship these extras have with the feature film as central parts of a
complex layering of possible readings of this text (from the swspe of
disbelief inherent to a reading of the film, to the detailed presentation of the
industrial techniques behind the creation of that fictional narrative);

3. the relationship they have with other extras.

8 Lev Manovich,The Language of New Medj@ambridge: MIT Press, 2001), p.215

°Brookey and Westerfel haopscit250 Hi ding Homoerotici sméad,
19 Hight refa's to these specific features as MQDHight, op. cit

“"Hightdéds original steps are essentially the same as
2. the possible combinations of MODssinsedacepthroughthef t r aj
DVDdéds contenté 3. the relationship these extras hayv
layering of possible readings of this text (from the suspension of disbelief inherent to a reading of the film, to
thedetald pr esentation of the industrial techniques behi
relationship with other extras, with their own combinations of narrative and databas@ifaumte taken from
Hight, op. cit 14. When taking into accotumarious types of DVD extra, points 2 and 4 have the same aims.
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As a result of addressing these points, ¢hapter will demonstrate how the extras assist in
making the DVD releases of 4Digital Asia and Third Window distinct within the UK market.

The distributors include a diverse amount of material within their special features, and
the discs are often the lgnrmeans of viewing this content. Footage from the DVD extras is
not available on either of the companiesd w
Asia and Third Window (from 2008 to 2010) are often the first Engéisiguage releases for
these films'? The extra material that is included on the DVDs h&® been exclusively
licensed for their disc§4 Di gi t al Asiads DBYDY hal Owsniteat o ft h
hereunder has licensed the material contained in this videogram faonanerical pivate
use only and prohibits any other U'Teird copyi
Windowds DVDs all include a similar stat em
supplied or distributed by way of trade outside the UK and Eire without @mpliopnse from
Third Wi n d°omherefre, linmesldition to the titles they release, the distributors
provide exclusive information regarding certain aspects of the films. The chapter will present
case studies which demonstrate the purposes-cifadating promotional material on both
4Digital Asiads and Third Windowbés DVDs. Tl
through directors, cast members, theatrical releases and material which directly addresses its
Vi ewer s. The di st age breatean sdilitionas \eewirg fexperidnee thato o t

makes the disc releases and their special features distinct, rather than stngtygréhe

“The following DVDsd UK release dates can be confir mi
The only films from 4Digital Asiabs catalogue tha
DVD release da): Black Kiss(dir. Tezuka Macoto, 2006Y,0-Yo Girl Cop(dir. Fukasaku Kenta, 2006)pkyo
Gore Police(dir. Nishimura Yoshihiro, 2008) arideatball Machingdir. Yamaguchi Yudaand Yamamoto
Jundi chAl,l 2400i5g)i.t al As i athesUKaverdaeailable subséqeestly fromlUsfa s ed i n
distributors, except foiStarfish Hotel(dir. John Williams, 2006)Cyborg Shédir. Jaeyoung Kwak, 2008),
Hidden Fortress: The Last Princegtir. Higuchi Shinji, 2008), anKaiji (dir. Sato Toya, 2009).
InNThi rd Windowds catalogue, the only film that was
Kamikaze Girlgdir. Nakashima Tetsuya, 2004).
13 Noneof the botage discussed in the chapter was found threisgfo-streaming websites, suchsuTube
“Allof 4Digit al Asi ads DVDs have this casesat ement printed on
BAl'l of Third Windowés releases have this statement |
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materi al to promote a filmdéds disc release f
there is evidence dhe latter, there is not often an equivalent for a UK reléase 4Digital
Asia and Third Window both have to formulate additional viewing experiences from this

material to distinguish their releases.

The Purpose of Documenting the Directorods RO

Directors make up a large proportion of footage within DVD extras. Whether as part

of a makingo f , i nterview, Oor as an appearance at
regarding a filmdés production are odctoren cau:
often receive 6the |ionds s H%Onmany4aDipitalAsiav er ag e

and Third Window discs, this is indeed the case. The 4Digital Asia DVDs @faath Note
films i Death Note(dir. Kaneko Shusuke, 200@peath Note: The Lst Name(dir. Kaneko
Shusuke, 2006) anbeath Note: L Change The Wor{dir. Nakata Hideo, 2008) provide
illustrative examples. These discs contaweatrange of special features, most of which are
types also found on bo'f Wihid thas¢ variobis éxtoas, shé ot h
director is a constant and prominent figure. The makiipga common feature on all three of
these DVDs (and many of the other releases), particularly demonstrates this trait. Such
characteristics have been found by exang the makingp f sé content , t heir
aspects of their respective films, and their links to other extras. 4Digital Asia and Third
Window not only provide footage that docume
perspective as an expence to share with DVD viewers.

In this respect, the director is utilised in a way that goes beyond their figurehead

status, which was highlighted in Chapter One. In the special features, the director is not just a

16 Arthur, op. cit, 40.
" The content of the 4Digital Asia and Third Window DVD speciallfies can be seen in Appendix One.
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name, but a person who converses amneracts with actors, cameras and colleagues during
filming. Such a perspective within makkeds has been noticed before. In older footage, Paul
Art hur not es: 6There is a peculiar tendenc)y
metaphoric conjunctio o f movi e engi neer?® Fathedmoré, yaitei c a | (
examining several makingf s f or | ater productions, Bar ba
provides ample opport ull Parkgrafddarkeraagréeithatmin allg a u-
typesofspecal features, O6éwhat emerges in this fo
a particular dir ec® Folowing these clants,ethe eiredton is bothe n e 6 .
elevated and emphasised within DVD netxher as.
only one through whicliilmmaking isdocumentedn the DVDs released by 4Digital Asia
and Third Window Both the director and cast are often used to provide an insight into a
filmés production which is docurméeret eddi rwictt hoir
experiences with DVD viewers.

The DVDs forDeath Noteand Death Note: The Last Naneclude typical making
ofs within their special features. In these extras, the director speaks to a camera in response to
guestions asked, as do the starsaddition to footage of the cast and crew filming certain
scenes. Ot her explanatory points are also d
decisions on how to shoot a particular scene oreaeha specific effect It is the actions of
the drector that are often central within this footage, in order to convey their experiences to
the DVD viewer s. Kanekods DeatgNotdiimsisdxmathedl e f or
in both makingofs (as the films were made back to back so that they cmutdleased in the

same year). It is particularly emphasised within the makinfpr the second film, as the

18 Arthur, op. cit 41.

YBarbara Klinger, 6The DVD Cinephil e: -W)mBenhnety Her it au
andBrown, op. cit p.39.

20 parker and Parkeop. cit 20.

% These captions are subtittedinl§ 1 i sh, as are the cast and crewds di al
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director is told of the positive reviews and boftice success of the first film while on sete
is the last to be congratulated with flowerslachampagne after completing the final scenes
for the second film, whereas he had earlier congratulated the actors as they finished their
scenes. Relationships with the director also convey aspects of his role, through either the
cast 0s ¢ o mm# tha directorr Fortinstansee in the makiogfor Death Note: L
Change The Worldthe actor Takashima Masanobu comments on working with director
Nakata, as do other cast members. However, the actor also states that he is a fan of the
di r ect orn,spartaculanlydoyuref (dih. Nakata Hideo, 1996 known in English as
Donoét DFdkeUpfore, the special features gi
through either the documentation of his actions or the perspectives of actors. The director is
an individual who signifies a particular personality or a certain set of meanings according to
their colleagues.

The Death Notemakingof s ar e not the only exampl es
documented, and do not illustrate the only means by whighdonveyed® The 4Digital
Asia DVD of Starfish Hotel(dir. John Williams, 2006) intercuts interview excerpts with the
director, in English, alongside footage of him on set as he speaks in Japanese to other cast
and crew members.In addition, the makingf includes comments from the actors, and the
interview footage with the director is included as a separate feature on the disc. Both the
directorbés own experiences of making the fil
DVD. Her e, st hpeerdipreedtiovred i s not the only on

production, but viewers are given the option of hearing more of his views.

Z6Dondt Look Upe Intetndt Mévie DatabagivDbinaccessed 27/03/2013,
http://www.imdb.com/title/tt0229499/

% The content of the 4Digital Asia and Third Window DVD special features can be seen in Appendix One.
24 John Williams is originally from Wales, but now resides in Japan where he makes films in the Japanese
languagé 6 John Wi | | i ams 6, eladcessed@/08/2013Fi | ms websit
http://www.100meterfilms.com/en/about/staff/john.html
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However, the director can sometimes be the only crew member interviewed within the
special features. Despite thisnitation, their insights can still highlight the collaborative
process that they undergo during a Kaketamds pr
(dir. Ando Momoko, 2009), the director is interviewed before a screening of the film in
London (where sh also speaks in English). Ando is questioned her experiences of
filmmaking and her backgroundn regards to her education in England and actors in her
family (particularly her father and sister). This allows her to subsequently discuss her
preferencesor certain colours and images in the film, but she also mentions anecdotes about
meeting and then working with the female leads of the film (Mitsushima Hikari and
Nakamur a Eri ko). The directoros i nsights
understandig the influences on the making of this film, as well as how certain cast and crew
members interacted with each other.

As this section has shown, the director illuminates the processes involved in making a
film through being documented within the DVD spéci@atures. Furthermore, the
distributorsdé intentions for this material a
which the footage was recorded in Japan. The director is not just a name linked to a film, but
is seen and heard in regard toite act i ons concerning a fil més
is being interviewed during or after a film shoot, or simply being recorded while they direct
actors and crew members, their experiences are being shared. When available, as-a making
of, intervieav, or other type of extra, 4Digital Asia and Third Window see the footage of a
director as a further viewing experience tha
extras could be potentially wused asuttheoot age
distributors only make them viewable on the DVDs. 4Digital Asia and Third Window
recognise that the experiences of the directors can alberie significant to the DVEH

viewers, whether they are conveyed by a member of the cast or a directberifore, the
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insights of the cast also illustrate another set of experiences that can be documented within

the special features and provided to DVD viewers.

The Purpose of Documenting the Cast

Footage of the cast members provides additional matartaki extras on UK DVDs
of Japanese films. They have already been highlighted in regard to redkiagd interviews
t hat include the directors. Whil e they help
t hrough discussi on eocommentsfandl erpérences ofale wast areo n
prominent too. In taking steps to examine the content of maksm@nd other features, as
well as their relationship to the films and other extras, the importance of the cast members
becomes evident. One partiaulexample provided by Third Window illustrates this finding
amongst their other DVD releases and those from 4Digital Asia. The makifty Love
Exposure(dir. Sono Sion, 2008) records the comments of many of the lead and supporting
actors in between thi@gming of certain scenes on set. The director is spoken to as well, but
the actors do not always discuss working with him. Different topics are spoken about by the
cast, showing that they wish to share certain aspects of their experiences. Many béthe ot
4Digital Asia and Third Window DVDs include such footage in their extras, and further
examples will be used to demonstrate this pattern. As a consequence, the cast are the centre
of attention within many DVD extras, in comparison to the prominencéefdirectori

though both can be used by the distributors to distinguish their releases.

The role of a fil mds cast members within
t heir rol es ar e often seen as Il i mi t ed t o C
interpretation. Paul Art hur states that 60ea
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makingof s, often to aid the repr®®Breokey andi on o
Westerfelhaus also find that cast members are regularly featured incandioentaries, and
their views can often affirm a dfNedatdJor 6s i
Evans has then found that actors can literally be used to narrate and present certain
information to viewers of makingfs and other features) ia similar fashion to examples
found by John Caldwef’ However, they do not suggest that actors are also sharing their
experiences with viewers in order to achieve these aims. The special features on the 4Digital
Asia and Third Window DVDs significantlgemonstrate these experiences, in addition to
aspects which signify the promotion or interpretation of a film and its narrative. Comparisons
can be made between these findings and those highlighted in Chapter One (particularly those
concerning how starsanscend their media text®)put the footage in the extras alsoego
beyond the commercial uses that the cast represent to the distributors.

The makingof for Love Exposurel o c ument s much more t han hi
were shot. The special feature igechour long, and is found on a disc separate from the film.
Many of the 4Digital Asia and Third Window DVDs have their films and extras on the same
disc?® Their makingofs are usually between 20 to 30 minutes long and do not often amount
up to 60 minutesAlso, the DVD extras all share similar traits in their makaigi footage
of the cast and crew on set, intercut with comments, interview footage or narration from
either the actors or director. As there is a large cdsbwe Exposuretheir experiencgon set

could justify the -béngfFbhbrohetmer i | mbs mak mo

% Arthur, op. cit, 41.

®Brookey and Westerfel haopscit33®i ding Homoerotici sméad,
JohnCalde | | , 6Prefiguri ng bBoiéBndBahindhescefes asHistsric Telhdsiori n g
Programming Strategi es Promtitqop.dM@rels 6 ,Niicro | Breoihy theEtv aanrsd Bl
magic? DVD extras anthte pl eas ur e b ehr600),Gontintum: Jeuma of Media anfl Gultural

Studies 24:4(2010, 587.

BjJjeremy G. Butler, 6The star syst em TreOdordtutedtoy woodo, |
Film StudieqOxford University Press, 1998), pp.383; Richard Dyer3ars (London: BFI, 1998), p.60.

2 See Appendix One.
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in length. But it is not just the amount of acting on set, and the filming of scenes, that is
detailed in this special feature.

Interpretationsofte f i | més story via the thoughts
than as part of a separate feature (such as an audio commentary). These comments often lead
to anecdotes from the cast, on working with the director and other actors. Subsequently, this
can sometimes lead to the actors musing on the current state of their careers, in regard to
previous work they have done and what they hope their work on the film allows them to do
next. The two young leads inove ExposureMitsuhima Hikari and Nishijimarakahiro,
particularly make these statements. This potentially adds extra meaning to the end of the
makingof, when they are congratulated and presented with flowers by the director (a gesture
which they both reciprocate), as it signifies a milestondagir tacting careers. Furthermore,
the wider context of the actorsd careers anc
experiences on t he DVDs di stinct, and not
production.

Similar anecdotes appear withirany other 4Digital Asia and Third Window DVDs.
TheDeath Note: L Change The Worahd20" Century Boysnakingofs also empasise the
actorsodé6 perspectives. T h iis sharter exerds,ssoch ashtlee c a s «
makingof for Kaiji (dir. Sato Dbya, 2009 released by 4Digital Asjaand the interviews for
Fine, Totally Fine(dir. Fujita Yosuke, 2007released by Third Windo)w Viewers of these
extras are not just sharing in the experiences of actors in regard to a particular film. In almost
alinst ances where the filmsdéd production is do
presented as i mportant moments within the a
actors are established stars in Japan, their emphasis within the UK DK43 eng¢ans that

they are being highlighted as recognisable personalities in the Japanese film industry because
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of the distributorsdé inclusion of tHhass mat e
significant in relation t@ specific film).

It is not only the makinp f s which potentially place
experiences in the context of their overall careers. Other special features can accompany the
makingofs, and can give alternate perspectives. The 4Digital Asia reledseYod GirlCop
(dir. Fukasaku Kenta, 2006) includes a makaigas well as interviews with cast and crew
members. In addition, one interview sees the lead actress, Matsuura Aya, discuss playing the
filmés title character with athiofealueeranyanet r es s
previously unaware becomes informed of the f
which Saito was the lead. Not only that, but the film is seen as a significant point in
Mat suurads career. | t edvgreat exentionalrough stantsrammd|! et
training with yoyos, but also an iconic one. Matsuura sees it as a great opportunity to re
interpret a character that already has a history within Japan, and mentions this to Saito. Here,
the context of these stars at@ir characters in Japan is directly explained through the DVD
extras, showing how the distributors also wish to use this context to distinguish their disc
releases and the content within them.

However, the DVD labels do not always use the actors owm@nts to achieve this.

The difficulties, as well as the opportunities, that particular roles can bring to cast members
can also be revealed through the DWD®d&s speci
of Matsuko(dir. Nakashima Tetsuya, 2006) indes a makingf and storyboardo-film
comparisons of certain scenes. These scenes are ones that include song and dance routines,
and they are frequent occurrences within the film. The lead actress, Nakatani Miki, sings or
dances in all of these scendsugh she is largely absent from the behimglscenes footage

in the makingof. Instead, many supporting actors, and crew members, say that the

performance was a lot of work for Nakatani. The storybaasfilm comparisons then act as
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evidence of this. Téstoryboards for the dance routines are shown first, followed by practices
in a dance studio, before the scene is shown in conjunction with the relevant song (which is
heard alongside the storyboard and practice footage). Evidence of the physical wiat& put
the role by Nakatani accompanies the comments made in the rekiDgplaying footage
of the practices required for the dance routines means that aspects of her experiences are
being shared. The details of Naksahanihé&s fpeé
production, but also the DVD release because
Within the makingofs and other DVD extras, cast members can be just as prominent
as the film directors and other crew membétswever, that doesot mean that they are
displayed in similar ways. The director is a figure that interacts with many other crew
members, as well as the actors. The cast similarly interact with many others, but each film is
often contextualised as one experience withinthe car eers. As a result,
are shared through the special features. The actors often provide their point of view on a
filmés production, in addition to the docu
anecdotes and topics of consemst i on can al so highlight how
career, and broader contexts of Japanese culture (for example, mass media, such as film and
television). The extras distinguish the fil:/
intention of the distributors that results in distinct content on their DVDs. Though the
comments of the cast can be conveyed as discourse that promotes aspects of a certain film,
they are not limited to being used in this way. As has been seen in analysingptiteit,
extras including the cast can provide a wider perspective of the Japanese film industry and
Japanese culture through documenting one fi
also recirculate footage from events promoting the theatridakse of films in Japan, which
signify both the filmsé wider contexts and &

releases distinct.
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The Purposes of Promotional Events

Film premieres, press conferences and stage greetings are often found @&n DVD
released by 4Digital Asia and Third Window. As with the other extras, they provide viewers
with additional experiences and meanings re
These special features share &g and dradistinttor mat
from other extras, such as makiofs and interviews. Because of their differences, their
content and relationships with their respective films and other DVD extras can be examined
closely.The 4Digital Asia DVDs also include these rexe more often than the Third Window
DVDs* The release oWampire Girl vs Frankenstein GifVGvsFGi dir. Nishimura
Yoshihiro and Tomomatsu Naoyuki, 20094Digital Asia, 2010) is a typical example.
Recorded before a screening WBvsFGin Japan, the faage documents certain cast and
crew members greeting the audience and answering their questions from the stage at a cinema
(aneventcalleds t a g e g.rTlkoagh the gaauction of the film, and interpretations of
its narrative, are often dicussed at these events, they also provide additional experiences of
the cast andrew that can be shared with Ukewers of the DVDs (and not just aadces in
Japan). Moreover, due to their format and specific traits, they significantly stand out from
other types of special feature, providing further evidence of how the distributors use certain
extras to make their DVDs distinct within the UK.

Stagegeet ings are a regular occurrence on t

and they are sometimes categorised as press conference or film premiere footage. Such DVD

% Thee are twelvelDigital Asia DVDs that include age greetings footagBeath NoteDeath Note: The Last
Name Death Note: L Chang The Worldo-Yo Girl Cop X-Cross(dir. Fukasaku Kenta, 2007)pkyoGore
Police (dir. Nishimura Yoshihiro, 200820" Century Boys: Chapter Or{dir. Tsutsumi Yokihiko, 2008),
CyborgShe(dir. Jaeyoung Kwak, 2008 Vampire Girl vsFrankenstein Gir(dir. Nishimura Yoshihiro and
Tomomatsu Naoyuki, 2009320" Century Bog Trilogy(dir. Tsutsumi Yukihiko, 2002009) andKaiiji.

There are twd hird Window DVDs that include stage greetirigstage Memories of Matsukand
Fish Story(dir. Nakamura Yoshihiro, 2009
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extras are promotional material, similar to that which has been found in other sioties.
Caldwell and Graeme Harper emphasise that electronic-kites€EPKs) preceded DVD
special features, and that they share many characteristics. The EPKs were disseminated to
various media press outlets, so that their content could be drawn uportidtasaand
programmes that woul & Thisiwbuldafterd includedirsterviews,o mo t i
outtakes and behinthe-scenes footage. Hight mentions that many DVDs with an extensive
range of extras can al so contraibBsserfialymamyge fr
paststudiesargue that all extras have similar aims and purposes on DVDs, suggesting they
have uniform characteristics and content. However, the stage greetings footage is not adapted
or reedited to disguise the fact that it docuntsea promotional event, and its characteristics
provide a viewing experience separate from the extras already analysed in the chapter.

The stage greetings forGvsFG provided on the DVD from 4Digital Asia, are a
typical example. A presenter with a michagme introduces certain members of the cast and
crew on to a stage in front of a cinema screen to converse with the audience. In the instance
of VGVsFG the presenter is one of the supporting actresses in the film, Kametani Sayaka.
She plays a nurse whosésts a doctor in illegal experiments. These result in the reincarnation
of the doctordés daughter as the titular Fr
Vampire Girl. The respective actresses for these title characters are also on the stage, Otogur
Eri and Kawamur a Yuki e. They ar e joined b
Tomomatsu, who explain that they shared their duties by directing approximately half of the
filmdéds scenes each. Both the <cast aiende. cr ew
These comments can be seen as an addition to footage within other features, such as making

ofs (and one is also included on ti&vsFGdisc). But the recorded footage also represents

cal dwel | , Pr o eop cttpp. 298806 Harperpp.cie é |
32 Hight, op. cit, 10.
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another experience of the cast and crew, showing that theirtiastivi regard to a particular

film do not end at a fil mdés production. Wh e |
experience of the stage greetings event, w t
theatrical release was promoted in Japan,asweh s f ur t her i nfor mati on
production.

Therefore, while similarities have been found across several maksngnd
interviews, the stage greetings represent a significantly different type of DVD special feature.
They clearly document promotional event, and so are primarily promotional material by
definition. But the distributors do not simply-use footage from these events to fill up space
on a disc. The stage greetings document experiences of cast and crew members different to

thosewithin makingofs and other DVD extras. They do much more than promote a film, or

the personae of the cast and crew, as they
interpretation of the filmds nar regteetige or r
make the DVD viewers aware of the i mpact of

on theVGvsFGdisc illustrate the characteristics of these features, which are found on the
4Digital Asia and Third Window DVDs. These extras provide ega t det ai | on t
context in Japan, as a corresponding event is not likely to have occurred in the UK.
Therefore, the footage is essential i f UK wvi
Japan. Furthermore, when the distributors inclinige dontent on their discs, they continue to
make their releases distinctive in the UK market through their special features.

The format of the stage greetings, as in\Wi&/sFGexample, is similar within other
instances on the 4Digital Asia and Third Wind DVDs. Despite their uniformity, their traits
allow for a variety of different experiences
Asia DVD for Cyborg She(dir. Jaeyoung Kwak, 2008) contains several stage greetings

featuresi listed asfootge from t he fil mébs screenings at
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Film Festival 6, 6Japanese Premiered and 060pe
the director is presented with a cake, similar to the one the male lead receives frontathe titu
female cyborg. The cake provides meaning as
use for congratulating the director for his work. Actions before and after the stage events can
also be documented i n t here,the tsvalsads (Ayase Harulsa. | n
and Koide Keisuke) reminisce about the filnn
going to. They exhibit trepidation, suggesting that greeting an audience is much more
stressful for actors than filming on a set. ThéDviewer is given exclusive access to these
views, as even the audience at the film festival is not shown the conversation. As a resul,
further i nformation is given on the i mpact
screenings, especially ingard to the cast and crew. In particular, when viewed after the
film, these extras communicate further meanings and experiences stemming from the scenes
in Cyborg She

Events on stage can also go beyond the typical format of greetings and screenings. On
the Third Window DVD forFish Story(dir. Nakamura Yoshihiro, 2009) is a recording of a
|l ive music performance at Tokyods Tower Rec
released by a Japanese punk band in the 1970s eventually helps save the worlddtean a m
strike in 2012. The actors who play as the band members in the film had to practice the song
for the filmés production. As part of the f
Tower Records, where they were joined by the writehefdfongSaito Kazuyoshig popular
Japanese guitarjst Al | t his information is explained
announcements to the audience at the performance. The meaning of the song within the film
is important to the narrative, and the signifcae of t he actorsé perforrt
writer are obviously important to the excited audience. The feature allows any potential DVD

viewers to realise the importance of this knowledge for fans of Japanese films and music. In
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addition to documentingg pr omot i onal event and relaying
performance itself is an experience that the footage shares with DVD viewatsit gives
further emphasis to its significance within the film.

Through documenting events tied to a theatnieddase of a film, the stage greetings
significantly stand out from other special features. Footage of promotional events can support
existing conclusions regarding the commercial aims of DVD extras. Such conclusions cannot
be denied, as these extras andket DVDs 6 di stribution and mar ke
industry, which is essentially a commercial business. However, defining all special features
as only promotional material ignores their varied content. The DVD extras demonstrate the
creativiiy and originality that i s needed for a f
production. These events constitute additional experiences that cast and crew members share
after the production process, as demonstrated by the types of extras usually categorised a
stage greetings. The distributors signify the importance of these experiences to their DVD
Vi ewer s, as the footage explains how the ca:
Due to the stage greetingso dotnguishthes@VD wi t h
releases. Stage greetings may not always occur, or be recorded, for certain films, but there are
many other perspectives that are often included within the content of DVD special features.

In particular, a tendency in several extrahes direct address of their potential viewers.

Additional Purposes of Special Features

The acknowledgement of DVD viewers and their interest in extra material has been
briefly addressed in some existing research, but it is often overlooked. However, the
acknowledgement of viewers, both directly and indirectly, is prominent within the extras on
the 4Digital Asia and Third Window DVDs. Both labels heavily repurpose Japanese

promotional materials as additional context for their releases. No alternative tcoragn
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exist for the benefit of a UK audience, though the distributors use the material to distinguish

their DVDs as much as the traits of the Japanese films. While this characteristic has defined
some of the extrasd cont amghlights ancherdsgttethat al y s e ¢
is evident throughout all of the special features, and not just malsngnterviews and stage

greetings (for example, some discs also include music videos and short films). The special

features can either directly a#ds viewers within their content, or indirectly address the

viewerso6 potenti al i nterests that relate to
t hroughout the analysis of the 4Digital As
alongside theirlink t o t heir respective films and oth

discs. The Third Window DVD oKamikaze Girls(dir. Nakashima Tetsuya, 2004) has a

great range of special features, in contrast to many other films released by the distributors.

Fu t her more, the extrasd traits strongly il/l-u
are also visible within several other DVD special features disseminated by both 4Digital Asia

and Third Window.

As mentioned earl i er, t@\material ihasvbeen brigfly i nt er
addressed in some existing research, but its importance has often been overlooked. Barbara
Klinger hints at the direct address of DVD viewers within some special features, by stating
t hat DVD audiencesoOoawkotaeat pdi ag-thdfseemes X d £ u s
information. Moreover, she concludes that this intentionally disguises the commercially
controlled aims of this material. As a result, it is suggested that nothing further can be
revealed from investigatingpscial features within subsequent studies that share these
conclusions* However, some researchers have looked beyond the commercial perspectives

within DVD extras.

¥ Klinger, op. cit pp.6874.
34 caldwell,op. cit Harper,op. cit Hight, op. cit
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The predominant perspectives put forth by other researchers are those that reflect and
expand upon the filmviewing experience. Aaron Barlow claims that additional information
on DVDs both affects and aids discussions of films within academic settiBgsison also
explains that the special features are evidence of film producers and sttilisogy uthe
DVD format to intentionally expand one or more narratives for several purposes (for
i nstance, to expand wupon certain generic tr
narrative)’® Martin Barker and Kate Egan have then noted a refledtiait that is evident
within some extras. Their content allows viewers to acknowledge their memories of viewing
a certain film within another context, or a certain narrative within another medium (for
example, booko-film adaptationsf’ Such reflectiors can also be found within special
features on the 4Digital Asia and Third Window DVDs, and often within the content
displayed to viewers, such as comments made by actors and directors. The reflective
comments and addresses to viewers signify more contiémn the extras that is distinct
from the characteristics already identified, and is intended by the distributors to be used
beyond the extrasdé superficial function as p
Third Wi ndoKahikazeDOikIBivasoofiginally released idanuary 2009.
However, it was subsequently-released as a two disc edition in February 2010, due to it
being one of the dist riTHeintewiews with the ferhale feadp u | ar
(Fukuda Kyoko and Tsuchiya Anna) from the one disc ediignstill included. But now

there is also a makingf, an interview with the director, a short film, deleted scenes, and

35 Aaron Barlow,The DVD Revolution: Movies, Culture and Technol@igyndon: Praeger, 2005), pp.122.

3 Denison op. cit, pp.1779.

%KateEgan and Martin Barker, O6The Books, The DVDs, The
Mathjis (eds)Wat chi ng The Lord of The (Rawvgls PetelLangk008noés Wor | ¢
pp.83102.

38 Adam Torel, director of Third Window Filmbas confirmed this in interviews he has featured JrHurtado,

6Video Home Invasion: Third Wrwitahwebsite: acdesaed 28/03/200H duct i o
http://twitchfilm.com/2010/12/videtbhomeinvasionthird-windowfilms-introduction.htmj

Michael Leaderd On | i ne Wor | ds a nWidBmevsbsite, aadessed 28/03/2013,i t y 0
http://wildtyme.blogspot.co.uk/2011 06 01 archive.html
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trailers included® The makingof contains comments from the cast and crew, alongside the
footage of scenes being filmed, as do othekingofs. But one significant difference is the
direct address to the camera within some of the comments and footage. This is usually done
by the actors in the cast &famikaze Girls and they introduce themselves by mentioning
what other Japanese flmsnd t el evi si on shows they have st
can be a useful reference point for DVD audiences in Japan. Outside of Japan it can serve a
similar purpose, as well as inform viewers of films and television shows that they may not
have leard of before. In Western media, such information is instead usually found in posters
and trailers’® whereas 4Digital Asia and Third Window have been able to provide these
details in the form of an extra viewing experience.

Other messages directly spokenpotential viewers are found in the other special
features folKamikaze Girls At the end of their respective interviews, Fukuda and Tsuchiya
each look at the camera and say that they hope viewers of the film enjoy it, think about its
themes, and to tryatching it both individually and with friends. Though the interviews are
clearly part of the filmbés promotion (as t he
actressesd messages ask viewers t ostvaehiti ousl y
as entertainment. The hope that viewers may find elements within the film that they wish to
explore further is evidently shared by Third Window due to the inclusion of these extras. In
addition, the distributor continues to illustrate this demcy in other special features
distributed alongside the film.

Indirect address to the viewers is also found within this DVD release. In the two disc
edition of Kamikaze Girlsa short film regarding the origins of a minor character (Unicorn

Ryuji, played by Abe Sadao) accompanies the other extras. While this relates to a specific

¥To confirm the DVD extrasd content, please see Appe.l
““Bar bara Klinger, ¢Dicerpds soino masn dairtlinesmado@adPa4(io890 R e
3-19.
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character in the film, another extra is not similarly related. A music video for a song by
Tsuchiya Anna, entitled O6Taste My Sé&somb, i s
that features irKamikaze Girls yet Third Window has added it anyway. The short film
suggests that there is an interest in this character within Japan, and so fans of the film may be
interested in the charact er also seems tg thinksUKon t h
Vi ewer s ma y be i nterested I n t his story,
simultaneous promotion of a particular pop s
music video indirectly informs UK viewers that Tsuchiyebath a pop star and an actor in
Japanese medi a. Therefor e, the distributoro
indirect address of the viewersodo potenti al [
The direct address and acknowledgement of DVD viewers may at first seem
specificAk | y related to certain elements within a
patterns are found within other DVDs released by the distrib{itarse 4Digital Asia disc
for Black Kiss (dir. Tezuka Macoto, 2004) contains two interviews with the ctiing
explaining his aims for how he BilackiKesh)d,edand e
the twists in t IBlckKddo)t. (TohTer uttwwo Biemhtienrdvi e ws
same setting, but remain divided across two features, and arditeottegether. Whether the
features were filmed and edited separately
4Digital Asi a for the DVD release, t he f oc.t
stylish set design and effects are emphasisedignificant aspects of the film which may
interest its viewers, as wel |l as the narrat
serial killer. At the end of the feature about the plot, the director even mentions that he hopes
to make a sequeplying that this isalsowhat audiences want to see. Tezuka seems keen to

make his films appeal to audiences, so that they will continue to be watched. Such interview

1 Appendix One confirms the extras on other 4Digital Asia and Third Window DVDs.
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content could be seen as an address to viewers, and an attempt to sustain a syl fan

a directorods output. However, the features a
can also encourage viewers to recommBlaatk Kissto others. A possibility could then be to

share the knowledge learnt about the film with these vieward discuss their thoughts on

the narrative.

Short features that are intended to give out specific facts about films, rather than
multiple ones within making f s and interviews, are also fou
4Digital Asia DVD forX-Cross(dir. Fukasaku Kenta, 2007) contains an extra which explains
the language used by the residents of a mysterious village in the film. Far from being
unintelligible, the language is shown to be lines of dialogue which are then played backwards
within thefilm itself, making them seem strange to any visitors to the village. Another pattern
found by Klinger within DVD extras, particul
to their viewers, would seem to explain the purposes of these fe#titerever, both the
4Digital Asia and Third Window DVDs often go further within their exfidsy encouraging
people to watch their films and share the information with others.

The Black KissDVD may have indirectly encouraged viewers to watch and discuss
the film with friends, but this intention is more evident in other examples. The Third Window
disc forFine, Totally Fine( d i r . Fujita Yosuke, 2008) only h
male leads as special features (which may seem incomplete, as theotiiberrs a love
triangle that develops between two men and a woman). Both actors are interviewed
separately, and are questioned about their work on the film and with the director. They are
also aware that their comments are being recorded for DVD viewsesadtors say that they

hope people will watch the movie and enjoy it, and also say that they hope people who have

“2Klinger, op. cit pp.6872.
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bought the DVD have enjoyed the interview. T
their experience with the DVD viewers, as wellaasaim to encourage the viewers to share
the films with others.

In addition to these intentions, topics of conversation within interviews and other
extras may encourage DVD viewers to think about a certain subject. The Third Window disc
of Lala Pipo (dir. Miyano Masayuki, 2009) has an example of such a feature. Alongside a
makingof for the film (which is about several people involved in the pornography industry),
a separate set of interviews are presented as reflectiothe meaning of sek,i t | etds &6 Wh a
Sex?60. Al the actors are asked this same ¢
title of the feature is also posed as a question. In addition to giving insights into the thoughts
of the cast, t he quest i on thiok\@boattwhat tkeir &swer? 6 a |
would be.

The acknowledgment of DVD viewers through indirect means or direct address has
illustrated how this material is intended to be viewday both the Japanese filmmakers and
the UK distributors. All special featureart potentially be viewed by those who purchase a
DVD disc, but they are just as likely to only watch the film. Despite only having a possibility
of being vVviewed, t he intentions within the
comments and footage thate aimed at deeply engaging their viewers, and acknowledging
their potential interests in certain aspects of the films. Furthermore, the special features
document experiences of the cast and crew. Ma&facgand interviews document and chart
their actionsand memories on a film set, but the interviews and comments recorded on
camera are also additional experiences. Acknowledgement of viewers watching the special
features could mean that they are addressing viewers of the DVD in Japan. However, 4Digital
Asia and Third Window have decided to include these extras on their DVDs released in the

UK, suggesting that UK viewers may be interested in their contents. Whether they are viewed
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or not, the distributors have provided additional viewing experiences ordibes; alongside
the films they are distributing. While the special features can initially be seen as promotional,
they in fact inform viewers on numerous aspects of the Japanese context in which they were

produced and released.

Conclusion

4Digital Asimsand Third Windowdés treat ment of the
its intended use as additional viewing material. These of material that was originally
created for a filmébs promotion is not [ 1 mi
Klinger)”® b u t in fact informs viewers about mu | t
Japan. Through detailing the experiences of the cast and crew; documenting the events
related to the filmsd theatrical relabases
interests, the extras reveal several facets of the film industry in Japan and its culture in
general. The special features may have the most significance in relation to specific films and
their narratives, but they do not have to be interpreted imtlisy al one. Il n adapt
methodical steps for examining DVD extras, what have been revealed are the many
discursive meanings and patterns that can be found within the extra content of the disc
releases.

Moreover, the DVD labels make their releasesinict by including exclusive special
features. The footage is often recorded as
The distributors do not raese the footage for a similar reason in the UK. Instead, the special
feat ur es doc uromotioh in Japaa, ag well asdndludipg material that details

certain aspects of their production. The distributors purposefully include the extras,

3 Klinger, op. cit pp.6874
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demonstrating their belief that DVD viewers can have an equal interest in both films and
extra viewing mateal that the format can exhibit.. As a result, the chapter has demonstrated

how these extras can potentially create another viewing experience for the DVD viewers.
This i s because the special featureshicthet ai |l
have been demonstrated through the extras?o
promotional material originating from Japan can baised by the DVD labels for similar

reasons within theiown distribution practicegiDigital Asia and Thid Window only reuse

one type of promotional materi al for the sa

will be investigated in the next chapter.

99



Chapter Three: TraileisHowth e DVD L dleel s® Re
Japanese Promotial Textsto Distinguish Themselves

Keith M. Johnston states that trailers a
boundariesd, due to the fact that they appea
and communication devices, as well a¢lD" They are texts created separately from a film,
which are then used for 4 Thé 4Digiab/Asia and Thikdce t i n g
Window trailers appear on both the distribut
releases to DVD viewerand visitors to their webpages. On the DVDs, trailers for both past
and upcoming releases are provided, as well as those for a specific title. They are used
identically on both the discs and online, e
it hieaa Ir 0 i bothafiwhiehreger to their origins in Japatowever, loth the 4Digital
Asia and Third Window trailers are oftenedited and translated before beingused. In re
using the trailers and emphasising their Japanese origins, the disgibighlight specific
aspects ofhe filmsthat they wish to emphasise, in order to both distinctively promote the
titlesand the | abelsd distribution practices th
4Digital Asia and Third Window negotiate betan generating theiown promotional
material and raising similar sources from Japaks a result, they distinguish themselves as
distributors of Japanese films, and as DVD labels within the UK market.

The research of trailers is a relatively new fieldd aas a result there are several
debates over how they should be conceptualdi
and Third Windowdés wuse of trailers that e mp

illustrates and provides contrasts withstixig findings. For Lisa Kernan, the trailer is used

! Keith M. JohnstonComing Soon: Film Trailers and the Selling of Hollywood Technalbggdon:

McFarland and Compan2009) p.25.

David Sin, oOMar ket i rBflScréemOninévebsite acdessAddl§/@4218,s i ng 6 ,
http://www.screenonline.org.uk/film/distribution/distributié.html
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particularly for the pr o’nHoweve this does nat takeiintomo6 s t
account the appearance of trailers on DVDs w

Johnstonacknowl edges the diverse media platforn

research, and sees them as 6émobiled texts wl
of contexts (such as in cinemas, and on DVDs, mobile phone$, Btgddition,h e t r ai | er ¢
basic elements cross geographical boundari es

trailers reedited for the USA and the UKRe-edited trailers are found on several 4Digital

Asia DVDs, but both 4Digital Asia and Third Window alstranslate the
Aoriginal 0/ At heatrical 0O-ediingathehfeThese tfaiters rare J ap ar
therefore more mobile than either Johnston or Street have previously claimed. The DVD

| abel sd6 tr ail e-edied, and ean e used asimijaia » sliffenerd country
following a filmds theatrical promotion in
Asia and Third Window suggests t hmanificancer t ai n
to the distributor$ in order to both promotiemselves and each of their releases.

Close textual analysis of the trailers will reveal patterns within them. The content and
conventions of trailers have been the basis of past studies, and from their characteristics
patterns of discourse can alsodeeint i f i ed. Johnstondés summati o
parall el with those outlined by Kernan and
musi c and’ These aspects/vellrbe the points closely analysed within the trailers

for films released by 4Digital Asia and Third Window. The traits of the films emphasised

% Lisa KernanComing Attractions: Reading American Movie Trailétiversity of Texas Press, 2004) 1.

* Johnstonpp. cit p.25.

®Sarah Street, O6fiAnother Medium Entirelyo:in Esther Har
Britain, 19401 9 § Kisiorical Journal of Film, Radio and Televisio29:4 (2009)433448.

® In addition to the DVD menus, the distributors usually only include one trailer on each webpage for their

individual releases. However, both 4Digital Asia and Third®gw do have their own pages on the video

streaming websitefouTube (www.youtube.com Here, all their trailers are viewable, and in the case of the

4Digital Asia releases, both the UK and Japanese trailers caevied.

" Johnstonpp. cit p. 154; Kernangp. cit pp.916; Streetpp. cit 443.
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through the editing and translation of t he
subtitles) signify what the distributors intend to emphasise as elemathia the films.

4Digital Asia and Third Window generate discourse by highlighting particular layers of
meaning within the trailers through their treatment of them. The distributors neither create

their own promotional material nor entirely-use the trailers exactlysdahey were originally

shown in Japan. 4Digital Asia and Third Win:t
their own distribution practices, in order to be seen as DVD labels that are disacise of

the methods they uses well as the contemtithin their film releases. In addition, 4Digital

Asia predominantly redits the Japanese trailers as UK versions, while Third Window

simply translates theiinmeaning that these differing practices will be investigated separately

within the chapter.

Yo-Yo Girl Cop ReUsing Elements of Spectacle

The DVD for YoYo Girl Cop(dir. Fukasaku Kenta, 2006) is not the only 4Digital
Asia release that has both the Japanese theatrical trailer and UK trailer on its disc. However,
it does contain the most strikingpmtrasts between the two trailers. With no voiceover,
minimal dialogue, and fewer excerpts, the UK trailer focuses on action and spectacle more
than narrative. The UK trailer is edited by 4Digital Asia to focus on elements of visual
spectacle, and contairtess dialogue and exposition of the narrative (through both voice
oversandintet i t l es) than its Japanese equivalent.
shows which aspects ofoYo Girl Cop 4Digital Asia has chosen to promote. The
reproduction okpectacular elements from the Japanese trailer, and their inclusion in the UK
trailer, is a gener al pattern that can be f«

be demonstrated through supporting examples). Detailing the basic conventioinstt

102



Yo-Yo Girl Coptrailers will provide evidence of how elements of specthold promote the
film and the DVD label
Spectacle is one of the most prolific aspects found in trailers for films. In his historical
study of the trailer in Hollywood, Jokton has found that trailers often focus on spectacular
images and effects, and adopts the metaphor of a former film marketing executive, Paul
Lazarus, to descr i®Mereprehisely this ermdeets to spediakeffects e s 0 .
sequences inlfns, usually generated through computer animation, which then become the
central focus of a filmdébs marketing campai g
has often been highlighted in other research asMgeihcipally, though, Sarah Streemnimst
succinct i n summing up the significance of
and mar ket ing campaigns for contemporary f
frequently deliver the most remarkable shots and sequences from thesféndealiberate
strategy to attract audiences thr8ugh concen
How spectacle is used is also highly significant. For example, Street then goes further
in the conclusions of her study. She claims that the changes betwed tand UK trailers
for the film A Night To Remembddir. Roy Ward Baker, 1958), a film about the fateful
voyage of the Titanic, reveal different intentions for the promotion of an individual film. The
suspense and shock created by a shot of the icalteng the ship, for example, depends on
when this appears in the trailer. The editin
have a great effect on a filmds promotion. |
Asia is that both th&JK and Japanese trailers for the films are often present on their discs.

Rather than significantly alter the promotional message for a certain film, the distributor is

8 Johnstonpp. cit pp.1213.

°Eri k Hedling, O6Framing Tol kn gi@E. Makhjisgad)lcedrobthe RiHgs;gh Conc e
Popular Culture in Global Catext(ColumbiaUniversity Press, 2006), pp. 2237; Kernan,op. cit pp.163

206.

10 Street,op. cit 444,
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foregrounding particular meanings in the trailers by presenting both versions to viewers
4Digital Asiabs choice of distinct elements
DVD release can be determined from comparing

of spectaclavithin its trailersis demonstrated.

Figure 517 Excerps of Yo-Yo Girl Copare intercut with silhouettes
of the heroine practicing her ym skills in the UK trailer.

The UK trailer for YoYo Girl Cop begins by showing a girl running through a
crowded urban area, with a bomb attached to her. Before sheecawgy from the crowd,
the bomb explodes, andaburntya i s | aunched from the girl 6:
both Japanese and English characters, subsequently spins on to the screen before a computer
animated yeyo cuts through it horizontallySilhouettes of the titular heroine practicing her
yo-yo skKills (as shown in Figure 5) are then intercut with sequences from the film: the heroine
having mugshots taken; the heroine launching hetygothrough the air in a shopping mall;
and then the herné taking on a group of adversaries with machine guns, before the trailer
fades to one final yyo swinging silhouette. These sequences in the UK tiaillee opening,
the title graphic, and the scene exceiptge all included in the original trailerofm Japan.

However, they are only shown for a few seconds at a time. The rest of the Japanese trailer is a

mix of shorter and longer clips from scenes within the film. They contain an equal mix of
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action and dialogue, and are intercut with cast and cregtgrntertitles and title graphics,

all of which are translated through subtitles (as shown in Figure 6). Other than these
differences, the same rapid elecigigitaranddrums music plays in both trailers. In essence,

the Japanese traileraimstogw® r e i nf or mati on about the filn
undercover Japanese agent who is armed with a deadly god is searching for a terrorist

cell in a school. In contrast, the UK trailer is solely dedicated to emphasising 4@ yo
wieldnghepi ne as the fil més spectacle, over her

narrative.

.:"‘,_" -
r'-_’.

* Who gave you those bombs?
[ :

Figure 61 YoYo Girl Copexcerpts are shown in the Japanese trailer, as
well as the translation of dialogue, intiétes and voiceover.

The fact thatroYo GirlCopi s a Japanese film is explair
cover for the film, as is the case with all of its other releases. This object has to be accessed
by a viewer before the UK trailer can be viewed on a D\ther on the disc foro-Yo Girl
Cop, or as part of the trailers that the distributor includes on all of its other DVD releases. So,
particularly in the latter instance, why should a viewer watefYo Girl Cop? 4Digital Asia
is presenting it as a unique Japanese film that uses-its welding protagonist to showcase

a series of spectacles. Both comptgenerated effects and lhagetion scenes are used in the
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UK trailer to emphasise this point, as is found in many Hollywood film trdifefiough
similar sequences appear in the UKiléra less information and narrative exposition is given
than in the Japanese trailer. The basic premise is put across through the order of the
sequencest here is a threat, and the filmds prot
that combine had-to-hand combat and yp 0 s . The fil mbéaredrawnque e
primarily from the visual spectacles offered ¥gYo Girl Cop Though this is not the only
element of a film that can appear within a trailer, the emphasis of spectacle regularly occurs
in other examplesl t i's not a characteristic that i S
trailers, but it is an aspect that the distributor can emphasise through its use of these
promotional texts.

4Digital Asia includes different trailers for severalitsf films, includingTokyo Gore
Police (dir. Nishimura Yoshihiro, 2008), and these examples exhibit similar contrasts to those
for Yo-Yo Girl Cop Here, the UK trailer and Japanese version are again presented, as well as
an extended 0 prioamostfive mihutes lond, making itdemdthier than the
other trailers, but it is very similar in its format (and is grouped with the trailers in the disc
menu). With little dialogue heard, the reel displays mostly scenes of bloody carnage taken
from thef i | m, the narrative of which concerns
murderous humabodyaltering engineers. As stated, the trailers include similar excerpts,
along with the filmés title, and some scen
(specifically where the lead actress shelters from a shower of blood underneath an umbrella).
The excerpts are presented in a similar fasl
to entice viewers, as nfelmalithe madeds, despite thush n st o n

played from t he fidoverbosintestitled arecuses chicanjsinctiomwith v o i ¢

1 Johnstonpp. cit p.117; Streepp. cit 4445.
12 Johnstonpp. cit pp.1213.
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the images. Though these scenes are perhaps more horrific than those found within
Hollywood examples of action and scieffaion, theystill operate on a similar principle in
order to foreground horror elements (for instance, scenes involving blood are often shown in
slow-motion). Such generic characteristics are frequently associated with Japanese cinema,
especially t hH oorurgdignityihgethatttre distribudod is appealing to UK
markets for both Japanese cinema and hdtror.

Other instances whermany contrasting trailers afeund arefor the DVD releases
for the Death Notefilm franchise. The UK trailer for the firstlfn, Death Note(dir. Kaneko
Shusuke, 2006), includes footage of one of the main characters, Light (Fujiwara Tatsuya),
holding both an apple and a notebook in a darkened room. Though the props are used in the
film, where the supernatural notebook is usedLight to kill those he opposes, this exact
footage does not appear witlireath Note Also, the same footage is found within one of the
teaser trailers from Japan, with the same wstkgied yet foreboding music. But, unlike the
Japanese trailers, the Ukersion includes no dialogue and little narrative exposition. Despite
this difference, the trailer for UK viewers still creates suspense and intrigue by revealing little
about the notebook, but presenting iaof as c¢
Light.** The footage of Light is intercut with scenes of actors and action from the film,
emphasising both the character and the notebook as spectacles within the film (which are also

central to the narrativéf. Thi s contrasts wistfobus onthe fild aspaa ne s e

13 Again, the research of Tartan Asia Extreme helps to illusthigessociationOl i ver De w, 6 NAAsi a
Japanese ci ne maevaGingmaB: daurhal of Gontémpgraeydiltnl (2007), 5373; Daniel

Martin, Asia extremethe marketing and critical reception of cult Asian cinema in the RH&D Thesis

(Norwich: University of East Anglia, 2009Chi-Yun Shin, &6Art of branding: Tarte
Jump Cut: A Review of Contemporary Megligebsite), No.50 (2008), accessed 164113,
http://www.ejumpcut.org/archive/jc50.2008/TartanDist/index.html

Another publication has also highlighted the characteristics and patterns often associated with the Japanese

horror genre, and not just films from one distributday McRoy €d),Japanese Horror Cinemi@&dinburgh

University, 2005).

14 Johnstonpp. cit p.117; Streepp. cit 4445.

5 Hedling, op. cit p.232.
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mangaadapt ati on, which 4Digital Asia avoids i
those who are already knowledgeable ofleath Notestory.

As explained in the trailersodéd anallysi s,
aspects of the films emphasis&pectaclc an be centr al to a fil mos
explain its narrative. Similar uses of spectacle will be seen within later examples in this
chapter. However, across al IVD released, bherg are a | A
instances where certain spectacles within the film are strongly emphasised. As with other
trailers studied, this usually occurs in order to make a film stand out from others, in order to
entice potential viewers. In additiofgrallof 4 Di gi t al Asialds releas
used to highlight how the films stand out w
from the films are central to the UK trailers, and accentuate aspects identifiedrastoethe
films: the unigiely armed heroine ifo-Yo Girl Cop the scale of blood and gore that can be
found in a Japanese horror film; and a supernatural concept such as a notebook which can
kill. All these scenes are usual |l ys4Digtalnd i n
Asi abds c{useicartain steoes abeve others within its promotionagriabtAs a
result, the films areepresented through elements that the distributor wishes to emphasise,
and not necessarily the filmmakers. Spectacle can therefousdbel to promote a film as
unique within both Japanese cinema imnt gener

ot her elements can be similarly adopted with

20" Century BoysRe Using Elements of Naative

The trailers for the trilogy 020" Century Boydilms (dir. Tsutsumi Yukihiko, 2008
20009) are the most varied within 4Digital

individual films and the trilogy as a whole. However, one common asp#unvall of the
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trailers is the promotion of the filmsdé nar
mangaare emphasised, but do not feature as often as subtitles and captions. The translated
dialogue and intetitles are not only frequerit theyalso heavily focus on enticing potential
viewers through the pr e ed€enturpHoysitmhvas rdleasedns 6 st
by 4Digital Asia individually, though the following two films were only released later in a
four-disc set that includethe trilogy asawhol®The i nclusion of the se
on the DVD for the first film, and other 4Digital Asia DVDs, shows that the distributor
originally intended to release each film individudifyThe change in strategy to releasing the
whole trilogy is then evident in later DVDs that feature a trailer promoting all three ffims.
The UK trilogy trailer isreedi t ed from all three fil mds I
individual film trailers are translated versions of the Japanese osgidalwithYo-Yo Girl
Cop, some footage is removed from theedited trilogy trailer, such as certain excerpts,
captions, intet i t | es, and graphics. The three fil ms
compelling reason to watch the film in bothettUK and Japanese trailers. As a result,
elements of the narrative are stressed as unajtheese particular filmsThis emphasis of the
narrative above other elements within the films is found in other UK 4Digital Asia trailers as
well, whichillustrateshow these traits help to promote the distributor

The use of elements of narrative within film trailers is also recognised within existing

research, especially as a filmic trait that can be accentuated above others. Lisa Kernan states

16 DVD of 20" Century Boys: Chapter Or(elir. Tsutsumi Yukihiko, 2008), released by 4Digital Asia on
04/05/2009; DVD bgr-set of the2d" Century Boys Trilogydir. Tsutsumi Yukihiko, 20082009), released by
4Digital Asia on 31/05/2010 contents and packaging confirmed within Appendix One.

YThesecod fi |l més trail er c abigitdAsiabuDs-Mdatkell Machire(dir. f ol | owi ng
Yamaguchi Yudai and Yeeased0d/062009pkyo GorecPolicédir. IRishithdrg
Yoshihiro, 2008), released 03/08/20@nth (dir. Takahashi Gen, 2008), released 21/09/2@@mnurai
Princesg(dir. Iguchi Noboru, 2008Yeleased 26/10/2009ampire Girl vs Frankenstein Gitir. Nishimura
Yoshihiro and Tomomatsu Naoyuki, 2Q08eleased 15/03/2010u-On: White Ghost and Black Ghdslir.
Miyake Ryuta and Asato Mari, 20p)9eleased 19/04/2010.

18 The trilogy trailer an be found on the following 4Digital Asia DVDsHidden Fortress: The Last Princess
(dir. Higuchi Shinji, 2008 released 28/06/201Bzaiji (dir. Sato Toya, 2009released 26/07/201Death Tube
(dir. Fukuda Yohei, 2008released 20/09/2010.
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t hat Otr aislseaempt make about audiencesd Iinter .
narrative, usually in relation to the story
or narrative worlds: they assume certain ki
Through use of the terms suspense and intrigue, Sarah Street makes similar conclusions about
the trailers forA Night To Remember 6 Bot h trailers use simila
suspense and conveying a sense that puzzles surrounding Titanic will ielladran the
film, giving audiences a sense of intrigue and the impression that they really need to see the
film if they ar é& Steet subsequehtly campares these trailers to lothed
examples from Hollywood, and finds several similast as well as the parallel significance
of visual effects and gemspecific characteristics. However, the narrative elements of
suspense and imgue are identified most ofteas aspects that help to emphasise the narrative.
In contrast, what is strikg about reedited examples of trailers used by 4Digital Asia is that
references to the narrative are used in both the UK and Japanese trailers, especially in regard
to the20™ Century Boysrailers. The narrative within the films is often emphasised more
than other characteristics, such as visual effects. While this is perhaps common in trailers, as
Streetds research suggests, the empetedani s of
traits arealso being highlighted asnique within both Jaanese ci nema and t he
titles.

There is a Japanese trailer for each film within 288 Century Boys trilogy These
appear on the 4Digital Asia DVD releases for b@hapter Oneand theTrilogy.?? In
addition, t he s e c omatherf4DiditahAssa discrredenskese(and ia pftpne ar s

|l abell ed as 6Coming Soond), as does the tril

19 Kernan,op. cit, p.214.

2 Street,op. cit 444.

L bid, 4445.

% This can be confirmed in Appendix One.
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and music draw attention to scenes of action and visual effects, as the music is often dramatic
and builds p in volume until the trailer ends. Graphics are often displayed as part of the
filmsd titles, and no voice over i's used. ;
inter-titles, and sentences of dialogue are heard over the footage. Both of {hests ase
translated through subtitles. Though there are differences in excerpts and music used, the UK
trilogy trailer incorporates a substantial amount of dialogue and subtitles (unlike the UK
trailers forYo-Yo Girl Cop Death NoteandTokyo Gore Police

Essentially, there are many similarities between the different elements within the
trailers for20" Century Boysbut significant differences in how they are presented. Evidence
for this is found in compari ng tritogyetrailerhi r d f
Specifically, there are many excerpts towards the end of the Japanese trailer that are found at
the end of the UK trailer, but with significant contrasts. The trilogy concerns the
machinations of a mysterious antagonist called Friendrofig of friends then discover that
stories they made up as children are | inked
stop him and discover his identitya struggle which begins in 1999 and ends in 2017. The
films were based on mangaseries,which is highlighted in the Japanese trailer, but the UK
trailer does not similarly emphasise the nawra&ié s or i gi ns. The isf i | més
instead more prominent than any reference to the context nfahga

In the last sequences of the Jagmmntrailer, a giant bipedal robot stomps towards the
camera before cutting to a black screen, followed by the main character, Keniji, removing his
sunglasses. Anintdri t | e t hat reads o6Different from th
timedwithhe sound of -stthoempr o(biontabgse sf oooft t h-étlesr o bot 6
can be seen in Figures 7 and 8). A brief mon

Kenji then precede another interi t | e, which stateegofdhendt her
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taking off his mask is displayed, along with a montage of characters from the film shown in

the filmbés future setting and as children i
electric charge building up plays, and is also heard aloagb®l next intetitle, that reads

60Anot heréd The | ast brief clip shows one pe
similar mask on to another person. The electric charge-bpilsound then culminates in a

s mas h, as the f iflonhdlsoweidt Ibey itsh ed issupbltaiytelde, 6L a
the filmés t hé&Ashasibeea detailed mayseundsdra heard, but no music

is played over these excerpts. The UK trilogy trailer has one important difference in regard to

this lastpoint. The title of the films, taken from timeangait is based on, is a reference to the
song"Cen® ury Boy 6-Raxylt istthisesont that glaysTthroughout the last
sequences of the UK trilogy trailer. The song is accompanied by a rapiggeoorf clips

from the final film. Many are similar to the Japanese version, especially shots of the bipedal
robot and Friend removing his mas2k'Cenity t he e
Boy9 i s shown, and o n efootsiompastopsshe tnaitedandtiie musice r ok
But, perhaps most significantly within the trilogy trailer, none of these final excerpts have

inter-titles cut between them.

BEEIX RS

Different from the original.

Figure 71 Excerpts in the thir@0" Century Boydilm trailer, such as the
giant obot, are intercut with translated interi t | es referring to the f
mangaorigins.

2 All inter-title quotes taken from the Japan@68 Century Boys Hailer, from the fourth disc of the DVD
trilogy, op. cit
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Figure 81 Similar excerpts appear in t26" Century Boydrilogy trailer,
but are only shd®epnwhihyeBohé pbarygso620

The intertitles are a majopoint of difference between the two trailers. Iriides are
included throughout both, though there are less in the trilogy trailer, and they refer to the
f 1 | mo-so-babkapcokuction and beaffice takings in Japan. But the intetles in the
thirdf i | méds trail er mangabfithe satmé name, whicke is refaredtto hyh e
the wuse of the term od6original. 6 TFcomeeptlapane
marketing methods seen before in other adaptations of narratives. With spderénce to
trailers, Erik Hedling has explained how references to the original book aftideof The

Rings helped to promote their livaction film adaptation&’ Furthermore, the thir@d"

Century Boydrailer includes the caveat of labelling the emdig of t he f il mdés
oDifferent from the original.d It is able to
to see the film if #%asevglasmattract readersfoitmadga®hat t he

trilogy trailer, in contrasthad to reuse footage from the Japanese trailer without reference to

% Hedling,op. cit pp. 2267.
% Street,op. cit 444.
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the originalmanga Onl y in April 2013, almost three vy
all the volumes 020" Century Boys mangseries finally published in Englisf.

Without this preexisting media context in the UK, it is up to 4Digital Asia to
emphasise the characteristics of these Japanese films. Therefore, in the UK the films were
promoted through their narrative and visual content alone, though the visuals are mainly used
to bring attention to the distinctive elements of the narrative. The final seconds of the trilogy
trailer show this explicitly. Retained images from the Japanese trailer are elements of visual
spectacle used to entice and intrigue audieficEke order oexcerpts shown is also similar
to the Japanese trailer. The filmsd resolut
robot and the revelation of Friend®beusedent it
of the upbeat IRex song suggests positive outcome without suggesting how it will be
achieved. Again, these elements contrast with the use of little music, dramatic sound effects,
and intertitles in the Japanese trailer, which provides intrigue because of the claim that the
film willbe o Di f ferent from the original 6. I n bot
reference to the narrative, more so than as sadomk elements of spectacle (as was found
with Yo-Yo Girl Copand other examples). The narrative is strongly emphasisadkay
element of the films, even when the origin@ngais not referred toTherefore, this is what
di stinguishes the film within both Japanese

The 20" Century Boysrailers are not the only instances wheregifai Asia uses the
elements of narrative to promote a film over its other characteristics. The Japanese and UK
trailers forX-Cross(dir. Fukasaku Kenta, 2007) are very similar in regards to their footage,

but again there are key differences in captioms music used. The Japanese trailer provides

% The final volume, titled1* Century Boys: Volume 2yas released in the UK on 11/04/201 UK r el eas e
schedul eNEOMaNay.a 61,08, (NagkrUrabaw2s@ILst3CenturyBéh&G 2 6Amazon. co. uk,
accessed 17/04/2013tp://www.amazon.co.uk/Naokirasawas?1stCenturyBoys/dp/1421543273/

27 Johnstonpp. cit pp.1213; Streetpp. cit 444.

%8 Street,ibid.
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| arge captions which detail the filmdéds origi
upbeat Japanese pop song taken from the fil
fil méds t it lilex,.captioms are Bhewn dtkhe begianing of the trailer which state:
6Every year, 100,000 people go mifdsaresgt, i n Ja
the footage in the trailer becomes intrinsically linked to this statistic, emphasising thmedfis

narrative premise. A montage of footage from the film follows the caption, again leading up

to an image of the filmds title. The foot age
to a hot spring by two women that turns sinister when thebngar vi | | ageds r esi
pursuing them. A caption for the bookds aut
the Japanese trailer. Another contrast is the music that accompanies the UK trailer, which is a
series of rapid drumbeats that creatasch more dramatic tension than the Japanese pop

song. No single element of spectacle from the film is foregrounded over any other. Instead,
the excerpts are presented briefly to creat
from the premise dailed in the caption concerning missing people in Japan. In addition, the
caption helps to emphasise the significance
not overshadowed) by the footage used.

At this point I n t ikkeecantbe seen as rars élemeninthat ig s i s,
emphasised when the film is adapted from another Japanese media text. However, narrative
can also be used over other elements in trailers when the films are not adaptations. The trailer
for Death Tubgdir. Fukuda Yohg 2010) is one such example, and the DVD was the last of
4Digital Asi aoIskyaGoere Bdicgitdssa.horrdr $ilm,\andtbdih the Japanese
and UK trailersfor Death Tubeshow excerpts of footage where victims die because of

injuries from knves, saws and electric drills. However, none of these images are dwelt on for

% Quote taken from the UK-Crosstrailer, from the 4Digital Asia DVD released on 19/01/2009.
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more than a second, in contrast to the gruesbokyo Gore Policérailers. Instead, footage
from Death Tubas shown alongside dialogue that clarifies the narrative of thewimgh is
about a group of people forced to play deadly games, and their attempts are broadcast onto a
website. The one addition made by the UK tra
producers of the banne@rotesqué®® Excessive torturecenes prevented the UK DVD
release oGrotesquedir. Shiraishi Koji, 2009§" In contrast, thdeath Tuberailer promotes
the horror film through the intrigue and su
discover who is behind their capture.igis seen as a distinct characteristic of the narrative
that both the Japanese filmmakers wanted to emphasise, as well as 4Digital Asia, in order to
distinguishthe film from other releases.

Narrative has already been identified as an important elemérihwe conventions
of trailers. But examples from 4Digital Asia demonstrate that it can be emphasised over other
elements within trailers, such as visual spectacle and adapted source material (for instance, a
manga novel, or other media text). Theteit s 6 portrayals of the fil
creation of intrigue and suspense, areused from the original Japanese versions. The
mysteries surrounding the identity of Friend, the strange village located near a hot spring, and
a deadly online gae) are presented as unique narrative premises within Japanese films that
4Digital Asia believes will also appeal to UK viewers. In addition, the trailers help to explain,
as well as emphasise, the narratives of these films, without references to othrertenti
and contexts that have yet to be communicated from Japan to the UK. Nonetheless, both
narrative and visual spectacle are not the only elements that can be used for the promotion of

a film within atrailer or a DVD | ab el Sodcesofaatdapthtiongauah asoaf t it

30 i

Ibid.
31 ADigital Asia was meant to releaSeotesqueon DVD in the UK, but the British Board of Film Classification
refused it a certification 6 BBF C Case St uBRBF@wehsie, @ocasdect 15/402018,,
http://www.bbfc.co.uk/casstudies/grotesque 6 | n f a mo u sNE® N&G3 (Octeber @Q0®),415.
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mangaor novel, have already been mentioned. Furthermore, there are other contextual
factors which affect a fi | nuéewithm traldrsebrther and p
information for UK viewerstherefore appears ithe trailers as a result of these factors, in

addi ti on tuse as pnoenotional aneskages.s 0

Cyborg SheRe-Using Contextual Elements

The Japanese trailers f@yborg Shddir. Jaeyoung Kwak, 2008) are included on its
4Digital Asia DVD releaseand its UK trailer is found on
releases? These trailers demonstrate characteristics that contrast with the examples already
analysed, and which are also found in relation to more than one film released by 4Digital
Asia. Both tailers make similar use of the credits and past films linked to members of the
production crew foICyborg SheThe use of cast and crew names is a characteristic that is
often found in trailers, -bdidd traildarssis abddscwitru s i o n
earlier examples in the chapter. Such references have been found to be brief in the UK
versions of the trailers, for both cast and crew, and elements of visual spectacle and narrative
are used more prominently. An argument could be made fdathe¢hat UK audiences may
not be familiar with many other Japanese films or cast and crew members, and so this
information is not always communicated within the trailers. However, the trailers provided
for Cyborg Shemphasise certain names within thedarction crew.Furtherexamples have
been found which refer to other contextual
culture, such as related media and antecedent films. When such elements have already been

central to a f i |Asiémaypotaways teinavereferehde toghen (as was

%2 The UK trailer can be found on é¢hfollowing 4Digital Asia DVDsVanpire Girl vs Frankenstein Gir(dir.
Nishimura Yoshihiro and Tomomatsu Naoyuki, 2))@@leased 15/03/2010¢On: White Ghost and Black
Ghost(dir. Miyake Ryuta and Asato Mari, 2009%eleased 19/04/201Btidden Fortress: The Last Princetir.
Higuchi Shinji, 2008), released 28/06/201aiji (dir. Sato Toya, 2009), released 26/07/2M&ath Tubddir.
Fukuda Yohei, 2008), released 20/09/2010.
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found with themangaorigins of20" Century Boys Instead, the distributor can-use these
el ement s to promot e a fi 1l m withi nuniquéa e UK,
characteristicsvithin Jgpanese cinema

The significance of contextual factors has been underscored in specific studies of
Japanese films, and also in regard to trailers. Alastair Phillips and Julian Stringer explain the
significance of contextual factors to films from Japan, sggeady through the example of
authorship in the introduction to their edited collectiddpanese Cinema: Texts and
Contexts 6 The formation of critical canons ar oul
directors is a variedly situated and ongpprocess that does not necessarily signify the same
thing in Japan 2Suchidifferedcesdansreceptios and frepuraton dan also
stem from how related media texts have been disseminated outside of Japan. How contexts
and sources of Japameelterature,manga theatre, and marketing materials, are circulated
and explained in relation to certain films is the focus of many essays widpanese
Cinema Furthermore, Sarah Street has investigated how similar contextual factors are used
within trailers. For example, the filBrief Encounter(dir. David Lean, 1945) was not
promoted primarily through the name of its director, but the name of the original playwright
(Noel Coward) in reference to its stage origihslere, one name references bothdbatexts
of |l iterature and theatre in order to aid
perceptions that audiences have of such media. Fhgeref certain elements within 4Digital
Asiabdbs trailers can t her edpanrsechasenfnees withimthec er t
Japanese film industry and popular media. However, 4Digital Asia is not justing
elements within the trailers for the same reasons, but also using these promotional messages

to familiarise UK audiences with Japaneseuyilar culture.

BAl astair Phillips and J-p4), inA Rhilipsand JnSgieger (edsdppanater oduct i o
Cinema: Texts and ConteX@sbingdon: Routledge, 200,7p.16.
3 Street,op. cit 445.
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There are two Japanese trailers on @yborg SheDVD, andtheir similarities with
the UK version are evident through comparswrith the first Japanese trailer. As well as
their similar content, thdapanesérailers are comparable due tiweir similar length$® In
both trailers, the excerpts shown throughout focus on the main characters, Jiro (Koide
Keisuke) and the female cyborg (Ayase Haruka) that travels through time to accompany him.
Footage of how they meet is followed with the cybshgwing her strength by lifting a bus
and flinging Jiro against a wall. After Jiro kisses the cyborg, her skills are again exhibited.
She picks up Jiro, runs very fast with him on her back, and then throws a piece of chalk
through a wall in a classroomh@& lead actors are again shown in individual cigge in both
trailers as they end, emphasising the romant
Some different excerpts are found in the UK trailer, but generally they give the same
impression as the Japapegersion. However, additional media sources are referred to in the
Japanese trailer. Both trailers use the same piece of music. Two different Japanese pop songs
are used in the trailers on the DVD, and one also plays within the UK tf4ilee song is
cd | ed 0 Ki zFuGamp) and its greditsiare captioned only within the Japanese trailer.
This is not only a contrast between these two trailers, but also Japanese and English language
trailers in general. Music is a prominent characteristic in tsilaut specific songs and artists
are not wusually credited, as music written |
in a trailer*” In Japan, however, it would seem that the trailer acts as additional promotion for

this particular band. But isinot used similarly in the UK, as 4Digital Asia only provides the

% The first Japanese trailer is nearly two minutes long, whereas the second is just over a minute. Both contain
very similar content despite this difference. The firgier is therefore representative of the content in both
trailers, and is also comparable to the UK versionds
¥Captions crediting the songs exist within the Japan
(Bond9 by Hi-F i Campd, and the second is 6Yakusoku no Tsuba
Johnston explains this fact thr ou g IStaiWaldilmsrailersit i ng t h
Johnstonpp. cit 131-4.
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Japanese trailer on its DVD disc©yborg Sheand not on its other disc releases. Instead, the
distributor uses other information to attract potential viewers.

The details used in the tiers predominantly concern other films that the members of
the production crew have worked on. As t he
caption accompanies footage of the female cyborg transporting through time and explaining
that sheismamade. The c ByySadsyGid Eindstracke ©i r é c tYoung J a e
Kwak 6 s | ¥The same ihformation appears within intiéles seen between excerpts
featured in the UK trailer. Dialogue and vcioeer are largely cut out of the UK version,
whereas the inteitles have been added by 4Digital Asia (as the white writing on a black
background does not appear in the Japanese trdlese contrasts between can be seen in
Figures 9 and 10). The first intdtle appears after some initial clesps of the leads, and
states: O6Writt eYoung Kwbk (dyi SassycGijle’tBeveral setomds later,
after more excerpts are displayed, the next intert | e reads: OProduce:
Yamamoto Azum) . 6 T h e -titlehin thedtraileris subsequently shown after a final
flurry of c¢clips from the fil m, and it explai
Of fice Top Tend before displaying a -ttlest |l e gr

detail specific elementsignificant to the film and its context in Japan.

3 Quote taken from thdapanese trailer f@yborg Shefrom the 4Digital Asia DVD released on 26/10/2009.
¥Quotes taken from t hddigitdediaweabsité, accessedil®G42a18, g She 6,
http://www4digitalmedia.com/index.php/details/122
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Bones: made of caéein
multi-alloy from Jupiter.

Figure 97 Both dialogue and intditles are translated alongside excerpts
within the Japanese trailer f@yborg She

5 weeks in the

Japanese Box Office Top Ten

Figure 107 Similar excerpts appear in the UByborg Sherailer, and
additionalinter-titles with extra information are added.

Both Johnston and Street agree that the
within film trailers® Though he himself is South Korean,

popular in Japaft: The production ofyborg Shen Japan was therefore likely to have been

“0 Johnstonpp. cit p.142; Streepp. cit 4456.

“Though no statistics can be found for this, the coml
evident in the foll owiimd sarbteil ®lvesH ysubrestessy osgtriarr® air rkgugned Aair
transnat i oJanplCut:AtReviewd ad Godtemporary Megligebsite), No.51 (2009), accessed

18/04/2013http://mww.ejumpcut.org/archive/jc51.2009/SassyGirl/index.htmiMar k Schi Il | i ng, ¢&éJa

Wi ndstr uck bScreéghdailgvabsite, fadcdssad 1,8/04/20h8p://www.screendaily.com/japanese
arewindstruckby-koreanfilm/4021671.article
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a consequence of the s WMyS$®assy Gir2001) akdwiadstiuck Ko r e ¢
(2004)*? As the director is known for these romantic comedies, the trailer proGytesg
Sheas a similar typeof film. Footage of character closgps and kisses emphasise the
romantic elements, and Jirods exclamations a
her abiliies are presented as comedicitid the UK trailer, alongside these generic
elements, Kwh is identified as the director of bo@yborg ShendMy Sassy GitlHowever,
the latter film has not been released by a UK distributor, though the similarly titled American
remake is available on a DVD which explains its Korean origfir3espite this fai; the
treat ment of the directords name suggests he
its appearance alongside information regarding the theatrical succggsar§ She

Producer Mat aichiro Yamamatods noamse i s a
previous films, Azumi ( d i r . Kitamura Ryuhei, 2003) . Yar
circulated through international production notes that accompahznni when it was
screened at film festiva.Consi st ent | y dpeascckiddbéepdation sfthdta ct i or
film is used to promot&yborg Sheas his name precedes an excerpt where the cyborg
overcomes an adversary with a machine gun. The prominent names of the director and
producer are therefore emphasised as strongly as the generic elememsamde, comedy
and action that are demonstrated within the

names featured are directly linked to the content of the film through thetitigsrthat are

2 The Japanese production company Gaga Usen is named at the beginning of the Japanes&yhiey for
She The 4Digital Asia DVD case also confirms the film is a Japapesduction, as does the following article:
Der ek EI | ey VariétGwhsie raccesst ¥/04/2013,
http://www.variety.com/review/VE1117938066/
In contrast, the cast, locations anddarction companies favly Sassy GirandWindstruckare South Korean.
“The filmbés synopsis begins with o6&cmedystarSdesseel | 6s r em;
Bradf éfdédm O6My Sas3?§0 &pazgn.co[ulieWside, accessed 18/04/301
http://www.amazon.co.uk/Mg$assyGirl-DVD/dp/BO015DLZX2/
“&zumip r o d u ¢ t i Ginematicdnteligente Ageneyebsite, accessed 18/04/2013,
E]Sttp://thecia.com.au/reviews/a/imaqes/azumi.pdf

Ibid.

122


http://www.variety.com/review/VE1117938066/
http://www.amazon.co.uk/My-Sassy-Girl-DVD/dp/B0015DLZX2/
http://thecia.com.au/reviews/a/images/azumi.pdf

intercut with the excerpts. While authorship cob&argued as the most significant aspect of

the intertitles, what is in fact evident is the use of contexts relate@Gyleorg Sheand its
production crew This includes the reputation of the director in Japan, the reputation of the
pr oducer 06andtha®mbfficé Sudcess aCyborg Shen Japan. 4Digital Asia often
makes use of these contexts for the promotion of its DVD releases, and uses it as information
to communicate to UK viewers, as will be seen with further examples.

The trailers for Goth (dir. Takahashi Gen, 2008) similarly utilise aspects of
authorship, but foregrounds certain names over others. 4Digital Asia does not significantly
reedi t this filmbs trailer i nto a UK versior
English subtitlesThe trailer introduces the characters and premise of the film, which charts
how classmates Morino (Takanashi Rin) and Kamiyama (Hongo Kanata) follow the murders
committed by a serial killer near their homes. As well as the subtitles and captions,excerpt
from the filmés scenes help illustrate the
with death. These elements follow information which is displayed early on in both trailers,
and later captions refer back to it when they state that the flmdeps how o6 mur der
a r *® Théfilm is explained as an adaptation of the book by Japanese author Otsuichi, which
i s al so-wamnod ag3aBefdrestleelDED release, the novel appeared to have only
been published in French outside of Jaffamyt its critical reputation is still used to promote
the film in the UK (as 4Digital Asi ads oth
trailer). The book is obviously popular in its home country, and suggests to potential UK

viewers that the film may haveeen equally popular in Japan.

“¢ Quotes taken from both the UK and Japanese trailef3dtt from the 4Digital Asia DVD released on

21/09/20009.

“" Otsuichi,Goth (Tokyo: Kadokawa Shoten, 2003).

86 Gt WMmazon.co.ukaccessed 19/04/201&tp://www.amazon.co.uk/Gottsuichi/dp/2845996187/

In October 2009, the novel was then published in EnglishGot h: A N o \Amdzomo.bik a¢tessed or 0 ,
19/04/2013 http://www.amazon.co.uk/ GOTA-NovelHorror-Otsuichi/dp/1427811377
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The trailers forHidden Fortress: The Last Princegdir. Higuchi Shinji, 2008) are
translated by 4Digital Asia. Though they are needied into a UK version, they are edited
into a 3 minute and 40 second compilationecgtor i sed on the DVD as
Spot’sthis same compilation is also used as
Compared to the other examples, it is quite useful for the analysis of the trailers as each can
be viewed one after the other inicju succession, and recurring similarities can easily be
noticed (suggesting that the distributor believes that comparisons and contrasts between the
trailers will be of interest to viewers). Moreover, this compilation is used by 4Digital Asia as
an alterative to its usual inclusion of trailers in the DVD menus. However, despite being a

compilation of both trailers and TV spots, both are displayed for reasons similar to those

mentioned in the chapterds ear |l i elanaterxod mpl e s .
the filmdéds plot, where two bandits assist a
return to an allied kingdom with her gold ar

and exclaimed (via voieever and subtitles) often, and tiiappens for several reasons.

Hidden Fortress: The Last Princegsa remake ofThe Hidden Fortres$1954), an
acclaimed period adventure made by the director Kurosawa Akira. The earlier film is also
welkk nown f or being an i ns pbstuaureiandnscriptdoBtate or g e
Wars: A New Hopeg1977)>° The trailer references both these points in film history,
alongside the word 6érebornd. Excerpts shown
main characters, are from scenes which depetvilains and the explosion of an enemy
stronghold. The villains are all dressed similarly to the central antagonist 8tah&Vars
films, Darth Vader, and the explosion echoes the one seen at the éntllef HopeIn

contrast to this iconography, tlsecond trailer within the compilation is the only one which

“9The TV Spots essentially take the form of very short trailers.
* Director George Lucas admits this in a recorded introduction for thei fiiram the BFI DVD ofThe Hidden
Fortress released on 25/03/2002.
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literally explains that it is a remake ®he Hidden FortressHowever, within all the trailers
for Hidden Fortress: The Last Princeshe use ot he word oO6reborné i mp!
remakeofan earl ier fil m. B u tStart Waesstyle &a@nograghy also e b o r n
suggests that there are Japanese el ements w
film will appeal to overseas audiences as well as those within Japan. 4Digéald®s not
re-edit the trailers to alter these implied references, but the compilation of them means that
the recurring similarities will definitely be noticed.

The contextual elements of the trailers @yborg SheGoth and Hidden Fortress:
The Last Pincesshave all been found alongside excerpts of footage and captionsitiieter
that highlight elements of visual spectacle and narrative. Any aspect of visual spectacle or
narrative within these examples has been strongly linked to a contextual factbras a
member of the production crew or other piece of informaffonexamplet he f i | més b
office performance or adaptation from another media).téd much as 4Digital Asia can
omit these elements within the-edited trailers of other films, sh asYoYo Girl Copand
20" Century Boys t hey can also be aspects which a
promotion outside of Japan. References to elements of Japanese culture, such as popular
media and prominent figures within entertainment indesstare illustratedor the benefit of
potential UK viewers and demonstrate what a distributor believes these viewers will be
interested 1in. 4Digital Asiads treat ment of
audiences of these elements as waslreuse them for promotional purposes. Moreover, the
distributor highlights that its use of the trailers is distinctive, because of the regular contrasts
between the UK and Japanese versions. Third Window treats its trailers similarly. Even

though it oty translates Japanese trailers (and does netitethem), the label can still be
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selective over what elements it decides are most important to communicate to UK audiences,

both for informative and promotional reasons.

Third Window: The Implications dRe-Using Trailers through Translation

All of Third Windows DVDs include trailers for their feature films, which are
categorised as either the Aoriginal d or At t
Asi ads DVDs tend t o c traldrsasome obits relbased éhly anclude J a p a
the Japanese trailets Therefore, the trailers from Third Window DVDs will be analysed
separately from the 4Digital Asia examples, in order to fully address the significance of
subtitling within the trailers, a often occurs without the trailers beingedited. The Third
Window examples represent how a whole trailer can hesed for promotional purposes by
both distributors. The trailers appear i n L
upcoming releass, as well as thosgexific to the title film. Though the trailers are not-re
edited, aspects of their translation (particularly the subtitles) can still represent the
distributords c¢choi c-ese. ltaould beiassumedthai neapgsats 6for t h e
the filmsare represented clearly to UK viewers by translating the Japanese trailers. But, more
importantly, subtitles can be used as much as any other aspect of a trailer to emphasise
certain elements. Spectacle, narrative, and other contextoiahation can be referred to at
varying points within a trailer, representing different promotional strategies that the
distributors utilise for different films through their subtitles. Even though Boities are

Surprisingly Fast Swimmef2005) and nstant Swam2009) are films by the same director

*1 4Digital Asia DVDs which only include Japanese trailers are as follBlask Kiss(dir. Tezuka Macoto,
2004), released2209/2008;Starfish Hoteldir. John Williams, 2006), released 20/10/200@atball Maching
released 01/06/2009p-On: White Ghost and Black Ghostleased 19/04/2018tidden Fortress: The Last
Princess released 28/06/2018aiji, released 26/07/2010eath Tubereleased 20/09/2010.
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(Miki Satosh) and from the same genre (comedy), [
comparison to their similarities.

Subtitles have been found to be as complex and meaningful as other corsvantion
traits within film and media texts, and not just trailers. Graphics comprised of text are often
central to trailers, as they have been prominent ever since the earliest examples. Kernan often
makes the text and graphics central to her analyses, a®hiwston and Street in their
explorations of trailers’> Kernan also explains that intdtles and title graphics are a
component of trailers that has remained constant despite other changes in their history,
following how films were made in the silentaer She explains that It
trailersdé continuation of a ¢ aimiltaneousygi me
hypei t he di s o P’rTheeintertittes a@ren thesefofe crucial to linking together
excerpts and other elementghim the trailers, so that they coalesce into particular meanings
and representations intended to aid a fil mod
audiovisual media, such as subtitles, are also understood to represent the specific intentions
of translators and other figures that are responsible for their formulation.

Studies of translation techniques, such as dubbing and subtitling, not only share
findings within trailer research, but also reveal much about media communication and
disseminationln the conclusion of his research into both dubbing and subtitling, Abe Mark
Nornes states: OSubtitlers, for exampl e, t a
condensation. | n any f or m *Micha¢l Erannexpasds dnon, c
this claimwithin his own study

The spectator takes on the role of interpreter experiencing the joy of
connectedness without the pain of connection, the time and the effort necessary to

2 Kernan,op. cit Johnstonep. cit Streetop. cit
%3 Kernan,op. cit pp.323.
>4 Abe Mark NornesCinema Babel: Translating Global Cinerfidniversity of Minnesota Press, 2007), p.242.

127



master languages. However, the very availability of the sedbtithemselves
indicates the limits to any omniscience that might be assumed by their réaders.

Gilbert C.F. Fong agrees with thigoint, and goes further by detailing the tmay
relationship that subtitl es rubtglesdisgesnnbton i n st
media hierarchy, i.e., the power positions occupied by dialogue, image and subtitles, but on
the need to assist the audi e rntAwngside DvDvardr c 0 me
digital technologies developments, languageiomst such as subtitles have become
increasingly essential to the global distribution of médi@his means that the purposes

behind the subtitles, and the intentions of those who create them, arereacfang as the

digital media through which they amisseminated. Essentially, distributors (through the

work of subtitlers) want to provide access and understanding of films and other media to
audiences outside of a filmés country of or
understanding is limitetb the interpretations of the distributors and subtitlers (meaning what

they translate and how they translate it). Therefore, subtitles reveal certain means of
communicating and disseminating media to audiences across geographical borders, as well as

thep omoti onal intentions of a filmdés distribu

Very ordinary.&=
Just rightifor/aspy. 1
.

Figure 117 Only dialogue is translated within the excerpts used in the
Tur t trades. é

%> Michael Cronin,Translation Goe§o The MoviegAbingdon: Routledge, 2009), p.106.
®Gil bert C.F. Fong, O6Let The Words Do tI0%,inGLIFki ng: TI
Fong and K.K.L. Au (edsPubbing and Subtitling in a World Contg&hinese University PressQ@9), p.104.
Mi naka O6Hagan, 61l mpact of DVD on Tr &@ms |Fetaitaimr:e 6L, ang
Convergencel3:2 (2007), 15268.
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The trailers for the comedidsu r t hnellaséant Swamjillustrate how subtitles can
reveal the intentions of a digutor, such as Third Window. In addition, their content is
inextricably linked to certain aspedtsat help to distinguish the film©nly the dialogue in
excerpts froml' u r t Is éranglated within its trailer, whereas dialogue, captions and inter
titles are translated in thastant Swamirailer. As a consquence, both of these examples
help illustrate characteristics found across all the Third Window trajlehsch will be
explained with reference to other example§vidence of contrastdbetween thse
promotional textsvill now be preserd before further examining tisgnificanceof them

TheT u r t tradles @as included on its disc, as well as all other subsequent DVDs
released by Third Window up to 2010In all these instances, only dialogepoken by

characters within the film is translated through the subtitles. The only exception is where a

posterds text is transl ated, when the femal
stumbles upon it. The post eting upevahdilee huslapdi e s W
and wife duo that put it wup, their dialogue
spyéThat 6s what | thought too. Take it from

in Figure 11)° In between these soes are intetitles composed of characters from the
Japanese languagkafji), and are not accompanied by subtitles. They are frequently found
amid the trailerdés various excerpt s, whi ch
experiences both beforecan af t er answering the spiesd adyve

to an avalanche of apples and then sneaking around a supermarket).

8 |n addition to beingthecwi f f point of the thesisd researtheh sampl e
number of trailers that it included on its DVD releases after 2010.
%9 Quotes taken from thE u r t fraéles, #om the Third Window DVD released on 23/02/2009.
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Poverty striken life.
Gradually becoming pooriofficellady.
Exceeding boundaries

Ra-EeLo
JUROLE

Anyway, turn on the tap.

Figure 127 Dialogue, captions and intétles are all translated within the
excerpts used in tHastant Swamprailer.

The trailer forlnstant Swamiis similar in some respects, upon being viewed after the
Turtkeraé&dple, though its contrasts are highly
DVD disc and other DVDs released by Third Window. It also depicts dunsgre events
t hat affect the filmbébs female protagonist, I
made redundant from the office for a lifestyle magazine (such as having boxes collapse on
her at work, and then meeting a series of eccentric chesaethile exploring the
countryside). Many intetitles and captions appear amid these scenes, as well as regular
exclamations from a male narrator. The major difference in this example is that the additional
inter-titles, captions and narration are allnskated. As well as dialogue from the film, which
mostly suggests that leaving a water tap running can cheer you up, various pieces of
information are given i n t-bvernarratariexplinshe s ubt
charact er 6 s nuadseesy briefly,dhs theaexcérgsrinbroduce them. The narrator
also exclaims that o6Director Miki®Captioneshi 6s
l'ist the names of the actors in the fil mbs

compaties responsible for releasing the CD soundtrack and novelisation of the film. In the

%0 Quotes taken from the trailer fiastant Swampfrom the Third Window DVD released on/28/2010.
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trailerds final few sequences, dialogue spo
taps), as well as more captions whbmingpoorst at e:
of fice | adyé Exceeding boundariesé Happines
flurry of captions and subtitles directs t h
though some sentences and phrases are given more emphasihénanThis is a similarity
shared within both trailer examples, which will now be demonstrated.

Due to the fewer subtitles that thieu r t Itraler €ontains, it would appear to
emphasise fewer elemerdsrived from the film However, fewer subtitles aglly signify
similarities to conclusions that were made aboutvtbé&’o Girl Coptrailers. What has been
translated by the subtitles is dialogue, and this draws attention to the narrative premise and
comedic spectacles that the trailer depicts (whichvitw¥o Girl Coptrailer also did, but its
focus was on action and visual spectacle). The protagonistuof t ,|Seazsinée, decides to
become a spy, and as a consequence has to meet bizarre people and engage in abnormal
activities, such as picking up itemstiwiher feet and sneaking around supermarkets. The
bizarre qualities of the other characters are signified through the dialogue (which contains
many wunexplained exclamations, such as 6Gin
comedic because of expes of characters laughing and the lighe ar t ed t one of t
music®! The humorous dialogue and events depicted are therefore the only elements that the
subtitles add understanding to. Essentially, Third Window promotes this film by its generic
tone and narrative premise, and these are also seen as elements that make the film
distinctively Japanese.

The increased amount of subtitles in thetant Swamprailer demonstrates a change

in promotional tactics for this particular film. The translatisayided by Third Window also

61 Kernan,op. cit pp.1902; Streetpp. cit, 445.
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hel ps to explain some ovikiSathshd sr elaastoensst ffoirl nidh |
inter-title which appears at the beginning of the trailer. Third Window is obviously keen to

use the direct orot@she filna ineontrast tohh& L p t krable. éhhe
timescale between both of Mikidos films part
prior film, Adrift in Tokyg was released in betwe&nu r t hnellastant Swamjn 2007 (the

other two were eleased in 2005 and 2009, respectivePMirift in Tokyohad been both

popular in Japan, and within several other countries, as a result of its many screenings at
various film festival$? Third Window therefore wants to attract potential viewers familiar

with the directordés name, in addition to th
which the subtitles are mainly engaged with explaifithg.

The narrator in the trailer repeats many of the captions displayed on screen, and both
narration and captorsr e translated in the subtitles. T
before and after she loses her job, and briefly introduce the eccentric characters she meets in
between being the victim of bad luck (such as the collapsing boxes) and turning oh lots o
taps. Subtitles explaining these aspects of the film appear the most frequently in the trailer.
Captions <crediting the filmbébs theme song, S
trailer, providing evidence of the multimedia marketing campaign libgted promote the
film in Japan. However, they appear very briefly in comparison to the captions and dialogue
concerning the filmés narrative and characte
this information, but believes in this instancethah e f i | més st ory and di

useful elements from the trailer that can aid its promotion (as well as be of most interest to

T he ¢webpayé fronts Canadian distributor lists tee festivalsas well as awardswané Adr i ft | n
T o k yEwokative Filmsvebsite, accessed 19/04/2018{p://www.evokativefilms.com/en/films/show/1

8 Third Window would also releagidrift In Tokyg but not until 2012 6 Adr i f t Third Wihdow y 0 6 ,
website, accessed 19/04/20h8p://thirdwindowfilms.com/films/adrifin-tokyo.

132


http://www.evokativefilms.com/en/films/show/1
http://thirdwindowfilms.com/films/adrift-in-tokyo

the UK market). Furthermore, these aspects of the film highlight its distinction within
Japanese cinema, and are aspthat Third Window is explaining to viewers of its DVDs.

Other elements are seen as completely unnecessary for translation. In both the
T ur t hndlaséant Swamprailers, products are advertised at the end alongside captions in
Japaneséan;ji (respedtely, a CD withT u r t ,| aadsaémug witinstant Swamp Such
products have been advertised at the end of trailers used by 4Digital Asia, showing how
certain merchandise related to a film is sold as part of its theatrical promotion in Japan. In the
Japanse trailer forDeath Notea CD is also featured at the end of the trailer, as well as their
prices in Japanese yen. The Japanese trailédath Note L: Change The Woilkicludes a
similar advertisement at the end of its trailer, but this time for arikgy However, 4Digital
Asia does not include this information within its-edited UK trailers. Therefore, the
distributor is showing its belief that this information is not necessary for its own marketing
practices, but may be of interest to viewersdie f i | msdé DVDs (where t|
are found). Third Window has not edited out these advertisements, but it has not translated
them either. Combined with 4Digital Asi ads
distributors only believéhat certain aspects in the trailers will be of interest to UK viewers.
Mor eover, al l the trailersd contents, whet h
promoted theatrically in Japan. Third Window may only use certain aspects of thdofilms
its own marketing practicesrather than rgproduce the exact same materials through a
comprehensive translation. But the distributor can also include suthmer distinctive
material, such as these advertisements,at or i gi nates fraom a fil mé

The choices that the distributors have regarding the trailers they use, and how they use
them, are evident within further exampl&amikaze Girl{dir. Nakashima Tetsuya, 2004) is

given the same trailer on its own disc and all other DVDs releaséddhiby Window up to
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2010. Though the trailer on the DVDs does not include any audible English language content,
it is also not translated, meaning that it contrasts with the subtitled trailers. The only English
text that is displayed is the title of thenfil which dissolves before several excerpts from the

film are presented. A Japanese pop song plays over the images, leading up to the end of the
trailer, which fades out on the image of the two lead actresses driving away on a motorbike.
No subtitles appeaio explain the premise of the film. Instead, the images suggest that the
film concerns two girls with separate fashion senses, who clash at first with each other, then
decide to become friends and clash with other people that they meet (particularlgtle fem
only biker gang, s e-eunh shdis$*finothiseinstantee Thitd Méndowe r 6 s
has decided that the film can be most effectively promoted through its visual elements alone,
suggesting that the film will build on and offer more of the vieyexperience that the trailer
provides. Essentially, Third Window emphasises the visuakaafikaze Girlsas central to

t h e Mistinctivéngss within both Japanese cinema and all of its DVD relegsedack

of subtitles in this example is as sigcéint here as it isinthB u r t Examspke.

Third Window does not always decide against utilising content which a Japanese
trailer has originally focused on for a fil
are always communicated within tragerbut Third Window has decided that it is just as
i mportant for a filmés production crew and
Fish Story(dir. Nakamura Yoshihiro, 2009). The film depicts how a 1970s Japanese punk
song, 0 Fi s hp aSecting sgv@eral charactess over several decades, leading up to
2012 where it wultimately helps preveover a met
and captions emphasise these elements within the story, and the subtitles translate them, as

well as brightly coloured inter i t | es t hat appear bet ween th

“The filmés DVD cover synopsis (the same as on Third
of the fildmbasminkkazetGivrel s o, Thi r /0420i3n dow website, acoc
http://thirdwindowfilms.com/films/kamikazgirls.
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beginning of the trailer, an intéri t | e st ates that the film is
Foreign Duck, The Native Duck and®TGoed flin md sC
director, (Nakamura) and the writer of the original novel (Kotaro Isaka) are then credited in

the next intettitle. After introducing the characters from each decade, anothertitieer

appears before a final montage of excerpts which peesed an i mage of t he f

name Kazuyoshi Saito is credited with writdirt
relate to other viewing material which Third Window provides on its DVD releasasbf

Story The di sco6s wdpa&makirgfthat presants intersew footage with the

director, and a recording of a I|live perforr
Kazuyoshi 6s guitar skill s. I n t his exampl e
concerning how the flmaws promoted theatrically i°hA Japar
The trailer stresses, and helps explain, t h
and song writer in Japand i st i ngui shing it within Japanes

catdogue of titles

Third Windowds treat ment of its trailer:
materials for its films exactly as they were intended for theatrical promotion in Japan. But
subtitling i s as s etlitangdtralere ThirdWintddvihgsioteadnly As i a 6
translated certain elements within the trailers it uses, signifying the choices available to the
distributor through subtitles. As a result,lop cert ain aspectare of t h
translated and communicated thraute subtitles. The distributor is not only choosing how
its releases are promoted through these trailers, but is also deciding what information is likely

to be of interest to UK viewers. Furthermore, this is often information that Third Window can

% Quote taken from the trailer féfish Story from the Third Window DVD released on 26/07/2010.
®Kazuyoshi 6s muesviday withi the OK (as it eaa dnly lae imported on CDs and vinyl
records from abroad), arithe Foreign Duck, The Native Duck and God In A Coin Logkernot released by
Third Window until 2012.
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explan through subtitles (for instance, the prominence of a director, or song writer, or the
characteristics of its narrative and/or genre). Whether a trailerasdited or shown with

subtitles, the examples discussed have shown how these means of exaitativanslation

have integrated the trailers into the distr
always recycle unaltered theatrical promotional material that originates from Japan (though

this can be a convenient and ceffective option).

Conclusion

In demonstrating how 4Digital Asia and Third Window have integrated trailers fully
into their DVD distribution practices, additional trailer characteristics have been highlighted.
Johnstonds most recent d ef i ntextsithatncross imediar ai | e
boundariesd is supported b%Howdver, the flealilyysfi s t hr
trailers as promotional material is evident too. The trailers examined have promoted Japanese
films for UK distributors, and theycoudag n be categorised as Omob
movement from Japan to BritaiiMoreover, the trailers are altered when they are exhibited
in the UK. Therefore, the trailers are flexible as well as mobile, allowing them to be shaped
accordingtoadisti but or 6s aims for the promotion of
layers of meaning which can be interpreted, as the examples have shown. But 4Digital Asia
and Third Window have decided which of these layers is most significant for their own
pronotional practices, as established by the examination of tbditiag and translation of
the trailers. The use gfarticular filmice |l e ment s al so il l ustrates t
certain aspects have been foregrounded more than others becduseeof di st-ri but o

editing and translation of the trailers. T

67 Johnstonpp, cit p.25.
%% Ibid, pp.149152.

136



AfJapaneseo does not mean that they are shown
filmsd theatrical p r doumarst areo choosing what aeferaenttys . The
emphasise, showing what they wish to bring attention to in contrast tdrtiveakers and
promoters in Japan, and within the UK market.

Therefore, as a result of 4Digital Asia and Third Windowuseng them as
promoto n a | material, the trailers highlight ma
contexts. Furthermore, this helps to demonst
distribution practices distinctive. They integrate certain information inéo ptomotional
messages that they circulate through the trailkreonsequence of these actions is that the
reasons for the films being distinct also become characteristics that make the distributors
distinct within the UK market4Digital Asia and Third Whdow each do what they can to
distinguish each film from its other DVD releasd@$iough the trailers have demonstrated
these facets within this chapter, the next chapter will examine how the websites also aim to
make the labels as distinct as the fimgth di st ri but e. The webpag
trailers, but they contain much more than this material, and do not just act as another
promotional platformi for the distributors or the filmsAs found in Chapter @e, what
makes t he | withirethestdilersl and the websités the broad appeal of their

filmsd content, rather than establishing a u
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Chapter Four : DVD Label sdé& Websi
How Distributors Promote and Provide New Experiences to UK DVD Viewers

The websites for both 4Digital Asia and Third Window supplement the distribution
practices examined in the previous chaptersn mor e t han one way. Th
di splay the DVD discsO6 packaging, speci al f
material and the Japanese films released. However, the websites also provide a separate
experience from all of the satellite texts within an online environment, which aims to present
the distributors as distinctive companies. This is not achieved by igpeaintent and
information from the packaging, special features or trailers. Details regarding this material
are integrated into the experience provided
are at the centre o fthetcdse withvihe athert setalite textsy but e nt
specific actions and information thedntribute tothe DVD releases are conveyed. How the
distributors present these practices as dist
t he webp atghNets Brugger stdtes that a webpage is a signifying unit, and that any
potential meanings and interpretations within it are evident through its textual elements and
the environment in which these elements are displayBuerefore, the intentions of the

websites created by 4Digital Asia and Third Window can be revealed. The websites provide a

separate experience for web browser s, t hrou
dedicated t o emphasising t he | alp othtes the di st i
distributorsd aims, and so are perhaps the <c
mar ket . However, they also integrate the ot

clarifying that the labels ultimately aifmto use tleir distribution practices to emphasise their

distinction within the UK market.

'NielsBr ugger, 6The website as unit of-88aNodherylsghts5?2L Bol t er
(2007),87Ni el s Brugger, OWebsite histor yl32n mNewMddaandebsi t e
Society Vol.11 (2009), 119
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Niels Brugger has provided a consistent and adaptable approach for website analysis
that fully interrogates their characteristics and conventions, in contrast to other critical
discussions. This approach is derived from a critical examination of existing work by Jay
David Bolter and Lev Manovich.Bolter claims that websites are both fragmented and
disparate, as well as having a unifying structure and coherence within theentderny
arguing that webpages and elements wilthin t
Manovichos perspective is much broader, and
conventions which are communicated across webpages and esehfidtwing users to
uniformly interact with these media souréedowever, Brugger recognises that both these
perspectives do not posit an analytical method or approach which would allow for the
discussion and research of the content within the websgno how they interconnect
within the vast scope of the interna¥loreover, the majority of discussions of the internet in
relation to media industries focus on how websites highlight interconnections between media
texts, rather than examine the webpagegexts.

Brugger s proposition for tackling this p
by identifying the website as a unit which can be closely analysed. Through examining the
textual elements that make up the webpages within websites, ¢detim@nare communicated
across the internet as a whole are then examined, and reveal how information is viewed and
used across the internet, or the Web (terms which Brugger uses interchangeably):

For some years now, the website has constituted the mostl@nt and pregnant
form of coherence on the Web. This is why when we analyse the Web, it is both

Br ugglee ,wedblTsi t e as @p.ginit of analysis?...06,
% Jay David BolterWriting Space: The Computer, Hypertext and the History of Wififedition Mahwah

Erlbaum, 2001), pp.112.

* Lev Manovich,The Language of New Medi@ambridge: MIT Press, 20Q1).7 and 31.

®Brugger, O6The websi oecit83%. a unit of analysis?... 50,
¢ James Monacd{ow To Read a Film: Movies, Media, Multimedighird Edition(Oxford University Press,

2000, pp.5568; Barbara KlingerBeyond the Multiplex: Cinema, New Techgids and the HomgJniversity

of California Press, 2006pp.191238;John CaldwellProduction Culture: Industrial Reflexivity and Critical
Practice in Film and TelevisiofDuke University Press, 2008), pp. 2345
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important and necessary to direct the analytical focus towards the website as a
phenomenon in its own right.

Brugger therefore proposes that websites aies in order to demonstrate how the internet is
browsed and understood through textual elements. These elements form webpages, which
make up websites. Such elements can consist of text, images, sounds, andsaatio
media® It is not only necessary investigate the content of these elements, but also how they
are presented witRAAInontchsei duwee btsieé edme diaay o@in vi |
access to the internet (in particular, the computer hardware and software that facilitates access
toit)Brugger | abels specific aspects of websit
environmento in a | ate%Thcel acroirftiecratt i ®fn oDi chii
Third Windowbs webpages, and howedthtoughost di sp
this chapter.

The significance of such aspects are not only emphasised by Brugger. Following his
cl ai ms, ot her researchers have also treated
unitsé in order to exp licdnfoenatioroand mesnmgs.David mmu ni c

Gauntlett argues that the construction and promotion of websites is central to understanding

how the internet now Ooffers an extraordina
ex pr e¥Siicothis oderviewof he i nternetds characteristioc
in exploring how meaning iIis created through

with the information contained in theth.Therefore, the websites created by 4Digital Asia

and Third Windev are capable of providing particular meanings and experiences for

" Ibid, 87.

. Brugger, O6Bhanweboifopcih®d ysi s?. . .0,

? Ibid, 85-6.

YBrugger, OWebsdttl®. hi st ory

“"Brugger, 6The websi opecit8s a unit of analysis?... 50,
“David Gauntlett, O6Web Studi es: NewMediaStddiesom acoessed o t he

01/05/2013http://www.newmediastudies.com/intro2004.htm
13 David GauntlettMaking is Connecting: The Social Meanings of Creativity, from DIY and Knitting to
YouTube and Web 2(Cambridge: Polity Press, 2011).

140


http://www.newmediastudies.com/intro2004.htm

browsers, in addition to other material which aids the distribution of their DVD releases (for
instance, the packaging, special features and trail&ts). websites signify patterns of
dsmur se that aim to make both the | abelsd ac
UK market.Following from previous chapters, the diverse image of the DVD labels is further
illustrated by the websites, rather than a uniform brand image.

Applying the approach of Brugger, in analysing the textual elements of the webpages
and how they are presented, provides evidence that demonstrates the potential meanings and
experiences signified within the distributor
have webpages that promote all aspects of their DVD releases to their browsers (particularly
the packaging and special features, as well as the film itself). Furthermore, they add to
material included on the DVD, through information displayed on the vgespas well as
links to different modes of exhibition and consumption for some films. A significant amount
of supplementary links and information concerns various forms of critical reception for the
films, providing details of printed and digital contest well as dates of awards received. But
the distributorsd always wuse the informatio
through their associated feeds on social media sites, such as Facebook and Twitter. These
varied aspects represent the coht®f the webpages, and the chapter will analyse
representative examples of these trends. Their examination will reveal that 4Digital Asia and
Third Window use the websites to distinctively promote both their distribution practices and
their DVD release$ mainly through textual elements that both guide potential viewers to,
and suppl ement, the content on the discs. /
distinctions, the websites provide unique online experiences for both their DVD viewers and

otha web browsers.
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Death Note Promoting The Experience Of The DVD, Not The Film

The 4Digital Asia website has many (if not most) of its pages dedicated to the releases

of theDeath Notef i | ms. The t h Death Ndtegdir. keneéko Shusuke,®8), ar e
Death Note: The Last Nan{dir. Kaneko Shusuke, 2006) amkath Note: L Change The
World (dir. Nakata Hideo, 2008), which were released in-bets as well as individual
editions’* Most of these webpages are presented in a similar format to 4Digital Ma 6 s ot he
pages, with a trailer, synopsis and disc details included. However, the 4Digital Asia pages
have a different colour scheme. Each of these pages has a yellow banner at the top of it, with
the page options of ©6Honaedd, 66Caotnalnogg uSedoo nadn, d 6
On all the other 4Digital Media pages, the banner is coloured red, highlighting thessdbe | 0 s
i ntent to distinguish it seldnfuagé releaseSThisss par en
despite a 4Digital Media page staf that both distribution labels have similar aims:

4Digital Media is one of the UK's leading truly independent DVD distributors

with an eclectic, cutting edge feature film catalogue that delivers great value,

extraordinary home entertainmerdid. Recen hits include two high concept

British gangster films; Triads, Yardies & Onion Bhajees and Thugs, Mugs and

Dogs, the art house phenomenon INK and the hugely popular Big Fat Gypsy

Gangster.

4Digital Asiaisa suld a b e | speci al i si ntignfiimaintheri an @Acul

original language with English subtitles. The catalogue includes favourites such as

Death Note, Death Note: The Last Name, L Change the World, the 20th Century

Boys trilogy and Tokyo Gore Police.

Our aim is to delivery quality not quiiy.*’

14 See Appendix Oniethe Death Notdilms were individually released on 28/07/2008, 13/10/2008 and

29/12/2008, respectively. Thzeath Noted-disc set of the first two films was then released on 26/10/2009. The

third film was not included, as it was a spff from the previous films, and not a direct sequel.

564 Di gi tadibital Mediawebsite, accessdll /052013, http://www.4digitalmedia.com/index.php/asia

YThe majority of 4Di git alngigednedind Cat al e g s e4Digiti e wo Al Ed
Mediawebsite, accessed 01/05/20m8p://www.4digitalmedia.com/index.php/catal@yu

"64DM/ Contact us 6, htp/ewveddigitairdedid cbn/index.pBpfcdntict
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The | ast sentence is very indicative of the
of the films in their catalogue. The DVD releases are intended to meet certain standards of
6qualityéo, and this coul de filinge themselves.rHoweeet, e d a s
throughout all the types of webpages that display the 4Digital Asia releases, a pattern
emerges which demonstrates the promotion of the whole potential viewing experience
offered by the DVDs (from their packaging to their egjralhe Death Notereleases are
representative examples of this pattern, and illustrate the various webpages constructed for

the 4Digital Asia subabel.

The promotion of the experiences offered by a particular media format has been
studied before withiracademic research, but such analyses often concern the titular media
content . I n contrast, 4Digital Asi ads webpa
releases as well as their media content, which is a pattern of behaviour only recently
recognised n media promotion. One of the | ater po
on trailers is how these promotional texts changed fundamentally after the growth in
popularity of home video. As thousands of titles wereeteased on VHS, new trailers \eer
also produced to promote them. Johnston highlights trailers foStiduwe Warstrilogy as
particularly representative of this treHtiTrailers that promoted these VHS releases included
the phrases O6The Force can be wiSocd wowételkipt
youodbve seen Stwreardlegleemdofont vé de o ?°Theslogas! | , t |
signify an emphasis of ownership that the video format offers media consumers, as well as

suggesting that it offers a whole new viewing experience.

18 Johnston explores the trailers for the eaditrr Warsfiimsi A New Hopégdir. George Lucasl977); The
Empire Strikes Bacldir. Irvin Kershner, 1980); andeturn of The Jeddir. Richard Marquand, 1983)

19 Keith M. JohnstonComing Soon: Film Trailers and the Selling of Hollywood Technolbggdon:
McFarland and Company, 2009)p.12736.
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Such promotional strategies are now used within the advertising and press releases for
upcoming DVD and BltRay releases, showing that they have a longstanding relevance
carried over from VHS tap&8.A similar promotional strategy is evident within 4Digital
Medi ads webpages as wel | . The pages do disp

with the Death Noteexamples. The trailers mainly promote the film itself, as was explained

in Chapter Three. The f i | ms 6hinalhttemwebpages,tbutst i cs
they are not the only one evident. Brugger
traitsé it is iIimportant to examine the ways

their combinations have actually beendige Within all the different types of webpages that

display information about thBeath NoteDVD releases, there is evidence of 4Digital Asia
using the filmsd characteristics to promot e
contents.

Within 4Digit a | Medi ads website, and the 4Digit
pages displayed in relation to tbeath Notefilms provide a synopsis and basic details. The
synopsis often refers to the filmbs aasdrrati)
informati on, as wel |l as the discsd6 contents
Visual elements exhibited are comprised of the trailer, immediately underneath the
distributords |l ogo and banner , aleméntscdnde e an
seen in Figure 13, which specifically relates to the fdetith Notefilm, and displays the
recurring elements of the 4Digital Asia webpages provided foDdah Notefilms and the

|l abel 6s other tit | e*Hoyerss whatean alsoibeiseeh ptphe tolof x T w

XGay Crowdus,CinéaBteli 8B6rfLal@ap10), 1; Jenni-Raeydbnetste Wood, 6
35:1 (2010), 3235.

2Brugger, OWelbmdcittl28. hi st or yéo,

ZAppendi x Two displays all the webpagmsanfianfirmé Di gi t al
the recurring similarities within them. AlIl the webp
4Digital Mediawebsite, accessed 01/05/20h8p://www.4digitalmedi.com/index.php/asia
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these images is a link to a separfaeath Notewebsite, which is accompanied by a link to a
similar page for thed" Century Boydrilogy (dir. Tsutsumi Yukihiko, 2002009). Though
separate pages are only provided the two series of films, they help to illustrate how the
4Digital Asia webpages often emphasise the

t han, the filmsdéd characteristics

DEATH NOTE

Release Date: 29/12/2008
Catalogue number:  ASIA3745
Barcode Number: 5034741374514
Certificate: 15

Running Time: 126mins approx
Release Media: DVD

Aspect Ratio: 16:9 Anamorphic
Region Code: 2

TV Standard: PAL

Colour: Colour

Buy Now p

Synopsis

The film follows the manga story of Light Yagami, who is a brilliant but bored
student with great prospects. Life changes dramtically when he finds the Death
Note, a notebook dropped by a rogue Shinigami death god named Ryuk. Any
human whose name is written in the notebook dies. Light sees an opportunity to
rid the world of evil using the powers granted in the Death Notel. The police
authorities call in the help on the famous, but unconventional detective L when
criminals begin to mysterioussly die. Both Light and L believe themselves to be
serving justice, and so begins the battle of wits to see who really is good or evil.

Buy Now p

Genre: Thriller
Director: Shusuke Kaneko (Gamera; Death Note: The Last Name & Azumi 2)
Starring: Tatsuya Fujiwara (Death Note: The Last Name; Battle Royale & Battle

Royale 2); Kenichi Matsuyama ("Death Note" / "Death Note 2: The Last Name" /
"Sanjuro”)

= Audio Format: Dolby Digital 5.1 & 2.0
@ Audio Language(s): Japanese
e Subtitle Langu (s): English

e hman hoe mame i witen D othic nowe Aal die
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Figure 13i 4Digital Asia webpage for the firfleath Notefilm.??

trailer

DEATH Note

The film follows the manga story of Light
Yagami, who is a brilliant but bored
student with great prospects. Life changes
dramatically when he finds the Death Note,
a notebook dropped by a rogue Shinigami or
death god named Ryuk.

. o

© 2006 "DEATHNOTE film partners

THE POLICE AUTHORITIES, ICPO
( INTERNAT IONAL CRIMINAL POLICE
ORGANIZATION) ENLIST THE HELP OF THE
FAMOUS, BUT UNCONVENTIONAL DETECTIVE
"L" WHEN CRIMINALS BEGIN TO
MYSTERIOUSLY DIE. BOTH LIGHT AND L
‘ BELIEVE THEMSELVES TO BE SERVING
02005 TDEATHNGTE, fim pafiners i JUSTICE, AND SO BEGINS THE BATTLE OF
Any human whose name is written in the WITS TO SEE WHO REALLY IS GOOD OR
notebook dies. Light sees an opportunity to EVIL.
rid the world of evil using the powers
granted in the Death Note.

Figure14i Ex ampl e of the webpages DeathtNotavebsit’Di gi t al

An example of a page from thgeath Notewebsite created by 4Digital Asia can be
seen in Figure 14. The webpages are animated, with browsers either having to chiek on t
tabs at the top of each page in a virtual notebook, or click and drag the image to mimic the
movement of a notebookds pages. I nitially, 1
of the filmsd narrative, whsphayiheg ptalge sf ielx|
The first twoDeath Notdilms depict how Light (Fujiwara Tatsuya) acquires a notebook that
kills those whose name is written in it, and how the detective L (Matsuyama Kenichi) goes
about uncovering his identity. The thirdnfi L Change The Worldoortrays L in a separate
story where he has to stop a terrorist plot. The virtual notebook pages mainly explain the

premise of the first two films, and give the names of the actors and information about the

B®deat h 4ANigital Médiawebsite, accessed 06/05/2013
http://www.4digitalmedia.com/index.php/details/1

%61 nitDre@m t h 4Nigital Médiawebsite, accesded6/05/2013,
http://www.4digitalmedia.com/deathnate/
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manga(comic) that the siry is adapted from. In addition, the last two virtual pages detail the

contents of the DVD releases for the filbesath Note andDeath Note: The Last Nanfleoth

for their di scsd6 extras and their packaging

contans a bookl et , similar to the websiteds r

information given in the wvirtual not ebook

background on members of the crew). The separate website therefore signifies e afampl

the contents of the DVD packaging and empha:c

integrating the filmsd characteristics into
Moreover, these separate websites mark the success of soni2iofj4 t a l Asi a

releases. Many other films released by thelablel do not receive similar treatment. This is

most likely to be because of the successful sales that 4Digital Asia experienced for their

DVDs of theDeath Notefilms. The first two films werge-released, following their separate

releases in 2008, as a fadisc boxset in 2009. In addition to the first two films being

included in the separate website, the gfinfilm L Change The Worlévas not rereleased,

implying that it was not as succéslsas the first two films$? In contrast to this evidence, the

20" Century Boydilms also have their own websitteThe webpages det ai l t

display their trailers, and provide additional information on props used, as well as interviews

with certain cast and crew members. The details regarding the firsiTfilenBeginning of the

End (2008), are mostly repeated from the booklet that is included in the special edition

packaging, released by 4Digital Asia in May 260The sublabel had intendetb release

each film as an individual special edition DVD, but the first film appears to not have been

% This was indeed the case at the Japanese box office, Wilérange The Worldas not as successful as the
earlier flmsi 6 FOCUS: WMarketdlremtd €200 and 2009) European Audiovisual Observatory
website, accessdb/05/2013, http://www.obs.coe.int/oea_publ/market/foduis.html

%6 Wel caoth@e nt ur yiDigtal Mediawebsite, accessed 06/05/2013,
http://www.4digitalmedia.com/20ch/

%" See Appendix One.
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very successfuf® All three films were instead released a year later in onesboxand extra

information on each individual film is now visible on 4Dig al Asi ads separ ate
to these pages are explained as O6extra infor
DVDOG. Therefore, the discs still contain C
(particularly within their special featers ) . Though some of 4Digita

contain extra information, the majority of the pages evidently promote the overall DVD
experience offered by the slibabel s 0 rel eases, and not j u
characteristics are not promoted sepaly, but are integrated into the content that promotes

the discsd contents.

Third Window has similar aims within certain sections of its website. Most of the
distributords webpages are given over to d
exceptons. The Third Window website content is selectable from a banner at the top of every
webpage, similar to 4Digital Asi adbs pages.
OFi | ms o, OEvent so, ONews 06, 060Shop6d, O0About 6
regular updates for upcoming Third Window releases, and displays older announcements.
Through viewing all of these, it is clear that the distributor aims to promote the additional
content of the DVDs as much as the films (in a similar fashion to 4Digite)AOne
illustrative example is a post from December 2008. Shortly before their release in January
2009, the DVDs foiMemories of Matsuk@dir. Nakashima Tetsuya, 2006) aK@mikaze

Girls (dir. Nakashima Tetsuya, 2004) received several revigWhird Window announced

% Some reviews of the DVD beset also suggest that poor sales were the reason forefjsJitendar énth,

Review for 20th Century Boys Trilogy: The Complete Saga (4 DhdelyReviewer.comaccessed 06/05/2013,
http://www.myreviewer.com/DVD/129830/20tBenturyBoys Trilogy-The CompleteSaga4-
Discs/129945/Reviexy-JitendarCanth

4Digital Asiads | udge mdhCentuoyBoysthowgh, pppears to havesstemnsed frome s s f
its strong boxoffice takingsin Japai 6 FOCUS: Wor | d F (20096 EMepe&ndtdiovisuat n d s
Observatorywebsite, accessed 06/05/20h8p://www.obs.coe.int/oea_publ/market/foduis.html

®6Memofi MMatsuko and Ka nThik Windowwehsite| ascessed 0610920530 ,
http://thirdwindowfilms.com/news/2008/12/memori@smatsukeandkamikaze-girls-reviews
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the reviewso publication and noted the posi
the quality of the films. Though the reviews are derived from other websites, Third Window
describes their content, and provides links to theseg#y potential browsers. Unlike the

reviews mentioned within the packaging for these films (as discussed in Chapter One), these
particular examples are not quoted on the DVD covers. Here, Third Window is not simply

drawing attention to the release itsé#fs the review quotes do on the packaging), but

providing additional i nformation to promot e
Essentially, one intention of the distri
of fered within all of t h eDigital\VABias, Ghe sub ratbend td.s |

webpages do not simply act as another platform for the purchase and consumption of the disc
releases. Instead, significant space is given over to trailers and information regarding the
discsdé6 content, w tbut dshnot ilinmted| to thers aloie h Bhoudghithe ms
examples of the separate websites are infrequent (such as thd3eafbr Noteand 20"

Century Boyy they help to illustrate this intention. Similarly, Third Window has not always

made announcements of postigisc reviews for all of its DVD releases. But the potential of

the websites as a means of promoting al/l t ho
has been revealed by analysing these exampl
apparentbecause of what content the webpages display, as well as how they display it.

Furthermore, the textual elements of the websites do not only reveal this particular trait.

Kamikaze Girls We b Cont ent That Adds to the DVDs©O6 E

The distributors inelde further details on the films and DVDs they release within the
majority of t heir webpages. Third Wi ndowbs

characteristic, especially in regard to the fitamikaze GirlsIn the previous section, brief

149



mentbn was made of information on the websites that could supplement the content of the

DVDs, particularly within the separate site faé™ Century Boys However, additional
information is not always included on a segregated set of webpageXant&aze Girs

webpage contains information and i mages

t hat

packaging or digital content. Third Window is evidently aiming to distinguish itself as a

DVD label, through its website, by attempting to provide an experierateetitcompasses

more than just the film and the disc it is disseminated on.

I n parall el to 4Digital Asi aolds mi ssion

intentions through one of its webpages:

The Third Window Films brand was born in 2005 when its-fibving founders
grew bored of the stream of weaut shock horror vehicles from the Far East.

Third Window Films works hard to bring you the wonderful world beyond-long
haired ghost films and mindless Hollywood action copies, sourcing the finest
works in newFar Eastern cinema. We strive to represent a rich variety of film
genres, be they dramas, comedies, political satires, action or anything else in
between. Expect everything from the unknown and cult to thée#t and even

the occasional mainstream masiei ec e éor expect not hi
cinema!

Let Third Window Films be your window to the E&St!

The phrases 6brandd and o6window to the

ng

East €

ultimately amount to more than just the films themsel¥ésu gh t he wor d Obr anc

uniform image for the label, its aims are much broadke distributor states that its DVDs

literally provide a perspective on Far Eastern cinema thaliverse and unique to UK

audiences. However, there are limits to wtiet packaging and extras within the discs can

tell potenti al Vi ewer s. Third Wi ndowbs

we b

links are often included within its DVDs, which again implies that there is additional

information on its website. Thadtributor evidently intends for viewers of the DVDs to visit

304 A b oThirddindowwebsite, accessed 06/05/20b8p://thirdwindowfilms.com/about
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its website, in order to promote itself as a distinct brand by providing viewers with additional
content. The page fakamikaze Girlswill demonstrate how the distributor presents these
attributes, as well as indicate traits shared across all the Third Window webpages.
The supplementary experiences and information offered by websites is another facet

recognised by Brugger:

That the website plays a still greater role on the Internet today thaeées ago

is reflected by the fact that the website absorbs a substantial part of online

activities, and this is in two ways. First throughout the last ten years, formerly

separate uses and applicationsuch as chat, newsgroups, listsermal, etc.i

have become integrated into websites, and second, the greater parts of activities

that were earlier delivered in other digital media like the-RDM or DVD i

such as music sharing, games, digital artworks,ieb@ave moved to the Internet

where they areften embedded in a website.
Websites can therefore offer a variety of experiences, and the implication that this can go
beyond a websiteds i mmediate content i's al s
integrating experiences, but also creatingrthe Gaunt | ett supports Brug
own research on the capabilities of websites, and goes further with some points. The act of
forming and displaying a website is seen as a creative act that can both be separate from and
linked to other medidorms, such as art, music, film, €fcindeed, in the examples that are
going to be discussed, both Third Window and 4Digital Asia clearly provide access and
information through their websites that concern specific experiences linked to their DVD
releases Whereas the first section of this chapter outlined how the websites expanded on
some of the promotional practices of the distributors, evidence will now be presented that

shows how the webpages provide conteat forms a distinct experience online, har than

simply act as another means of promotion.

'Brugger, 6The websi pecitds a
|

unit of analysis?. .. 0,
#2Gauntl ett, o6oweuc tSiopunidé oe,s : tr

n
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Ca third window films w0

R e
b~ N

Play Trailer

Kamikaze Girls

Dir- Tetsuya Nakashima
Writer- Tetsuya Nakashima
Cast Kyoko Fukada, Anna Tsuchiya, Hiroyuki Miyasako, Sadao Abe, YosiYosi Arakawa, Yoshinori Okada

Our principal character and narrator is Momoko (Kyoko Fukada), the 17-year-old product of a highly
dysfunctional marriage who wishes she'd lived in 18th Century France, during the Rococo age; instead, she and
her bonnets and frilly dresses are stuck in Japan's rural outback, where she abides by a philosophy that claims,
“If I can't live independently, I'd rather be a water flea”

Enter Ichigo (Anna Tsuchiya), a tough-talking, head-butting, scooter-riding thug who doesn't know rococo from
rock & roll, and whom the haughty Momoko deplores and mostly ignores--at least until they're brought together
by, of all things, embroidery (Momoko's good at it, Ichigo needs some for her biker threads).

Suffice it to say that these two oddballs form a union of sorts, and Kamikaze Girls (entitled Shimotsuma
Monogatari in Japanese) ultimately delivers a fairly straightforward message about independence, loneliness,
and friendship. But getting there is quite a trip. Director and co-writer Tetsuya Nakashima combines live action,
animation, special effects, fourth-wall asides, fantasy sequences, and more in a dazzling onslaught of images.

Bue s

Blu-ray Disc Info

amazoncouk
(B PLAY.com
hmv.com

BD Release Date: 8 Feb 2010

BD Specifications: Anamorphic widescreen, 5.1 surround sound,
removable subtitles

BD Bonus Features: “"Making of”, interviews with the cast and crew, "Birth
of Unicorn Ryuji* short film, workprint footage, Anna Tsuchiya music video,
theatrical trailer, trailers of other Third Window Films titles

‘R 1

Evente News Shop About Contact

Gallery

These images are free to use under certain conditions. Al
images should be credited appropriately, in addition to Third
Window Films.

7 o B

Original Title: Shimotsuma Monogatari
Country: Japan

Year of Production: 2004

Rating: 12

Genre: Comedy

Running Time= 103 mins

Original Language: Japanese

Crew

Producer: Takashi Hirano, Yuuji Ishida, Satoru Ogura
Executive Producer: Kunikatsu Kondo, Yokichi Osato
Co-Executive Producer- Kazuya Hamana, Masayuki
Miyashita

Line Producer: Yutaka Suzuki

Editor- Yoshiyuki Koike, Chiaki Toyama

Production Manager- Tadao Osawa

Pr ion Desi - Towako

Cinematography. Masakazu Ato

Music Yoko Kanno

Lighting- Taro Kimura

Presented in Assocdiation with: TBS, Amuse Soft

Figure 15i Third Window webpage fokamikaze Girls™

36 Kami k a zTeird &indowwehsite, accessed 06/05/2013,

http://thirdwindowfilms.com/films/kamikazgirls.
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Al'l of Third Windowds webpages have si mil
of 4Digital Asiabds pages. erFadalsimiahcoloudschéfmen d o w
(of different blues and greys), which is evident in Figure 15. Specific sections highlight much
of the extra content that Third Window provides within the pages for its individual films,
such asKamikaze Girls As with the Digital Asia webpages, the trailer appears most
prominently below the websiteds banne’, and
However, there are several other details given on the right side of the webpage, including still
images taken from #&hfilm and information regarding its production (such as the original
Japanese title, year of production, crew members, etc). These details are listed on all of Third
Wi ndowdés pages for its film releasesthe as ar
purchase of the DVDs (often found at the bottom of the webpages). Though aspects of this
information parallel the discsd6 digital cont
signifies content on t he weasgdistincive.t hat emphas
In Figure 15, a selection of images can be seen on the right side of the page. These are
taken from the film, and some even appear on the rear #famekaze GirldDVD cover (but
only three). There are nine images in total, includinglahgest one above the synopsis. All
of them illustrate the visual aesthetics of the film, as each become enlarged and visible in
colour when selected. With these images, Third Window is providing material that can either
attract viewers to watching therfil because of their aesthetics (in addition to the trailer, as
found in Chapter Three), or provide another means of accessing elements of the films visuals
after viewers have watched the fil m. Either

on the packaging for thé&amikaze GirlsDVD, and the webpage provides links through

which the disc can be purchased. Certain cr e
34 Appendix Two provides images of the webpages foodll Third Wi ndowés releases, a
Asi ads.
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the DVD cover as well, but they do not go into as much detail as the websiex&ople,
the line producer is not listed on the rear of the DVD cover). The credits at the end of the
films are not always fully translated by Third Window, so this information also supplements
the discds content. Anot hemoreanfretjuentias mowallofa s p e c
Third Windowds r el e dRayd®HowaverKanakaza Gitlsis,bahdeits on B |
distributor uses the same page to prraymote t
format. BluRay is not only an additional forat, but is widely regarded as an enhanced
viewing experience for a film, in comparison to DVDTaking all these aspects into account,
the Third Window webpages provide a range of visual aesthetics and information that
potentially adds to the viewing exjpence offered within the DVD discs. As a result of
providing this variety of material, the distributor emphasises its webpage as distinct by
providing access to additional experiences related to its disc releases.

4Digital Asia has similar traits in itsebpages, notwithstanding the separate websites
for Death Noteand 20" Century Boys Other formats for the films are given their own
webpages within the 4Digital Asia catalogue site. Again, this is particularly the case for the
Death Notefilms, whose DVDbox-set and BluRay releases are given separate pages, even
though the BleRay contains the same content and number of discs as the DVD set. However,
the boxsets did not also include the booklets contained in the firstDeath Notef i | ms 6
individual rekases. Despite these exclusions from thedsds, 4Digital Asia categorises the
releases as additional viewing experiences that thdavah offers, as they are given their

own pages within the 4Digital Asia catalogue. Both-Bets allow for the twdeah Note

% Figure 3 shows that the release date okthmikaze GirlsBlu-Ray was 8/02/2010. Only two other Japanese

films released between 2008 and 2010 on DVD were subsequently releaseeRayBluove Expsure(dir.

Sono Sion, 2008 25/01/2010) andlemories of Matsuk{l4/02/2011).

%6 Wh at -Rasy BEAwebsite, accessdi¥/05/2013, http://www.bva.org.uk/whablu-ray, William

Boddy, OThe atlagnthingtoerHol@e f Wni ti on DVD®déd, in JEFImBennett
and Televsion After DVIRAbingdon: Routledge, 2008), pp. 182; Wood,op. cit
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films to be contained in one case, and the-B&y provides access to an enhanced viewing
experience. These pages only provide information on thesétsx as well as links to online
retailers. But this can be useful information for viewers whol@wking to obtain the films
within one case, or switch to the BRay format:’ Here, 4Digital Asia is evidently aiming to
emphasise the variety of formats available for its releases in order to distinguish itself as a
distributor.

Additions to the viewng experience are also not limited to providing information on
ot her formats for the fil ms. Many additional
webpages, including official promotional sites from Japan. However, most no longer exist, as
theyaret aken down shortly after the filmds thea
Third Wi nd o RshStorypdirgNakarhuoar Yoshihiro, 2009), but another link is
also provided on the webpage that does give its browsers additional inforffiafiu film
was originally sponsored for theatrical release in the UK by the Great Britain Sasakawa
Foundation. The link provided with this inf
website, where it is explained as an institution that aids culturabeges between Japan and
the UK¥*As implied by the | abelés own mission st
to show how it is a brand that consists of more than the films it releases. The links to another
institutionds websndethd |l dsstratlkest drhGs vad bm
means by which it can establish its bramégein addition to releasing DVDs. Therefore, in
this instance, Third Window has foregrounded its distribution practices not only to
distinguish this particular relea, but also itsaions as a labéhatbrings Japanese cinema to

the UK.

37 Boddy, op. cit Wood,op. cit

36 Fi s h THrd windpvwebsite, accessed 07/05/20m8p://thirdwindowfilms.com/films/fiskstory.
®9oGener al |IGnehtBritanSasakawa Fqundation websaecessed 07/05/2013,
http:/AMww.gbsf.org.uk/general/index.html
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Both 4Digital Asiads and Third Windowobs
provide informationthat supplemert their DVD releases. These textual elements mainly
concern thefilms and other formats for viewing them, and so could be considered as
additional promotion. But most of the information is not detailed or explained on the DVD
releases alone, so both potenti al and curr el
find out something new within the webpages. Additional webpages and links can also provide
indirect promotion of products and associations separate from the distributors, as seen with
the Great Britain Sasakawa Foundation. Through providing access t@tied gontent, the
distributors emphasise their distribution practices, and highlight them as distinct because they
result in additional potential experiences for browsers of their webpages. Furthermore, the
next section of the chapter will demonstratehgous media sources that 4Digital Asia and
Third Window present on their websites, other than their DVDs. The distributors manage to
spotlight these sources for their own aims, and do not simply promote the content and

information of other publicatiorsnd websites.

Vampire Girl vs Frankenstein Girl The | mpact of the Fil msdé and

Many of the distributorsd webpages provi
within them. As with the earlier sections in the chapter, though, it isskefithis material
that causes emphasis of the distinct actions of the labels through their websites. A lot of the
additional information and links can be compared to the use of review quotes and other
information given wit hcaussedinlCeapter OsecHowevep dothk a g i
4Digital Asia and Third Window expand on these practices within their websites, instead of
repeatedly using the same marketing materials. As has been demonstrated already in this

chapter, the capabilities of websites@w t heir content to add to
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and digital content. The webpage for the 4Digital Asia relédampire Girl vs Frankenstein
Girl (dir. Nishimura Yoshihiro and Tomomatsu Naoyuki, 2009), is particularly representative
of this patternwi hi n t he websitesd6 textual el ements.
the text on the webpage explains positive critical accolades that the film received following
its UK release. Parallel patterns exist within the webpages for other fiims cel®ad®igital
Asia and Third Window. These traits can relate either to reviews or awards, and therefore
refer to other media sources (such as physical or digital publications). Nonetheless, the
distributors do not display a dependence on critics and avesetsts for how their DVD
releases are received. In effect, these traits emphasise the many media sources that labels can
use to chart the impact of their releases in order to emphasise the distinctions of their
distribution practices (and their DVDs) withthe UK market.

4Digital Asia and Third Windowods pr omot
webpages, rather than exhibiting their films online, provides both parallels and contrasts with
other film distribution websites. In 2007, Paul McDonald stated fihat distribution
websites were most likely to be successful by providing both physical and digital retail and
rental options for film consumption, rather than only providing online access. This statement
followed observations that DVD disc sales are gedl¢ falling in contrast to their rapid
domination of the video market after 1989nhile the decline has continued, DVD sales in
the UK still make up substantial percentages of revenues for film consumption, in
comparison to BkRay and other digital méal**

El ements already discussed in this chapte

specifically promote the purchase of the DVD releases, and not just the films on the discs.

0 Paul McDonaldVideo and DVD Industried.ondon: BFI, 2007)pp.2127.

“6Video revenues are the | i%lwly oRdis¥ijedNssodiationm and TV
website, accessed 08/05/20h8p://www.bva.org.uk/newpressreleases/videoevenuesarelifeblood-uk-
flm-andtv-industry Ti m Murray, OThe ERA (Eht ¥etaboomkmben R&lu amb k
Raygurnwebsite, accessed 08/05/20b8p://www.theraygun.co.uk/?p=5362
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Information about awards the films received, and links to reviewseai,tbould also be seen
as similar elements. But these aspects of the websites are in fact comparable to behaviour that
has been found in online discussion forums anecfaated websites. Kate Egan claims that
websites that provided lists and figures abbut | ms f or merly banned a
strengthened the identity and authenticity
teaching browsers about the history of these ffitnslark Jancovich has also found that
discussion forums and commentshint websites are regularly used as environments through
which avid viewers of particular genre films, such as horror, prove their status as authentic
fans®* Though the distributorsd websites do not
plethora ofinformai on t hat essentially charts a fil mb
example, according to a particular genre, or within Japanese cinema). This impact not only
justifies and promotes the distributbste 6s DV
browsers of a filmdéds wider significance 1in
on the webpages, in comparison to other material related to the DVD releases. As a result, the
|l abel s6 distribution pradeicedsi admsdembhlaaaics e
The 4Digital Asia webpage foWampire Girl vs Frankenstein Girprovides a
particularly illustrative example. As with
filmés DVD cover i s s hothesynapsisbetherrigiiandlsidetoh e t r a
the image. However, thé a mp i r esyn@asis Hagan extra piece of information displayed
above it. All thewebsites ynopses for 4Digital Asiads r el
provided on the DVD packaging, exceaptthis instance. The line that appears above the

Vampiresgynopeis i s 6[v]oted Best |l nt ernat. i

“2 Kate Egan;Trash or treasure? Censorship and the changing meanings of the video (Mdstiebester

University Press, 2007)p 128153.

“Mar k Jancovich, 6 AA Reald Sheckeéer ag g Mnest Trearted,c st y ncg
The Film Cultures Readétondon: Routledge, 2002)p.46980.
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Gorezone reader so, a Mldougb a quotebfrem @oeerongeview iSFi gu r e
displayed on the DVD cover, noemtion of the award is mad&4Digital Asia chooses not to
repeat the positive reception that therezonenagazi neds wr i ters gave |
emphasise an award that was bestowed upon the film after its DVD r&lease.

Several things can be leafmdvm this small piece of information, which 4Digital Asia
exclusively circulates on thé a mp i r ewelgpage.|Fiést, it is still displayed despite the
fact that theGorezonemagazine is now no longer publishEd4Digital Asia has not only
provided evidece of the positive reception that the film received from a publication and its
readership. This information now also represents part of the hist@grezonanagazine in
t he UK, as well as the filmbés recemtAsimn upo
webpage confirms that a mp i r ewa&a Japarese film, but tBorezoneaward falls
under the category of Ol nternational Horror
seen as part of a separate genre or wider categorisation of Adtidibnts, often known as
6Asi a FEXthreemdd.re, 4Digital Asiabdbs use of th

aimed to cater to this audience within the UK through this particular release.

“6Compl ete bl oody Gomabmsefront of thepD¥D dveroftvampire IGidl ys

Frankenstein Girlreleased by 4Digital Asia orb/D3/2010Q

> The award was given to 4Digital Asia months after the release on 15/03/8000t c hel | Wel | s, o6 Var
vs Frankenstein Girl Wins Best Horro ( Oc t o bHomor Sbéletywdepsiie, accessed 08/05/2013,
http://www.horrorsociety.com/2010/10/13/vampail-vs-frankensteirgirl-wins-besthorror.

6 No announcement was made on @mrezoneTwitter feed (which has not been updated since 2011), but the

link to its website now only | eipldase emalsales@rzt t hat st at
magazine.co.ukwi t h y o ud G f Ma glavitder webpage, accessed 08/05/2013,
https://twitter.com/gorezonemagazin @ 7 a z i n &orezanavebkitd, accessed 08/05/2013,
http://www.gzmagazine.co.uk/

“ChiYun Shi nrandidgATatt amf fibAs i a EluniprCet:mdRéview of Comtendporary Media
(website),No.50 (2008), access@@®/05/2013,

http://www.ejumpcut.org/archive/jc50.2008/TartanDist/index.html
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4DM / CONTACT US

Vampire Girl vs.
Frankenstein Girl

Release Date: 15/03/2010
Catalogue number:  ASIA3804
Barcode Number: 5034741380416
Certificate: 18

Running Time: 85 Mins

Release Media: DVD

Aspect Ratio: 16x9 Anamorphic
Region Code: 2

TV Standard: PAL

Colour: Colour

Buy Now p

o
2YNo

Voted Best International Horror Feature Film 2010 by Gorezone readers

From the man (Y oshihiro Nishimura) behind the outrageousness of Tokyo Gore
Police and The Machine Girl comes this crazed response to both Twilight and Let
the Right One In, a film that consistently overwhelms the viewer in its sheer
dementia......

High school student Mizushima receives Valentines Day chocolates from the new
student, Monami. Little did she know that the chocolates contained traces of
Monami's vampire blood. He gets infected from eating them and Monami
confesses that she wants to live with him forever as vampires. Meanwhile,
3 Mizushima decides that he wants to fully become a vampire with Monami's help.
Keiko, Mizushima's girl friend, sees the two on the school rooftop kissing and in a
l state of hysteria, attempts to throw Monami off the roof but falls off herself instead.

Franken girl. Thus begins a deadly combat between Franken Keiko and Vampire
Monami in the name of love. As we all know, this kind of Vampire vs.
.;7.7-— ’r\ Frankenstein conflict can only be solved by fighting, beating, stabbing, chewing,
o, Y4 r 4 clawing and a showdown high atop Tokyo Towerl

: '}J Keiko dies but her father, Keniji Furano, the mad scientist, resurrects her as
‘
% A
é( X

F o W
g woeD fESY ARWOR FUW 200 E @ i
Genre: Horror
1al Title: Kyilketsu Shéjo tai Shdjo Furanken
Director: Yoshihiro Nishimura, Naoyuki Tomomatsu (and writer)
Starring: Eihi Shiina, Yukie Kawamura, Eri Otoguro, Takumi Saito, Jiji Bu, Erina
= Making of Vampire Girl vs Frankenstein Gid { 65 mins)

Japanese Release Day Stage Greetings with Stars & Directors (20 mins)

Audio Format: Dolby Digital 2.0
io L (s): Japanese
s): English

Figure 161 4Digital Asia webpage fovampire Girlvs Frankenstein Gitf®

6Vampire Girl v4Digial Mediawebsits, acdssed 08/05/2D18,,
http://www.4digitalmedia.com/index.php/cataloqgue/120
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ButVa mp i r ehaseen keéected as a film of the highest quality within the even
broader categories of Ainternational 6 and 0
breadth of the horror genre, as its own fans debattheh or not it overlaps into other
genres, such as science fictirinternational, or global, cinemas can also overlap. World
cinema either represents films made outside of Hollywood, or is more inclusive by equating
to all countries around the gloBeThe webpageds use of t his i
promotes the film to both viewers of horror films and world cinema. The webpage has gone
further, though, by simultaneously charting
and the history of itseception in the UK, through details of t®rezoneaward. 4Digital
Asiads use of the award therefore equates wi
of audiences in the UK (as mentioned in its mission statement), as well as emphasising its
distribution practices as distinct because of this intention.

Reviews and awards are additional sour ce
website circulates as well. As was discussed in Chapter One, the distributor often quotes
reviews on its DVD covers, asdoes 4Digit al Asi a. However,
Funuke, Show Some Love You Losédgl Yoshida Daihachi, 2007) demonstrates how it
takes this practice furthét.Awards that the film won, at film festivals both in Japan and
around the world, are listl below the links to online retailers. Other links to reviews of the
film, which can be read online, are also provided. This information appears on most of Third
Windowés webpages for its indiFwmiukeéudl gheél gds e
that none of the award information was used to promote the film on its DVD packaging

(unlike other releases, such Bemories of Matsukand Kakera (dir. Ando Momoko,

“9 Jancovichpp. cit

®Lucia Nagib, 6Towards a positive definition of Worl
Remapping World Cinema: Identity, Culture and Politics in Rilmndon: Wdlflower Press, 2006)p. 308.
6Funuke: Show S o méhirdWindawebsite accessedD&05/2043,
http://thirdwindowfilms.com/films/funukeshowsomelove-you-losers
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2009))>? Due to the location of the festivals where the awards were given (which were Japan,
Morocco and Poland), the filmdéds i mpact with
Through this information, the webpageds bro
disseminated andeceived internationally. fough the awards and review linksncaeem
biased towards positive reception, the reviews can be read in their entirety, meaning that the
negative comments can be read alongside more favourable ones. Such information is used in
contrast to similar details that appear on the DVD packagirgpuse the whole revievase
accessible, and not just quotes. Therefore, these elements of webpages are distinctive from
the other promotional material as a result of providing this information, and continue to give
emphasis to the distributordéds actions.

Awar ds and reviews are not the only piece
i mpact within the webpaShadish.Hotel(dri JphntWalllamsAsi a6 s
2006) displays the DVD cover, which does detail the awards that the film won in
Luxembourg and Texa® T h e synopsi s of t he fil m, conc
involvement in a moderday mystery thriller, is also reproduced from the DVD cover. In
contrast to this repetition, the details above the synopsis also mention the credits of other
films that the cast have appeared in, which is not included on the DVD cover. The lead actor,
Sato Koichi, is credited with appearing Ring 2 (dir. Nakata Hideo, 1999Battle Without
Honor (dir. Sakamoto Juniji, 2000), atwthen the Last Sword is Drawdir. Takita Yojiro,
2003). While this can be interpreted as information that is being displayed for promotional

pur poses, it also informs the webpagebs br o\

*2The webpages for these titles both confirm the awards the films won, and that they displayed on the DVD
coversi ® Memor i es @Hrd Wisdows/iaebdite accessed 08/05/2013,
http://thirdwindowfilms.com/films/memoriesf-matsuko 6 K aThiel Wadoywvebsite, accessed
08/05/2013http://thirdwindowfilms.com/films/kakera-piece of-our-life.

B35St ar f i 4DlyitalHVediasvébsite, accessed 08/05/2013,
http://www.4digitalmedia.com/index.php/details/5
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appearances. As a result, 4Digital Asia revealpriesumptions of the knowledge that UK
viewers are likely have of Japanese cinema due to past DVD releases. This is because both
Ring 2 (a horror) andWhen the Last Sword is Drawfa period film aboutsamurai
swordsmen) were released by the British distobuTartan, before it was taken over by
Palisades? Moreover, 4Digital Asia is emphasising its actions in comparison to Tartiae
distributor is both continuing to appeal to the market for these films, but also offering viewers
something different witla mysterious thriller (rather than a horror or violsamuraifilm).

It has been claimed several times (in earlier chapters) that the elements of awards,
reviews and acting credits can be interpreted as promotional material. The websites are
centred onite physi cal and digital media containe
through both the information and links they provide. But this is the same information that
4Digital Asia and Third Window provide to website browsers who may have already @atche
their films, as web addresses and wieks are often included within the DVDs. Aspects
regarding awards, reviews and acting credits do not necessarily prolong the experience
provided on the DVD releases, u n | hesk aspeet$ e me n't
instead chart the impact of the films for the benefit of the distributors and viewers of their
DVDs. Whether the webpages are accessed before or after viewing a particular film, they can
inform web browsers of specific information for a certdim. The pages can therefore act as
a partial record of its history following its initial release in Japan, as well as provide links to
further sources of information, should they be of interest. The presentation of these elements
exclusively on the wedites, by the distributors, emphasises their intention to provide both
DVD viewers and website browsers with experiences separate from those offered by their

di sc rel eases. Thi s makes 't he | abel sd prac

6 Ri n Ama2oi.co.ukaccessed 08/05/20181p://www.amazon.co.uk/Rirg-DVD-Miki -
Nakatani/dp/BO0005LW4G/ 6 When t he L admaz@woukadcessed 08M0%/2018n 6 ,
http://www.amazon.co.uk/WheBword Drawn-SpeciaiEdition/dp/BO0007NBJ14
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alongsidet h e DVDs 0 content and filmso charact el
promotion of the disc releases, showing how both 4Digital Asia and Third Window intend to

remain visible in the UK market through their distribution practices.

Love ExposureProlonging the Promotion of the DVD Releases

So far, this chapter has detailed how the
of promotional material, as well as add to the experiences offered by their DVD releases.
Another trait of the websites, in dition to these, is the continuation of the promotional
practices themselves, both in regards to the DVD releases and the distributors as a whole.
Promotional campaigns for films are often as
release, partidarly after a film has been promoted for a theatrical rel@adewever, such
an assumption cannot be transposed on to the activities of 4Digital Asia and Third Window,
as their promotional practices contilweue | on
links to separate websites, such as Facebook, Twitter, YouTube and Amazon. But the
distributors do not refer to these websites for additional content and information provided by
others, such as reviewers and associated publications. Instead, botal4&3ig and Third
Window make full use of these sitesd capabi
individual DVD releases and the promotion of themselves as distribution labels. These other
sites can also display the activities and commentgen¥ers of their DVDs, although they
still aid the distributorsdé6 promotional ain
provides forLove Exposurddir. Sono Sion, 2008) are particularly representative of these
traits, which are found across many oéth di st r i b u tiobots 6n theieddMma g e s

websites and associated retail and social media sites.

®“Mart i n NBwasrRewgews, Clides, Interviews and Other Ancillary Materials: A Critique and Research
Pr o p q ScapHwebste), February 2004, accessed 09/05/2013
http://www.scope.nottingham.ac.uk/article.php?issue=feb2004&id=246

164


http://www.scope.nottingham.ac.uk/article.php?issue=feb2004&id=246

The use of social media websites, such as Facebook, Twitter and YouTube, means
that theories and perspectives regarding online media and communicationsbenust
considered in relation to the distributors?o
Window are designed to display information and media, such as images and trailers, but do
not allow for direct or immediate interaction with web browserdikerthe social media
websites. Many academic researchers are now exploring what impact such sites have on
media industries and social communication. Henry Jenkins asserts thgenseated content
and comment functions onl oswereesd shuacrhr iaesr sY ooufT L
members of the public and representatives of particular companies and institutions (for
example, government figures, media producers, *&téyhat such online communication
represents 1 s a 0p a towsifar usera &nd cogsuntens bft mediacadd, w h
websites to increasingly interact with, and potentially influence, cultural producers and
regulators.” Therefore, by using social media, both 4Digital Asia and Third Window could
be encouraging such behaviour. Bug use of these sites by commercial companies has been
interpreted differently by other researchers.

In particular, John Caldwell argues that websites and other digital outlets associated
with media companies and institutions, such as social media &edsages, are extensions
of commerciallydriven ancillary material, such as DVD special features and other
antecedents, such as electronic pléss™® Therefore, the influence and level of
communication that consumers perceive as having through onlide rnseessentially an
illusion, and aids producers in their marketing and promotional practices. However,
Caldwell s claims suggest that the media cot

through the use of social media websites. In contraghisoview, both 4Digital Asia and

%% Henry JenkinsConvergence CulturéNew York University Press, 2006), [#¥1-94.
57 i

Ibid, pp.124.
%8 Caldwell, op. cit,pp. 274315.
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Third Window do not mask their intentions through their uses and linkket@ontent of
ot her websites. They do not foreground cons
actions and messages, either. The distribubtagklight their own efforts and practices on
their webpages and social media sites, in order to encourage positive reception and
recognition from both current and potential viewers of their DVDs. Furthermore, the labels
emphasise the distinct characteastof their distribution practices, as these pages are directly
linked to their official websites.

The Facebook and Twitter pages of Third Window are particularly illustrative of these
characteristics, especially through messages that the distributod ad&tiet the filmLove
Exposure On both social media sitespve Exposurénas been one of the titles that Third
Window has posted about most often (especially from 2008 to 2010). Third Window began to
use Twitter in October 2009, whereas Facebook was eddpt the distributor in August
2010°° Love Exposuravas released on UK DVD on January"2%10, and from October
2009 reviews were already being published for it. Subsequently, Third Window provided the
links to these reviews on its Twitter feed, wthaneages such as O0great
Exposure today!...check the w&bBblad, theepostsare mor e
comparable to earlier patterns noted in regarMémories of MatsukandVa mpi r e Gi r | ¢
However, Third Window is extending éhpromotion of itself as a distinct label, and
providing information on a social media feed as an additional experience for web browsers to
potentially interact with through its websit
be seen at the bottoof theLove Exposurevebpage, showing that the label intends for web

browsers to view the social media feed as we

®These are the dates of the earl|liiéShi podsWsnodawTHhi I ohs
Twitter, accessef9/05/2013, https://twitter.com/thirdwindowd T h i r d w WF nHhaalsodkaccessed

09/05/2013, http://www.facebook.com/thirdwindowfilms

6 Third Wi mditemop.it | mo,
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Play Trailer

Love Exposure

Dir- Sion Sono
Writer- Sion Sono
Cast Takahiro Nishijima, Hikari Mitsushima, Sakura Ando, Makiko Watanabe, Atsuro Watabe

Tokyo teen Yu Honda (Takahiro Nishijima) is the traumatized son of a widower-cum-Catholic priest (Atsuro
Watabe), who begins a sexual liaison with parishioner Kaori (Makiko Watanabe) When Dad's affair comes to a
halt, he begins admonishing his son to confess to 50 many sins that the 17-year-old takes up new ones to
appease his father's increased religious zeal One "sin” - surreptitiously taking candid photographs of panties
worn by female pedestrians - becomes a vocation. Unfortunately, a deal with a porn company comes undone
when Yu turns down starring roles, because he admits he's saving himself for a Virgin Mary-like ideal woman.

0On cue, the narrative introduces feisty schoolgirl Yoko (Hikari Mitsushima), whe loathes men and enjoys beating
them up for their moronic attitudes. Yu falls in love and tries to win her, fully aware that exposure of his
superstar status will enrage her. Observing the development of this bizarre courtship is religious cult rep Aya
Koike (Sakura Ando). Aya not only wants to claim Yoko for herself but aims to convert each of the protagonists to
her own spiritual cause. Pointed (and pointless) violence ensues at various intervals, beginning with Aya's
castration of her comatose father.

Date of Domestic Cinema Release: 31st January 2009

) Euke 2

Blu-ray Disc Info

amazoncouk
[BPLAY.com

ZavVi.com
thehut;,

BD Release Date: August éth, 2012

BD Spedifications: New high definition transfer supervised by Sion Sono,
5.1 Surround Sound, Removable English subtitles

BD Bonus Features: 1 hour long Making Of, Additional 30 minute Making
Of with Sion Sono interview, Hikari Mitsushima deleted & extended scenes,
Sakura Ando deleted & extended sceneg, Zero Church deleted ccene,

Theatrical trailer

Events News Shop About Contact

Gallery

These images are free to use under certain conditions. All

images should be credited appropriately, in addition to Third

Window Films.
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Original Tile- Ai no Mukidashi
Country: Japan

Year of Production: 2009
Rating: 18

Genre: Comedy, Drama

v

Running Time: 237 mins
Original Language- Japanese

Crew

Producer- Umekawa Haruo

Executive Producer- Yokohama Toyoyuki, Kawai Shinya
Co-Executive Producer: Matsuoka Shusaku

Associate Producer- Yutaka Morohashi

Editor- Junichi lto

Production Manager- Kaku Toda

Cinematography. Souhei Tanigawa

Music Tomohide Harada

Lighting: Kaneko Yasuhiro

Make-up: Yoshihiro Nishimura

Costume Design: Chieko Matsumoto, Isao Karasawa
Casting: Mitsuyo Ishigaki

Precented in Association with: Phantom Films, Omega
Project Ltd, Studio 3

Figure 17 Third Window webpage fotove Exposuré®

9 Love
exposure

E Xipird Windovevébsite, accessed 09/05/20h8p://thirdwindowfilms.com/films/love
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Though its Facebook presence would not be estatdlisinél August 2010, Third

Window has constantly announced the availability of all its DVDs through retail outlets, such

as Amazon, since that date. The first post ¢
out our Amazon shop to buy all our titles gtr e a't prices! o0, and q
6astore. amazoe2nléc.o.luk/addiwiindr,] this is not t

utilises to continuously promote its titles. Other opportunities regularly arise on Facebook,

such as in 2012 when anothdmfiby Sono SionHimizu (2011), was due to be released. A
photograph was posted in the leagl to the release date, stating that posterdae
Exposuraver e for sal e t o a%Alinktd Fateltoek canalgoed seenf o | | ¢
at the bottom of gure 17, further demonstrating how the use of social media sites extends
the | abel sd promot iMomr emfveirt s Facabaok andViwitero svo s
pages include the | abelds website address,
provide further online experiences and material related to the DVD ref&ases.

All the social media posts can be seen as interrelated means of promoting the
distributorsdé DVD releases. However, t he si
commercial aimsAll the Twitter posts publicised by Third Window can be responded to by
foll owers of the feed, allowing the distridb
options are also available on Facebook. While interactions and influence by the websrowser
on Third Windowds actual distribution and m:
options, comments and responses to them can be made. In using sites such as Facebook and
Twitter, the distributor encourages these actions, meaning the comraent® seen as a

form of o6talkd which indirectly acts as pro

26 Third Wi awaolw FREhoebsokadesse0905/2013,
http://www.facebook.com/#!/photo.php?fbid=375097045875548&set=a.322092414509345.102961.1154872818
36527&type=3&theater

B6Third Wi mditepwop.eit | Mm@ hi r d Wiacebookep. diti | mo ,
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Barker® The result of this is essentially an amalgamation of the claims of Jenkins and
Caldwell. Facebook and Twitter allow for web browsers to roemt, discuss and respond to
the actions of Third Window that are publicised on these pages. The commercial aims of the
distribution label are being met, but the distributor cannot regulate or completely control the
comments that appear on the webpage.eNex hel es s, Third Wi ndowos
are fully documented on these post s, and t hi
and responses. Therefore, the promotional actions that the distributor instigates for all its
releases are extendesk the social media sites mean that they can be continuously discussed
through the comment options available.

The activities of 4Digital Asia are also opened up to comments and responses from
web browsers through other websites, particularly YouTubee,Hlee distributor has its own
Achannel 0, where it di splays a%The oolf majot s t r a
difference is that the channel is categorised as belonging to 4Digital Media and the 4Digital
Asia trailers are not separated froms ot her r el eases, unl i ke t he
the parent company is showcasing the variety of releases it offers hhadlugf its DVD
releases. fough this materi al i S l i mited to the
promotional pactices. Each trailer is accompanied with a synopsis of the film but no other
details, as seen with the trailer fmiji (dir. Sato Toya, 2009). This film was released by
4Digital Asia on July 24 2010, and its trailer was uploaded to YouTube a montleea
along with most of the other trailers for 4Digital Asia rele@$éghough only adopted after
thesubl abel 6s | ater releases, 4Digital Asi a ob

of its other titles in addition t&aiji. In addition, Third Wihdow similarly established its own

% Barker, op. cit 8of 19.

64 Di gi t &bduTudaaccéssed 09/05/2013,
http://www.youtube.com/user/4DigitalMedia/videos?view=0

®lbid;, 6 Kai j i YduFRubenacessed 08/0548, http://www.youtube.com/watch?v=Iw2Mm3boKkY
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YouTube channel in 2010, with trailers for both its latest and earlier re®aBes.both

distributors, YouTube offers more than another platform from which to exhibit trailers. As

with Facebook, the trailers can be coemted on, as well as display the number of views and

0l i kesd that a trailer has received. Not 0 |
promotional material is revealédwi t hi n 4Di gi t al Medi ads chann

other videos.

Links to retail outlets have already been mentioned in earlier examples of the

distributorsd webpages. Such outlets can al s
as demonstrated by Third Windowds | inks to
other pags, thenameof t he retailer is overshadowed by

Third Window Amazon Stor®® All releases are listed on the store pages, including Blu

Rays and DVDs, paralleling the distignicamut or 6 s
be included on this website too. For example, Third Window released two films by director

Miki SatoshiTurtles Are Surprisingly Fast Swimmef2005) andinstant Swamg2009)

during 2008 to 2010. In 201Adrift in Tokyo(dir. Miki Satoshj 2007) wa also released on

DVD. All three films were then included in tiMiki Satoshi Collectiona DVD-box-set that

Third Window released in the same y&4Third Window did announce this release through
Facebook and Twitter, and the Amazon store, but its owspages were not updated. The
marketing for these DVD releases therefore continues because of theetbcand the

Amazon webpage acts as both a retail and promotional outlet for Third Window. The

capacity for customer reviews and ratings also means teaekbof interaction is evident on

® Thetrailersforbotf ur t &ndlsEnulveé e bot h posted first on Third W
several months after their DVD release, It trailers for the 2010 released-i$h StoryandKakerawere then

posted soon aftéaré6 Thi r d Wi nYbuwlubedededsed §905/2013
http://www.youtube.com/user/thirdwindowfilms/\ads

B6Third Wi hAmavz cmakomaccessed 09/05/2018tp://astore.amazon.co.uk/thiwingil.

96 Mi ki Sat osAmazoiocksked @910%5/20 kfp://astore.amazon.co.uk/thiwinil

21/detail/BOO6MJIDPAU
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the Amazon pages, which is comparable to the characteristics of Facebwitiey and
YouTube. The impact of certain distribution and marketing practices are prolonged through
these associated websites, not only making Thd Wi ndowdés actions di.
keeping them visible.

The distributorés use of soci al medi a and
Amazon) is comparable to the awards and reviews discussed earlier, in regardampne
Gi r Wwegpage. However, interaction with potential and current viewers of DVDs is offered
through the websites of Amazon, Facebook, Twitter and YouTube. As a result, the
distribution practices of both 4Digital Asia and Third Window are the focus of the comments
and responses displayed on these associated webpages. The distributors are not providing
sites for usegenerated content alone, but do allow these comments -&xigto with
information |l inked to their commer cgibuBloh ai ms.
practices can be constantly discussed and viewed, in addition to their webpages. The social
media sites also record, to a certain extent
part of promotional strategies. The linked pages and sauviedlia sites may not
comprehensively document all the distribution and marketing materials utilised by 4Digital
Asia and Third Window, but it does give a broad overview of tliehighlighting how

distinct and visible the labels intend to be.

Conclusion

The aspects of the websites analysed in this chapter all add to the distinction that both
distributors intend to achieve through their DVD releases. The 4Digital Asia webpages and
associated sites promote the experiences offered on their discs, as wéraspotential

viewers of the DVDs6 details and means of p

171



similarly, though the visual aesthetics of its film releases are used as a means of continuing
the experiences the distributor offers. The impact andustaf the DVD releases, as
evidenced through elements of the filmsd h
through the websites. Furthermore, the distributing and marketing practices become events
that allow the distributors to interact with potentaid current viewers, because of the
capabilities of online media and communication. Not only does this add to the material
analysed in earlier chaptersuch as the DVD packaging, special features and tréilbrg
al l of t he webpa teetenvards eah entme experience cfieted bybthe
distributors in addition to their DVD releases.

No purchase of the discs, or other media, is required to interact with any of the
websites and webpages detailed in the chapter. But the DVD releases asheffmany
of the webpages, as well as the promotional activity and material documented. Therefore, the
websites represent an extensive, but not comprehensive, view of the DVIDdasteilsution
activities, as well as a partial insight into the impdetse practices can have. The DVD
releases are central to the actions of 4Digital Asia and Third Windlovaddition, the
websites illustrate that the labels wish to promote themselves as dimpanieswhich
can provide a diverse range of media exgmes within DVD discs (that are not limited to
onlyfim-vi ewi ng). The mission statements and the
the websites demonstrate how the distributo
viewers,alongsidethe DVD releases and other media that they dissemiiasentially, the
DVD labels do not wish to be seen to release films with uniform characteristics through a
uniform set of processes. As a result of this intentibe labels provide an experience on
their websites that is separate from anything else offered through the DVD releases

especially their packaging, special features and trailers. However, as they are linked to
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particular film releases, they arightthattbeo | i nk
labels promote themliversepractices as much as the characteristics of the films they release.

The DVD labels clearly aim to give more to their viewers than just a-viéwing

experience. This particular intention is not only establishedwh i n 4 Di gi t al Asi a
Windowds webpages, but I's also recognised i

examined in the next chapter.
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Chapter Five: Reviews of DVD Releases:
NEO Magazine and the Criticddeception of Distributors

NEOis the only UK magazine that reviews the majority of films released by 4Digital
Asia and Third Window not jug as films, but as DVD releasés herefore, through the
magazineds critical e v a Ista o tanalgse the recaptiom ofithg u e o
distributorsdé discs. A variety of other revi
in relation to the DVD packaging and websites, but none of them assess all of the
distributorsd Jap és aweDVDhs.elhNE@Q sna g a zaisn eb o tthhef i D
content (such as the packaging and special features) is reviewed as well as the individual
films. While reviews of the film have been integrated into the distribution practices of
4Digital Asia and Third Window (forexample, in their DVD covers and websites),
examining the reviews reveals the influence
NEO is illustrative as the distribution labels are regularly discussed in the reviews,
highlighting their significanceiwvt hin t he criticsd assessment
The critics iINNEO communicate views of the UK market for Asian films and media, and
demonstrate the success of 4Digital Asia and Third Window in both broadly appealing to the
whole market andpgcific niche tastes within it. In essence, the reviewsH® establish that
the | abelsd distribution practices are dist.i
the magazine discusses and evaluates their actions.

The widely publicised aims oNEO magazine convey how it is a relevant

representation of the demand for Asian media in the UK. The magazine was launched in the

! One DVD release from Third WindoWurtles Are Surprisingly Fast Swimmédir. Miki Satoshi, 2005), was
not reviewed in any issues NEOfrom 2008 ta20107 despite its release date on 23/02/200R0was aware

of the film, though, as it mentions the DVDO6s releas
60Asi an Movies 20096 preview feat ueadiclg thefiinssslasaibed 4, Feb
as O6hilariousd6, which i mpl i es aughitismotcaiegonsedayardvibwe aut h
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UK in 2004, and its first editor (Stu Taylor) explained the origindNEO in an interview
posted online the same year:

Basicaly it was noticed that there is a gap in the market for a dedicated

anime/mangdJapanese animation/comiojagazine, and that there now appears

to be a sufficient audience to warrant launching a title to support that demand.

Whilst primarily covering animend manga, NEO also broadens its appeal by

catering for fans of Asian Cult Cinema, videogames, and those with an interest in

JPop (we have an hysterical profile on Japan's answer to Beyonce, Ayumi

Hamasaki, in issue oné).
Here, the broad interests iiffdrent types of Asian media in the UK are stated as a reason to
launch the magazine. Furthermore, the market has grown since, as the hisiEOof
demonstrates. Taylor mentions that Uncooked Media is a relatively small publishing
company, and so cannaiffer readers free samples of products initidllyHowever,
competitions, product giveaways amdhngaextracts now regularly feature in the magazine.
This signifies a growth in readership and demand in Asian media since 2004, as well as the
increasing suass of distributors of Asian media and their recognitioNBO. But despite
the current strong relationships with distributors, the magazine has maintained its original
intentions. In 2011NEO began an official Facebook page, which now includes the
publicat i onés mission statement. This remains
despite his departure in 2006:

In every issue of the mag, you'll find features, previews, reviews and guides for

the latest anime, manga, Asian movies and games, all niitgeour team of

expert journalists from the UK, the US and Japan. Alongside this excitinrgpine

you'll also find profiles on the hottest names in the Asian music world, exclusive

interviews and more.

Because we're an independent publication, NEO's sethiaditorial means that

you'll always get our honest and informed opinions so you know what DVDs,
CDs and books are worth spending your money on. So if we think something's

6l nterview with NEO ma grneiUKk Newsethsitd, accegsed(13/06/2083) v 2004 ) ,
http://www.animeuknews.net/article/23/interviavith-neemagazineeditor.
% Ibid.
“Tayl or6s departur e clinkedripefiecSincef2006, Gemina Cdx Haeen theheditori s
of NEOT 6 St u iTlaryd | dankedldwebsite, accessed 15/05/20h8p://ie.linkedin.com/in/stoonami
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fantastic, we'll shout it from the rooftops. And if we think something's badl, we'l
tell it like it is.”

The statement illustrates a respect for its readership in the UK. The reabli&r® obnsist of

a wide range of tastes and media preferences, all of which further signify the breadth of the
magazineds audi enc ecan d@ract censuenérs aof § yagoaged andne d i a
cultural backgrounds. In addition, the magazine emphasises its reviews as the most pertinent
cont ent for its reader s, thhrough its use of
i nfor med o pfore, ithe criical. perspdcteves eof the reviewersNRO are the

sections of the magazine which are likely to reveal the most when closely examined.

In film research, reviews are also found to be highly revealing forms of evidence.
Academic studies of thengspecidly in the last two decades, haled to the discussion of
opinions and tastes in relation to films and other media texts. Janet Staiger investigated
reviews, and other texts and objects related to film and media, in order to understand the
history and reception of particular filnfsA few years later, Barbara Klinger carried out
similar research, and emphasises how useful reviews can be as a means of identifying
patterns of discourse:

While there is some evidence that reviews influence attendaswsiahs, we
cannot blithely assume that they dictate public response. Their value for reception
studies lies rather in their mobilization of terms that attempt to define how a film
will be perceived in the culture at lar§e.

Both Staiger and Klinger raddressed the potential scope and outcomes of reception studies

in later publication§.Furthermore, their continuing influence is most clearly seen through the

6 NE O Maighabzoi uRedbpokaccessed 15/05/2018tps://www.facebook.com/neomagazineuk/info

This statement used to be on MIEO website, but the magazine and its webpages were redesigned in 2011.

® Janet Staigetnterpreting Films: Studies in the Historical Retien of American CinemgPrinceton

University Press, 1992)

" Barbara KlingerMelodrama and Meaning: history, culture and the films of Douglas(Bickana University

Press, 1994).70.

8Bar bara Klinger, O6Film hisveriyngermenpaseScieandr eaépt i
38:2(1997),107128J anet Staiger, O6Taboos fanTdh eT oRielnesn:c, @ ud ft uTrhael
J. Hollows, P. Hutchings and M. Jancovich (ed$) Film Studies Read@rondon: Arnold, 2000), pp81-88.
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adoption of similar methods by other researchers. Mark Jancovich has recently written

several dicles about the many canonical opinions and tastes that are evident within

newspaper reviews, particularly those of tNew York Timeswithin the 1940S. In

Jancovichdés own wo r Mew:YorkdTihtethe mastl pyestigioassandt h e

respected newspap of the period, but [Bosley] Crowther and his fellow film critics were

situated within a classic position of cultural legitimd®y. Her e, Jancovich has

approach to Staiger and Klinger, and demonstrated the potential findings that can be

dscovered from interrogating only one public
NEO magazine can be thoroughly analysed for similar reviews. The critical

perspectives within the reviews are usualiytten by two specific figures Calum Waddell

and David Wesi though othewr i t er s are also credited. Mo r

do not only provide assessments of both the films and the extra material within the DVD

releases. Until 201 EO was the only magazine printed in the UK that reviewed films and

other media thaspecifically originated from Asian countri€s Therefore, the magazine

illustrates the critical discourse that accompanied Japanese films released on DVD, by both

4Digital Asia and Third Window, in the UK from 2008 to 2053 a result of this facthow

the reviews discussed the distributorséd pract
By charting and examining the language and terms used iNEQereviews, views

on the distributors and their film releases are revealed. This approach also appropriates the

same means of alysis traditionally used in reception studies, particularly those conveyed in

°Mar k Jancovich, 6Shadows and Bogeymen: Horror, Styl.i
dur i ng tHarécipdtiong ®1s(#09),25%51; 6 ATwo Ways of Lookingd: The
1940s KEoema dourdgld9:3 (20D0),456 6 ; 6 A Samuel Bronstonbés Latest E
Heterogeneity and Nation in the Critical ReceptiofElb€id ( 1 9 6Cbhparative American Studie&4

(2010), 30015.

©Jancovichd fiTwo Ways op.citl48.oki ngoé o,

I NEOmagazine is now ndahe only UK publication dedicated to Asian media, as a new magazine was
launched in 2012 calleblyMi 6 H o m\y® Magazinevebsite, accesseldb/052013,
http://www.mymags.net/
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the work of Jancovich, Klinger, and Staidéi\s a result, the study of reviews demonstrates

how film reception concerns distribution practices and media formats as well as film
content. The perceptions of the DVD distributors, withinNiEgO reviews, are likely to affect

the reception of the films as much as the
packaging and special features). Specifically, both the DVD labelghenélms have the

term O6culté attached to them, with referenc
release is appraised as the most preferred format for viewing the films. Both these
perspectives then affect how the films are placed in tastenadiens that the reviewers

discuss in relation to Japanese cinema, such asHloerdr genre and the works of particular
directors.

These latter two discursive patterns in the reviews, regarding the horror genre and
authorship, at first appear to sifny a contr ast bet ween the DVI
releases are often categorised as horror films, whereas authorship is constantly discussed in
regard to Third Wi ndow®NEOnragylaeza sneesd.s Hiosvee voefr ,c
appraisal of the DVDormat, the discussion of both the horror genre and authorship signifies
common traits within the reviews. All the critical discourse evident emphasises the

distribution practices of 4Digital Asia and Third Window. The DVDs, and the films, are seen

tobet he result of the | atwwkothefad tms@dnsc,asds amu
Mor eover, consumers of the discsd6 extras ar
mar ket for Japanese fil ms, furtherribstongni fyi
practices on the filmsdé critical reception.

2Jancovichd fiTwo Ways p.citKéngek, Mealgo é 6a ma a nop. citVRiaiger, n g é
I nterpretaprciy Fil mseé
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AVAILABLE: 11 May i

EABEL: Third Window
Films

CERTIFICATE: 15
WO. OF DISCS: | Disc
BETAIL PRICE: £14.99
BUNNING TIME: 110 mins
D —r—

DVD

EXTRAS

o Third Window films
#or giving us quality extras
‘o0 its library of cult eastern
msanity. Fine, Totally Fine
‘=omes with cast interviews
& theatrical trailer, making
for a neat little package.

AVAILABLE: 1| May
LABEL: Third Window

————

DVD

EXTRAS
Just a series of trailers
\ forthis and other Third
Window films - although,
3 be fair, there must be an
's worth of previews!.

Fine, Totally Fine

nalmostindescribable oddity,
this debut offering from director-
o-watch Yosuke Fujitaisa

comedy whose delicate sense of humour
is almost certain to be lost in translation.
Nevertheless, the great performances,
stylish cinematography and bizarre storyline
is unlikely to go unloved by appreciators of
eccentric cinema and, for that, we're pleased
1o see this esoteric mini-epic on the shelves.
Fine, Totally Fine introduces us to a trio
of protagonists, each approaching 30:an
introverted female photographer/ artist,
a horror movie buff with a gift for special
effects wizardry, and a nice-guy hospital
manager. Where they all fit togetheris part
of the plot’s singularly surreal talent —and
although the movie is — perhaps surprisingly

— often a bit ofa downer (even in spite of its
occasional attempt to aim for high concept
hilarity and fluffy romance) there is plenty to
enjoy here. With Pinter-esque dialogue and
discussions, not to mention a Redlity Bites feel
to the humdrum set pieces and a charming
grasp oflife’s lunatic quirks, Fujita certainly
gives you something to chew on. Even so,
this might be just a tad too pretentious to
win overthe mainstream —but if yourtastes
lieinthe arthouse then Fine, Totally Fine will
leave you feeling satisfied, totally satisfied. ..
CALUMWADDELL

A perversely enjoyable exploration
into mundane modern existence
- Japanese-style...

Ow can you gowrong with a
title as memorable as this? And,
indeed, what can be said about
amovie that begins with a couple being
crushed ina caraccident courtesy ofa
rogue cat onthe carriageway?
Funuke is an insane, sort-of satire:
focusing on a dysfunctional family and
the resulting friction when they are all
brought together after the aforementioned
motorway massacre (think ofaless
pretentious version of The Royal
Tenenbaums, and you're halfway there).
Funuke largely deals with the strained
relationship between two sisters: Kiyomi,
an arty introvert, and Sumika, the older
of the two and a bitchy; if slightly insecure,
failed actress. However; although this might

sound a bit slight, restassured that the
story soon becomes alot more sinister

— spiralling into subplots focused on sexual
deviance, sibling rivalry and spousal abuse. It
does not always hang together, and some of
the “hilarity” might be a bit dark for many,
but Funuke is that rare animal: a genuinely
challenging, not to mention mind-mangling,
cult comedy that demands your attention.
And, as an aside, leading lady Eriko Sato

is blindlingly brilliant as bitchy leading lady:
Sumika.. .

CALUMWADDELL

This slice of manga-inspired B
madness is a tad overlong, but itis £
still nutty enough to warrant a watch. §

FILM #kk  + EXTRAS %k

FILM ROUND UP

really c
compilatiot

initial outing inf
heroine Mat:
aplomb by Lac
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her double-
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Figure 18i NEOmagazine review foFine, Totally Fine'?
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DVD

EXTRAS

Nothing, nothing, nothing...
In this current climate it
seems fewer cult DVD labels
are splashing the cash on
extras. A shame.

074 NEO www.neomag.co.uk

pension-aged professor called
Jiro, crippled in a shoot-out when
e was a youth, builds a beautiful

femme fatale robot in the shape ofa
woman he once metand fell for and sends
her backin time to look after his virginal,
and painfully shy, 21-year-old student self
(essayed by Keisuke Koide). This she does,
saving the boy from gunfire, although our
poor young hero ends up falling in love with
the top-heavy terminatrix, whilst the lady
in question (played by Ichi’'s Haruka Ayase)
has no idea how to return such emotions.
Eager to get rid of her —and accusing the
girl of breaking his heart—Jiro soon feels as
lonely as ever. Nevertheless, little does the
lad realise that his gorgeous acquaintance
will soon stop the Grim Reaper from taking
his life for a second time...

Now this is what we would have
expected Park Chan-wook’s comparatively
lightweight /'m A Cyborg to be like.

Inthis Japanese sci-fi romance (yes, you

did read that right) director Kwak Jae-young
—who won considerable acclaim with his

hit comedy My Sassy Girl - gives us two
characters to really care about and a bonkers
plot that, nevertheless, moulds together
incredibly well. Sure, one of the two main
personalities may be made of metal but,
justasinthe Disney classic Wall-£, the film's

cyborg sweetie grabs all of the best moments,

andis so likeable, that it is difficult to imagine
anyone not warming towards her. ..

Armivingin Tokyo ala Arnie in The
Terminator series, Ayase's “cyborg” first
appears to us as a juvenile delinquent
—breaking widows, shoplifting and nicking
the occasional piece of fruit from market
vendors. Naturally, Jiro is intrigued by the girl's
actions and smitten when she finally shows
him some attention (even agreeing to stay
overin his unkempt student apartment).
What follows is as melancholy as it is
maddening —with writer-director Jae-young
alternating between set pieces of outrageous
comedy and unrequited love.

Wisely, however, the movie's tone never
demonises Ayase for her inability to return
the feelings of the young man who has fallen
inlove with her: Rather, we feel genuine
sadness that she can never relate to him as
anything other than someone who must be
protected at all costs. It would be a shame to
give away where this plot is going but, as with
this month’s Tidal Wave, it would seem that
man-made disasteris the name of the game
in the Oriental film world right now. ..

Veering between comedy, cute chick-flick-
like theatrics and, finally, complete balls-to-
the-wall camage, Cyborg She s an eccentric
mix of genres, but also nothing short of

Ayase's roboticche
Cyborg She
reference nul
Model 103

Kinds of co
carnagein 7he
series. Now.
scan

involving. Praise, especially, has to be guenis
one-time swimwear model Ayase who 2
Ichi, enters a positively adorable perfo -
and eats up her screen time with such 20k
that it can only be a matter of time befoes
she becomes a certified superstar. Wigh
natural good looks and actual acting i
the voluptuous vixen is certainly 2 great S
more zppealing than many of HollywoaesSs
decidedly more vacant leading ladies (el
refrain from naming names, butiook to =
ofthe recent “teen” horrorflicks and ¥
have some idea). Whereas Ichi never;
quite enough time to showcase herchassss
Cyborg She demonstrates justwhatarase
talent sheis.

Crossing gender boundaries and neves
feeling like a “chick flick™ ora “guy’s mowses
Cyborg She is that rare entity: a thoughtie
of fluffthat has something to offer both sesss
And should any male NEO readers beis
doubt about that—just remember: youses
some healthy final reel destruction!
CALUMWADDELL

A robotic romance that is sure t&
capture your heart.

FILM %%%% « EXTRAS

Figure 191 NEOmagazine review fo€yborg Shé?

Ywaddel I,

6 NBOiNo.85dNoveimber62009), 14© NEOMagazine and Uncooked Media
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Cult Distributors: How the Labels are Labelled

In the reviews ofNEO magazine, both 4Digd Asia and Third Window are
categorised as cult DVD labels. The term appears in two separate issues, and the reviews are
written by the same author, Calum Waddel |l
characterise elements of the DVDs féine, Totdly Fine (dir. Fujita Yosuke, 2008 Third
Window) andCyborg Sheg(dir. Kwak Jaeyoung, 2008 4Digital Asia), Waddell refers to
both the films and the distributofsHowever, the term can potentially represent a variety of
connotations, as suggested byemt studies® and Waddell is not the only reviewer KREO
that attaches this label to the distributors or the films they reldds®.magazine does not
just contain reviews of Asian films and other media, as it also provides news, interviews,
recipes, adertisements andmanga previews. In addition, it describes itself as an
6independent publicationé, which' Toesefoteai ns ¢
within the pages oNEQ, the discussions of the distributors in the reviews, and the use of the
temm cult, refer to the wide range of tastes and niche markets that the magazine pérceives
both for its own readership and potential consumers of Asian media, such as the DVDs.
Anal ysi ng t hepthwid reved shat speafic gomnotations arengemplied.

The scoreboxes, situated separately from the review columns printddE@, are
particularly indicative of opinions of the labels. In Figures 18 and 19, the images represent
one page and haffage reviews, whereas some others can be primédmpages (and these
are the three fAsizeso of the reviews). I n t

score from the DVD extras included in their UK disc releases (and both are scored out of

B“Caumwaddel | , O6Fi mecitWhatdael ly Bipydbdr g Sheod,
Elena Gorfinkel 6 Cul t Fi Il m, or Ci nQiedsie34il £008)338AmgstMatijih er Name
andXavier Mendik 6 Edi t ocrtiiaoln :l nWhraotdth Mathjis and Mandikf (ed$) he?Calt Film
Reader(Maidenkead: Open University Press, 2008), pp2t Ernest MathjisndJamie SextonCult Cinema
(Chichester: Blackwell2011) pp1-10;Adr i an Mar ti n, & Wh ate:inDefadselot Got To D
Ci nephi | @ne&steBatl RGO8) BI42.
6 NEO Ma g a z iFFacebookpade,oop. titd ,
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five). The box also includes a critical summatof the film, which is paralleledvith an
overview of the disc extras. A separate paragraph, printed in italics, summarises the content
and qualities of the DVD special features. It is in these paragraphs, in the reviews for both
Fine, Totally FineandCybag She that opinions on the distributors are expressed, as well as
their categorisation as cult DVD | abel s. I
Window Films for giving us quality extras on its library of cult eastern insaRribe, Totally
Finecomes with <cast interviews and a th¥®atrice
With Cyborg Shein November 2009, similar inferences are made even though 4Digital Asia
is not named by Waddell: O&Not hi ngseemafewehi ng,
DVD |l abels are spl a$tHowewr, thihlme ic iacsriect, betause x t r a :
several extras were included on tBigborg Shedisc (as was explained in Chapter T\).
Nonet hel es s, Waddel | 6s wusage several wdye Thisssr d c u
because the term has been defined and used in a variety of ways throughout the history of
film and media studies and criticism.

Explorations of the history of cult films, and the usage of the term, are currently
widespread within ademic studies. Certain statements help to highlight opinions and views
on cult that are shared by other writers, as well as illustrating its complexitsh in general,
and in the context of thdEOreviews. In 2008, with Xavier Mendik, Ernest Mathjisacted
the many genres and categories of films that cult can encompass (for example, from horror to

sciencefiction, and their various hybrids and sgbnres). Moreover, cult films are claimed

to have 6an active and | i wedntiuoasanarketuvalaelandf ol | o
Bwaddel |, O6Fi mecit Totally Finebd,
YWaddel |, O6dyiborg Shed,

20 Appendix One confirms the extras included on the DVDsas#d by both 4Digital Asia and Third Window.
182



alongl asting pubHbweperesehbedtermbébs use trans
meanings, also published in 2008, which are illustrated with the following quotes:
Every media consumer is in some sense a reaahe cli vieweri that is, if we
accept the identities that media franchises construct for us in advance and use
technologies in the ways they are intenéfed.
The fatal moment for any cult movie is its mela unt ed fAcr ossover o
mainstreami or at least nto a niche market big enough that some scout
representative of the mainstream will be clamouring to get in and colofize it.
Cult is recognised both as a commercial term that signifies a set of niche tastes that media
producers believe they can caterdod as a category of media that is perceived as separate
frommasspr oduced media texts ( sRespectivély witanlbly y , ot |
Elena Gorfinkeland Adrian Martin, the quotedtatements also see the two patterns of
behaviour as represemgj different types of cinephili@. Such behaviour is associated with
avid fans of films, and has also influenced certain media production practices linked to DVD,
as found by Barbara Klingér.DVD cinephilia can represent either an aesthetic appreciation
of a fil m, or a desire to know the story of
release€® Cult can therefore refer to certain generic traits, market perceptions, or media
distribution practices. Moreover, tiNEO reviews refer to all of tiise aspects in the reviews
for Fine, Totally FineandCyborg She
Waddel | i mplies both filmic traits and ma
insanityo. I n making this statement, Japanes

and nedia located outside of the mainstream, and have a range of characteristics that are

broadly seen as out of the ordinary (or, insane). This also appears to be justification for

2 Mathjis and Mendikop. cit p.11;, Mathjis and Sextorpp. cit p.6.
2 Gorfinkel, op. cit, 38.
2 Martin, op. cit 40.
# |bid; Gorfinkel, op. cit.
®“Barbara Klinger, 6The DVD H®imee Fhil Ime :CuViteiwiersgd , Hd rni tla
Brown (eds)Film and Televsion After DVPAbingdon: Routledge, 2008), pp-49l.
% |bid, pp.423.
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Waddel |l using terms -e8sgbe RealatydBitesfaeled nt oi d@scodP

Fine, Totally Fine as well as a reason for suggesting that the potential audience for this film

sees itself as preferring cult films and medidhe terms quoted imply both generic and

stylistic traits and certain tastes regarding theatet @mema each of which potentially

attach a myriad of connotations to one Japanesefilmaddition, the cinephilic connotation

of cult is applied to both Third Window and 4Digital Asia as DVD labels, in bothrie,

Totally FineandCyborg Sheeviews . Third Window is perceived

insanityo, and 4Di git &@Notdnlidaees thisssuggest dhatuheyt DVEL

release certain types of films (or a variety of them, because of the complexity of the media

category of cli), but it also implies particular expectations for the DVD discs. For both Third

Wi ndowds and 4Di gi NE®teviesstate prefereance foedsstsikeiters that h e

add extra content for the benefit of their viewers. Moreover, the stateméstghat the

labels attract a cult following of DVD consumers because of the treatment of their releases.
Further evidence of this is illustrated in other reviews, which also show that views of

the distributors and the treatment of their DVD releases aelgudppear in the magazine, and

not just in the instances pictured in Figures 18 and 19. In fact, three reviews specifically

assess the distribut oNBOIn iasoe 54,0Naddellweviews the o ne

Third Window releaseKamikaze Girls(dir. Nakashima Tetsuya, 2004), and the 4Digital

Asia release X-Cross (dir. Fukasaku Kenta, 2007), while David A. Mclntee reviews the

Third Window release dflemories of Matsuk(ir. Nakashima Tetsuya, 2006). In this latter

Waddel |, O6Fi mecit Totally Finebd,
% Harold Pinter is a critically acclaimed playwright, who was awardedts®eNPrize in 2005, suggesting that
his style of drama and writing is uniqué Ho me Page 6, Harold Pinter website,

http://www.haroldpinter.org/home/index.shtml
Reality Bitegdir. Ben Stiller, 1994) is a film which depicts a love triangle between three college graduates

living in Houston, and emphasises its stylistic and contemporary 1990s $eitiRge a | i tIMDb,Biécessed 6 ,
16/05/2013http://www.imdb.com/title/tt0110950/
®Waddel |, O6Fi mect Twadddlyl ,Fbma@ywyhor g Sheb,
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review, Mcintee confirms that aariety of DVD special features are appreciated in
comparison to none, with the statement that both a makirand a storyboartb-film
comparison ar &Hadvevertin theéacikaaet Girlaeviéw, idis not just the
DVD extras that are evaluad alongside the film. Waddell says that the packaging is
6gnarlyd, in addition to the dis’tAesthetot ai ni
appraisal is not limited to the film text itself, but also the packaging, the menus and special
features. It he second review by Waddel |l , Xi€mssst at e s
with a solid DVD presentation with extra features that include cast and crew interviews,
and a making f d o c u thelerd, the PVDoextras are seen as bonus content that
accompanies the O0solidbé presentation of the
Window are seen as exemplary | abels because
packaging and extras. Such appraisals are evidently frequent in retatiothtdistributors,
and they setexpectedstandards for the DVD releases, which tHEO reviewers then
communicate to their readers.

The NEOreviews therefore illustrate how the DVD labels can appeal to many niche
(or cult) tastes through their releasesthe UK market. The reviews state the qualities of the
films that can potentially appeal to existing markets. However, they also outline how DVD
media and extras represent a niche market, suggesting that this highlights another cult
following of consumeinterest. This is not the only way of interpreting the extras, however,
as theNEO reviews also express how the extras can add to the DVD experience offered by
films with a broad appeal. The reviews discussed so far in this chapter imply that the market
for the Japanese films released by 4Digital Asia and Third Window is one that is only

interested in nomainstream media. However, the reviews can highlight the potentially

¥pavid A. Mclntee, NERONNBA(FeEumry2009), R0at sukood,
3cal um Waddel | , NBGMorbi fkebruzas 20G9),169. s 0 ,
#2cal um Wa-€d ® INEG@®NobX (February 2009), 70.
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broad appeal of many of the films. On top of these traits, the DVD extras carefprated
as an extra experience for audiences that have a wide range of tastes can enjoy, as well as

those who seek out cult media and DVD special features.

What 6s in a Disc?: Critical Assessments of t

The reviews iINNEO magazine placet®ng emphasis on the DVD format for fim

Vi ewing. This is perhaps most =evident in th

di scsd6 extras are assessed separately from

of the DVD format than theseegregated elements. TINEO reviewers manage to see the

films before their official release in the UK, and this is by varying means. The DVD could

potentially be viewed with the extras on it; or they may not yet be available; or the film may

be screened #atrically before its DVD release. The reviews for 208 Century Boydilms

(dir. Tsutsumi Yukihiko, 20020097 4Digital Asia) illustrate these different means of

viewing the films for the critics iINNEQ. In addition, though, these reviews signify a

prominent pattern, which is a preference for the DVD format over other means of film

viewing. The reviews do not only assess the contents of the discs, but appraise them as an

ideal means for UK audiences to watch the films released by 4Digital Asia andl Thir

Window, as their analysis will show. For this reason, further discourse concerning the DVD

releasesd prominence in the UK market is evi
DVD studies help to highlight the benefits of the format thatNE® reviews refer

to, and in turn illustrate dw DVD media can add to the fihlviewing experience. Most

studies of discs of films and television shows do argue this, but for different reasons.

Researchers such as Craig Hight have attempted to definitively demonstrate how DVDs

create opportunities fanteraction for their viewers, but his case study leads to him to instead
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conclude that it mostly provides commercial opportunities for filmmakers and production
companies to market their produtfsHowever, Martin Barker and Kate Egan also
investigated th same discs as a case studipe DVDs of theLord of the Ringgilms (dir.
Peter Jackson, 20€2003). They found that both readers of the books and viewers of the
films valued the DVDs and their extra content, as it allowed for reflection on whatrtige fil
achieved in their adaptation of such a vkelbwn story**
Other writers have similarly claimed that the wide range of interactions offered by
DVD can create diverse meanings and pleasures for viewers. Aaron Barlow argues that the
medium has fundamenhalchanged the filrwatching experience, and appeals to a broad
spectrum of viewers:
It is unlikely, however, that the DVD will disappear as a discrete item, replaced by
I nternet access to moviesé This is a tech
changip t he message it conveyseée
Mo s t people hunger to be more than passiyv
never really captured the whole of what was being experienced or desired, as the
explosion of the interactive Internet has shdWwn.
Though compared tonline media, DVD is seen as a separate medium that offers unique
ways of interacting with films and other media texts. Barlow sees this as a possibility that is
open to all flmviewers, and not just those who seek out the additional knowledge and
materid that DVD extras can provide, and this perspective is paralleled witlki®

magazine. Th&EO reviews promote the benefits and possibilities of the DVD format, and

even suggest that it is superior to other means ofviéwing. Furthermore, they do not

¥Cr ai g Mhkirgrbf Documentaries on DVDEhe Lord of the RingEr i | ogy and @{d®Bci al Ed
The Velvet Light TraaNo.56 (2005)12-14.

¥KateEganandMartiBar ker, 6The Books, The DVDs, The Extras a
Mathjis (eds)Wat chi ng The Lord of The (Rawvgls PetelLangk008noés Wor | ¢
pp.83102

# Aaron Barlow,The DVD Revolution: Movies, Culture and Tedogy (London: Praeger, 2005),3Y and

p.159.
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advocate niche interests in DVD media, but instead state how the format can appeal to a
broad range of viewers.
The reviews for the20" Century Boysfilms are particularly helpful in illustrating
these patterns, as they chart the different formats in wheHilms could be viewed in the
UK (as aof 4Digital Asiad s a ) The doubkpage review in Issue 56 BIEOwas printed
when the first film was being screened in several UK cinemas, prior to its DVD release (and
can be seen in Figures 20 and 21).8Becs e of t hi s, the assessment
as follows:
At the time of writing the final linaip of extra features for the DVD release has
yet to be properly nailed down, but expect a-thisx Special Edition with lots of
behind the scenes gaded, and a 24 page Book of Prophecies of your very own.
From what we alNEO have already seen, this will be a keeper for fans of the
flick! %°
The review was then followed up by a shorter one in the next issue, which both claimed that
t he DVD wag heépaakddkrts®@ with extras and conf
fil mos d¥ Bimlly, rthe lemtie srilogy was reviewed in Issue 72, following the
release of a foudisc boxset containing the films and several extras. Again, the DVD extras
were assessed separately:
With an entire disc devoted to bonus features, this generous package boasts four
hoursdé worth of extras. These include T
documentary on the Japanese premiere, extensive bitleisdenes footagend a
lavish 24 page bookléf.
In all these reviews, the DVD content is regularly praised, and is sometimes emphasised as

the most rewarding reason for buying a copy of the film. The assessment of the extras also

parallels some of the comments made aboetfilms, suggesting that the experience offered

¥pavidWe st , 620t h NE®@ Mot56 (SpringRang),s7s ,
CaumwWaddel | , d&JpibIEGNIST (Aprit2009), 77
®pDavidWe st "Cedr2tOur y Boys: TME® NGWrpne 2000, 708a g a o ,
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by the films can be extended by the distinctive contents of the discs (courtesy of 4Digital

Asia).

-

20th CenturyBoys

enji (Toshiaki Karasawa) is a to be following the path of a story Kenji and it is the most expensive undertaking
blue-collar slob, workingina wrote with a group of his pals when he in Japanese cinema history. The total
onvenience store and—following a5 2 boy. This journal, entitled The Book of budget is six billion yen, which converissss
| thedisappearance of his sister—taking care Prophedies, was meant to be a fun way to roughly £50 million. Part one was a kiles
. ofhislittle niece Kanna. Life has been one fill the hours, but now everything they had at the box office in Japan, but will presssst
big disappointment ever since he failed to written is coming to pass. Meeting up for more of a challenge to western audieneess
make itasa rock star —atleast, until the the first time in decades at their high school unfamiliar with the source material, Sews
mysterious leader of a religious cult starts reunion, Kenji and his mates realise only they  key plot points are either glossed over a8
trying to orchestrate the end of the world. can stop Friend and save the world. simply left unresolved, presumably Gustss
The villain of 20th Century Boys is a 20th Century Boys is the first of a trilogy

masked figure called Friend —who appears adapted from the manga by Naoki Urasawa,  already runs for over two hours, althossss
g  itcertainly takes some time getting Up s
speed with an ambling prelude.

Kenji is a slacker and borders on bEee
anti-hero. He is drifting aimlessly throssss
life, but when people start disappeannsis
his neighbourhood, his curiosity is pigusss
One quirk that the script never satisizces
resolves is Kenji's inability to remembes
his childhood in any detail. He wrote ou
and drew The Book of Prophecies, but ca8
not remember either where he left it &%
what it said. The plot to bring about the
end of the world is suitably childish ges
its creators, involving a virus that makes
a person's blood spontanecusly drain
out, the destruction of several Japanese
landmarks, and a giant robot. Quite Wi
a criminal mastermind like Friend feelS &5
need to follow this particular bluepant
which seems somewhat imnracticalis

AVAILABLE: Now

LABEL: 4Digital Asia
CERTIFICATE: 15 X
RUNNING TIME: 142mmins

Figure 20i NEOmagazine review fo2d" Century Boys (Chapter One)

(first page of doublgpage reviewy’

¥pDavi d Westn,t ud INEG Noy56 @Gpring 2009),47 © NEOMagazine and Uncooked Media.
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EATMHAN

GOTHAMKNIGHT

Box left unchecked at the end of
& Similarly, Friend's followers have
the police, yet when he wants to

B Kenji's niece, he does not send the
B Blue, but dispatches his hopeless,
ashed minions. Their attempted
is remarkably half-assed and
dermines our main man's status as

ghaki Karasawa is likeable in the lead
nd this helps to hold the movie
; since there is a large supporting
enough plot threads to make a
king-size duvet. He never quite
ithe occasion that fate has forced

fore they head out

S riend's dastardly plot is so moronic
BWVilliam Wallace had been equally
e in Braveheart, all the Scots would
e quietly home. Takako Tokiwa
a minor love interest as Yukiji,
RS the only girl in the childhood gang

10 her proficiency at judo. Teruyuki

Figure 21i NEOmagazine review fo2d" Century Boys (Chapter One)

20th Century Boys REVIEWS

“The title, of course, comes from the song
by glam rock icons T. Rex, but the tale owes

Kagawa, who was excellent in Tokyo Sonata,
is underutilised as one of the childhood
chums, and gets lost in the mass of minor
players in the story.

The title, of course, comes from the
song by glam rock icons T. Rex, but the tale
owes a fair debt of gratitude to Stephen
King. There are shades of /T, particularly in
the plot device of a group of friends getting
back together to confront an evil with roots
in their childhoed, and nods along the way
1o Stand By Me. That said, the movie lacks
the bite of King's work. The tone is generally
playful, and there are several moments
sure to tickle your funny bone, particularly
involving the mishaps of the kids.

After the lengthy and occasionally
confusing set up, the movie settles down in
the middle as Kenji tries to piece together
the puzzle of Friend's identity. Director
Yukihiko Tsutsumi keeps a light touch until
the final act shifts to action movie territory
as the old school-mates team up to try to
stop Friend's scheme. It is not easy to switch

a fair debt of gratitude to Stephen King.”

GOROBO!

DVD

EXTRAS

At the time of writing the
final line-up of extra features
for the DVD release has

yet to be properly nailed
down, but expect a two
disc Special Edition with
lots of behind the scenes
goodies, and a 24 page
Book of Prophecies of your
very own. From what we at
INEO have already seen, this
will be a keeper for fans of
the flick!

between the comedic style of the first two-
thirds of the film and the melodrama of the
final act, and Tsutsumi does not quite pull

it off. It also hardly helps that, as the script
builds towards its climax, the story bounces
back and forth chronologically with ever
increasing rapidity. Just trying to remember
where you are in the timeline demands
considerable acuity.

Tsutumi shamelessly shoots fora
dliffhanger ending and wraps up the
proceedings with a trailer for part two to
entice you back. So much is left unanswered
that it may only be when the trilogy is
completed that it will become clear whether
20th Century Boys is either a very effective
set-up for the sequels or an entertaining but
sporadically befuddling movie unto itself.
DAVID WEST

Confusing, often funny and, for one
glorious moment, even robo-tastic. A £
cult caper in waiting...

wwwneomagcouk NEO 075

(second page of doubjeage review’

“Owest,6 "T e nt ur yop. Bito!yiSOANEOMagazine and Uncooked Media
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For exampl e, i n I ssue 56, the filmbés rel
David West still provides a thorough list of the expectettas on the2d" Century Boys
DVD.* The review stresses that the extras may only interest fans of the film, though it also
implies that the disc release is worth waiting for if audiences happen to prefer the DVD
for mat . Not onl y i bookkt inglidledo(leferemding & kep texh ia thé e s 6
filmdéds narrative, about former childhood fr
high volume of behindhes c enes f oot age i%Thé falbweuplevedinas 6 g c
Issue 57 then categagiss t he f i | m LardofthbRingst gt & H&nthaoy t
and suggest s -nuhnabti nigt eipsi cd dmumt hose who wa
numerous extras (similarly, tHeord of the RingDVDs have a large amount of extra3).
However parallels are most evident when compar
DVD extras in his final review of the trilo
complicated, perhaps inevitably patchy due to its size2@8UCentury Bogis unflinchingly
faithful to Urasawads omangaghrealf i émisc af®n adafd
The DVD extras are described as comparably <
packaged and O6éboast sd content cergameddvithin dthe spbcal f our
features’ The extras scored 5 stars, suggesting they are everything DVD viewers could wish
for, as well as being worthwhile material that will appeal to all fans of the film. In essence,
4Digital Asia is being praisefbr its actions in distributing the0" Century Boysdilms, and

appropriately supplementing their O6epicbd con

“we st "Ced2tOur yop.Btoy s 6 ,
42 i
Ibid.
“3 Hight, op. cit
“We s 20thCemtury Boys: The Complete Sdégep. citi We st 6s menti on of Urasawa Na

the originalmangat hat the film is based on, which %YCentml so expl
535 oy s: | n t4Digital Mediawebsitedacessed 17/05/201Bttp://www.4digitalmedia.com/20ch/
Ibid.
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The NEOreviews therefore see the DVD release as a means to add to the experience
of watching a particular film, and believe that all dist®uld meet this expectation, in
addition to praising discs that do so. For example, several reviews do not simply give a low
score to DVDs that include few extras, but state outright dissatisfaction at their minimal
contents. Earlier, th€yborg Sheeview was mentioned as discussin
as a distributor, but this foll oweSimilalyy empha
Third Wi ndo wlak Pipoddir.eMiyar® Masayuki, 2009) is summarised as
containingheherdoal gi nai f Ehis cdlogwal phrasing idfers y er |
that the reviewer was expecting much more tF
both these DVDs did contain several special features when they were réfetisedeview
of the 4Digital Asia disc release bfidden Fortress: The Last Prince@dir. Higuchi Shinji,
2008) reveals why some reviews are not always able to correctly confirm the content of the
DVD extras. I n the assessment o f confirimex ate x t r a
ti me of g o0 Thigstatementmoes mossimply reveal the lack of information that
the reviewers sometimes have to contend wit
the discbs contents i s s wishtd seek outthe fiendshould mp | vy i
also keep an eye out for what extras may be contaimukthelessnia coincidental contrast
to theCyborg SheandLala Piporeviews, theHidden FortresdDVD did in fact only contain
trailers within the content of its epial features®

In its reviews NEO magazine reveals that it believes that the digital format of DVD is

capable of offering viewers more than just a fimawing experience. The reviews are

“Waddel |, o6dyciborg Shed,
““CalumWaddel | , KHOaNo.66 (ecemioe62009), 77
“8 Appendix One confirms the extras includetdtbe DVDs released by both 4Digital Asia and Third Window.
Both theCyborg SheandLala PipoDVDs contained makingfs and interviews with the cast, among others.
“9CalumWaddell6 Hi dden Fortr es NEOQ Noh7d (Algass 2010P73i nces s o,
*0 Confirmed in Appendix One.
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therefore not limited to only emphasising the appeal of ceD¥D releases to niche tastes
within the UK. The magazineds reviewers do n
their readers, and they often fully explain how a film and its DVD extras can appeal to any
potential viewer. As mentioned earlier, thigrgllels critical views of DVD media, such as

Aar on B°AMdreoverpthe appraisal of the extras demonstrates appreciation of the
distributorsd practices, in addition to reco
the 20" Century Boysilms have particularly illustrated how the content of the extras can be
compared with the characteristics and qualities of films. In other reviews, the expectation and
comparative assessment of the DVD content can become more prominent, especially in
regardto films that arebelieved to havelistinct genre traits. The next section will highlight

how prolific the discussion of horror is in the reviews, and how it demonstiNEes

magazineds views of 4Digital Asia.

Horrific Expectations: Parallels between Geilraits and Disc Content

Meatball Maching( d i r . Yamaguchi Yudai and Yamamot
4Digital Asia DVD release that is given a double page revieMEO magazine (see Figures
22 and 23)Meatball Machindas principally assessed accorgl to its visual elements, which
are used to compare it with other films characterised by particularly gruesome horror effects.
The doublepage review capitalises on these visual elements by printing several still images
oft he f i |l mbés g oly the csiticad assessmentboithedilen nakes up most of the
space within the two pages of the review, alongside the column of text dedicated to the DVD
extras. However, the special featuresd cont e

within the film, as they are often the focus of the interviews and ma&fdvieatball

*1 Barlow, op. cit p.27 and p.159.
193



Machineis also not the only gosfilled film that NEO has reviewed, and the expectation that

DVD extras should emphasise gruesome visuals is evident within other examples. The
reviews of DVD releases from 4Digital Asia reveal parallels between the traits of horror films

and the content of the discso0 extrMEOcanl n es ¢
|l ead to expectations of t he rseithatcaffartsthreont ent
perception of a distributor as much as a particular film.

The prominence of genre within the critical reception of films has been revealed in
many investigations of film reviews, and horror is regularly discussed within critical
evabiations of Japanese cineffaBut correlations of critical evaluation with the format in
which the films are viewed are not so prevalent. Genre categorisations are points of debate
not just between film critics, but also fans. Mark Jancovich has illusttaiedith reference
to fans of horror and sciendietion films, where the lines between the two are constantly
challenged, in both printed publications and online fortfhitdowever, critics can heavily
influence how genres are perceived. Daniel Martindinasted how reviews for the filiRing
(dir. Nakata Hideo, 1998) helped shape perceptions of subsequent Japanese horror films as
superior, or at least equal to, horror films produced by Hollywood stéitias.a result, the
influence of sich reviews was sed€o impact orperceptions of the wider Asia Extreme trend
that Ring and several other films, instigat&dn contrast, only very broad genre traits have
been emphasised within examinations of what films are likely to receive elaborate special

features ont hei r DVDs. Bar bara KI i ngoaelo whitel men ms t h

*2 Jay McRoy (e}] Japanese Horror Cinem@dinburgh University Press, 2008)om Mes and Jasper Sharp,

The Midnight Eye Guide To New Japanese Kiderkeley: Stone Bridge Press, 2005), ppxixi Julian

Stringer, O0The OriginaRnggn®9Bhé,Copy:A. Nhat &4di Hisdaonds
Japanese Cinema: Texts and ContéAtsingdon: Routledge, 2007), pp.2867.

“Mar k Jancovich, 6 O6A Real Shroucgkgelred :f oAu tdhiesnttiinccittiyo,n 6g,
The Film Cultures Readé€tondon: Routledge, 2002), pp.4880.

*Dani el Martin, 6Japanés Blair Witch: Restraint, Mat.
of Ringd Cinema Journal48:3 (D09), 3551

*° Ibid, 35-6.
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continue to be important purchasers of DVD players, [therefore] their tastes, which lean
toward such higloctane fare a¥erminator 2: Judgment Dagnd The Fast and The Furious
conthnue to exercise strong i M Highuoetane are conld t he
signify anything from action to sciendietion, but the reviews ilNEO frequently emphasise
t he DVD extras content in relati onmviewas 4Di gi
initially appear to characterise the distributor as a horror label, they are actually highlighting
4Digital Asiab6s treatment of all of its DVD
Despite the three stacore that is awarded tdeatball Machine(see Figure 23), and
some egative comments, reviewer Calum Waddell does give the film a significant amount of
praise. For instance, t hestfarlvme di so rei nggshnassbi saen
chips production valuesd, in addition to app
For hardened genre buffs, thoudheatball Machinehas plenty to offer. Yes, it
might not always be pretty, but for fans of thetsuoseries, and indeed the body
horror nightmares of legendary Canadian kook David Cronenberg, this raucous
low budget rompdelivers the groceries and then soimespecially in regards to
its imaginative sequences of alien transformation and outlandishly kinky clothes
wear?’
The genre categorisation dfleatball Machineundoubtedly falls within a particularly
gruesome vein dfiorror cinema. However, Waddell goes further, and says this is a film that

stands alongside both the gory visuals of Asia Extreme releases, slielsag: The Iron

Man (dir. Tsukamoto Shinya, 198°® and those found in the work of director David

% Barbara KlingerBeyond the Multiplex: Cinema, New Technologies and the Hdnieersity of California

Press, 2006).64

Cal um Waddel |, NE®Not6b@ulyR00MEL hi ned,

%8 Chi-Yun Shin confirms the gory contts of most Asia Extreme films (which include fhetsudfiims) in the

following articlei Shin,6 Art of brandi ng: T aJumpaot: AlRAvew af Cdbterhporayme 0 F i |
Media (welsite), No.50 (2008), accessed 20/05/2013

http://www.ejumpcut.org/archive/jc50.2008/TartanDist/index.html
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Cronenbey, such afabid(1976)>° This is not a film that appeals only to connoisseurs of
Asian and world cinema, but also the horror
extend to his assessment of the DVDOIsm&peci s
generic elements.
Many speci al features are I|isted in the

Meatball Machinedisc does contain a high volume of content alongside the’{iffnllowing
this, Waddell states:

In addition to theseThe Making oMeatball Machines an extensive look at the

movieds production, and a series of trail

rounds things off. Picture and audio is sharp, the latter being particularly $trong

but you cannot polish a turd and it isffdult to deny that, based on what is

onscreen, this is one ®%ilm seriously shor't
As mentioned previously, Waddell says the film is an enjoyable watch despite its low
production values, as are the special featuaiesprding to his commentslot only is the
review praising DVD content that i's as var.i
scored higher than the filnMeatball Machinereceives three out of five stars, whereas the
DVD extras receive four. A similar score was giverttie review of the2d" Century Boys
trilogy, where the films scored three stars and the extras scored five. Therefore, the extras of

horror film DVDs are not necessarily of special interest toNB® reviewersi but they do

provide further evidence ofttex pect at i ons that the critics h

%9 Cronenberg is noted for making films that have often depicted gruesome transformations of the human body
Ashl ey Al | i msmean Seasd3bCinehwebsite, accessed 20/05/2013
http://www.sensesofcinema.com/2002/grdmectors/cronenberg/

®The DVD6s content can hteotbeoDVD releases,dn Appendid One.o mpar ed t o
“®"Waddel | , 6 Meap.bitay.]| Machinebd,
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BALLS!
thall Machine Was
,zg?dvreded by Yadat
‘Yarnaguchi, the man who
‘was behind cult action
favourite Battlefield
Baseball. Joining this autess
of extreme at the helm
Meatball Machine s first-
time filrmaker Junicht
Yarnamoto.

REVIEWS ASIAN FILM

g o T

\ " ./ -t =
(7). > | ) NG g
number of hard shelled, super- before she is attacked and overcome by but for fans of the Tetsuo series, and indess
MERTBALL Anasty, insect-like alien beasties an extraterrestrial oddity) manages to be the body horror nightmares of legendang
and in Tokyo wherein they surprisingly involving. Indeed, you actually Canadian kook David Cronenberg, this
mﬂumnf begin to possess human bodies and seek want to see this mousy, emo-‘ooking raucous low budget romp delivers the
out one another for a fight to the finish. lad come up trumps from the trials and groceries and them some — especially s
Caught in the middle of this mayhemisa tribulations that the narrative throws in regards to its imaginative sequences of
virginal young whippersnapper named Yoji his path — but, just so you are forewarned, alien transformation and outlandishiy ke
—adaydreamer who is desperate to ask some of the special effects wizardry clothes-wear. Playing out like the bastard
neighbourhood hottie Sachiko out on highlighted in Meatball Machine might not sit  son of Shinya Tsukamoto and HR Giges
adate... well with soft stomachs. . the art direction in Meatball Machine s
Unlike last month's bout of blood-filled Consequently, anyone who can happily decidedly eye-opening and difficult to tums
freakiness, The Machine Girl, 2005's Meatball  live without seeing an alien xenomorph away from. Hell, just take a look at some e
AVAILABLE: 6 Machine actually manages to flesh out its penetrate and possess a prone female, or a the pictures accompanying this very reviess
LABEL: 4Digital Asa central characters before letting np with bloke wrestle with pulling a patently phoney,  Intrigued? You should be!
CERTIFICATE: 18 scenes of rib cracking, eye gouging gore. Muppet-like Martian out of his shoulder
NO.OF DISCS: 1 Dise As aresult, even in spite of its low budget, (amid a flurry of spurting blood) might want Barrel of Laughs
RETAIL PRICE: £1495 shot-on-digital origins, this tale of a shy to give this title a miss. For hardened genre Additionally, unlike the more mean-Spir s
RUNNINGTIME: loner who finally comes to *“win over™ buffs though, Meatball Machine has plenty strand of |Japanese splatter-horror (such

the girl of his dreams (albeit only minutes to offer. Yes, it might not always be pretty, as the aforementioned The Machine Geik

WIZARD OF GORE
Meatball Machine features the special effects Mnc"
i 4 Ly

work of Yoshihiro Nishimura, a gentleman
who seems to be a friend of any low budget
horror maestro working in the Japanese
fringe. His credits include The Machine Girl
as well as the likes of 2002's Suicide Club,
2007’s Exte: Hair Extensions and 2008's L:
Change the World.

Nishimura has also become feted as a genre

filmmaker in his own right, most famously
overseeing the torrid terror of last year's
acclaimed outing Tokyo Gore Police. Next up
for him will be the intriguingly titled Vampire
Girl vs. Frankenstein Girl. We can hardly wait;
we're sure it will be the epitome of fantastic
special effects.

074 NEO www.neomag co.uk

Figure 22i NEOmagazine review foeatball Machine

(first page of doublgage reviewy

®2Waddell6 Me at b a | |op.blta7dihci NE@Magazine and Uncooked Media
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Meatball Machine REVIEWS I

ANEYEFORANEYE...

Eyes have often been the focus of drawn out set pieces in horror
movies (from the works of colourful Italian mavs o Fulci
to the more recent The Haunting in Connecticut) and Meatball
Machine is no exception. Take heed folks - you may want to turn
away when the alien hybrid populates the body of a hapless
femme and immediately goes about drilling into her peepers. It is
a moment of stomach churning schlock...

“Meatball Machineis an above .

average 90 minute, cyberpunk
thrill-ride that blends carnage
and comedy to the best of its
budgetary abilities”

this is much “lighter” in tone and, at choice
moments, even something of a laugh riot.
From our hero engaging in a sprightly bout
of self-abuse in the opening five minutes, to
a later moment when he is gobbed on by a
porn-loving transvestite, it is difficult to deny
that Meatball Machine has been devised
to elicit some serious giggles. Certainly, it
is hard to imagine many people not having
a smile on their face as two barbarian-like
Neanderthals, armed to the teeth with
oversized drills, swords and machetes,
clash heads in a perverse {and somewhat
perverted) WWE-type smackdown to the
death. In fact, even in spite of the |8-rating,
Meatball Machine sometimes feels akin

at least in tone ~ to an especially madcap
Road Runner cartoon, wherein no one really
appears to be hurt or horrified by their
various bodily mutilations and malfunctions.
In some ways this stops the viewer from
connecting emotionally with the numerous

bouts of brutality but, given that the spurting
arteries and exploding noggins are staged
with such aplomb, it still remains crudely
effective.

That said; what stops this admittedly
vapid venture from becoming a true classic
of B-movie wackiness is that it never really
manages to overcome its cash-starved
origins. Sure, the special effects are top
notch, but many scenes — especially those
shot in daylight — serve only to remind the
viewer that, yup, this venture has cheap-
as-chips production values. it is a shame
because, had this ambitious outing been
lensed on higher end technology (or film),
we may have been presented with a true
successor to legendary eastern bloodbath
The Story of Ricky. As it stands, however,
Meatball Machine is an above average 90
minute, cyberpunk thrill-ride that blends
carnage and comedy to the best of its
budgetary abilities

DVD

EXTRAS

No less than three short
films are included here (one
of which is 1999's 8mm
promo that eventually got
this puppy funding), each
of which has something

to offer. The best of them

is definitely Reject of

Death - a sort-of sequel

to the main feature that
highlights a femme fatale
with a breast-exposing
outfit and a nasty streak a
mile wide. Oddly enough,
thereis also a ‘making of to
accompany this particular
short: perhaps a DVD first!
In addition to these, The
Making of Meatball Machine
is an extensive look at the
movie’s production, and

a series of trailers for this,
and other 4Digital releases,
rounds things off. Picture
and audio is sharp, the latter
being particularly strong

- but you cannot polish
aturd and it is difficult to
deny that, based on what

is onscreen, this is one film
seriously short on finance...

Ideally approached (and probably
designed) as part of a Friday or Saturday
night, post-pub, drunken viewing
experience, Meatball Machine should suffice
just fine. Nevertheless, do not even think
about asking us to explain the title. .
CALUMWADDELL

P Considering its Z-budget roots, this
machine works snockingly well - but
the narrative could have done with
more meat and less gristle,

FILM Jok % EXTRAS k%

wwwieomagcouk NEO 075

Figure 231 NEOmagazine review foeatball Machine

(second page of doubjgage review)’

BWaddell6 Me at b al |op.Mia76ihci NE@Magazine and Uncooked Media
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For instance, Waddell notes that the makofgfor Meatball Machineis extensive,
suggesting that this is appropriate for a film with such gory content. Subsequent reviews have
then stated similar expectations. 4Digital Asia released several more films wisoigeie
visuals following Meatball Machine In issue 61 ofNEO, Waddell reviewsTokyo Gore
Police (dir. Nishimura Yoshihiro, 2008 4Digital Asia). The scores here are exactly the same
as withMeatball Machinég three for the film, and four for the DVD. Wadtstates that the
06 e x h a u s-disc specialtediton includes a makiafy lots of interviews, footage from
the Japanese premiere and numerous trailers.
Waddel | 6s comment s al swo-dipceditions, suiggestiagnthateoopemr e c i a
more discs containing extras will automatically score highifEHO magazine.

Another film of a similar type tdMeatball Machineis reviewed by James Kloda in

issue 66.Samurai Princesgdir. Kaji Kengo, 20091 4Digital Asia) is commended for its

(@}

horrific igheefulyedelyers byatse gire o ddd e n b P*Bkitgin contrasta d .
to bothMeatball Machineand Tokyo Gore PoliceKloda ends up expressing disappointment
at the discds mi qasiand dxter ae xd amt esnttu:f fo Wihtat
have thought somet hing could have been incl
makingof was included on the dis&). Two interpretations can ultimately be made
concerning the expectations foreth cont ent s of 4Digital Asi ab
reviews of Meatball Machine Tokyo Gore Policeand Samurai PrincessFor films that

contain various special effects and diverse visual images, it is presumed that this content will

be reflected with an egnsive range of special features. Furthermore, it is apparent that this

expectation is |inked to 4Digital Asiabs tre

“Jameskbd a, 6 Sa mu NEO No.F66 (December 2009), 76

% Ibid i The DVD extras for all 4Digital Asia redses are confirmed in Appendix O can be seen, the
DVD for Samurai Princesdid in fact contain a makingf. However, this content is companabhinimal to the
extras listed for th#leatball MachineandTokyo Gore Polic®VDs.

199



The review forDeath Note: L Change The Wor(dir. Nakata Hideo, 2008) is further

evidence for the latter oglusion, as it provides thHgiggestcontrast between an assessment
of a film and its DVD extras. David West w
overdriveo, and only awards it one star, de
direcor, Nakata Hideo (who was behind the celebrated horrorRiing). West then awards
the discb6s extras four stars, and therefore
context from the film. His assessment of the special features confirnssigesition:

While no amount of extras can compensate for stinky movie, you cannot fault

4Digital Asia for trying. The two disc set comes with a booklet, an interview with

Keni chi Mat suyama [ t he fil mds | ead acto

documentary ad lots of features from the Japanese press camfaign.
West is aware that UK audiences are unlikely to buy the film for the extras alone, but he still
makes the case for the DVD6s content, showi |
special featres. However, his comments also suggest that this is an unusual case, as well as
indicate the expectations thHEO reviewers have for DVD releaségarticularly for those
from 4Digital Asia. As the comments show, this label can provide extras of a lojgakty
t han an individual film (in Westds opinion).

Comparisons and differences to the comments irvibatball Machinereview have

revealed more about the overall opinions expressedBE® magazine, both in regard to
4Digital A s i a 0 sevafuatibns of theil BV® segtras. Asnadresult, such
correlations seem to highlight a parallel between the qualities of a film and the range of
special features offered on a DVD. But there is more of significance in the reviews than this
correlation alone. #llowing the praise the DVD format receives in tHEO reviews, which

was noted earlier in the chapter, standards

evident . Though the volume of extras appear

®pavidWest6 Deat h Note: L NHEDAD.SREIanlidry200Ho72 | d 6 ,
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horrk ) , t he reviews of 4Digital Asi ads horror

expectations for all of the distributordés d
chapter demonstrate similar correlations between comments for lgoffiints and DVDs.

Third Windowbés DVD releases are assessed by

same expectations exist for their rel eases.

specific characteristics (that contrast with horror filekeases), though the reviews clearly

signify thatNEO sees DVD distribution practices as a form of authorshighich correlates

with the expectations the critics have for 4

Authored Expectations: Judging the Films through theie®ors and DVD Labels

Comments concerning authorship are frequently found within the revietGalogra

(dir. Ando Momoko, 2009released byrhird Window i review in Figure 24). This is in

reference to both the director and their decisions in making thenfi as wel | as t
origins as amanga®’ However , t he DVD extras are also
pl easur ed, i mplying both an appreciation f ol

has gone to in putting together the disc rel@AsEhis review supports claims made
throughout the chapter, regarding criticism of the DVD labels as a whole, in addition to the
individual films and disc releases. Examples, sucKalsera, illustrate expectations within

the NEOreviews regarding the distribu® act i ons and t heKaemeci al
is not the only review that refers to a filn
basis through which to provide comparisons
Meatball Machneand David Cronenberg). In addition, the authorship of the DVD releases is

frequently attributed to the distributors, confirming tHEOr evi ewer s 6 expect at

" The review explains that the film is an adaption of the manga Vibedy Sakurazawa Brai David West,
0 Ka k 8lEQaND.73 (July 2010), 74
% |bid.
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discsd content . Moreover, these staaofdhar ds ar

films and the directorodés influence, especi al
References to authorship are not only promineM&®, but also in previous studies

of reviews, which helps to highlight its significance. Opinions and comntkatscirculate

around particular directors have often been examined to chart perceptions of a certain

filmmaker as well as their films. For example, Klinger has charted how critical opinions of

Douglas Sirkoés fil ms c¢hang#tstidentifiedras atspeamdist s i gr

in a specific genre (particularly melodrama), and later as an established *awRarallel

views have then been found within studies of Asian film directors. Oliver Dew argues that

critical perspectives of directors agheir genre specialists or artistic auteurs are regularly

evident within reviews of films from Asian countri€&sHowever, analyses of DVD media

have revealed other potential authorial influences that affect films. Brookey and

Westerfelhaus conclude that Rixeinforces its brand image as a production company within

the content of the extras found on DVDs of its filthstom Brown later made a similar

argument following the study of certain disc releases of Disney fli¢hile brand image

and media promotioare the focus of both of these articles, essentially they are referring to

the authorship of the DVDs as well as the films. Ni&O reviews discuss both the Japanese

filmmakers and their UK distributors in several instances. Such comments demonstrate how

influential each of these factors can be when assessing a DVD release, as well as illustrate

particular expectations and preconceptions associated with the authorship of both 4Digital

Asiads and Third Windowds di scs.

®Klinger,Me | odr ama a nop.citV6®@6n i n g é

“Oliver Dew, ¢ fAdseé acExé ma ma@®373)BevpGnansab: Jourgapoé 6

Contemporary Film5:1(2007, 53-7.

"Robe t A. Brookey and Robert Westerfel hMonsters locThe Digi -
D V D @estern Journal of Communicatid®®:2 (2005), 10928

“Tom Brown, O6fAiThe DVD of Attractions?0: retamdTi on Ki n:q
Brown (eds)Film and Television after DVIQAbingdon: Routledge, 2008), pp-400
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I REVIEWS ASIAN FILM

AVAILABLE: 2] June
LABEL: Third Window

Films
CERTIFICATES
NO. OF DISCS: 1 Disc

RETAIL PRICE: £14.
RUNNING TIME: 107 mins

074 NEO wwwineomag co.uk

aru (Hikari Mitsushima) is

sleepwalking her way through

life. Her boyfriend treats her like
a doormatand is unashamedly cheating on
her. Riko (Eriko Nakamura) is a prosthetics
artist who sculpts replacement body
parts. When the two cross paths ina café
by chance, Riko is instantly attracted to
Haru, who is unsure how to respond to the
advances of another girl.

Adapted from the manga Love Vibes by
artist Erika Sakurazawa, Kakerais atouching
love story, although director Momoko
Ando does stumble occasionally with her
film debut.

Leading lady Hikari Mitsushima was
last seen in Sion Sono's epic Love Exposure

ress Hikari Mitsushima
i:ﬁot the only link between
Kakera and the four-hour
epicof panty shots, lust
and religion that was Lm -
Exposure. Sakura Ando,
the crazy vE!lgu?us
cult recruiter Koike in

Love Exposure, is director

Momoko Ando’s sister:

Kakera- A Piece Of Our Lif

playing angry schoolginl Yoko. Her character
here (named Haru) is the polar opposite of
that memorable turn, though, and she bends
whicheverway the wind is blowing —even
seeming incapable of making active decisions
for herself. It is certainly frustrating watching
her let her no-good louse of a boyfriend

take advantage of her— both emotionally
and physically. Her pal Riko, by contrast, is
gregarious and outgoing. “Itsnot that | like
girls: ft's just you | like," she tells Haru. “Men
and women are all human. It's only hard when
we categorise ourselves.”

After Haru and Riko begin their tentative
romance, Haru is uncomfortable with being
affectionate in public with her new lady, who
responds by becoming increasingly covetous.
This leads to much social awkwardness
—especially when Riko gatecrashes a student.
partyina scene that captures the intensity of
young love in all of its ill-considered power.

Shot by veteran cameraman Hirokazu lshii,
Kakera has a very traditional Japanese visual
style that brings to mind the films of Yasujiro
Ozu. Each frame is meticulously composed,
camera movement is selective and sedate,
while the colour palette is subdued. This fits
the tone perfectly, as does the melancholy.
score by former Smashing Pumpkins guitarist
James Iha. What is less successful are director
Ando's attempts to inject moments of magic
into the story. Forinstance, a soda bottle
turns into a two-headed dove and flies up
intothe sky in ajarring sequence that does
not sit comfortably amongst the naturalistic
style of the rest of the film. Much more
charming is a scene in which a swimming

poolis transformed into a field of stars,
communicates the dizzy optimism at the
start of alove affair far more elegantly

mutant bird.

While the centre ofthe storyisthe
relationship between Riko and Haru, i
are two important supporting players.
(Rino Katase) is a middle-aged woman for
whom Riko creates a replacement breast
Ryota (Tasuku Nagaoka) is Haru's awful
boyfriend, a thoroughly unlikeable figure
solacking in any redeeming qualities that
you wonder what Haru ever saw in himto
begin with —although that seems to be the -
point. Sadly, there is not much for young
actor Tasuku Nagaoka to do with the
loathsome character other than play him
irredeemable scumbag, it might not be
but tis certainly effective.

However, despite these minor criticisms.
the two leads are excellent, and Kakeraisa
affecting tale that brings to the screenthe
promise and pain of a new love liaison.
DAVID WEST

DVD EXTRAS

For your extra viewing pleasure there isa
28 minute conversation between film critic
Jasper Sharp and Momoko Ando, plus a
22 minute Q&A session from when the
played at the ICA in London. On top of
you get the theatrical trailer for Kakera
trailers for other Third Window releases.

A strong debut from Momoko Ando.
about an unconventional romance
that is sure to seduce.

S %k k

Figure 24i NEOmagazine review fokakera’®

BwWest ,

00K.xik ie@ NEGMagazine and Uncooked Media
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Authorship, regarding both the film and its DVD disc, is noted most often within the
review ofKakera(seen in Figure 24). At the top of the page, before any other details of the
film are mentioned, direct or chentare dtplaimedk o 6 s
through the fact that her sister is an actress (Ando Sakura, who dtargeicxposuré dir.

Sono Sion, 2008). David West then integrates
the review, before awarding the film four star

Shot by veteran cameraman Hirokazu I9ké@kerahas a very traditional Japanese

visual style that brings to mind the films of Yasujiro Ozu. Each frame is

meticulously composed, camera movement is selective and sedate, while the

colour palette is subdde This fits the tone perfectly, as does the melancholy

score by former Smashing Pumpkins guitarist JameS§'lha.
The film is evidently being explained as a collaborative effort, and West sees it as important
to identify those responsible for the elementsittcontribute to the four star score.
Essentially, t hough, Andods directorial sty
despite the collaborative effort that is emphasised. She is seen as the creative force that is
responsible for bringing thesarious elements successfully together within her directorial
debut. The other consequence of this is that her filmmaking skills are compared to Ozu, a
Japanesélm director who has been praised by many film critics and academic whiters.

However, sigh f i cant attention is also given to
appreciated almost as much as the film itself. Three stars are awarded to the DVD extras, and
West states:

For your extra viewing pleasure there is a 28 minute conversation betwaen fil
critic Jasper Sharp and Momoko Ando, plus andBute Q&A session from when

the film played at the ICA in London. On top of that you get the theatrical trailer
for Kakeraplus trailers for other Third Window releas@s.

“"West, oOokaiker aod,
s Paul Schradefranscendental Style in Film: Ozu, Bresson, Dréyriversity of California Press, 1972);
David Bordwell,Ozu and the Poetics of CinerfRrinceton University Press, 1994); Catherine Russell,
Classical Japanese Cinema Revisifedndon: Continuum, 2011).
"West, oOodaiker aod,
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The fil més autohotrhsehi ex tirsa scde nctornatle ntt |, in addi
within the rest of the review fdfakera But West is not just utilising this coincidence as a
means of I|Iinking the filmbébs characteristics
ThirdWindow provides Oextra viewing pleasurebo, h
releasing the film on DVD for UK audiences, as well as the extra material they were able to
gather for the disc release idakera As a result, Third Window is perceivéy NEO as a
distributor that frequently aims to provide UK audiences with unique viewing experiences on
their DVDs, both because of the films they
judgments of the distributor mean that high expectations qubséy exist for all of the
| abel 6s DVD rel eases. These expectations an
examples of th8lEOr evi ews, concerning Third Wi ndowos
Another representation of further evidence of these patterns is fotimd tiie review
for Funuke, Show Some Love You Loséds!. Yoshida Daihachi, 2007). Calum Waddell
sums up his opinion of the f Fkidspmedimadnessniea s e nt
tad overlong, but it i s dtiniatiditionrthe filn is givema ugh t
score of three stars, and so this statement equates to an appraising recommendation for UK
viewers. Despite these comments, the extras are only awarded two stars, and Waddell
explains that t h e r lers forsthis @ndjother Shird Windenefins e s o f
although, to be fair, t her@Thenefosetthobghthexenareho ur 6
mi ni mal extras, Third Windowds efforts are
symbolises the recognitionahNEOhas gi ven the distributorés
is partly because of their extra content. An example of this recognition is even found in the

review above the one foFunuke where theFine, Totally FineDVD is mentioned as

;;CalumWa ddel | ,SWdFw nSikree L ov &EO/NoGS (May2099),57 6 ,
Ibid.
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contaialingy 6gxit rlesekmbpove thdundkeraviewnin Figure 18§° Even
when extras are at a bare minimum within their discs, Third Window is still acknowledged by
NEOas often providing UK audiences with quality DVD releases, as much as a Jajlamese f

director is seen as responsible for the content of a film.

4Digital Asi ads releases ar e NBClwthsni onal |
regards to the directors of the films and th
most oftenm r evi ews of 4Digital Asiads horror fil

for the film Starfish Hotel(dir. John Williams, 2006). It is not favoured by Calum Waddell,

as he only awards the film 2 and a half stars, and states that it makes thegpilez of

David Lynch seem simplistic in comparish.However, he does concede that the
presentation on the DVD is o6first c¢classéo, bo
inclusion of a makingf and interview with the director in the eas®! Waddell shows signs

of both appreciating and regularly expectin
releases. This aspect of Waddel | 6s opinions
comparing theStarfish Hotelreview to a later exaple. The review oKaiji (dir. Sato Toya,

2009) in issue 74 awards similar scorethree for the film and two for the extras (which

consist of only a makingf and a trailer). Waddell then goes into more depth regarding the

DVD features, explaining thahte 0 [ +ofadodumegtary gives a decent lad@wn on the
filmés conception, although, like mos® DVD
This contrasting comment can be interpreted in several ways. Waddell is suggesting that

DVD extras, by 20Q (the year the review was published), are generally not as engrossing as

“Waddel |, O6Fi mecit Totally Finebd,
®Lynchoés films are often not eKticafSieen andmenetre Dgvison,z | i ng ¢ o |
Ol ntroducti oné, i nedg,The GhemaoiDaachlLgnchAAmeriagan Dieams, Nightmare
Visions(London: Wallflower, 2004), pp-4.
Bcaumwaddel | , 6 SNE® NG.52 ¢Decerhbert2@08) 872
8calumwWa ddel | NEONOA4 (August,2010), 70.
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they used to be. By this time, a makioband a trailer are suggested to be not particularly
worthwhile (because of their two sthisdiscrating
are not as appreciated as earlier releases, sustadsh Hotel Whether or not Waddell is
providing a view on DVD extras in general, his comments regardind#ie DVD do
indicate disappointment wit h ertalhsgnifging similari but or
expectations to those found in relation to Third Window.

Authorship remains to be a recurring trait within the critical reception of films, though
t his does not only <concern theNEQuevidwsr shi p
demonstrate that the actions of a distributor can be interpreted as an authored trait within a
DVD release. Moreover, expectations and preconceptions of the standards of the disc releases
have been found alongside the correlations between discussion$ tfidditm directors and
distributors as authors. While this could be argued as a trait that recurs throughout all the
examples discussed in the chapter, what has been demonstrated represents much more than
this recurrence. Analysis of tivEO reviews hasllustrated how much the DVD distributors
are an integral factor within the various comments that can be made about both the individual
films and their respective disc releases. Both 4Digital Asia and Third Window are stated as
responsible for the qualitpf the films, as well as whether or not the discs meet the

expectations thaflEOhas for the DVD format.

Conclusion

The NEOreviews are very revealing for several reasons. The critical reception of the
DVD releases from both 4Digital Asia and Third Wiwvd has demonstrated the diverse
market within the UK that the distributors were catering to from 2008 to 2010. Even the term

cult, regularly used by thdEOreviewers, has a variety of connotations attached to it which
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signify various tastes and preferesaa regards to UK viewers of Japanese films on DVD.

The distributorsdé categorisation as cul't h a s

labelled as suited to fans of fantasy epics, gory horror, and stylistic directors, as well as

numerous dter niche tasteg hese assessments of the films do not just signify the potential

markets for these films in the UK, but also the other aspects of the DVD releases. At times,

appreciation of the extras has appeared to be linked to certain characteiikticshe films,

such as particular genre traits or the attributes associated with a director. Mok#6Qas,

demonstrating the wide appeal that the discs
Certain types of films have sometimes seemed tacittertain types of extras within

the NEOreviews. Films which are part of franchises, and those with prominent visual effects

or directorial influences, have often been evaluated within the examples of reviews

throughout the chapter. However, the magazins film critics have

presumed that fans of these specific types of films are the only viewers of the DVDs that will

appreciate their extra content. TREO reviews fully detail the special features on the discs,

aswellasrelaythecritic s opi nions regarding the contenft

are believed to be worth watching). This tendency could signify another connotation

stemming from the distributorsé classificat:i

implies an audience within the UK which appreciates elaborate anegpnesinted DVD

extras and disc packages more than the films that accompany them. While the distributors

may be targeting this market, along with others,NlEO reviews do not actually assetée

DVD releases with only this audience in mind. The critics details how the extras can

potentially appeal to anyone, and highlight content that is particularly noteworthy. Therefore,

the reviews place emphasis on a DVD release as a viewing experiende@drby either
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4Digital Asia or Third Window, which can often offer UK audiences more than the chance to
watch a film.

Central to these findings has bddBOmagazi neds di scussions o0
companies, and not just as DVD labels definecelyuby their film releases. Their treatment
of their discs has meant that tNEO reviewers have formed expectations and standards
against which to judge disc releases from c
practices are highly influentiain the critical opinions that the reviews express for the films.
The NEOreviews not only indicate the market for DVDs of Japanese films (and other Asian
media) in the UK. The reviews have indicated how both 4Digital Asia and Third Window
have met diffemg | evel s of success (according to ¢t
although the DVD | abels wutilised similar dis
content, these actions could not guarantee how each DVD release would be critically
received. Instead, the discussions of 4Digital Asia and Third Window as distributors in the
NEO reviews shows how effective their efforts were in distinguishing themselves as DVD
|l abel s, i nstead of through tKbhkerahighlighted thmes 6 t i t
distributorasauthor perspective most clearly. However, in all the reviews the labels have
been emphasised for being as influentiial as
corresponding with the intentions of 4Digital Asia amtird Window that have been
revealed in the previous chapters of the théRimse intentions have also characterised the

di stributords actions after 2010.
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Chapter SixAfter 201Q
Continuing Practices and Proomssses wit|

The previous five chapters have analysed material associated with the DVD releases
of 4Digital Asia and Third Windowrom 2008to 2010.While this is the period where the
two distributors predominantly released Japanese films on DVD, the distribuhwes
continued to release films from other countries after 2@ich facts suggest that the
treatment of the DVDs by the distributors was nothing special in the three yeathethat
thesis has chosen to focus on. However, analysis of the later actidnaghodlistribution
companies shows that the practices put in place for those three years of DVD releases were
hugely influential.ln these later yearserdain practices continued;hile some were adapted
andotherscan even be traced back to the beginsio§particular companies (for example,
4Digital Medi ads releases bef oreadentehtlgat thea unc h
distributorsdé actions continue to be influe
them. 4Digital Asia and ThirdWindow were both dedicated to DVD releases of Japanese
films from 2008 to 201Mhutthey met differing levels of success after this period.

In order toinvestigatethese later yearwithin the sixth chapter of the thesis, it is
appropriate tautilise a reception studies approach. Though this provides a continuatibe
applied methodwithin the previous chaptethis is not the only reason to take a similar
approach. Il n 1997, Barbara Klinger stated t
the darting of the history of particular films within certain contexts and modes of
distribution and exhibition:

Since films often exist in surrogate form in their posgin appearancésthat is,

in broadcast, video, laserdisc and other new technology ferimthe industry
practices involved in producing, distributing and exhibiting films from the past are

210



no Iongler contained within the studio system, but include the operations of other
formats.

Klinger is advocating these processes as necessary forsitinity the research of films, as
well as suggesting that the discourse within associated material provides helpful historical
evidence. Such discourse has continued to be of great interest to Klinger, as in a later study of
the homeviewing of media (partcul arl'y t hrough DVD), she 06i n
shape the environment “Thmowlihc KIvVvingwirnglitsakes
the pastod6é in the quote from 1997, her persp.
films, mediaformats and viewing environments.

Distribution practices are dedicated to shaping-fiiewing environments, which has
been establishedybseveral recent studies of thga®cessswithin the film industry. Julia
Knight and Peter Thomas define distriloun  as o6t he vit al l'ink whic
audiences throughout the whole [film and video] sector, from the commercial film industry to
grassroots c o n'MavidiSin states that it i$ evitlent because®df the materials
generated throug licensing, marketing and logistics (specifically dissemination and
exhibition), all of which are integral parts of film distributibtdowever, this definition is
limited to commercial practices within the film industry, such as cinema exhibition and
home-media releases. Some means of distribution are not only illegitimate (for example,
through illegal downloads and pirated DVDs), but also more varied in certain forms, such as
the multitude of legitimate sources available for downloads and streaming.nRashato

takes all these means into consideration through his categorisation of distribution as either

'Barbara Klisgery ©&immnable and interminale: recove
128), Screen38:2 (1997), 10428

2 Barbara KlingerBeyond the Multiplex: Cinema, New Technologies and the Hdnieersity of California

Press, 2006)p.5.

3 Julia Knightand Peter ThomaReaching Audiences: Distribution and Promotion of Alternative Moving Image

(Bristol: Intellect, 2011), p.13.

“Davi d Sin, @ Wh aBFl Screen @niinsvébsite, hacassed06/06/2013
http://www.screenonline.org.uk/film/distribution/distribution1.html
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formal or informal (meaning those that are legitimaltegitimate and partially one or the

othep . I n either case, d i y tinculabng oravithboldiagstéxs p e  p u

which have the potential to become part of s
Distributors therefore create discourse, which can greatly influenceviwing, and

is found across a variety of materials assted with distribution processes, which are

sources of evidence within a reception studies approach. These sources have become more

varied since 2010, in relation to both 4Digital Asia and Third Window. However, they still

exist as satellite texts that aidate around the DVD releases. This is because of the

interrelated |inks to the central product of

the case with the spoeviauschaptersw(fort instamce, thdy BVDt h e s i

packaging, thepecial features, trailers, websites and reviews). Further sources will now be

demonstrated as representative exampl es of

distribution practices up until 2013. The thels&s so faexamined how both 4Digital Asia

ard Third Window distinctively distributed DVDs of Japanese films in the UK from 2008 to

2010 through their comparalpeactices. Thaixth chaptewill now help illustrate the further

significance of these practices, through their influence onthe digtrlbie 6 act i ons aft

Andrew Kirkham: Emphasising Directors from 4Digital Asia to Cine Du Monde

It is no secret that Andrew Kirkham was the central figure behind the 4Digital Media
sublabel, 4Digital Asia. This information is publically available ahds been used to
promote Kirkhamés ot her associated compani e:

release$. His more recent businesses include the digital media services provided by Silk

® Ramon LobatpShadow Economies of Cinema: Mapping Informal Film Distributi@mdon: BFI, 2012), p.2.
®6 Andr ew Kinkedintvebsit® acessed 06/06/201Bttp:/uk.linkedin.com/in/andrewpkirkhgrohn
Berra, OAcknowl ed g éireetontt of Borld dinemalJaparifBeistot: ltelléce 20)12),
pp.56.
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Purse Enterprises, the translation company Japanglish, andigtnibution label Cine Du
Monde! Though 4Digital Media decided to focus almost entirely on Endéisguage films

after the release ddeath Tubgdir. Fukuda Yohei, 2010), Kirkham continued to pursue the
market for Japanese cinema that his 4DigitabAgleases had aimed for. However, DVD
releases from Cine Du Monde demonstrate that it has a wider remit in comparison to 4Digital
Asia, as several of its titles are Englisimguage horror films. Nonetheless, Kirkham has
continued certain practices irgaited at his former sulbel, while adapting others, and also
emphasising and maintaining relationships with certain filmmakers.

The home page of Cine Du Mondeods website
releases, t hei r t rFRaceboekrpage. Uadardeath dnaphicsl adeettiging b u t «
the | abel s | atest releases, the mission st a

CINE DU MONDE is an exciting new label set up by several industry vetérans

collectively bringing over fifty years of experiee to the table in the areas of

acquisitions, production, sales and distribution.

We aim to bringoffCenUKeh&maesesmaAbefrom Aroun

Our focus will be on interesting, overlooked or forgotten films that reflect the vast

world of cinema not encapsulated by mainstream new releases. We will strive to

embrace every genre in our search. Where we can we will work with directors to

collate extra features to broaden the appeal of each rélease.

Though not stated explicitly in these lineb,é¢ i ndi vi dual webpages fo
films shows that their focus is primarily on DVD releases (which are also inferred by the
intention to Obring to UK homesd). The state

to 4Digital Asia. The phrasé fA L e f t of Centre Cinemao from

comparisons to the wearlier | abel YBothfarecus o

"6Si | k Prprices A b & dracédbpokaccessed 06/06/2013,
https://www.facebook.com/SilkPurseEnterprisesfinfo6 J a § & b 9 LFacébpokaccessed 06/06/2013,
https://www.facebook.com/Japanglish.translationf/info Ci n e TRl o Md&edlipekaccessed
06/06/2013nttps://www.facebook.com/CineduMonde/info 6 H &imeeDl Mondevebsite, accessed
06/06/2013http://www.cinedumonde.co.uk/

86 Ho m@ingé Pu Mondavebsite,op. cit

64DM/ Contact u s 6 , httpa//enevneddigitaindedid cbm/ifdéx.pBplcdntact
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companies that aim their releases towards niche markets, but at the same time they intend to
give theirreleasea br oad appeal by emphasising the fi
this goal, the statement illustrates the colleagues and contacts that Kirkham has maintained
within Cine Du Monde despite | eaving @gDigit:
staff are not listed, the fifty years of experience in the company is stressed as being collective,
and their close relationship with particular filmmakers is also indicated. When taking into
account all of Cine Du Mo mddrécwmrs that bre asse s |, [
noticeable, as the filmsdéd authorship is regu
The names of directors were a prominent
within the special features, trailers, websites and reviews of the films, as welhas di sc s 0
packaging. Some of these names have continu
releases. In 2012, two films involving Nishimura Yoshihiro were released. Both DVD covers
for Yakuza Hunters: The Ultimate Battle Roy@e. Nakadaira Kazush2010) andvakuza
Hunters: Revenge Duel In Hell d i r . Okuda Shindichi, 2010) f
their front i mages, a s ¥ ideds n@tédmebeilyuespdmsiblel ferdo s w e
the filmsd effects, aTekyolsereé Policea(Z008Y. ot onlg doese c t i n (
this associate the films with the work of a
past films also place théakuza Hunter®VD releases within a specific genre of Japanese
cinema.Tokyo Gore Policavas not the ogl goreheavy Japanese horror film that 4Digital
Asia released, and Cine Du Monde appears to want to continue this trend, in addition to
suggesting that there is still a market for these releases in thélbikever, the names of

directors are not only usetd promote films with these characteristidhough Cine Du

“Ni shi muraés name featur es thefantadf theyDVvoverofiyakuza he f ol | o wi
Hunters: The Ultimate Battle Royaléir. Nakadaira Kazushi, 201,0eleased bZine Du Mondeon

19/03/2012thefront of the DVD wver of Yakuza Hunters: Revenge Duel InHeld i r . Okuda ,Shinédi c|
released bZineDuMondeon2 1/ 05/ 2012; O6Yakuza Huntersd, Cine Du Mc
http://www.cinedumonde.co.uk/yakupainters/
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Mondeds number of releases is fewer than the
a broader market are evidéft.

One significant release from Cine Du Monde was the DVDSuicide Club(dir.
Sono Sion, 2001) , both in terms of the wuse
market established by another DVD label. The packaging suggests that the film will meet the
demands of UK viewers who seek gdweavy foreign films, as botsides of the reversible
sleeve for the DVD cover display the image of a bigsodked schoolgirl (which also appears
on the Cine Du Monde websit&)But the further significance of the film and its director is
also emphasised in both the DVD packaging dadwvebsite. This was a title that gained
notoriety after early international festival showings, as demonstrated through details within
the review by Tom Mes from the Midnight Eye website (quoted on the DVD cover).
Specifically, the review alludes to theosltked audience reactions that the opening mass
suicide scene provokéd.Fur t her mor e, because of the 1l eng
theatrical release and its Cine Du Monde release (in 2011), the UK label has the advantage of
being able to utilise the pfile of a director already established through other UK film
releases. The DVD cover and webpage both ste
Director of Love ExposureCold Fish and Guilty of Romand&? These films were all
distributed on DVD whin the UK, and both.ove Exposur€2009) andCold Fish(2010)

were released by Third Windot®.Cine Du Monde was therefore able to make use of the

" Including its 2013 titles, Cine Du Monde has released 11 DVDs, whereas 4Digital Asia has 20 titles included
within its catalogue.

26 Sui ci dCme DLiMorddvebsite, accessed 11/061Z0http://www.cinedumonde.co.uk/suiciaéubl.
BTom Mes, 6 SMidnight EyevebSite, adcéssed 11/06/2013,
http://www.michighteye.com/reviews/suicigdgub/.

“6Sui ci dcae OLiMondevebsiteop. cit

15 Third Window releasetiove Exposuren 25/01/2010, an€old Fishon 27/06/2011Guilty of Romance

(2011) was released by Eureka Entertainment on 28/11/2011.
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critical reception of Sonods ot her fil ms,

N

labels, in order to@mote an earlier film from his career.
Referring to the releases and past popularity of other DVD labels is a trait that Cine
Du Monde shares with the distribution of so
evident through the use of the naaved particular filmmakers. On the rear of the 2009 DVD
packaging for the release ddeatball Machine(dir. Yamaguchi Yudai and Yamamoto
Jundi chi, 2005) one statement about the fil
body horror tradition of Shina T s u k Eetsum Theléos Mand™® This line implies that
the film will appeal to certain viewers of DVDs in the UK, particularly those who purchased
Tetsuo: The Iron Marfdir. Tsukamoto Shinya, 1989) when it was released by Tartan Asia
Extreme in 2002 Though the Tartan DVD label went bankrupt, its film releases have
continued to be disseminated on DVD through its new owner Palisades, which confirms that
there is still a market for t hé'sThisi§ onems i n
conclusim made by Daniel Martin as a result of his research on the Tartartdateugh
Sonods films were never associ at edicideClubh t hi s
is also capitalising on the continuing market for Asia Extreme titles (becaitseusé of the
bloody image of a school girl). Another title from Cine Du Monde further illussrahis
continuing interest, as well éise emphasis ofthea mes of t he. fil msdé dire
ReCycle (2006) is a Thai horror film directed by brothers Dannyd?and Oxide
Pang, and several of their earlier films were also distributed through the Tartan label. Both
directors are most noted for their directionTtie Eyg2002), The Eye 22004) andlhe Eye:

Infinity (2005). This is not only evident from the ardl reception and reputation of the

18 From trerearof the DVD overof Meatball Maching di r. Yamaguchi Yudai and Yame
released byDigital Asiaon 01/06/2009.

Y6About 6, Palisades Tar tlkim/wwedalsddéstrtan.corn/AbeusUs.asg 12/ 06/ 2
18 Daniel Martin,Asia extremethe marketing and critical reception of cult Asian cinema in the RHO Thesis

(Norwich: University of East Anglia2009) p.256.
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Tartan labet?® but also the DVD cover and production notes R&Cycle which Cine Du
Monde makes available on its web$itén the first page of the notes, the following extract
appears:

The Pang brothers became watiown with their film The Eye which had an

excellent boxoffice record in 2002. They have developed a style that is

completely different from the European and Hollywood genres. They have a

unique approach of filming and have gained worldwide recognitio@.twins are

the new blood of the Asian horror gefte.
The rest of the notes detail the plotR&Cycle the different storyboards and effects that
were created during production, as well as the career backgrounds of the cast and crew. But
in the above exr act it i's clear that the filmds pl
producers and promoters are keen to emphasise. Moreover, this recurs as a point of emphasis
within the DVD special features, as well as the additional information in the producti
not es. The discbdés extras contain an audio c:
the cast and crew, in addition to a makofy a special effects featurette, deleted scenes,
premiere footage, a press interview with the cast and crew, andea. trigre, the influence
of Cine Du Mondedbs aims for bringing more tl
Further mor e, this is another similarity sha
features were often included on the discs] &me webpages could also be a source of
additional information for viewers of the DVDs. Central to these patterns, in reg&d to
Cycle is the prominence of the directors, who are emphasised in the disc packaging, the

special f eat urwebpage dndithe prbdustionrnotds.uFurthernjose, the pattern

is evident in relation to the nefsian films that Cine Du Monde has distributed.

¥ChiYun Shi nrandidgATatt anf fba sie @ Elunbprast:\ Review of Contemporary Media
(website),No.50 (2008), accessd@®/06/2013,
http://www.ejumpcut.org/archive/jc50.2008/TartanDist/index.html

6 R@ycled Cine Du Mondavebsite, accessed 12/06/20m8p://www.cinedumonde.co.uk/recycle/

A5 R@ycl e Pr od uneéDudonddiabdite acéessed 12/06/2013,
http://www.cinedumonde.co.uk/wgmntent/uploads/2012/02/RecydPeoductionNotes. pdf
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However, there i s one exception within t
attempt to broaden Cine Du Morids ap p e al to this market with
on authorship. It signifies a move beyond {aetion films, which was not attempted with
4Digital Asi a. I n 2011, o0 neanimdfeaturdentitidd@b e | 6 s
(dir. KobayashiMakoto, 2008). Though the DVD cover and webpage for the release state
that it is from the production team behind otheimefilms, such aderfect Blugdir. Kon
Satoshi, 1997) andihe Wings of Honneamigdir. Yamaga Hiroyuki, 1987), most emphasis
inthe DVDO6s distribution materials is given t
presencé” On the front of the DVD cover (and on tHeE webpage) is the statement that the
film features the o6voices and *Adiskitocanothér Jap a i
website is provided on the Cine Du Monde webpage, which explains that some of the voices,
and the filmds theme song, Jemalesongpnddancede d b
group AKB48%* The showings ofCE at various international festivalsuch as Chicago, Sao
Paulo and Pusan, are also listed on the website. As demonstrated in the earlier chapters of the
thesis, especially in the analysis of tiEO magazine reviews, the UK market for Japanese
films can intersect with interests amime Asian music and other media. The releaskEC&
indicates an attempt to appeal to UK consumers with these interests, while also utilising the
context of the filmbés internati on@Elremainshi bi t i
to be the only animateféature that Cine Du Monde has released, and there is no indication

of the label releasing any othanimetitles in the near future, suggesting that it met with

limited success. Moreover, the combination of unique online and disc contents are still being

#2The DVD cover can be viewed on the Cine Du Monde webpagé CEire Du Mondevebsite, accessed
13/06/2@.3, http://www.cinedumonde.co.uk/ice/

2 |bid.

#“6Project | CE | ntWorldNewsuebsiteyactessed A30B/2083) |
http://wn.com/poject ice_interviews with akb48
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utilised by Cine Du Monde for its nefsian releases, which continue to emphasise the
names of the film directors

Of the six EnglisHanguage films that Cine Du Monde has released since 2011, three
are American features that have been directed by the 8lnmaker, Chad Ferrin. For all of
these titlesEaster Bunny, Kill! Kill} 2006;Unspeakablg2000;The Ghouls2003i released
by Cine Du Monde in this ordefj,a link to a Wikipedia entry for the director is provided on
the | abel 6s webgpiagmelsay wihmzdhesal eaf t he DVD cov
name?® In addition to these elements, the disc contents for these releases illustrate the priority
that Cine Du Monde gives to its filmsd aut hc
contairs several special features that predominantly document his role in their production.
The disc forEaster Bunny, Kill! Killlincludes an audio commentary and a malafigThe
Ghouls contains similar extras, as well as an introduction exclusive to UK viewers
Unspeakablealso includes the same types of special features, as well as an early short by
Ferrin. The significance of this content is that Cine Du Monde has continued to prioritise the
director over all other aspects of the films. This pattern sgits a figure associated with the
DVD releases that the label makes central to its distribution practices. By maintaining this
consistent focusn the directarCine Du Monde can also diversify the means by which their
film releases and their promotionakterial are disseminated.

Though Cine Du Mondeds Facebook page coni
releases, the majority from 2011 to 2013 concern their EnRligluage horror films

(especially those of Chad Ferriff)Many of these posts providimks to trailers and website

% Their respective DVD release dates were 22/08/2011, 18/06/2012, and 16/07/2012.

%46 East er Bu n@ine DuMNondevebsite, icéssed 13/06/2013,
http://www.cinedumonde.co.uk/eastaunnykill -kill/ ; 6 The ChdtbuMorslavebsite, accessed
13/06/2013http://www.cinedumonde.co.uk/tighouls/ 6 Un s p €irzelDa Monda&hsite, acessed
13/06/2013nttp://mwww.cinedumonde.co.uk/unspeakable/

276 Ci n e D uFaddlmakdoeedsed 14/06/201&tps://www.facebook.com/Cinedudide!
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reviews for the films, as well as retail outlets such as Amazon. However, the most frequent
posts first appeared in 2012, when Cine Du Monde made its films available for online rental
through digital streaming. By associatiauith the website Dailymotion, the label has now
included al/l i ts releases within the webpa
releases), and they can each be viewed for a small fee (usually £288)e links to
Amazon pages for the DVDs alspmear among these posts, Cine Du Monde is evidently
keen to equally promote the online rental option that exists for the films. This is apparent
because of how often posts are made about offers on the Dailymotion website, where the
| abel 6s f ilbleniw frea foe a linited itilhéh Though these offers have only
occurred around certain annual dates, such as Easter and Halloween, Cine Du Monde often
provides multiple Facebook posts highlighting these offers during the days they are
available®* Thisisal so evident on the | abeloés Twitter
and links posted on the Facebook p¥g#i t hi n al | these post s, t
consistently and regularly mentioned.

These posts on social media sites are a significantasntr the distribution activities
of 4Digital Asia, which did not have its own similar feeds. However, thelsabb e | 6 s t r ai
for its releases were included within the YouTube channel for its parent label, 4Digital Media
(as explained in Chapter Fou@ine Du Monde also created its own YouTube channel, and
again provides trailers for all of its film releases through this webffagech trailer is

accompanied by more information than just th

6 Un s p eiawi adbdbadgmotionwebsite, accessed 14/06/2013,

http://www.dailymotion.com/video/xuthni

26 Fr e e EastedHoliday TredtChad Ferrinoés Uns pd20I3&drdbeokaccessanist dat e
14/06/2013https://www.facebook.com/CineduMonde/

%6 Ci ne D uFaddmokdpe dt.,

3'6Ci ne Du Monde (T@aceesedN4/06/80481ps:/twitter.com/CineduMonde

326 APKCi n e DYdbubedaedssed 14/06/2013,

http://www.youtube.com/user/APKCineduMonde/videos
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For examplethe extensive range of extras on the DVD fdnspeakableis also listed
underneath the trailer on the YouTube channel (and the extras mostly document the role of
director Chad Ferrin}® Cine Du Monde is utilising all the means it can to promote its
releass through websites and online sources, in addition to its own dedicated wel#dages.
of these posts of ' inks and trailers const:
element of both the films and their DVD releases.

Andrew Kirkham is likely tobe a key contributing factor to tegularemphasis of
the director. This trait has recurred for al
central preoccupation of the promotional campaign for the 8o Tempegidir. John
Williams, 2012 whi ch | i nks together the history of
activities. The release of the film was not announced through Cine Du Monde, but Kirkham
has made clear his own personal involvement with the UK distribution and exhibitgaunf
Tempesthrough his company Silk Purse Enterprises (via announcements on Facebook). In
particul ar, Kirkhamdéds involvement was public
Films, the production company behind the fifn100 Meter Films is also thdapanese
production company at which filmmaker John Williams is baSe8ado Tempesis
Wi | | i ams 6 -length filnd and 4D@italuAsia had released his second fdtasfish
Hotel (2006), on DVD in 2008. Though originally from Wales, Williams nlbwes in Japan
and has made all three of his films with a predominantly Japanese cast ardl ldig\irst
film, Firefly Dreams(2001), is also noted for winning several international awirds a

result, Williams is evidently a sensible choice for 100tdvleFiims to focus on for

#¥6Un s peak a brbudibeTaccessetl B410@20181p://www.youtube.com/watch?v=0ooalqMI.

¥6Sil k Purse Enterprises is2h% rlepdr iBhcdiddkadkBessed 24/0820IBO T E MP |
https://www.facebook.com/SilkPurseEnterprises

%6 Ho mi®®@Vieter Films website, accessed 14/06/20b8p://www.100meterfilms.com/index_en.html

%6 JrohWi Il | i amsé6, 100 Meter Films website, accessed 14/
?}tp://vwvw.100meterfiIms.com/en/about/staff/iohn.html
Ibid.
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distinguishing the distribution ddado Tempest r egar dl ess of Kir khamo
the directordéds role for promotional reasons.
also illustrate the close personal and pssienal relationship that Kirkham happens to share
with John Williams. On November 2 0 1 2, It was stated that: 0
company | am pleased to officially announce taking on worldwide representation for the
Japanese company, 100Mefeims, owned and run by my friend John Williams. | am
l ooking forward to wor%ing on the companyds
Kirkhamdés distribution practices for <cert

critical reception, indicating the potential influence cdthe act i ons. Posted
Facebook page, on February™®B013, was a link to a review &ado Tempestom the
website Midnight Ey8Thi s begins with a summation of J
to both his production company and the Jagarfilm industry in general:

Recurring accounts of doom and gloom notwithstanding, Japanese film remains,

year after year, not only one of the most productive of national cinemas but also

one of the most diverse. Take the case of director John Williarnmngeime

resident of Japan, this Welshman runs his own Tdigsed production company,

100 Meter Films, which not only produces

of other filmmakers, Japanese and foreign, as well as making occasional forays

into video art*
Williamsdéd significance is therefore not onl
his position within the Japanese film industry as well, making him a useful point of reference
for a brief critical overview of recent Japanese fimoductions. This also demonstrates

further reasoning for Kirkhamdéds constant f o«

they continue to be a figure that critics regularly comment upon. Similar evidence was also

#¥5Si |l k Pur sd 3ENDe e mbRaceisogkactessd 14/06/2013,
https://www.facebook.com/SilkPurseEnterprises

¥6Si |l k Pur sd 6Eifreér p BacepeoRabedsged 17/06/2013,
https://www.facebook.com/SilkPurseEnterprises

“Tom Mes, ¢S MilnightEgewepsites dcdessed 17/06/2013,
http://www.midnighteye.com/reviews/satiempest/
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highlighted earlier, regarding 8o Sion in the Midnight Eye review &uicide Club™ The
directorbés career was briefly discussed at
many other reviews of the film following its UK DVD release through Cine Du Monde, such

as the doublpage article on Suicide Clubin NEO magaziné? These moments of
consistency in the critical reception of films that Kirkham has distributed (following 4Digital
Asia) are another reasémcortinueto focus on the names of particular directors.

Despite the di#rent ventures in film distribution that Kirkham has taken, there is
consistency within his approach that is comparable to the practices implemented for 4Digital
Asia. Though Kirkham was not solely responsible for these practices, he was an influential
factor within them, as seen in the actions taken for the film releases from both Cine Du
Monde and 100 Meter Films. The continuation of authorship as a focal point within
distribution material for DVD releases has been evident in many sources, such as the
corsistent emphasis of the director across both social media sites and online rental services.

Il n addition, the significance of the fil mso
critical reception, but can also be emphasised when Cine Du Mondgtite broaden its

appeal within the UK market (for example, througtimeand EnglisHlanguage releases).

Kirkham has continued to recognise the interest in Japanese films within the UK, and still
appeals to this market, while also attempting to attbeiotder consumer interests. The
consistent patterns evident, such as the foc
distribution of the DVDs, shows a continuat
wants to offer UK audiences unique expaces through his releases, which are not defined

just by the characteristics of the films. The DVD extras, the webpages, and the social media

posts are all linked to Kirkham and the profile of his associated companies, such as Cine Du

“Mes, éSciop.icid ,
“Cal um Waddel | NEGN®S8Y(Novedhleer 2@1), 8248.0 ,
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Monde, Silk Pursé&nterprises and 100 Meter Films. These factors help distinguish the DVD

releases as much as the filmsd characterist.i

4Digital Media: Further Changes and Continuations in the UK DVD Market

Whil e Kirkham was a signi f istiution practees,t or  wi
he was not solely responsible for them. His actions were evidently a resukopkcation
and negotiation with the other staff and processes established by 4Digital Media, as
illustrated by their practices after 2010. Though Kirkbasn depar t ur e br ought
releases under the 4Digital Asia sula b e | , it did not stop the e;
catalogue. While the number of its DVDs has rapidly increased, more so than both Cine Du
Monde and Third Window, evidence ofsitexpansion is also apparent from press
announcements concerning distribution deals with-filaking studiod® Taken with its
actions for distributing films on DVD after 2010, these activities demonstrate the
continuation of many of the practices implensshtinder the 4Digital Asia stlabel, despite
releasing very different films. 4Digital Media has still found it helpful to distinguish itself as
a DVD label through its distribution practices, in order to signify that its profile in the UK
marketisnotdeendent only on the filmsé titles and
The halt to 4Digital Asiads output sugge
audiences6 interests in Asian media since 2
this market indirectly, asome of its Englisttanguage releases are emphasised as featuring
elements related to Asian media and culture, if not specifically Japan. In 2012, 4Digital

Media releasedroken Fist(also known adAttack of the Yakuzand Broken Path- dir.

3 R Squared Films signs deal with 4 Digital MediadJKmerican Film Marketvebsite, accessed 17/06/2013,
http://www.americanfilmmarket.com/sites/www.americanfilmmarket.com/files/exhibitor_pr/r2pressrelease.pdf

Di ana Lodder hose, 0Bl ac kVaaetydebdid, aceessedadlt/i6/2dizz s DVD | abel €
http://variety.com/2011/biz/news/blatiuelaunchesdvd-label1118038298/
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Sakomoto Koich 2008)** Though the director is Japanese, and the film stars several actors
of Korean and Japanese descent, the film is an American production with Haggslage
dialogue. Its links to Asian countries stem fromygkuza(gangster) storyline and itsgh
content of mar ti al arts action, which is
history as a stunt eordinator in several American films and television shows (for example,
Mi ghty Mor phi n i Peoence H. Wihklessggtealr 19936] and Drive [dir.

Steve Wang, 1997]% Following Broken Fist one other release had elements of its
production and content promoted in a similar fashidthe Red Canvagdir. Kenneth
Chamitoff and Adam Boster, 2009) was also retitled for its 4Digital Asiaase as
Submissioft® The film shares similarities tBroken Fistin that its story focuses on martial
arts, and its cast includes several actors of Asian descent (such as Georg¥ Takei).

These DVDs signify the range of film releases that 4Digital Medaintained
alongside the distribution activities of 4Digital Asia. Following an analysis of theé sailb e | 6 s
history from 2008 to 2010, these later DVDs could be seen as an indirect influence stemming
from its disc releases of Asian films. But bdBnoken Fst and Submissionindicate the
lengthier history of the parent company, 4Digital Media. As confirmed on its website, the
label was officially launched in 2006, and some of its first releases were of films that also
focused on martial arts action, suchBast of the Begdlir. Robert Radler, 1989f.Not only

did this lead to the release of the sequels to this film, but they were all eventually packaged

“6Att ack ofThe lhternetWaveDatabése (IMDiccessed 17/06/2013,
http://www.imdb.com/title/tt1189432/ 6 Br o k4Pigital Mediswebsijte, accessed 17/06/2013,
http://www.4digitalmedia.com/index.php/dd&i 62

6 Koi chi 8wk accessedld/06/2018tp://mww.imdb.com/name/nm0757084/

6 The Re dIMDiatoessedd7/06/20181p://www.imdb.com/title/tt1121986/ 6 Submi ssi on 6,
4Digital Mediawebsite, accessed 17/06/20h8p://www.4digitalmedia.com/index.php/details/218

““6George Takei 6, | Mbiyp;/ wavinulecsmns/mahe/nmBo01T®/ 2 0 1 3,

6 Best o f4Digital MedBwebsite) accessed 18/06/2013,
http://www.4digitalmedia.com/indexap/details/21
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