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Abstract
The turn of the millennium bore witness to a phenomenon: the use of promotion

trailers for a variety of products. Both stage theatre and the publishing industries came under
the media spotlight for using trailers to promote their wares throwing into sharp contrast the
normativity of film trailers. Despite increased academic study of the film trailer, few have
considered the trailer outside the industrial context of the film industry. Coupled with this
trend in focus, is the tendency within the literature to suggest that the trailer exists as a unique
form because they exist in the same medium as the product that promote. Added to this is the
tendency to rely on an a priori definition that is not explored fully.

By way of intervention with these key issues, this thesis considers the aesthetics and
emergence of the trailer in entertainment industries other than film and serves as a
counterpoint to the cinema centric imbalance within the study of the trailer. Using a corpus of
audiovisual texts identified as trailers through UK press websites, this thesis draws from the
popular understanding of the trailer in order to explore the historical and industrial trajectory
of these other forms of trailer. Taking the form of case studies organised by the industry in
which the trailer's product operates this thesis explores the historical context in which the
trailer emerged and the aesthetic trends at work in the current trailer therein. In exploring
both the history and the aesthetic representation of the trailer in the industry this thesis moves
the study of trailers away from repetitive debates surrounding the film industry and opens up
the possibility of trailers as a cultural phenomenon and simultaneous marketing trend.
Through providing a grounded understanding of the trailer's use within contemporary
entertainment industries, the thesis argues that the term 'trailer' has moved beyond advertising
for films. It suggests the trailer has come to typify promotion for any product that is at its
core, is an experience. In doing so thesis presents a much needed counterpoint and challenge

to cinema-centric analysis of the trailer.



Introduction: Trailers, Trailers everywhere...

Around the first decade of the new millennium newspaper headlines began to illustrate an
important phenomenon. Newspapers scream the often negative rhetoric, 'Are social media
videos spoiling theatre' (Shaw 2014), 'Is theatre going down the YouTube?' (Haydon 2008),
'‘Coming soon to a shelf near you: The publishing industry has gone mad for film-style
trailers' (Walker 2012); much has been made of industries other than film using texts
identified as trailers. Currently texts identified as ‘trailers' exist for numerous industries, as
online videos, as popups on websites, or pre-roll clips shown before online videos. They have
been used to promote cinema, television, live action theatre, recorded theatre, the Olympics,
books, theatre and a whole host of assorted and interrelated products that compete for an
individual's leisure time, and in many instances; money. In addition to this, is the recent trend
of re-mix, or mash-up trailers; trailers that promote hypothetical products and deliberately
subvert the codes of promotional trailers for comedic rather than economic effect. Almost
exclusively residing online this wider phenomenon poses numerous questions; what
industries are using the trailers? When did these trailers emerge? How do these trailers
appear? Tied up within these questions is the genuine need to understand the use of trailers
within other industries.

This thesis aims to explore the phenomenon of other industries using trailers. As a
study, it is centred on a group of trailers that exist outside the film and television industries
and as they've been little considered this study draws upon the existing body of literature that
discusses the film trailer. As this phenomenon is emerging, and as this phenomenon is largely
contained within the internet the manner in which these trailers are collated for this study
forms a central underpinning for the entire thesis. In part this is because this phenomenon
spans multiple industries, but also such an approach that overtly shows the methods of trailer
collection forms its own contribution to studying the contemporary trailer. This thesis has
distinct sections. The first of these is the introduction that outlines the existing literature,
methodological process and the rationale therein that allows the selection and use of case
studies. The case studies form the core body of this work with three case study-chapters
exploring the statistically dominant trailers found: a study of videogame trailers, stage theatre
trailers, and book trailers, forming the central body of work, with a fourth chapter that
explores the remaining trailers found through the methodology and reflects on the mode of

corpus generation.



Each case study draws on a background of industry context where appropriate to
explore specifically when the trailer was used, placing this within a historical trajectory.
While each case study contributes towards a historical study largely case studies
contextualise along a historical trajectory before discussing the aesthetics of the trailers
identified as part of this phenomenon. Though each study stands alone, they form part of a
wider understanding of this trailer phenomenon is included within the final chapter. This final
chapter cannot be considered a case study of a single industry but instead a chapter that works
towards theorising the events of this industrial spread through using examples from within,
and outside the methodology. This final chapter offers the opportunity to reflect upon the
methods used to form this study and as such works towards concluding the study. This is not
to suggest however that the phenomenon of trailer spread, as it could be called is finished, in
particular the final chapter identifies further areas of study and works towards including them
within a wider theoretical framework.

Before launching into a case study, it is import to understand why these other forms of
trailer are not just worthy of study, but need to be. Exploration of these other forms of trailer
is needed because despite their value, ubiquity, their varied reception, their use in numerous
industries, and an increasing academic interest in trailers, academia has little considered the
trailer and of that has largely only considered the film trailer. Resultantly the entire field of
study is skewed to prioritise film trailers and excludes through neglect any considerations of
the trailer in any industry other than film (and of this, often only of Hollywood). Despite the
ubiquity of the trailer as an industrial tool there are only few studies that consider the trailer
as the sole focus of research, and fewer still that question what the trailer is or could be
outside of a very specific context of cinema promotion. Still fewer studies have considered
the trailer as an entity that may change and develop, and indeed have any place outside the
film industry. Any of these trailers may be broadcast to an audience group indiscriminately,
or they may be more targeted as narrowcast videos. Audiences may dismiss individual trailers
or recommend them to others, trust, distrust, like or dislike them the potential responses of
the trailer are endless. In both case trailers exist spatially and temporally separate from the
product promoted, and work to towards their various goals by highlighting and of omitting
attributes of this separate entity. Regardless of the effectiveness of these individual trailers for
fiscal gain, trailers, like all forms of product promotion offer a unique insight into how an
industry, through the creative decisions of content producers, wish its products and indeed

itself to be seen. In doing so the trailer forms a unique resource, a site of convergence where



products and industries are aesthetically represented on screen. This aesthetic representation
offers a form of visual commentary upon the possibilities of the industrial output being
promoted, colloquially this could be expressed as; “look at our product(s), this is what it is,
what it can do and what you can expect from it”. As a result of this representation, exploring
the various trailers at work in contemporary media, and thus contemporary culture better
facilitates an understanding of trailers as both individual representations of industry products,
and as a collective form of industry communication, representation and memory.

By way of overview, this thesis considers the trailer as it resides on the internet, and
when we consider that the majority of trailers are posted here with and only a small amount
making it to any one cinema or television broadcast, this makes the internet a remarkably
underused resource and site of industry communication. As a form of intervention and
engagement with the current status of the trailer in academia, and to understand the shift in
marketing practices that has led to other industries using trailers, this thesis considers the use
of trailers for industries other than film and television. It treats the trailer as a short film that
promotes, rather than sells, and uses a corpus of trailers generated from video sharing sites
online. It does this in order to explore precisely how other industries use the trailer, and what
form these other trailers take, how these may be encountered by audiences and the kinds of
text that is considered the trailer.

But before this intervention can be explored fully, it is important to contextualise this
outline, in relation to the relevant literature that has excluded ‘other' kinds of trailers in
relation to the study of the film trailer. Understanding the existing literature allows us to
explore what is already known about the trailer, and why there should be a study of 'other’
kinds of trailers. Specifically such a review offers the opportunity to expand upon the
outlined approaches used to consider the trailer as an object of study and a discussion of the
rationale behind this. A discussion of trailer theory draws upon the known studies of the
trailer that illustrate the dominant working understanding within academia; providing the
guiding rationale and intellectual antecedents for this study. This gives way to discussion of
terminology, before proceeding to outline the current trends in marketing practices that
provides an overview to the emergence of promotional video culture and further outlines the
imperative for study. Following from this is a discussion and an overview of corpus
generation, outlining how the trailers will be identified and organised for purposes of study.
So what follows then, is discussion of trailer studies from three perspectives; a consideration

of pertinent research on trailers, of promotion from a contemporary marketing perspective



and a methodological discussion outlining the methods of corpus generation. The
introduction concludes outlining the remaining chapters and their organisational structure of
this thesis.

The film trailer

The trailer came to be an identifiable aesthetic form over time; initially emerging
during the instability in industrial practices that occurred with the establishment of the film
industry. The emergence of trailer during this period has been charted by film historians,
through the various references to it in writing as well as through trailers remaining on film
reels. Based on such evidence film historians have been able to track the changing forms of
the film trailer from its beginnings as projected still images promoting forthcoming
attractions (Hediger 2005). In the first instance, in a functional capacity, as work by Hamel
observes, the term 'trailer’ existed to distinguish between ends of film reel (2012: 269-270).
Later, the term came to apply to short films found on the shorts reel irrespective of aesthetic
form, then largely the term came to apply to a specific kind of advertising for films in the
years around 1915 (Staiger 1990: 25)*. Despite not being intended as such, Staiger's
observation has come to define the academic understanding of the trailer. It is this
understanding in academia that has come to define the trailer implicitly; largely overlooking
the changes in contemporary media society, and in critical thinking. In engagement with this,
developing Staiger's work, Hamel identifies two trends that inform the development of the
trailer, the use of 'the propaganda film' that sold images of the studios to the public and the
‘commercial film' that sold 'products such as soap, concrete, clothing, chocolate, and firearms'
(2012: 270). Though Hamel claims that propaganda films 'sold the image of the studio to the
public, but since they did not focus on a particular film, they cannot be defined as trailers'
(Ibid).? Hamel's interpretation demonstrates the persistent, retrospective understanding that
the trailer is defined by its relationship to a product; and that product is invariably a single
film. Under Hamel's interpretation, the current trend for Blu-Ray promotion on DVDs in

! Staiger notes that the term stabilised in the 'late teens' (1990:25). 1915 is therefore used as a temporal marker
for the purposes of a clear chronology. There are several one known exceptions to this claim, however. John. L
Perentesis discussion of Motion Picture trailer's as election propaganda (1948) would suggest that the issues of
propaganda trailers remained, and indeed recent work by Greene (2013) suggests this as another avenue of
exploration. This exception in the application of the term ‘trailer' in 1948 serves to prove Staiger's claim that the
term largely pertained to the film trailer after the late teens and without the primary source of Perentesis'
audiovisual material no empirical conclusions can be drawn about the aesthetic construction of this trailer in
relation to other forms of propaganda film.

2 Presumably of course this also applies to the trailers for the products previously noted rendering his overall
claim of antecedent practices of trailers moot.



which a collection of latest releases to the format are promoted, would not constitute a trailer,
presumably owing to the absence of a single narrative product. So Hamel here overlooks that
at one time this kind of text was referred to as a trailer simply through its inclusion in a reel,
but largely this understanding reflects the wider and more problematic understanding that 1.
trailers may be aesthetically different from other forms of advertising and 2. that there is a
universal or agreed upon form of the trailer.® This policing of the boundary between trailers
and advertising is often done without any reference to a definition of the trailer, and reflects a
trend that could be called 'persuasive trailer' studies.* Embedded within the consideration of
trailers as a form of persuasion, there is the concept that trailers differ from adverts at an
aesthetic level and that it is the aesthetics of a trailer's narrative organisation that causes it to
function in a unique capacity (cf Kernan 2004, Maier 2006). Much of the existing literature
has been focused around exploring the persuasive elements of trailers and does so in relation
to the (often implied) continuous narrative structure of a single film.®> The understanding of
trailers as persuasive centres on the role of the trailer's narrative and specifically views the
trailer as a manipulation of a larger, dominant narrative. Such a comprehension, whilst central
to understanding the trajectory within the field of study, frequently undermines its own
methodological standpoint through analysing (and thus comprehending the trailer) in relation
to a film. Thus it is that persuasive studies, through speaking from a position of omniscience
tend to consider not the trailer as audience members may see it for the first time, but the
retrospective comparison of the trailer to the film. Indeed, no persuasive trailer studies have

really considered the role of the audience as anything but passive.

The persuasive trailer

In 1981/2, Haralovich & Klaprat, in analysing the structure of two trailers in relation
to their respective films suggested that trailers 'present in 90 seconds the material a film will
take 90 minutes to work over' (1981/2: 66). Comparing the narrative contained within the
trailer with that of the film, the pair claim specific editing choices in the trailer create a form

of persuasive argument in the form of a narrative enigma within the trailer; posing a question

3 Cf Austin (1981: 47), Faber & O'Guinn (1984) and Biltereyst et al (2008:49), for examples of such implied
division between the two forms, the latter partially supports the concept of a split existing at a level of public
perception.

4 As will be seen, this is one element of study that has been countered with the conceptualisation of a trailer
primarily as a short film (Johnston 2009).

® There is however growing interest on trailers as a promotional practice but this has at its heart the role of fiscal
generation. (Finsterwalder 2012).



that can only be solved by watching the film. The wider, determinist, implication of this is
that trailers can be reduced to a collection of narrative conventions; that each trailer must
only be successful based on its ability to posit a question that the audience must want to
answer. This understanding foregrounds the role of the trailer to that of manipulator and that
of fiscal tool valued, and valuable only if the film does well financially. It is true however,
that the trailers discussed throughout thesis are dominated, but not wholly comprising of
editing techniques typified by fast montage and the juxtaposition of shots akin to that which
Lisa Kernan later terms a narrative of discontinuity (2004: 10).® The suggestion of a
standardised structure found within every trailer, aside from issues of textual determinism,
suggest an optimum trailer format that many academics have sought largely unsuccessfully to
replicate empirically.’

The persuasive understanding, exemplified within Haralovich & Klaprat but furthered
in greater detail by Kernan (2004), is the dominant consideration of the trailer, and is one that
sees trailers as a text that persuades people to see a product, and thus implicitly only worthy
of study based on fiscal responses of consumers. This understanding emerges out of
discussions of the trailer existing in the same medium as the product it promotes; yet this only
considers the trailer in a very narrow context. In a 1984 study, Faber & O'Guinn surveyed
audiences' attitudes to different promotional formats, concluding that film and television
promotion in the form of trailers 'were [potentially] considered so useful because they
provide the viewer with some indication of what the movie will really be like through short
excerpts.' (1984: 376). Again, Faber & O'Guinn suggest, like Haralovich & Klaprat, that
trailers reflect the narrative of a film, but this understanding is that the organisation of the
trailer will reflect the narrative of the film due to its use of excerpts: excerpts that can only
exist when the trailer and the product share the same medium. The implicit logic follows
then, that the trailer is perceived of as different to other forms of advertising because of its
close relationship to the product, because of its ability to perceptually approximate the
product or to persuade through the shared medium of the product with the trailer. The

6 See also Maier (2011, 2009, 2006), and Zanger (1998) for a discussion of the structural workings of trailer. In
both cases there is the assumption that all trailers function aesthetically in the same manner.

7 cf work by the Bremen school, and the associated computer science studies that consider automatic selection
processes for creating (implicitly) successful movie trailers: Brachmann et al (2007), Hermes & Schultz (2006),
Smeaton et al (2006).

8 Indeed, the legal understanding of the trailer under Canadian law in Ontario the Film Classification Act states,
a "““trailer” means a film that is used for advertising purposes in connection with the distribution or exhibition of
another film; (“bande-annonce”)' (Reg. 452/05). While there is no evidence of such a legal definition being used
in the UK, this demonstrates the widespread understanding at an institutional level.



approximation to which Faber & O'Guinn refer occurs as the trailer belongs in the same (or a
markedly similar) medium to the product it promotes, yet their study considers audience
responses rather than the trailer's aesthetic construction and so there is no consideration of
aesthetic form. Studies do however, exist considering responses to campaigns but these tend
to focus only on a single campaign, and of that a campaign with which the study participants
are already fans (cf Barker 2008, Davis 2014). At a level of mediation, the trailer and
television advertising may be perceived by audiences to be useful indecision making, but this
research plays directly into the existing understanding of the trailer's relationship with the
product almost empirically negating the possibility of a trailers promoting products outside
the film industry.

Although advertising within the same medium is empirically perceived to have a
higher rate of influence and usage, the concept of the trailer working as a free sample is too
readily adopted, particularly when we consider the numerous issues of 'misleading’ trailers
that occur within film and television trailers. Indeed several incidents have been widely
documented of trailers being perceived to mislead; A year with the Queen (2007), The
Duchess (2008), Drive (2011) Jack Reacher (2012) all of which have marketing a campaigns
for films or television products associated with an infidelity of the trailer to the product.®
Indeed this issue of infidelity has followed the trailer since its inception, with Howard T
Lewis writing in 1933 that a trailer was generally considered to be more effective when
written and created entirely separately from the product it promotes, as opposed to being
comprised of sequences that are not ‘fairly sampled' (1933: 249). Despite a long running
public commentary that demonstrates a prima facie resistance to considering trailers as a free
sample the understanding persists in academia. Indeed in 2004, Lisa Kernan opened her study
by paradoxically citing this resistance, yet implicitly supporting the concept of trailers as a
free sample by exploring ‘'trailer logic' suggesting that through use of sequences from a film,
the trailer reflects key elements of the film itself. (ibid: 10). As Kernan notes of popular

criticism;

® The BBC's Investigation into A year with the Queen noted that 'A fuse was inexcusably lit when RDF edited
footage of the Queen in a cavalier fashion for a promotional tape which the company intended showing to co-
investors at a sales convention in Cannes earlier in the year. The edit made it appear that the Queen walked out
of photo shoot, when she did not. (Wyatt. 2007: 3) Similarly, see Deming V CH NOVI LLC (2011) for a lawsuit
surrounding amongst other issues, a misleading trailer for Drive, and New Zealand's Advertising Standards
Authority case number 13/025 for details of a 'misleading' Jack Reacher trailer, and numerous press
commentary surrounding the inclusion of Princess Diana in the trailer for The Duchess (Hellicar, 2008).



“They give away too much of the movie.” “They're better than the films.” “They only
show the spectacular parts.” “All the best jokes are in the trailer.” “They lie.”
“They're the best part of going to the movies.” “They're too loud.” At the same time,
they are used by both groups precisely as they're meant to be used, as free samples to
aid in moviegoing decision making. (Ibid: 1)
This discourse sits at odds with the academic understanding of a ‘captive and willing
audience’ (ibid: 9). Specifically however, this is connected with Kernan's definition of the
trailer as persuasive short films shown in cinemas in advance of a product (Ibid: 1). Indeed,
Kernan's more recent contribution to persuasive trailer studies, echoes Haralovich & Klaprat's
(1981/2) contribution; positing trailers as free samples that automatically reflect the film's
narrative in a way that generates desire in the audience because of the use of re-organised
excerpts. The concept of a trailer being a free sample remains problematic when we consider
that according to the very that justifies this approach, the trailer has been manipulated, to re-
organise elements of the films narrative in order to serve its economic role, this is itself a
creative action as demonstrated by the limited studies of the industry (Johnston 2009, 2013a-
c). Indeed, Kernan acknowledges this noting that ‘persuasive strategies of concealment,
selective positioning, emotional appeal and even dishonesty are clearly indicated' (2004:
164), yet implicit throughout Kernan's work is the relationship with the product it promotes.
When we consider that for Kernan, trailers promote within distinct temporal and spatial
boundaries, the methodology employed to analyse trailers relies on an understanding of the
narrative of the film being promoted. As such information, is often contained within the
experience of the product itself, persuasive trailer studies undermine their own position by
relying on the film rather than the trailer's narrative in order to understand the trailer. Further,
when we consider that trailers are creatively framed interpretations of a film created to appeal
to specific groups (Hediger 2011), the concept of the free sample has a different
interpretation not as a faithful sample, but as a framing device that operates within the same
audio-visual medium as the product it promotes. Further, this persuasive sample
understanding fails to account for other kinds of trailers, working only when both the trailer
and the product exist in the same medium; which to use Gottlieb's terms can be referred to as

an isosemiotic relationship (2005: 3).



The mobile (film) trailer vs The persuasive (film) trailer

Until roughly 2008, and the publication of Keith M Johnston's The Coolest way to
Watch movies in the world, followed by the expansion and clarification of the key points with
Coming Soon (2008, 2009 respectively), the study of the film trailer had focused almost
exclusively on persuasion and selling and risked marginalising the trailer to a role of
salesman as one article in Sight and Sound noted trailers are 'pumped up bullies, yelling out
torrents of absolutes' (Medhurst, 1998: 24). By way of engagement with this Johnston
observes the negative stance the study of trailer persuasion, and press commentary, is taking
and by way of intervention notes that:

reducing trailers to a purely theatrical concept limits our perception of what trailers

are, what they can mean, who they target, and why we should be interested in them.

The trailer grew beyond the borders of the cinema screen over 50 years ago, when

1950s television trailers for new film releases demonstrated the ability of the trailer

format to move between visual media. Since then, the trailer has been transferred onto
the various iterations of home video - from VHS to Laserdisc and DVD - and in the
last decade has moved onto the technological screens of the internet, games consoles,

mobile videophones and iPods. (2008: 145-6).

Johnston notes that with each transfer to a new medium, the trailer undergoes the possibility
for subtle changes in comparison to the film trailer as it exists on screen; observing that with
time the trailer came to be downloaded, 'to be played (replayed, paused, fast-forwarded)
whenever the viewer wants, rather than at a pre-set time and place’ (ibid: 157). From the
interactivity of transferable home media (VHS, Laserdisc, DVD etc) audiences had the ability
to pause a trailer mid-way through, to control repeated viewing, to share a trailer with friends
in a different context. The use of smaller screens necessitated a different kind of engagement,
bigger images used for clarity and an absence of industry audio/visual screening equipment
has resulted in different possibilities for viewing and thus a different understanding in how
trailers are constructed.

Treating the trailer as a short film, Johnston reduces the emphasis on the product,
allowing for the audience experience (2009). This counterpoint is useful when we consider
that audiences pay for the opportunity to be entertained but largely, can only guess at the
qualities of a product based on the framing devices (often in the form of promotional



materials) that surround the experience itself.1° However, Johnston's treatment of the trailer
as a short film removes the boundaries previously used to differentiate it from other short
films in circulation. This in turn raises the question of definition, but allows for the possibility
of varying engagement contexts on the part of the audience. This issue of the short film lies at
lurking at the heart of the earlier engagement in which the issue of mobility is central (2008).

Indeed, Johnston suggests that considering the trailer as mobile accounts not only for its
movement between media forms, but allows for a variability of the spatial and temporal
boundaries that are intrinsic to the studies of the persuasive trailer. Consider that with DVD
the trailer (and sometimes multiple trailers) for the product purchased is often included
alongside other extra materials. This has afforded viewers the opportunity to watch a film
followed by the trailer for that film. The implications of the determinist persuasive trailer are
such that it reduces the possibility of trailers being used for entertainment or as a form of
retrospective for the film. So it is that this mobility in time and space sits at odds with
persuasive studies not only because of the challenges it raises towards previous studies, but
because of the implications it has for the consideration of the trailer overall. Johnston
deliberately avoids any reliance upon specific creative producer intentions or audience
actions that are central to previous considerations of trailers as a form of persuasion.

In terms of analysis, Johnston's offers a way of considering the composition of the
trailer as an indication of the conditions of production Johnston proposes an industrial
framework of analysis that merges aesthetic analysis with the context of its creation, that
allows the trailer text to be placed within the context of the industry and therein any analysis
can be rooted within the industry, rather than the perceived purpose of the trailer itself. Such
an approach is clearly useful in the kind of intervention being made by this thesis, not only
because it follows an approach that opens up the possibility of trailers existing in multiple
scenarios but because this counterpoint as a whole, challenges the very definition of what a
trailer a can be, can look like, and where it can exist. However, in considering the trailer as a
short film, Johnston removes the boundaries previously used to distinguish between types of
short form texts and that in turn raises issues of definition. So Johnston's understanding alone
is of little use when attempting to define the trailer as an object of study, and so despite recent
contributions that further the discourse that reconceptualise the trailer, there remains an
absence of a working definition. Certainly many studies use trailers from which to formulate

an argument, but little attention is paid to the collection of these trailers that subsequently

10 ¢f Austin. (1999: 42), Barker & Mathjis (2008) and Davis et al (2013, 2014).
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form the basis for study. For both Kernan and Johnston, trailers are taken in part from film
archives, and it is often unclear why those trailers, or those archives are being used, and
indeed who has chosen to call them ‘trailers'. Similarly, work on the trailer not organised by
chronology but through specific examples, exemplified by Haralovich & Klaprat (1981/2), or
Maier (2009, 2011) uses a selection of trailers from an unknown source in order to explore
the structure of all (film) trailers. In each of these cases it is unclear how the trailers discussed
have been identified as 'trailers', from other short form texts, and there is an implicit
understanding that those trailers chosen exemplify all kinds of trailers, even if the term itself
is not defined (cf Maier, 2011: 141). It is in this manner than, that the trailer is often
considered without being explicitly defined. Given the absence of a definition in the majority
of studies, though Kernan (2004) and Johnston (2009) do take steps to define the trailer
within their studies taking the oppositional stances previously outlined. The trailers that have
previously been considered in other known studies are defined purely by the application of
the term 'trailer’ and an implicit understanding that the trailer needs no definition.

Owing to the emphasis on persuasion when considering the trailer, work by
Haralovich & Klaprat (1981), and Maier (2011) implicitly define the trailer as a form of
advertising. Although Johnston rejects the temporal and spatial restrictions that are used
when considering the trailer as persuasive, both the persuasive considerations of the trailer
and considerations of the trailer as a short film in its own right can be united. In order to unite
these two approaches, it helps to consider the trailer not as persuasive but as promotion; as a
framing device that encourages a particular viewpoint irrespective of issues of fidelity. As Sut
Jhally observes, both art and advertising function in the same way: through presenting an
'interpretation of reality with the aim of influencing an audience to think in a particular way"'
(1990: 5). We can see this at work in posters, in trailers in different countries.** Indeed often
within the same geographic location a film has its materials tailored for specific
demographics (Hediger in Greene 2011). Though it is noted that this is implicitly
acknowledged by Kernan who suggests that they select sequences to display the spectacular
or desirable elements of a film (2004: 18). With the introduction of the internet, audiences
often have access to trailers for forthcoming features from across geographic boundaries.
This difference in potential content available, when the film itself may be subjected to
different regulation further supports the logic behind considering trailers as framing. In

supporting the reduction an emphasis on persuasion, this mode of understanding keeps the

cf Anonymous (1998) 'Coming Attractions: Sight and Sound sees how trailers are tailored for the UK'.
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potential for trailers to function as adverts or as entertainment or both, or neither. It is here
that it makes sense, to continue exploring this unification of two key approaches through a
discussion of an underlying theoretical framework behind this. This framework allows for a
discussion of terminology as well as further contextualising the theoretical underpinnings of
this thesis.

The trailers' terminology

Interest in what has previously been considered ancillary, or adjunct materials is
growing, in part motivated by the early work of Klinger (1989) and Heath (1977) and by
changes to the industrial landscape. As a result a plethora of academic contributions exist and
through discussion of various elements expand the available terminology, though in places
this becomes problematic and clarification is needed. As work by Chin and Gray (2002) has
shown, subsequently supported by the work of Barker et al (2008), Davis et al (2014)
audiences make both positive and negative judgements on a film they have yet to see, based
on the information available to them. Chin & Gray dub this the 'pre-viewing' of ‘pre-texts' but
this terminology suggests the promotional materials are not texts in their own right (2002).
What this points to then is that trailers through their potential existence in advance of the
product may frame and shape the consumer experience. In 1977 Stephen Heath, much like
Chin & Gray, observed that any single film is surrounded by other materials and that;

film depends on this too, recognized in a whole host of epiphenomena from trailers to

remakes, from weekly reviews to star magazines, from publicity stills to mementoes

(rubber sharks, tee-shirts). (1977: 28). But here Heath uses a phrase, 'epiphenomena’,
a borrowed from a much larger project by Gérard Genette. Paratexts, according to Genette are
those things that bring a text into being, that exist outside and inside a text that help to denote
the text as a text (1997). Focused entirely on literature and the literary industries, under the
hypernym ‘paratext’ Genette identifies epitexts existing distinctly separately from the text;
production notes, covers etc, and peritexts that exist within the (book) text: such as titles,
subtitles, forewords etc. (1997: xviii). Again, the terminology used to discuss the boundaries
of paratextuality, suggest there is a fixed spatial if not temporal boundary between the text
and its supporting paratext. Consider that if a trailer exists in advance of a promoted product
some aspect of the product has, until the point of product engagement stood metonymically
for the product; echoing Heath. Thus the paratext is at once part of, and for some consumers

all of, the experience itself. For this reason, when appropriate, | will discuss paratexts rather
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than epitexts. Indeed, the very term 'paratext’ suggests something that is not fully a text,
something that has at best a dependent relationship with a central (implicitly dominant) text!2.
This understanding, in part, supports the rationale behind the persuasive text but similarly
assumes that a paratext will always have a function in relation to a central, dominant (and
thus more important) text. Genette suggests that in many cases the paratext allows audience
members to continue forward into the text, or turn back from a text, as an air lock that helps a
textual consumer to acclimatise (1997, 15). Extending this into a study of digital paratexts,
Gray notes;
In other words, paratexts condition our entrance to texts, telling us what to expect, and
setting the terms of our “faith” in subsequent transubstantiation. Hence, for instance,
an ad telling us of a film's success at Cannes and Sundance would prepare us for a
markedly different film than would, say, an ad that boasts endorsement from Britney
Spears (even if both ads refer to the same film) (2010: 26).
Both Genette, and Gray however see the paratext as separate from the text with which it is
connected, but just as an airlock is its own environment albeit one that is used as a conduit for
another. Returning to Heath's work, as paratexts provide audiences with the introduction to a
text the audience member has already begun to engage (or actively disengage, which is itself
engagement) with a text and so because of the numerous paratexts that support a text,
bringing it into being, and helping the audience understand its commercial availability (or
unavailability) the film has already begun to be experienced. It is experienced in the very
awareness of its existence, as Heath notes, as a result of the supporting paratexts. Similarly as
Ernest Mathijs suggests, the public presence (of a film) can be considered the reason for a
central texts existence and the 'lens beneath which its meanings are consummated [...]
mirroring in very crude philosophical terms a well-known metaphor ('if a tree falls in the
woods and no one is around, does it makes a sound?")' (2006, 6). Mathijs' statement can be
applied to almost textual network. It is in this way that desire for a specific experience (be it a
new shoes, book, film, festival etc), can only come into being when it is announced as being
available. This notion is apt when we consider the contemporary mediascape of say

Hollywood that includes fast food tie ins, posters, toys, and other merchandise but this logic

12 1t is worth noting here that Barker calls this an issue of 'relative ontological priority'; that the promotional
materials exist only because there is a product to promote. Yet the inverse is true. As marketing materials
propose frameworks by which an audience engage with a product (or become aware of a product), promotional
materials justify the existence of a product as a product itself, and without some form of paratext an audience
cannot be made aware of a products existence and thus no product or centralised text can exists without an
audience. (Barker 2010)
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works both ways. If a formerly central or dominant text exists outside the boundaries of a
film's opening sequence and closing credits, it presents a huge problem for academics
wanting to explore this because if cinema (or books, or any other central text) exists outside
its forms so too must the boundaries of the paratexts. So there is a need to carefully negotiate
the boundaries between text and paratext when attempting to discuss the trailer that can be
both simultaneously depending upon the degree of audience involvement. Nick Couldry
successfully throws the onus of navigating this textual network onto the audience. Couldry
acknowledges that 'many texts function through the mediation of (texts in) other media. [That
the] “textual event” is inherently multitextual and involves multiple media' (2000: 86, citing
Born 1991:158). The reading of any text as one component within a possible aggregation of
experiences that comprise awareness and response, is best summarised as 'a complex of
interrelated meanings which its readers tend to interpret as a discrete, unified whole' (ibid: 7-
71). This understanding allows for a relative separation from issues of 'relative ontological
priority' (Barker 2010), persuasion, or art instead this understanding allows the object of
study, in this case the trailer to exist in isolation from a product , but also simultaneously in
relation to a product in accordance with a strong rationale that accompanies any given study.
So the trailer can be understood as a short film that simultaneously exists separately from and
connected with a product (that may or may not actually exist). To this end, this study will
consider the aesthetics of trailers in relation to the type of product promoted but not to the
individual product itself. Considering the trailer (or indeed any text) this way facilitates
discussion of a text that simultaneously may or may not sell, persuade, or exist in isolation, as
a fluid entity depending upon the specific network any individual audience member may
encounter.

Whilst at its core element a trailer has a history of being used to promote, a product
for gain this necessitates a referencing of a promoted product. However, just as all offers and
promotions may not be available in all territories, a trailer may frame the promise of a
product, the potential opportunity to be entertained rather than an absolute guarantor of such
entertainment. Indeed advertising need not always generate revenue. As Cook illustrates,
advertisements exist that reject the notion of financial gain, or presenting products that are
unavailable (2001). Citing firstly examples of charity adverts and public service
announcements Cook suggests these advertise without presenting a product, poems and songs
also become adverts through specific uses. Cook further suggests that if an advert is defined

by a selling function alone, 'then one might wonder what it becomes when the product is no
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longer available, or when the receiver is someone who cannot or will not buy the product’
(ibid: 10). Logically however, these generic features of referencing are not confined to a
single given medium, (though may be found more readily in some than in others) thus the
term 'trailer’ can be applied to different texts within different media, with different purposes.
While Kernan (2004) argues for a study of trailers as a genre, citing similarities in the
intentions and aesthetics of a trailer, but this argument is expanded to the entire industrial
form only because of this persuasive intent is, for Kernan, obviously at work in every trailer.
While trailers may be unified in the perception of similarities, treating all trailers as one of a
larger genre threatens to marginalise the emergence of newer forms of the trailer, subsumed
under the historically and academically dominant film trailer. Further this necessitates an
understanding of the kinds of texts that are operating as a trailer. To this end, it is useful to
think of all the trailers considered in this study as sharing the same broadcast space and
nomenclature, but with a variety of different aesthetic histories and traditions that a genre
study could not do justice to.

Kernan's understanding of trailers a genre of persuasion, excludes the possibility of
trailers that do not seek to persuade but rather to frame and distort meanings and
expectations. Re-cut trailers, for example are typically made by audience members as a way
of subverting already known materials, not designed primarily to promote, but to entertain.
As Kathleen Williams states:

The “recutting” refers to the act of splicing together materials, which may alter the

music for the original trailer, directly engage with the audience through new text or

voiceover, or by choosing elements of the source texts to amplify or omit. The recut
trailer intends to be humorous in its playfulness with the form and meaning of the

trailer. Notably, the recut trailer also responds to the methods with which a

commercial trailer seeks to appeal and sell to an audience'. (2010)

Whilst not 'selling’ in a conventional sense re-cut trailers are still paratextual trailers, simply
trailers with a different primary function. Consider as an example the 'Scary Mary' Trailer.'?
A viral video circulating on the Internet that presents Disney's universal rated Mary Poppins
(1964) as a horror film manipulating sequences from the film to present it in this new frame
of reference. Whilst not necessarily sanctioned by copyright holders, such trailers that subvert
existing works do in fact promote them through referencing them. Trailers and adverts both

reference what has been variously called here the central text or the product, but rather

13 'Scary Mary" http://www.youtube.com/watch?v=2T5_0AGdFic [Accessed 22/1/12]
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trailers posit an interpretation of a product that may or may not be faithful, and it is this
ephemeral product that represents the possibilities of an actual product. This understanding
allows this project to sidestep many of the issues associated the previous study of the trailer
and to engage with a more fundamental question of defining the trailer as it exists in
contemporary society. Using this expanded understanding of the trailer as a mobile text, that
references the possibilities of a product that may or may not exist. So with this understanding
of the object of study in mind, it remains to explore the kind of texts that are being called
‘trailers’. Just as Staiger's charting of the use of the term 'trailer’ through the references in the
press allows an overview of the organisation of the industry; charting the kinds of text
operating under the label 'trailer' gives an indication of what a trailer is, without the need for
further definitions. While to suggest that the labelling of any text has a bearing on its being,
or its reception would amount to nomenclative determinism, using the application of a label
accounts for variations in the definition 'trailer' that could be inadvertently ignored with an
apriori theoretical definition. Whilst historically the trailer has moved across different media
forms, taking different aesthetic forms and industrial purpose, the unifying features of these
texts is indicated by their reception. So it is that looking at what other people are calling
trailers, better allows for an assessment of the public understanding of what a trailer is, can
be, could and should, do. As trailers do not always appear to be labelled as trailers at the
point of broadcast on screen media4, it falls to explore the trailer through sites where the
trailer is labelled. Interrogating individual audience members' understanding of the trailer
would potentially lead to individual instances of trailers being identified through discourse
but this method exists just beyond the scope of this research. Using the internet as a site of
convergence between audience members and texts labelled as trailers themselves also allows
for the rapid collection of data, and thus allows for a larger corpus of texts identified as
'trailers' to be generated through bypassing individual discussions whilst generating the same
research results. The internet has become a major site for convergence of contemporary
promotional videos in part thanks to a shift in consumer culture and connectivity, but this
trend towards promotion is far from a natural extension of advertising practices, and is linked

with a significant shift in what has been termed YouTube culture. Indeed, the introduction of

14 Indeed, the remix trailer for In Bruges (2008) contains a featurette F**king Bruges a remix of all the swear
words used during the film it follows the same aesthetic format of promotional trailers. This is an example of
DVD architecture playing with traditional nomenclature of film, trailers, interviews etc. Indeed, online this is
referred to as a remix or spoof trailer. http://www.youtube.com/watch?v=jDyEbUUpiLc [accessed 25/09/13]
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theatre 'trailers’ led critic Lyn Gardner to suggest that theatre itself was going ‘down the
YouTube'(Gardner 2008).

Promotional Videos and the internet

Adverts have always sought to be memorable, but in an age where consumers can
seek out favoured experiences this becomes more relevant than ever, with each advert
competing to be the most talked about, the most shared and the most seen. Consider
YouTube.com: there exists perhaps no bigger library of short form texts than the world's
largest video sharing website. A platform for distribution, but not a producer of content,
YouTube is an example of a 'meta business’, a business that ‘enhances the value of
information developed elsewhere and thus benefits the original creators of that information'
(Burgess & Green, 2009: 4, citing Weinberger 2007: 224). Owing to the website's success at
generating frequent visitors, partnerships have emerged between YouTube and numerous
content producing industries, resulting in several revenue sharing deals. Such partnerships
often capitalise upon previously existing media, such as Warner and Universal Music Groups
making available their back catalogue (Ibid 2009: 5). Utilising previously existing materials
in this way, and adding to them, the dissemination platform of YouTube is now a significant
tool for professional and amateur content producers with over 1 billion unique users each
month and 100 hours of footage being uploaded every minute (youtube.com). As Christina
Spurgeon notes:

'How, and whether, the Internet should develop as a platform for commerce and

advertising has itself been the focus of ongoing contention. The Internet has been

curiously resistant to certain types of commercialisation but very open to others'

(2008: 11).
As early as 2006 YouTube was launching participatory adverts. In 2007 'InVideo' adverts
were launched, followed in 2008 with Pre-roll ads that generate revenue attached to readily
dispersed, or mobile, content (youtube.com). Yet such advertising techniques show little
deviation from conventional advertising, ‘forcing' people to watch adverts as they seek other
content. An amateur video of the chemical reaction between a bottle of Coca-Cola and
Mentos mints however, demonstrated new possibilities for advertising: adverts as
entertainment and the viral video. As Spurgeon notes, this video was not authorised by either
company but spawned numerous remakes and ultimately generated product (and thus

company) awareness that was worth and estimated USD $10 Million in market exposure.
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Being able to hyperlink, direct users to the ‘original site', download, re-edit, re-make
and embed videos on other websites means entertaining or talk-worthy videos can be shared
with friends, or almost anyone with internet access demonstrating a truly mobile form of
promotion and the birth of entertainment as experiential marketing. This viral video
demonstrated to both content producers both professional and amateur the financial and
social possibilities afforded to creators of popular content. In creating entertaining videos in
this manner this promotion combines the social aspect of word of mouth/mouse promotion, as
well as allowing smaller industries the same amount of media exposure as larger ones. This
concept has been utilised by a whole host of non-profit and traditionally subsidised cultural
organisations. As early as 1998, Ruth Rentschler observed that '[m]arketing in museums and
performing arts organisations is in a period of major reassessment’, such reassessment was
according to Rentschler, driven by issues of funding and accountability thereof (1998: 83).
As part of a wider review of arts marketing literature (between 1995-2000) Rentschler
identifies what she terms 'the Discovery Period'. Within this period of literature a distinct
focus of marketing aims has emerged within the arts and creative industries industries. A
heavy emphasis on 'marketing as an experience' develops alongside a focus on the aesthetics
of such marketing. This coincides with changes in governmental policies that Hayes and
Roodhouse, suggest re-conceptualised the arts policy, and justified a reassessment of the
funding therein, noting that as a result of recent changes there has been a trend towards
reducing grant-in-aid funding to deliver against specific objectives, open to a wider range of
organisations and collaborations spanning the public and private sectors (2010: 47).

This reduction in arts funding has resulted in increased innovation in the creative and
cultural industries there were previously subsidised. It is no surprise then that non-profit
groups have changed their promotional practices to embrace viral video. Similarly with the
rise of digital books and increased opportunities to publish, such as Amazon group's direct to
Kindle publishing authors and publishers alike are resorting to video-marketing as way of
engaging new audiences in a comparatively cheap way. So sites such as YouTube are
becoming the focus for a number of scholars with different objectives. As an online
community and archive it allows unobtrusive observance of individual and group interaction
with specific video materials, and indeed thanks to digital television and the ease with which
media can be disseminated, it has become an invaluable resource for short form texts that
were they not able to be reviewed and rewatched, stored and shared may be otherwise lost or

derided as ephemera, whose temporal and spatial relationships to a product have long since
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passed. So YouTube forms a kind of publically shared and managed archived of favourite (or
hated) texts. Indeed, the content organisation of YouTube supports Johnston's (2008, 2009)
notion that trailers are not, and should not be considered within this temporal and spatial
boundary. In addition to this, YouTube allows videos to emerge as distinct categories,
allowing a cycle of public understanding of what a trailer is, to filter through the YouTube
archive, in the form of the texts being applied a label such as 'trailer’. In this the respect
trailers used for the purposes of study can be seen as being part of a vernacular genre, a group
collective of text that operate under the term ‘trailer'. What reviewing trailers in this manner
shows, is a shift in the application of the term is found; trailers are no longer being
understood to be texts entirely within the film industry but rather in the process of being
applied to any text that frames an experience good; movies, theatre, videogames, stories,
food, etc. This indicates a larger change in the public understanding of the trailer. Which in
turn push into crisis the current regulatory definitions. Currently defined as advertising for
short films, this legal definition aptly demonstrates the disconnection between existing
definitions of the (film) trailer, and the forms that 'trailers' take in contemporary society. In
the UK, the only trailers acknowledged by any authoritative body are Film trailers broadcast
in the cinema. These are regulated differently than advertising in the same space; the latter
being regulated by the Advertising Standards Authority (ASA.org.uk).'® So reviewing the
kinds of texts referred to in this manner takes a step towards exploring trailers as a collective

entity, and the popular application, if not understanding of the term 'trailer’.

Contemporary ‘Trailer' and the Internet

Language is important, and ever changing on the internet. As David Crystal (2004)
has observed, the impact of technology particularly the internet, on language cannot be
underestimated. As language changes at different speeds in different contexts, charting any
changes in linguistic use benefits from a retrospective understanding. Yet because the internet
is being accessed constantly, it provides a continuously updated reflection of language.

Language usage can be used to track public perceptions by identifying texts that are operating

15 personal correspondence Matt Wilson, ASA (Nov. 2009)

[...] the ASA's remit would extend to cover film trailers that appear on UK Television. We could look into
complaints about trailers on TV if people found them misleading, harmful or offensive. However, the
Advertising Code does not extend to cover film trailers in cinemas. Film trailers in cinemas are the
responsibility of the cinema and/or the distributor of the main feature film - it is their decision where to place a
trailer after the BBFC has classified it. To my knowledge, local councils have the authoritative power to look
into complaints about film trailers in cinemas.
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as trailers and using these publicly identified texts to explore the ‘trailer’ as a practice. The
focus here is on the term 'trailer’, rather than other similar, often synonymous terms such as;
preview, promo, TV spot, advert, etc. Partly this limitation is due to the need for working
research boundaries but this also allows for the linear integration with the work of scholars of
the trailer (rather than scholars of the advert, or preview). Further to this, industry
professionals have a tendency to use the term trailer, preview, and promo interchangeably
depending upon the context of discussion.®

As the focus of this study is on audio-visual texts is follows logically that a
methodology for corpus collection should allow for the downloading of 'trailers' in order to
avoid issues of link rot, and shifts in website architecture. Trailers, like many forms of
promotional ephemera can be found across the internet, primarily on video sharing websites
such as Youtube.com and Vimeo.com. As upload process for such websites involves posting
a video with the application of a title, it makes video sharing sites an ideal public-domain
database for data collection of texts, and texts referred to as trailers. Preliminary searches of
YouTube.com for 'trailer" indicate numerous categories and titles;

Book Trailers, Videogame Trailers, Theatre trailers, Teaser trailers, Launch trailers,

Game- play trailers, Demo trailers, Live Action trailers, App trailers, Mashup trailers,

Remix trailers, Spoof trailers.
Subject to change at an individual level but demonstrating a series of subdivision by industry
and purpose, the titles of these 'trailers' often comprise a noun and adjective combination,
qualifying the characteristics of each trailer. The anonymity of the upload process means that
distinguishing between professional and amateur content is impractical, and it must be noted
that each 'trailer' is only labelled by the party uploading the content, even if that person is
acting on behalf of a company or group. It is partly this context that accounts for the diversity
of trailer titles found and this unknown blend of amateur and professional content makes it
ideal to reflect the trailer in the public domain without the need for a-priori definitions. In
many cases these trailers promote products other than film/TV, and thus have a different
ontology to that of the film/TV trailer. Others don't promote a purchasable product; instead
constructing an ultimately hypothetical product, yet there are still too many results to explore,

and noting titles alone does not indicate public acceptance of the application of such a term.

16 Evidentiary support of this can be found in the BFI archives from audio recordings of industry professionals
during 'The Contemporary Art of TV Promotion and Digital Design,' and 'Pioneers of TV promotion and Ident
Design' at the British Film Institute November 28th 2012. Further research is needed into the industrial
applications of these various terms and exist outside the scopes of this project.
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Indeed, as a site for promotion, Youtube.com offers an excellent example of how media
labels shift. Just as news reports cluster around specific debates and are in competition with
other news sites for audiences interested in further information on specific stories, videos on
YouTube implicitly compete with each other for attention. As a result of this, texts on
YouTube form a feedback loop in which terminology can be borrowed or avoided in order to
be distinguished from others. This kind of passive boundary enforcement and development is
seen in the examples of research set out by Staiger (1990), Hamel (2012) in which a noun
becomes adopted in a different context over time. This is sped up as Youtube.com becomes a
global site for sharing videos and their associated labels, as a result of the number of texts
with 'trailer' in the title being identified a further filter is needed.'” A further filter allows not
only for fewer results but an increase in context, as not every 'trailer' is identified as a trailer,
sometimes only by the name of the product promoted such as Hunger Games. Third party
mediation is frequently carried out by news agencies as they skim other sites for sources and
stories of interest as well as competing with each other forming a secondary feedback loop of
engagement and referencing (Burgess & Green 2009: 15). As such using third party
mediation in this way, is not designed to directly correlate with popular culture, any more
than using the internet as an indicator of public acceptance of the term ‘trailer is, rather this
forms a starting point upon which to build further research.

To collect data that forms a corpus of ‘trailers', three UK newspaper websites were
used: The Independent.co.uk, The Guardian.co.uk, and The Telegraph.co.uk, each being free
to access in the years 2011-12. Though as McCarthy notes since 2003 every UK newspaper
has been charging for some form of online content; specifically the Independent.co.uk’s
archive. Throughout the research process however, no paywall was encountered in any
manner: with all ‘trailer’ references being free to access via the sites’ internal archives,
highlighting the changing nature of the site’s economic and aesthetic organisation. While
accessible though, each archive has limitations; The Telegraph site runs from 1999 to the
present, while The Independent runs 2010 to the present, and The Guardian at the time of
data collection had a database that spanned 1999-2010. Since the point of data collection the
Guardian site has been re-developed, and now draws on work from The Observer as well,
dating back to 1991. Such a development highlights the limitation of this methodology, self-
censorship, vested ownership of the archive itself on the part of the newspaper company and

7YouTube.com internal searches generates 55,900,000 results from ‘trailer' (02/10/13)
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the issue of website development means consistent replication of this initial data is not always
possible.

Each website used offers links to videos on popular videosharing websites such as
Vimeo.com, and YouTube and in doing so rather than hosting videos on internal servers,
forms a more stable place of trailer confluence. This method serves to reduce the amount of
trailer references found in comparison to wider searches, while providing stability at the point
of data collection: when the videos are no longer available, the story often remains regardless
of the validity of the video link and information can be gathered when a trailer is absent. Data
collection across the three websites involved the use of the in-built search function for the
term ‘trailer’ with no date limitations specified. For all sites, such a search resulted in a list of
results with links to the pages hosted on the server. Such pages were then assessed by the
researcher, and each trailer linked, or present within the page was entered into a database,
with access information and a note of the industry promoted (which forms the appendix).
Each trailer was then downloaded where possible for the purposes of further stabilising the
corpus.

During the process of corpus compilation it must be noted that the choice of
newspaper websites may have a substantial impact on the corpus composition. While it is not
within the scope of this thesis to fully explore the agenda of each newspaper site used, nor to
assess which trailers within the corpus may be a result of specific newspaper policies, for the
purposes of critical methodological reflection several points need to be made. For each
website there are a network of factors influencing the kind of content and the manner in
which it is conveyed; this may extend to overall article topics as well as the use of specific
terminology. Issues such as reader demographics and editorial policies, brand identities and
the constituent groups of writers and editors will all shape the newspaper’s content online and
offline. Indeed, as Herbert and Thurman note, UK newspaper websites have a specific agenda
in promoting the brand identity of the print newspaper, while simultaneously either offering
paid-for content or more often, complementing the sales of, and information contained within
such print editions (2007). While the economic organisation of the sites has therefore a
demonstrable capacity to change, the wider fiscal organisation may impact upon the editorial
choices on each website. Indeed, An & Bergen note the repeated conflict between journalistic
oriented goals, and fiscally oriented goals as being factor influencing content and this remains
true of the websites used. Such an influence may extend to altering stories to ‘avoid offending

an advertiser’ or the development of stories in order ‘to please an advertiser’ (2007: 112). The
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UK sites used herein all generated money from advertising at the time of data collection and
while an exploration of the influence of financial concerns of each paper is beyond the scope
of this thesis it must be acknowledged that the feedback look of the press as used here, is not
solely one of popular culture, free from specific economic objectives. Because of the impact
of advertising and of the complementary/standalone dichotomy of online newspaper sites the
research method used vulnerable to newspaper practices of; positioning stories specifically
designed to either; supplement and support print editions (Chyi & Lasorsa, 1999), use content
specifically to increase traffic to the site (Wolk & Theysohn 2010), alter layout to
accommaodate ease of access (Chakraborty et al, 2002), and/or be susceptible to the influence
of advertisers (An & Bergen, 2007).

This initial corpus is additionally not without researcher bias, the focus on the term
‘trailer’ rather than ‘TV spots’, or ‘preview’ may excludes similar or overlapping aesthetics
operating under a different name, such a bias towards specific terminology is used here as a
guiding point from which subsequent studies may explore different terminology. As part of
such a keyword search each result has to be assessed for inclusion within the corpus. This
assessment takes the form of reading through the context of the reference; ascertaining the
kind of industry product promoted by a trailer on the basis of the press article is therefore
liable to some margin of researcher error. Such an error may exist particularly when the
product itself is ambiguously placed within the press article; any such error in categorisation
however is addressed when viewing the trailer itself and retroactively placed in the correct
industry category. The results therefore, do not represent the wider internet or
contemporaneous culture, partly owing to the agenda of each newspaper website itself, but
provides a starting point upon which build further study: to this end, the three websites here
form a guiding corpus for this thesis. Such a guiding corpus reflects broadly elements of the
trailer that have been overlooked by previous study, and though a limited methodology shifts
the onus of defining the object of study onto the mechanism of popular press culture.

By way of supplementing the study this thesis draws on the Lexis Nexis English
language worldwide press archive in order to frame historical and industrial discussions of
the emergence of specific terms within the publications hosted in the database. For each
industry case study the combining terms ‘trailer’ and its industrial signifier based on the
guiding corpus were used to source supplementary evidence for the case study e.g. ‘stage’,
‘theatre’, ‘videogame’, ‘computer game’, ‘book’, ‘literature’ with no date or proximity

relevance used. When additional terms were encountered, for instance ‘book talk’, or ‘vid lit’
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these became subject to their own inquiry through the method previously outlined. In many
cases the results generated were greater in frequency than Lexis Nexis search results frame
would allow, and so broad dates were used to break down the corpus to generate usable
results e.g.: ‘Book trailer’ between 1/1/1990-1/1/2000, then 1/1/1980-1/1/1990 as far back as
1900 as a point at which the film industry, and arguably the film trailer emerged. The
researcher was then obliged to review each article listed for relevance and thus this
supplementary approach is open to a similar researcher bias that affects the review of the
guiding corpus. This approach is not intended as a systematic review of the Nexis press
archives, but rather a flexible tool from which to focus areas of study as the study developed,;
its role is to help triangulate the emergence of specific terms but suffers the same archival
restrictions and possible researcher bias that affects the initial guiding corpus. This method
too risks prioritising English language terminology, and marginalising unknown or lesser
known terminology. Each case study however, explores other nomenclature where it becomes
known to the research using the same archives and archival method by way of complicating
and addressing such bias. So, using search functions across three newspaper websites that
forms the guiding corpus, for 'trailers', taking note of the kinds of trailers being discussed and
deliberately excluding references to the established Film and TV trailer it becomes apparent
that Videogame, Stage Theatre, and the Publishing Industries dominate the types of trailers
listed on these websites and thus can be said to be established practice by the industry if not

universally recognised (Table 1).

Videogame | Books Theatre | Misc.
Guardian.co.uk 183 16 6 9
Independent.co.uk 261 3 23 15
Telegraph.co.uk 2 6 11 0

446 25 40 24

Table 1 Newspaper Website results by Industry and Newspaper
Of the three sites survey for the term 'trailer’, two have dedicated pages for industry specific

videos suggesting a wide range of trailers are available or anticipated by journalists in order
to justify the website architecture (Table 2). It also accounts for dominance of these three
industries within the corpus reinforcing this 'established’ status. These three ‘dominant’ trailers
within the corpus form the focus of three of the chapters, with a fourth chapter that discusses

the less frequent results.
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Guardian ‘Theatre Video' Trailer Blazers' (book) | 'Game Trailers'

Independent Dedicated internal player uses links to remote server: No dedicated pages

Telegraph ‘Theatre Trailers' '‘Book Video' '‘Game Trailers'

Table 2 Website Architecture Titular Breakdown

The pages labelled 'videos' tend to host trailers in addition to other audio-visual content;
primarily interviews though some excerpts are also found, there is therefore evidence of an
implicit agreement on the kind of content that should be included under the heading 'trailer'.
The webpage labels serve as a guide to website architecture rather than definitive indications
of hosted materials. Of the miscellaneous trailers identified four were initially identified in
error*; two television trailers, a making-of documentary, and trailer for a Pornographic film

based on the animated TV show The Simpsons.

Apps

Parody (Remix/Mashup/Spoof)

Absolut Vodka

Comic Book

Dining Experience

Yoga Conference

Rk Rk oo

Classical Season

Identified in Error:

Film Trailer

Unidentified Film/Game

TV Trailers

'‘Making of Video'

Total

NI INN

Table 3 Miscellaneous results

Of the remaining 'trailers' there is a tendency to promote software Applications for handheld
digital devices, this is possibly an extension of the videogame marketing strategies, indeed
Apps arguably have the same construction if not interface as many videogames. Included in
this corpus are spoof trailers-Brokeback Mountain parodies, a marriage proposal in the form
of a film trailer, an 'April fools' trailer, as well as trailers for conferences and cultural events,
because of the number of these trailers found, they are considered together on an individual
basis. Of the purchasable products promoted by miscellaneous trailers these are largely
confined within specific temporal and spatial boundaries and pertain to an intangible product:
such as a restaurant, or conferences. Whilst there is a contrast between the types of products
promoted, exploring each of these in turn is beyond reasonable scope owing to the amount of
trailers identified. This method can be altered to target specific press sites that emphasis a
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different trailers. The underlying flaw in accepting press mediated results is the potential for
historic inaccuracy by the retroactive labelling of content and the limitations of a public
archive such as YouTube. Any attempt to pinpoint the exact moment a particular type of
trailer emerged must also then, attempt wider contextual exploration, so attention turns to
include wider press materials where necessary. Indeed this helps to consider the organisation
of the trailer in relation to the medium in which the promoted product lies. Consider for
instance the emergence of the videogame 'trailer'. Screen promotion for videogames has
existed since games first moved into the home, yet, the term ‘trailer’ is largely absent
videogame promotion until the 1990s. Prior to this only implied references to videogame
trailers exist and it is likely such texts were referred to as commercials. The earliest known
reference to videogame trailers appears in a 1993 press release and discusses the use of 'rock-
video style trailers' in cinemas (Gruson, 1993). It is only when the videogame promotion
moved into a new medium that the term ‘trailer' came into being. The phrasing and context
points towards the trailer being used as a form of product differentiation and innovation as
well as reinforcing suggestions that a nomenclative (and perceptual) split exists between texts
identified commercials and trailers. Shortly after this came a flurry of texts using 'movie-
trailer' as a reference to place and orient consumers around the product and the form of
promotion itself (Jebens 1996). What this suggests is that allusions to cinema and existing
forms of promotion were used to negotiate a paradigm shift in advertising and to frame
promotional videos. Whilst further research is needed these reports, coupled with prior dearth
of references to videogame trailers, as well as Staiger's retrospective, in 1990s supports the
claim that the trailer moved away from the film industry in the mid-1990s. Similar press
releases serve to indicate an industry's adoption of a particular type of promotion. This press
commentary helps to frame the understanding of new promotion. As with the Videogame
trailer, when the first book trailer emerged, movie trailers were the frame of reference
(Walker 2000). Press releases frequently orient perceived if not actual new forms of
promotion, framing the (promotional) framing device of the trailer. Reports from Business
Wire (2000, 2000a) and Internet Wire (2001) echo specific phrasing from within a press
release demonstrating that emergence of specific terms such as 'book trailer' can be part of the
promotional rhetoric from a single campaign. Similarly prior to this point no references to
book trailers can be found. Largely coinciding with the book trailer, the new millennium also
sees the emergence of the theatre trailer, similarly ranging in aesthetic style and for both live

broadcast, and live narrowcast productions. Despite a history of broadcasting via Television,
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the earliest known references to theatre trailers emerge in 2007, when the Metropolitan Opera
started a series of 'High Definition Broadcasts', pairing up live stage productions with cinema
screens (Ruhe, 2007). At the same time it was reported The UK's National Theatre's created
YouTube Channel hosted trailers for three live stage productions (Clancy 2007). This was
followed in 2008 by the Met launching a YouTube Channel of their own. Unlike the
videogame and book trailer this term entered the public domain almost immediately, with
little negotiation or framing found. Taken overall, the proliferation of ‘trailers' for book and,
theatre products is much faster than that of the VVideogame that seemed to have a period of
negotiation that existed in advance of the internet and YouTube culture. The trailer is thus
becoming not a finite text, characterised by aesthetic structure, but is definitely a label
applied to a specific form of marketing: usually for the arts, for narrative based products,
usually in the form of an online video. Although the changes in the application of the term
‘trailer' may well only exist in the vernacular, such vernacular applications of the term trailer
are so intrinsic to academic study of it, that it is only through greater engagement with
reception and audience studies that we can advance the study of the trailer.

So by engaging with Videogames, Theatre, and Book trailers in respective chapters this
forms a navigable chronology that picks up where Staiger's (1990) work left off. In addition
to this but it also provides a movement from the hyposemiotic relationships of videogame
trailers with their products, to the (arguably) hypersemiotic relationship of books being
represented with sound and moving images. Each chapter is structured to provide historical
context, exploring the moment the term ‘trailer' came to be applied in that industry, and
moves to a discussion of the trailer and the issues of accurate medium representation in order

to frame the discussion of one industry's representation in another.
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Chapter 1: Trailers and the Videogame Industry
Introduction

In 1971 the first mass-produced arcade videogame was developed and distributed.
Coin operated, and running on electricity, unlike previous electromechanical arcade
games Computer Space represented a new development in arcade entertainment that
would ultimately change into a home entertainment industry and continue through to the
new millennium and the present day. Computer Space was followed almost immediately
by game releases such as Pong (1972) and Astro Race (1973) both of which immediately
capitalised upon, and thus continued to expand, the arcade industry. These new forms of
arcade games almost entirely supplanted electromechanical games by 1979 (Wolf 2008:
64). The availability of arcade games, their popularity, and the revenue generated by them
increased, leading to what has been broadly identified as the 'Golden Age' of arcade
videogames, that lasted until the mid 1980s (Whittaker 2004: 122). This same time frame,
in which arcade games achieve the height of their popularity, also saw the development of
console based videogame systems onto which many arcade games were transferred for
enjoyment in the home. The release of the world's first home videogame system,
Magnavox Odyssey (1972), followed by the Fairchild VES (1976, later named Fairchild
Channel F) and later the various immensely popular Atari systems (1977 onwards),
demonstrated further development in what was later to become known as the videogame
industry; and it is these initial developments that constituted and pioneered, the shift in
promoting a new form of entertainment (Wolf, 2008: XV11-XXI). The videogame industry
became identifiable as we know it today, when it moved into the home from the fixed
spaces of cabinet sized games in public arcades that also housed mechanical and
electromechanical games. Such a movement from the public space of the largely
commercial buyer to the incorporation of a domestic setting for a domestic consumer
opened up new market demographics; new buyers with disposable income, rather than
longer term industrial investments. It is this transition from public to private space that
resulted in the shift in the organisation and placing of promotional materials: in order to
sell a product that fitted within a domestic space it was to be marketed as a domestic
product alongside promotion for other domestic products.

Initial promotion on television "adverts' framed the new videogame technology as
bringing people, specifically family members, together for game play in a communal
space, capitalising on the already communal space of the television and its established role

in domestic life (Flynn, 2003). The television was itself a domestic media within a
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domestic setting, and as games consoles in the home relied upon television screens, the
television became a widely used medium both for game play, and for promotional
materials. The shift of spatial context for the games console, ultimately becoming that
which Bernadette Flynn calls 'the digital hearth' (2003), the central focus in the shared
familial space, leading to a new media object being marketed, distributed, and thus
introduced to the public. This new media object initially consisted of a console with
integrated games, the content of which were relayed to a television's screen; later games
were held on separate media: now downloadable content, discs, and/or cartridges are
standard industry practice. As a result of this interdependency between software and
hardware, the games console and any associated games when purchased have an
interdependent relationship; the product is dyadic given that a game without a console is
little more than computer code on a storage medium and a console without a the software,
game, or program cannot fulfil its primary function of gaming. In addition to the dyadic
nature of the console itself, this shift in spatial and social relocation into the home in the
first instance was a socio-technological innovation capitalising upon the existing television
screen within the home.

As the television screen was already in a communal space and promotion served
the primary purpose of educating and developing an identity within the domestic market,
the promotion of the games console literally demonstrated this new technology, even
showing the public how to plug it into the wall.! This educational demonstration manifest
as promotion served both to demonstrate where this new media device (ideally) belonged
spatially, while simultaneously reducing the installation process to a series of easy actions,
potentially mitigating fears of a new technology alienating family members within the
home. Later however, as multiple television screens became available within the home, the
games console moved from the social space to the private space of the bedroom. The
perception of the gamer-family in communal space became one of an antisocial misfit; the
stereotype of a lone teenager playing games disconnected from forms of social interaction,
played up to various fears of the media and the negative impact therein (Chambers 2012:
71). As will be shown, this perception was perhaps inadvertently reinforced through a
style of promotion that emphasised individual game narrative through the use of

metanarrative promotion identical to movie trailers, rather than the extra-diegetic pleasures

! See the Uncle Frank Atari Space invaders Advert, referred to later in this chapter.

29



of the medium as a form of social interaction.? This perception of gaming persisted
through the late 1990s, and was reframed by post-millennial consoles through promotion
which reintroduces the development of what Deborah Chambers calls ‘family centred
gaming' typified, for Chambers, by the promotion for the games platform Nintendo Wii
that incorporate an on-screen family playing the games in a familial setting (2012: 78). In
providing game-play context the Wii promotion frames gaming as a positive (often family)
group activity, and does so through a focus on the surrounding space, and the player's
spatial interaction with the games console. This interaction has been largely excluded from
discussions of videogame promotional trailers that has implicitly and increasingly been
drawing comparisons between the organisation of videogame trailers and those of film
trailers (cf. Brookey 2010: 38; Cassidy 2011; Moore 2008; Mou & Peng 2008). Whilst the
limited literature referring to promotion as 'trailers' draws quick and often over simplistic
comparisons between the metanarrative of trailers (implicitly considered as emulating film
trailers rather than a distinct promotional practice in a different industry), the guiding
corpus includes 'trailers' that have been discussed in the literature as 'advertising’, often
owing to the inclusion of a diegetic player and a diegetic screen, discernible from the real-
world screen on which the trailer is being viewed. Such a dichotomy, between 'adverts'
and 'trailers' stems in part from popular discourse that surrounds the idealised (film) trailer
as a promotional construct derived wholly or exclusively from the product promoted.
Given the limited literature that considers videogame promotion however, this dichotomy
cannot be taken as indicative of wider audience attitudes. Yet a similar dichotomy exists
within the theory of advertising. In 1997 Dan Padgett and Douglas Allen note of
communicating experience in promotion, that much existing theory that distinguishes
between the marketing of a service and the marketing of a good (1997: 54). As
experiential products, the games themselves are marketed as a service in the form of an
experience, whilst the consoles themselves are tangible and marketing in the same manner
as similar tangible goods. The discussions of the games console promotion by Young, and
Chambers, referred to as an ‘advert' rather than a 'trailer’, centres around the construction
of narrative setting associated with the tangible goods promoted. Padgett and Allen

suggest that such narrative construction be termed 'described story stimuli' in which a

2 A full history of videogames promotion from the 1970s to the 2010s would unpack much of this discourse
but exists outside the boundaries of this research project; however Chambers indirectly acknowledges the
trend of metanarrative 'trailers' through exploring the concept of the family-centred game, but without
systematic overview, and access to all the audio-visual promotion used in this 40 year period. This
suggestion remains grounded within the emergence of the term ‘'trailer' (see page 11 of this chapter) and that
interface elements during this time have largely been wired controllers with buttons connecting to a console.
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causal, chronological narrative is at work, enacted by characters regardless of the
aesthetics of story organisation. 'Typically such stimuli involve[s] actors with motives, an
event sequence, and a setting that has physical, social, and temporal components' (1997:
53). This conception of advertising narrative organisation differs from the film trailer (as
an idealised trailer template by which other texts are measured) in which the actors are a
component of the product itself, and in which the narrative as an experience is the product
itself. Essentially then, discussions of the trailer and advert differ at both a nomenclative,
and narrative level, when the product promoted is identified within a narrative world,
rather than being a narrative world. The very limited academic discussions of the
videogame trailer (rather than advertisements) have almost exclusively discussed trailers
in the same manner as discussions of the persuasive trailer.® Indeed, as Padgett & Allen,
observe, 'narrative ads present a causal/chronological series of events acted out by a
character, whereas argumentative ads present associational or logically connected ideas
not enacted by a character' (1997: 56).% This differentiation implies a structural
differentiation, in which argumentative advertising emphasises the products’ physical
attributes rather than bracketing a display of the product in use within a mediating
narrative world.> As Cassidy puts it, within the idealised videogame trailer:
the product is presented not as a game that enthusiastic teens enjoy playing, but
rather like a digital movie [unlike the 'advertisements' that depict the act of
playing]. Storyline is emphasized and characters speak lines of dialogue.
Television commercials for videogames abandon the old aesthetic for a much more
cinematic style. In short, videogame advertisements start looking just like movie
trailers. (2011: 298).
Here Cassidy describes not only conventions of the videogame trailer in comparison to the
film trailer, but emphasises the lack of causal narrative world as a frame of mediation in
which the product (in this instance a narrative experience) is demonstrated or contained.
Cassidy's comparison between the film and the videogame is done in passing, and this,
like much of the literature concerning videogame trailers, overlooks the chance to explore

3 Cf Chien 2007, Cassidy 2010, and Zimmerman 2004, as the only known discussions of ‘videogame

trailers’ as a whole, while Hesford 2013 has discussed videogame trailers this is in passing, as part of a

discussion of film trailers,

4 Padgett & Allen suggest that ‘that narrative ads present a causal/chronological series of events acted out by
a character, whereas argumentative ads present associational or logically connected ideas not
enacted by a character. (1997: 56)

> Game industry promotion, as discussed in the literature overall suggests an inadvertent distinction between

'trailers' that are arranged at a metanarrative level and 'adverts' that incorporate a real-world scenario (even a

hypothetical one).
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divergent trailer practices. Similarly, Irene Chien claims that Videogame trailers function
by 'directly poaching the voiceover narration, montage, special-effects spectacle, and
genre conventions of film trailers' (2007:26). For Eric Zimmerman however such
poaching is a case of industrial emulation; 'the commercial game industry is suffering
from a peculiar case of cinema envy at the moment, trying to recreate the pleasures of
another media’ (2004: 157). By way of engagement with this, criticisms such as these
fundamentally overlook the sheer amount of representational diversity at work with the
videogame industry, and that such presentation may be confined by the medium if not the
conventions of mass-broadcast media. Writing about the performative qualities of trailers,
Daniel Hesford observes that the metanarrative of trailers for 'Video-games, with their
implicit valuing of audio/visual technology, frequently deliver cinematic performance in
promotional contexts' (2013). Yet in all of these discussions there is an implicit (and
explicit only within the work of Hesford), reference to metanarrative trailers, rather than
the whole host of promotional materials that promotes gaming, as well as individual
narratives. Hesford continues to highlight the use of 'cinematic effects' as an aspect of
performance within the videogame trailer. While trailers are performing the cinematic on
screen they do so as a result of the constraints of the screen medium, they are not
necessarily seeking to present itself as an extension of the film industry but by operating
in the same promotional space (and format) as an alternative to the film industry. Many
metanarrative trailers include cut scenes, short cinematic sequences that play without
relying on the feedback loop of gamer input, and this itself. Thus the game itself has
sections that are cinematic, but often only as a break in ludic gaming and indeed these
sections may only be viewed by playing levels. Hesford is too quick to imply that the
trailer is delivering the cinematic in an attempt to perform 'the cinematic’, rather than
performing elements of a game's diegesis via a cinematic medium that best promotes the
product to those who already own the platform on which the game is played. Indeed
similar comparisons have been raised by Geoff King and Tanya Krzywinska who suggest
the ‘cinematic' is adopted in this manner as it is elevated to a higher status within cultural
hierarchy than the televisual, upon which many qualities of video gaming are based
(2004). This interpretation however suggests that the cinematic is sought, or solicited,

rather than a limitation of the medium in which the product is promoted and existing
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within the performative space of the trailer.® Further they suggest that this linking
between two industries is:
‘far from arbitrary in an environment in which some of the key producers and
distributors of both forms of entertainment are located within the same media
corporations and in which game spin-offs [and vice versa] offer substantial
additional revenues to the Hollywood studio’ (2004: 7).
There are many game spin-offs: the sharing of intellectual property, creative staff,
promotional techniques, and a clear synergy and co-ordination between the screen
industries (the manner in which aspects of the videogame, as a game, rather than as a
narrative event, is promoted) remain substantially different. While King and Krzywinska,
Hesford, Chien, and Zimmerman draw attention to the cinematic elements of the
videogame, significant divergent practices at the point of promotion operating under the
term 'trailer' remain as a challenge to such generalisations. Their observations may be true
of the reception of trailers employing a metanarrative as the construction of metanarrative
varies with the perceived source content; but does not account for the variation of texts
referred to as 'trailers'. As such, this is a simplistic understanding of how all trailers for
videogames may function, and is entirely dependent upon the absence of an onscreen
viewer that would complicate the construction of a metanarrative as understood by
Kernan's interpretation of trailer construction (2004). The representation of the spatial
organisation of the games console with relation to the player, or groups of players, around
a single focal point is the central focus on this chapter because it challenges and expands
the current discourse surrounding the videogame trailer. In doing so, this discussion
parallels the wider debates within game studies. As Cassidy summarises:
Videogames have been around for well over thirty years, yet media scholars are
still engaged in discourses on how best to conceptualize the medium. A variety of
positions exist, but two primary modes of thought have emerged as the dominant
models, one from those scholars who conceptualize videogames as primarily a
medium of narrative and the other from those that focus on game mechanics—

known respectively as narratologists and ludologists.” (2011)

6 Research is thus needed into the reception of videogame trailers, as well as further research that documents
the creative practices of videogame trailer, and promotional text production.

'In fact, game genres offering [discursive,] ergodic challenges within a fictional universe known from other
media make up a large portion of the games that people actually buy and play today (sport and driving
games being the other major commercial category). The marketing of these genres addresses the buyer
primarily as a reader, packing their games with heavy intertextual references, most often based on expensive
licences from the film industry. Already a standard convention, narration of events within this fictional
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Research surrounding the promotion of trailers has largely discussed the videogame
trailers' lack of ludicity in comparison to the product promoted, and in doing so reinforced
the concept that trailers should naturally reflect the product promoted; a fundamental
impossibility when we consider the hyposemiotic relationship between the trailer and the
game itself (as discussed in Gottlieb, 2005). Representations of this play out visually
within the trailer