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Brian Ruh

ADAPTING ANIME: TRANSNATIONAL MEDIA
BETWEEN JAPAN AND THE UNITED STATES

This dissertation examines Japanese animatiomioreaas an example of how a
contemporary media product crosses national aridraliborders and becomes
globalized. Bringing together the theories of HirBkuma and Susan J. Napier, it
develops a theory called the "database fantasy$seapgeway of discussing such
transnational flows. In short, the “database” reterhow contemporary media products
are assembled from a matrix of constituent elemiatdscombinations that are
simultaneously unique and familiar, while the “f@syscape” element expands on Arjun
Appadurai’s concept of global flows in order to p@sway in which desire travels
transnationally. The dissertation discusses howartame to the United States and the
role this had in anime's development in Japan laynexing Tetsuwan AtonfAstro Boy,
the first half-hour television animation producedlapan. It examines how anime has
been adapted and distributed in overseas marketshie US by analyzing successful
media franchises likRobotechrandVoltron, as well as unsuccessful ones arriors

of the Wind It analyzes the complex and often fraught retetiop between anime fans
and producers / distributors and discusses theptaled by fansubs (subtitled copies
created by fans and often illegally distributedlinBing in Matt Hills’s concepts of cult
texts, the dissertation discusses how in certapeets anime can be seen as cult and
what this means with regard to transnational recepFEinally, it examines the

relationship between anime and physical space, ihahemporally-limited fan-oriented
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space like an anime convention as well as withendity of Tokyo, with anime-ic

perspectives providing ways of perceiving and psscey the city.
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Introduction — Laying the Groundwork for Anime Stud ies

In the summer of 2007, on a whim | decided to thatfirst DVD of the anime
seriesWhen They Cr{Higurashi no naku koro n2006, dir. Kon Chiaki). | had
previously noticed that there were (illegal) fartled episodes of this series available
for download on US anime fan websites, but it hadeémed like a show | would want
to watch. However, | had recently noticed that@sé season of the show was being
broadcast on Japanese television, so | decidedédta try. After watching the first five
episodes, | became thoroughly engrossed in the®wéthe series and felt compelled to
continue. However, the DVD | had rented was the oellease available in the US at that
time — the remainder of the series had yet to leased. | wanted to watch the rest of the
series as soon as possible, so | began downlo#tuing from anime fan sites. The
structure of the series fascinated me—the shownwtlBnear, but rather divided into
separate arcs of around four episodes, most ofwémnded with the deaths of one or
more of the main characters. But time in the sexi@s circular and events kept repeating,
and | became so interested in the characters andptitedicaments that | continued
watching and reading more about the series. Asdiine more thoroughly engrossed in
When They Cry found out that it was originally based on aalagse fan-produced
computer game (technically it wawvigual novel which is similar to a game, but it
requires a minimal amount of interactivity, andqgels greater emphasis on characters and
telling a story) and the franchise had grown tdude a number of associated manga
series and novels as well. Once | worked my wayudin the first season of the anime, |
immediately began watching the second season, agafan sites that were subtitling

the new episodes shortly after they were broadumadapanese television. As the stories



went along, the back stories of each character vemealed little by little. Even after |
finished watching the second season, | wanted éevkmore, so | looked up details about
the games, the manga, and followed fan discussindspeculations about the events in
the series. Since the end of the second seasbimdaeries of the anime was created
(released straight-to-video, instead of broadcagdelevision), as were two live-action
theatrical films, all of which adapt stories foundhe originalWhen They Crgame.

| have written the above account not only to ilast my personal engagement
with a particular anime series (just one of mangnyyears as an anime fan and scholar
of Japanese popular culture), but rather to ilatstthe myriad ways one can engage with
contemporary media franchises. My experience Witten They Cris just one example
of how a contemporary anime series is able todtretto multiple media through
primary emphasis on its characters. The seriesscet@nime fans and is constructed in
such a way as to allow for a seemingly limitlesditadn of side stories and leaves the
door open for additional fan interpretations.

This dissertation is an attempt to historicizeghabal flows of anime through a
multitude of media forms. Through this project,illwse “anime” as an umbrella term to
refer to a set of related cultural media productd include, but are not necessarily
limited to, Japanese animation, comics, and videoes. Too often discussions of
globalization and media fall back on generalitiesiider to describe how the products
move across borders and are interpreted and addptsach a process, anime becomes a
hybrid media form, absorbing ideas, influences, mwdey from around the world.
However, as Marwan Kraidy writes in his badkbridity or the Cultural Logic of

Globalization “[H]ybridity is of dubious usefulness if employas a broad conceptual



umbrella without concrete historical, geographieald conceptual grounding” (2005: x).
Therefore, as | discuss the globalization of aninmvél attempt to ground it in as much
detail as seems warranted. However, it should bednihat in discussing hybridity, we
are not postulating an amalgam of what were preslydipure” forms. Even though a
cultural or media product may originate in Japadh la@ “Japanese” in that sense, there is
not any kind of essential “Japaneseness” that eatidtilled from it. In this way,
Japanese anime is an already-hybridized form, dugtaof a multitude of varied
historical and cultural influences.

In the case of my specific experience witthen They Crywe can see how
transnational networks of fandom and translatiamriouted to aspects of understanding
and provided ways of accessing material when atfichannels were either too slow to
accommodate fannish desire or unavailable. For pl@mhen the series was initially
released in the United States, only the first tid®®s came out before the company that
acquired the rights, Geneon Entertainment, pulledbdthe US anime market, leaving
the fate of this and many other titles in limbowéwer, as previously mentioned, there
were other ways of accessing the show — Englishlspg fans took the original
Japanese-language shows, translated the dialodged subtitles, and released the
episodes for free online. This type of fan respass®t unusual. Many anime series are
subtitled by fans (or fansubbed) shortly after theyon Japanese television or are
released to the home video market. In the ca¥®hen They Cryfan-subtitled versions
of the series that were able to fill in the gapslune remainder of the first season was
released by FUNimation Entertainment. The popuylartthe series led to US-based

manga publisher Yen Press announcing in 2008 lilegthiad acquired the rights to the



manga version of the series, which they would beaseng adligurashi: When They
Cry. Similarly, in 2009, a Netherlands-based compailfed MangaGamer released an
English-language version of the origitdigurashigame. The fact that the manga and the
visual novels were licensed for a US release gmesseither that the anime sold well or
that the companies involved determined that thiesestrong showing in online anime
fan communities would translate into actual sateswrever, these things also place the
When They Crgnime in an indeterminate position since it is use of many options
available for engaging with the series’ narratinel aharacters. This illustrates that since
anime overlaps and intersects with so many otheliaregames, manga, novels—it can
sometimes be difficult to draw a strong line betwdeem all.

Other examples problematize the boundaries of amratogether different
ways. Take, for example, the case of the animatgdence in Quentin Tarantind<l
Bill, Vol. 1 (2003). In an homage to Asian cinema, Tarantieated a film containing
countless allusions to kung fu, samurai, and yaKgaagster) films, featuring a
flashback presented in an anime style. Althoughsttrience was part of an American
film by an American director, this sequence usdd@anese animation studio
(Production 1.G) and its entire creative staff gs@arantino) was Japanese. So should
this segment of the film be considered “anime, retfe®ugh it has American roots? And,
although the segment was certainly an exampleiafation that was produced in Japan,
it was stylistically distinct from much of which @assified as “anime” in the global
market. Perhaps it is not even possible to draalid Bne between what is anime and
what is not. A better metaphor might be that oaamation pencil test, sketchy and

always moving.



The title of this dissertation, “Adapting Animeg indicative of what | feel to be
one of the primary approaches necessary in tacklic a tricky subject. All of the
examples discussed herein involve some form oftatiap, whether it is adapting a
video game to an animated television series, aggjatiword like “anime” for use in an
English-language context, or adapting a physicatsgased on the techniques of
perception gained from watching anime. Anime igadiéd in a very interesting position
in the global mediascape due to its indeterminadycai be seen as both Japanese and
not-Japanese, it is not a singular genre althoughoiften treated as such, and it cuts
across cinematic, televisual, and online viewingcpces and includes elements from
across other media such as novels, comics, and games. | believe that the movement
of transnational transmedia anime can be made own@rehensible through a structure
| call the “database fantasyscape,” a structurél lewpand upon in this introduction as
well as in subsequent chapters. This concept doamike work of scholars Hiroki
Azuma and Susan J. Napier and proposes that dyfw@ducts move transnationally
through a process of selected importation basedhat the viewers want to see. During
the process of selection, the desired aspectpaiduct are drawn from a “database” of
constituent elements, and a “fantasyscape” is éasd through the process of the

importers projecting their desires in a way that baltural and economic impact.

Introducing Anime
In spite of the growing body of literature on anjraery few people have
examined what the term denotes. Most simply edlaatiene” with “Japanese

animation”; this is a relatively easy “out” in orde get past tricky questions of



definition, and one to which | must admit engagimgn occasion. For example, $tray
Dog of Anime: The Films of Mamoru OsHirote that “anime’ does not denote any
particular style or content; it simply means aniorafrom Japan” (Ruh 2004: 1). Carl
Silvio has rightly criticized me for this overlynsplistic statement, asserting that “Ruh
offers us a definition [of anime] that is virtuallyvulnerable to refutation” (Silvio 2006:
135). This definition presents something of a peabbecause many fans would not
consider all animation from Japan as anime. Fomgka, when Yamamura Koji'sit.
Head(Atama-yamawas up for an Academy Award for best animatedtdiim in 2003,
it was relatively ignored by “anime” fans. The fiBrentry in the online encyclopedia on
the Anime News Network website even states “Sonepleevould not consider this as
Anime [sic], but rather ‘Alternative Japanese Aniioa™” (“Mt. Head” 2007). This entry
goes into no further detail and does not explaiw Malternative Japanese Animation”
differs from “anime,” but it seems clear that sofaes have drawn a line around the
concept of anime that does not include all aninmatiom Japan.

A useful tool for examining the definitional limlod the term “anime” is Matt
Hills’s (2002) study of fan cultures. In the bookeface, Hills explicitly states that he is
taking a “suspensionist” position in which he ippaoaching the contradictions of fan
cultures and cult media assential cultural negotiatiorthat can only be closed down at
the cost of ignoring fandom'’s cultural dynamics0Q2: xiii; italics in original). Like
Hills, it is not my intention to try to arrive atsengular “expert” definition of anime, but
to pursue how anime is discussed within fan andewéc circles in order to explore how
the meanings of such terms may change over tinmetmes taking on and discarding

new connotations. However, even within this susjpemnst viewpoint, “anime” cannot



mean just anything. In order for the term to be megful, it needs to be given structure,
even if this structure does not point in the end singular definition.

Before “anime” came into widespread use in the 1&&0s and early 1990s, such
animation had often been called “Japanimation”mglish. Anime historian Fred Patten
traces the first use of the word Japanimation ¢éaired 1978, shortly after anime fandom
became formalized with the establishment of thet fifS anime fan club, called the
Cartoon / Fantasy Organization (CFO), in May 19Ha&t{en 2004: 24-25). The term
Japanimation began to fall from popularity nearijegade later — one reason is that it
was too easily twisted into a racially derogat@mynt by detractors (e.g. “Jap animation”).
Most people now writing use the term “anime,” saew. Japanese media scholar
Toshiya Ueno, for instance, defends his use ofdima Japanimation saying: “I use this
term to emphasize both geography and the partitultarits characteristic styles, for
these are quite different from animations in theegal sense” (1999: 97). In this way
such animation becomes territorially marked bytdren Japanimation; “anime,” on the
other hand, does not necessarily carry such cotiomsaand seems to have the potential
to be a much more fluid marker.

Some books on anime have introduced their topdissfussion in these ways:
“Japanese cartoons (more propeayime which simply means “animation”)” (Patrick
Drazen 2003: vii), anime(Japanese animation)” (Antonia Levi 1996: ix), &dh@panese
animation, or ‘anime,’ as it is now usually refett® in both Japan and the West” (Susan
J. Napier 2005: 3). Drazen’s definition is somewhate nuanced in that he explains the
Japanese meaning of the term “anime” as well. Serters take a different approach to

examining anime. In his introduction to the editetlectionCinema AnimgSteven T.



Brown writes, “What is anime? Anime is so multitass in its forms and genres, its
styles and audiences, that one needs to pose éstiaudifferently: Where is the anime
screen?” (Brown 2006: 2). Brown’s reformulated duoessuggests that the meaning of
anime comes about through the process of viewingeonnscreen, wherever that may
be, and, as such, the term “anime” is situation@gdgendent. In this way, anime may not
necessarily denote animation from a specific cquindit rather indicates a way of
positioning images and information onscreen and iewers interact with them.

One might notice that all of these definitions oimae are relatively recent. This
is due to the fact that academics did not beginngegttention to it until the mid-1990s.
For example, of the 814 entries in the Online Bitaphy of Anime and Manga
Research, only 84 (or 10.3% of the total) were ghleld before 2000, and only one of
those was published before 1990 (Koulikov 2010usThhe English-language study of
Japanese comics and animation is a relatively tdmdd, with the vast majority of the
work being published in the last 10 years. Thisaghocoincides with the development
and popularity of anime in the United States. Sosasons why this popularity began to
increase in the early 1990s include the form’s penpty in the wake of the popularity of
Akira (1988, dir. Otomo Katsuhiro), the growth of fansitvhich began to be technically
feasible in the late 1980s), the founding of USrthation companies like Animeigo and
AD Vision (who were essentially anime fans who walpée to become professionals)
that were able to increase anime’s presence iil stdaes and on rental shelves, and the
increase in communication enabled by the Intemakich enabled anime fans who did
not live in Japan to be more aware of the lategéld@ments in anime programs, films,

and culture.



The fact that such previously debased media foregaib to receive serious
scholarly attention in the 1990s was indicative ardiy of a change in the ways in which
media scholars constructed objects of study, batradw kind of Japanese power that
was seen as cultural rather than military or ecangMcGray 2002). There were almost
no scholarly studies of Japanese animation bef@d$90s, and the first in-depth book
in English to look at Japanese animation was nblighed until 1993 (McCarthy 1993).
Other works that came out around this time (Tad®&, Newitz 1995, Levi 1996 and
1998) also took Japanese popular culture as afsserious academic inquiry, trying to
figure out the reasons for its growing popular@pme like Tanner use discourse that
explicitly ties such pop culture imports directtythe events of World War 1l (*How
Japan Really Won the War”), couching the populasftguch products in terms of a
Japanese “victory” over the US. This rhetorical apéior of popular culture flows as
conflict is a device that continues to be employedriting about anime. Others scholars
like Annalee Newitz postulate that the contentagdahese pop culture is relatively
conservative, and that US consumers have turng@dpanese products because they
could not find such entertainment in their own fpoally correct” culture. (Of course,
this was written before a turn in the late-1990mofe “politically incorrect”
entertainment; in the case of US animation, thimabably best represented by shows
like South Parf1997-present] anBamily Guy[1999-2002, 2005-present].) However,
given that Newitz cites no audience reception st the conclusions she draws, such
theories remain at the level of conjecture. Sheatories about the influx of Japanese
popular culture in terms of international confliatd that anime is just the advance guard

of a possible invasion. She writes, “The Americaimee fan is deliberately choosing to



enjoy a foreign culture which—in this case—oftesiqules and belittles his native
culture.... American fans of Japanese animation nbghdaid to engage, consciously or
unconsciously, in an imperialist relationship wha&apan is dominant” (Newitz 1995:12).
Newitz’s article inFilm Quarterlywas one of the first academic articles to takenani

and anime fans in the US seriously, although ndtaut an imposition of her own
ideological viewpoint. In a way, this line of reasag is a reflection and continuation of
the “yellow peril” discourse that has been takitgcp in Hollywood films since the early
part of the twentieth century (Marchetti 1993).tA¢ same time, these arguments must
also be placed in historical context. In the earbymid-1990s, Japan was still seen as an
economic powerhouse, even though it had alreadyrbiég long and painful decline
from the bursting of its bubble economy in the 199%Ithough it certainly does not
excuse Newitz’'s argument, it makes somewhat marseseoming off a decade when it
seemed like Japan might eclipse the United Statbsth economic and cultural terms
around the world.

Subsequent articles on anime have touched on sthes related to the form,
from textual analysis to discussions of how it heasome popular worldwide. However,
as Rayna Denison points out in her examinatioh@®finime markets in Japan, France,
and the US with regard to the fil8pirited AwaySen to Chihiro no kamikakust2001,
dir. Miyazaki Hayao), “Where studies ahimeas a global phenomenon do exist, they
tend to understand the globalization of animesa#éihericanization” (2007: 308).
Although this dissertation does focus on the refetibetween Japan and the United
States as a way of understanding anime’s transratagtraction, Denison’s criticism is a

reminder that we need to keep in mind that aninsettzaveled to many countries outside
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of Japan and has relatively long histories in Basa, Australia, and Europe, particularly
in Italy (Pellitteri 2010). At the same time, thdygve need to be aware that, as Azuma
Hiroki puts it, “[t]he history of otaku culture @ne of adaptation—of how to
‘domesticate’ American culture” (2009: 13). Themefoalthough anime is global, it is
important to pay particular attention to the cudtiand economic exchanges between

Japan and the United States in order to underskenfbrm’s development.

Anime in a Global Framework

It is often more complicated to talk about thaaality of an animated film or
television program than it is of its live-actionucerparts. It is not uncommon for the
animation process, which can be very labor-intemdiw be outsourced to one or more
countries in order to save on production costs. @rike reasons for the rapid growth of
the postwar Japanese animation industry was thtaeia950s work on US cartoons was
often outsourced to animators in Japan. Similarig, not uncommon today for
American and Japanese productions to employ cdraramators in South Korea. In
response to these trends of globalizing producsome governmental agencies have
tried to formulate ways of determining whether ot a particular animated program
would be considered a domestic production. In ek €ase, writes David Hubka,
“[T]he Canadian Radio and Television Commissionn@&#a’s broadcast regulator)
devised a point system to evaluate qualificati@nfanadian content.... A total of six
points, as well as the key animation being don@anada, would qualify a program as
Canadian” (2002: 238-239). Although such a quantgaapproach to determining

nationality may satisfy government agencies thay thre sufficiently protecting local
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content, in terms of anime it seems more usefakamine how such television series
and films areerceivedn terms of their nationality because, as has Ipeeviously
mentioned, anime is not a stable term but rathernvamose definition or definitions
emerge discursively.

It is the intersection of US and Japanese popuildure that seems to be driving
much of anime’s popularity. A related term thatoftomes up in discussions of anime is
mukokusekiBoth Koichi lwabuchi (2002) and Susan J. Nap#06) reference the term
in their respective studies of how Japanese populéure flows transnationally,
although each gives a slightly different interptieta of its meaning. Napier describes the
term as “meaning ‘stateless’ or essentially withmational identity” (2005: 24), while
Iwabuchi writes that the term is used “to sugglestrhixing of elements of multiple
cultural origins, and to imply the erasure of vigibthnic and cultural characteristics”
(2002: 71). Probably the most salient referencatdor anime’smukokuseknature is the
physical appearance of many anime characters. &lien an anime series is supposed to
take place in Japan, often many of the charactersotlook “Japanese.” This leads some
critics to assert that anime is symptomatic of megal Japanese cultural inferiority vis-a-
vis the United States (Sato 1999). Although ititthat such anime characters do not
necessarily adhere to the usual Japanese phenatwyoelld be false to infer that,
because of this, such characters look “WesterriCaucasian.” Rather, the characters
look nation-less, and are drawn as representatibtiee human body that can be more or
less abstracted depending on the creator as weé#raative and genre tropes. (For
example, Mizuki Takahashi chronicles the developnoéstyle in Japanese girls’ comics

and asserts that the large eyes found in such neregased to portray emotions and to
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elicit an emotional response from the reader [Takhh2008].) The use of such
mukokusekecharacters has two main results. One, accordiiNafoer, is that
mukokusekness is a way for contemporary Japanese to plgysatape their own
concepts of Japan and their own feelings of Japaess. That is to say, fantasized
mukokusekanime bodies can be free from the cultural antesamidbaggage of physical
bodies; as | will explore, this characteristic woriot only for Japanese consumers who
wish to “try on” different identities but for noraganese viewers as well (some of whom
may very well wish to play with the idea of haviagapanese identity). lwabuchi sees
Japan’snukokusekpopular culture to have been stripped of elemieletstifying such
products as Japanese. Because of this, he wordeesnewfound global appreciation of
Japanese popular culture is in fact a yearningdoranimated, race-less and culture-less,
virtual version of ‘Japan’ (2002: 33) and theoszéat “[w]hat is experienced through
Japanese popular culture is actually a highly nedistic Japanese version of the
American ‘original™ (2002: 35). Because, accorditegiwabuchi, such popular culture
goods lack a strong “cultural odor” marking themlJapanese, the current discourse in
Japan and elsewhere celebrating Japan’s incregkibgl cultural power is somewhat
misguided. The second, related result is that pugsgrams in which the characters
appear nationally and culturally unmarked are meas$ier to export to other countries,
where they can be re-localized by the importer.

This brings up one of the main ironies regardinigna's mukokuseknature: its
style allows it to travel transnationally with relee ease, while at the same time such
“stateless” anime has become a symbol of Japahandttracted fans outside of Japan

to the study of Japanese language and culturerrieguio my introduction of Matt
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Hills’ “suspensionist” approach to fan studieshihk holding the contradictions inherent
in mukokusekanime in suspension without trying to make thesolee into a singular
conclusion is a useful approach. Anime may not sy carry with it markers of an
“authentic” Japan (however this may be construleat)jn practice many people now
associate these “stateless” anime programs widsidéJapan, and in this way the
culturally “unmarked” anime becomes “marked” asale@se not because of necessary
elements within the text, but because of how arhasbecome a part of popular
discourse.

In order to see how anime became a hybnikokusekimedia product, it is
necessary to examine the historical roots of ananah Japan. Daisuke Miyao'’s article
“Before Anime: Animation and the Pure Film MovemeénPre-war Japan” (2002) gives
a brief account of anime’s early antecedents, whrehlocated in the Pure Film
Movement, a trend in Japan in the 1910s and 19#gried to establish film as its own
medium, as distinct from literature and live theatrdrama. This move was a rejection
of previous “stagey” methods of Japanese cinencatitmunication in favor of
American and European techniqgues. Much of the iteplaanimation first shown in
Japan in 1909 was from France and served as a rfovdelbsequent Japanese
experiments. Since efforts in animation were inhdyenon-theatrical, Miyao suggests
that the early Japanese animators may have fdlfiie goals of the Pure Film Movement
better than many of the live-action filmmakers (20097-8). However, there were
debates over the form and content of animation gnsome in the Movement due to the
fact that one of its intended results was to bdaganese film into line with other global

cinema. Miyao writes that although some in the Moegat “insisted on the necessity of
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Japanese stories and landscapes in order to difii@iesthe Japanese product for the
foreign market, many opted nonetheless for subpautisstories that would be
comprehensible to audiences accustomed to Wedliasi {2002: 200). One can see
even at this early stage of animation in Japarteghsion between making a recognizably
Japanese product and an easily exportable glolealTdms is because in order to be
recognized as a Japanese film by the rest of thelwearly Japanese cinema had to
become less “Japanese,” or as Darrell William Davis it, “To become Japanese,
Japanese cinema had to make overtures to foretggméion as a prelude to the
seduction of foreign markets. The films had to stk provincial trappings and put on
the ‘high class’ garb... of the universal commodit¥296: 28). That is to say, Japanese
cinema had to become more familiar and commod#iabla global audience by
incorporating the increasingly standardized languafgcinema in order to be perceived
as Japanese. In some ways this is exactly whatenagpwvith anime — in order to create a
space for Japanese animation to thrive, it neemleddure its own marketplace niche by
first becoming less Japanese and more “globaWak only after that that the form could
be recognized as Japanese.

The question then arises what timekokusekness means in terms of how anime
has been received and interpreted outside of Jap&lapier's analysis, anime is
“‘uncompromising” with regard to what it is willing show and makes few
accommodations for the non-Japanese viewer. licpkat, she constructs a binary
between anime and American cartoons, and the magrcommercial entertainment in
general, as anime’s “complex story lines challetihgeviewer used to the predictability of

Disney (or of much of Hollywood fare overall, fdrat matter)” (2005: 9). However, this
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faulty binary becomes telling when one takes irdnsideration the fact that many recent
Disney animations, particularly the ones releasezttly to video, were created in part
by animators in Japan. In other words, iingkokusekness of Japanese animation
enables such animation to effectively “blend intwanimated material from other
countries. Therefore, the apprehensiomokokusekanime as Japanese depends not
only on the approach a viewer takes with regamhime, but also on the context in
which it is viewed. There is no one “correct” waywhich to interpret the nature of
mukokusekanime — it can be seen as culturally specificyersal, or a combination of
the two.

The interplay between similarities and dissimilagtof Japanese and American
pop culture is useful when thinking about the reador the popularity of a media form
like anime in the US. Although the culture of Japad the United States may be very
different, by thinking about the similarities be@vethe countries in this way, we can
begin to see some of the “multiple proximities"gainre and shared experience discussed
by La Pastina and Straubhaar (2005). Generallykapgahe US and Japan are not
culturally proximate and there are few linguistaaramonalities between the two
countries, yet there seems to be something in athateviewers in the US find familiar.
La Pastina and Straubhaar write that “Local valmay more closely resemble values in
other nations than the values represented in thes television-producing centers of their
own nation” (2005: 275). The consumption of animéhie US is too diffuse to be said to
predominate in any one locality, but La Pastina &trdubhaar’s general idea may hold
true — anime fans may be after a type of entertammepresenting values they see as

absent from domestically-produced television shang films. However, part of the
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argument put forth by La Pastina and Straubhaansé¢e be founded on examples in
which the viewer can tell the differences betweéloeal” and a “foreign” product. The
mukokuseknature of anime challenges such binaries becagsa be perceived both as
foreign and local at the same time depending omgding strategies employed by the
audience.

In addressing the issues that La Pastina and 3taaunliscuss, there is an
additional point that is relevant—the degree tochleconomic systems may make
countries or cultures proximate. For example, & took an average American who knew
no Japanese language and very little, if anythabbgut Japanese culture and put him or
her in downtown Tokyo with some money, this peramuld still be able to perform
such tasks as purchasing food and rudimentarilygating the city. The reason for this is
that the nature of such public transactions diffeny little between the two cultures.
Both the United States and Japan are heavily iadastthe ideals of capitalism, and the
daily lives of people in both countries revolvewand this economic reality. In fact, as
sociologist John Clammer puts it, one of the maneds of social change in Japan is
“hyper-consumption, which is now the dominant mofleveryday life, the matrix in
which almost all contemporary Japanese live out thestences and which in a sense
comprises these existences” (2000: 204). In thig afahinking, the economic
proximities between Japan and the United Statesrtfiaence how people interact and
develop their fantasies play a critical role inghg culture that may far outweigh other
cultural dissimilarities.

This is not to say the cultural differences ergatiomplete disjunction of ideals.

Antonia Levi’s thoughts on heroes in anime areipaldrly useful in seeing the interplay
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between the exotic and the familiar and in exangire values viewers in the US may
find in anime imports. In her chapter “The New Aman Hero: Made in Japan” (1998),
Levi asserts that the heroes found in contempalappnese popular culture are superior
to those found in contemporary US popular cultureontrast to what she sees as an
overwhelming emphasis on masculine, “good guy” ésiia the US, Levi says that the
heroes presented in Japanese comics and animeagiomuah more complex and
interesting, and as a consequence are easiemifydeith. Part of this is due to genre.
Unlike in American comics and animation, the supesimever became an overwhelming
force in manga and anime. Also, since there is suafde range of genres for manga
(less so for anime, due to the production costsluad), the heroes are similarly drawn
from a multitude of circumstances. Levi states thath wide-ranging heroes in manga
and anime are “a needed addition to America’s gthgtore of mythic heroes. That is
why, despite the cultural and linguistic problemssent in even the best translations,
their popularity with Americans continues to gro{@998: 70). Although she does not
explicitly mention the cultural proximity theoryne can see from Levi’'s above statement
a decreased emphasis on the necessity of cultuiabaistic similarities in order to

make a media text easily communicable. Insteadsheses on shared ideals between
Japan and the US. However, these supposed ideglsimply gesture to the wide array
of choices for individual fantasy that develop inapitalist environment in order to try to

have products that will appeal to all tastes.

18



The Database Fantasyscape

As we can see from the previous discussion of aniona certain extent it is
relatively futile to force a singular definition tdnime.” We can analyze the discourse
surrounding the term, as above, which can bringpwsrd an understanding of how
anime has been conceptualized, but this still getso closer to a discussion of how
something like anime moves transnationally. Thihesmain question on which | want to
focus — théhowrather than thevhatof media globalization. It is this kind of thoughtt
will occupy us for the rest of the dissertation.

As mentioned above, the idearntikokusekexplains in part how certain aspects
of anime have allowed it to cross national bouretaby seeming culturallynspecific.
However, the biggest problem with this way of thingkabout global media is that it
ignores the fact that nothing can ever really deongess since, as mentioned above,
nothing really has pure national characteristicgriculturally ambiguous products carry
with them markers of their origins. For examplejas once flipping through cable
channels when | came across an old episode ohiheated serieSpider-Man and His
Amazing Friend$1981-83). Since | have fond memories of the sirom my childhood,
| decided to watch it for a few minutes. | enjoykd action onscreen, but something
about what | was seeing reminded me of anime shbwase watched. | am unsure if it
was the backgrounds, the layouts, or the ways ichwihe characters moved, but there
was something unmistakably “anime” about the ems@hce the episode was over and |
researched this issue, | discovered that the epssimdthe second season (like the one |

had watched) were indeed animated in Japan. | aatlsat any resemblance of the show
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to anime was not intentional — in the 1980s aniomatvas still being outsourced to Japan
but was not supposed to draw attention to its fépneess.” Still, there was something |
noticed in the animation that led me to its Japamegins. In other words, even though
the “cultural odor” of the supposedtyukokusekanimation had been thoroughly
disguised, it still had the distinct whiff of Japtnthe trained nose. To say, then, that a
product does or does not have a cultural odortieranisleading; cultural odor is not
something a product objectively has or lacks. Ratietecting these kinds of odors that
one may associate with a particular culture caa bkill acquired through the cultivation
of repeated exposure, much like the skills of amopdile. Of course, one does never
“smell” a culture, but rather detects elements thaye come to associate with that
culture. I wasn’t “smelling” Japan in my viewing $pider Man but rather picking up on
subtle uses of color and movement that seemedasitoilaspects of Japanese animation
with which | was already familiar.

Thinking about a media product like anime in suatey sets the stage for our
discussion of what enables the products of popuuldure, like anime, to flow and
flourish outside of their native (and ostensiblieimded) viewing community. The
framework | have developed for analyzing this treat®nal media movement is called
the “database fantasyscape.” This framework meldsdifferent ideas, by Azuma Hiroki
and Susan Napier respectively, into an overall efathinking about the flow of
contemporary media. My analysis of anime is an garof a general trend in
contemporary media that blurs the boundaries betwédgerent forms. In his book
Convergence Cultur€006), Henry Jenkins discusses this phenomenbichvine calls

“convergence,” at some length. By this term, heméthe flow of content across
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multiple media platforms, the cooperation betweeiitipie media industries, and the
migratory behavior of media audiences who will a@st anywhere in search of the
kinds of entertainment experiences they want” (2@)60ne of the results of media
convergence is the growth in “transmedia storyiglli in which individual (and
sometimes self-contained) narratives are commueddat different ways through

multiple media. These narratives all contributé® overall story being told, though.
According to Jenkins, this is “the art of world nrak To fully experience any fictional
world, consumers must assume the role of huntetgjatherers, chasing down bits of the
story across media channels, comparing notes &ith ether via online discussion
groups, and collaborating to ensure that everydme ivwests time and effort will come
away with a richer entertainment experience” (2@1: In other words, transmedia
storytelling is the idea of using multiple mediaédl a single cohesive story through
various means, be it film, television, comics, nalivebsites, and the like, all of which
contribute to the singular “fictional world.” Thegeas of convergence and transmedia
storytelling provide an important foundation foetwork | will perform here and in later
chapters. It should be noted that although Jetkexsamples and the cases in Japan both
involve a kind of storytelling across various mediere are some key differences. In the
cases that Jenkins describes, which are primantgrécan and in English, elements from
disparate media can be used to tell different dspe@ larger story in different ways. In
contrast, inWhen They Crfand many of the other titles | will be discussiatgr), each
medium tells the story in its own way, but theymatnall be reconciled into a single

narrative whole.
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The “database” part of this concept comes fromathings of cultural theorist
Azuma Hiroki on otaku media in which he theorizes tshift from the supremacy of
narrative to the supremacy of characters” (181js Tdcus on “characters” does not,
however, mean more attention is being paid to cbtariaation. In fact, it is just the
opposite — instead of complex, well-rounded charadn stories, this shift toward
“characters” signals an increased emphasis ontafteelements like the way a character
looks (such as wearing glasses of having twin faity), personality traits (like being
tsunderewhich describes a [usually female] character wghaitially combative toward
the main [usually male] character but becomes emaliy vulnerable once her outer
shell is cracked), and other archetypes that caeabity recognized and transferred from
medium to medium. As Azuma writes, “many of thekotaharacters created in recent
years are connected to many characters acrossdadiworks, rather than emerging
from a single author or work” (2009: 49). Therefod2uma formulates the concept of
what he calls “database consumption,” since to woesa modern anime product “is not
simply to consume a work (a small narrative) oraldview behind it (a grand
narrative), nor to consume characters and setfengsand nonnarrative). Rather, it is
linked to consuming the database of otaku cultara whole” (2009: 54). This type of
consumption also influences how one reads conteampanime texts. Thomas Lamarre
has written that, “Limited animation [of the typenemonly associate with anime]...
shaped a new kind of viewing and consuming, onedhtails scanning, re-reading,
searching information, discerning technical inneva&and so forth. In other words, one
might say thanimegenerated a viewer experience that was very miehaln

experience of informatization itself” (2002: 33Thus, in Lamarre’s perspective, how
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we view and process media like anime have stromfliyenced how we interact with and
evaluate information in general.

The “fantasyscape” part of the “database fantapgsceomes from Susan J.
Napier’'s (2007) discussion of the development aadsnational flow of anime. In her
formulation, what she calls the “fantasyscape” lbarseen as a useful addition to Arjun
Appadurai’s idea of the five global flows — themdlscape, financescape, technoscape,
mediascape, and ideoscape. However, although Neypgenated the concept of the
“fantasyscape,” her book does not fully unpacktdren. However, it is a useful tool that
fits into Appadurai’s model and allows us to enersglobal flows in ways that might
help us to see things clearly that may have beseratse opaque.

The absence of a specific fantasy dimension to Apga’s theoretical framework
is very interesting because he begins the persamedtive in the first chapter of
Modernity at Largeby sketching out the fantasies of his own youtiese fantasies came
to Appadurai in various forms, including magazirfés)s, clothing, and even deodorant.
In this short narrative, the reader can begin tss¢he multifaceted ways in which a
young Appadurai was confronted and enticed by teasal things, none of which had
critical importance in themselves, but which alhtduted to feeling “modernity as
embodied sensation” (Appadurai 1996: 2). Appadgoas on to state the importance that
imagination has in his work. Indeed, as in the imag communities of Benedict
Anderson (1983), Appadurai places a great deatnphasis on the functioning of what
he calls the “work of the imagination,” which iséither purely emancipatory nor entirely
disciplined but is a space of contestation in whinchviduals and groups seek to annex

the global into their own practices of the modgi1896: 4).
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However, one of the reasons there may not be afisgéantasyscape” in
Appadurai’s formulation is that he seems to takelatively dim view of fantasy as
compared to the imagination, and he makes distinstbetween the functions of the two.
He seems to consider fantasy as essentially impatehinward-looking, while
imagination is a catalyst for action and outwardking. He writes that “the idea of
fantasy carries with it the inescapable connotatiotimnought divorced from projects and
actions, and it also has a private, even individtialsound about it.... [it] can dissipate
(because its logic is often so autotelic), butithagination, especially when collective,
can become the fuel for action” (7). In other wortti® purpose of fantasy is fantasy
itself, while the purpose of imagination is to ceive of how things could be better.

| am not going to dispute Appadurai’s division ofmtal labor between the
fantasy and the imagination, but | do want to angiib the duties he extracts from them.
Even if fantasy is inherently directed toward orfesleat certainly does not mean that it
can be divorced from outward actions. | would artha it was fantasy, not imagination,
that provided Appadurai’'s “embodied sensation” @fd@rnity. In my own case, | had
immersed myself in anime for many years beforegineto take classes in Japanese
language and culture and formally pursue mediaesydut it was the fantasy | had of
Japan that initially prompted me to go in this diren. It is the pull of fantasy that causes
people to do many things; in the case of anime, filais might include buying DVDs,
reading manga, downloading programs online, legrdapanese, attending conventions,
and even going on trips to Japan. In some casefatitasyscape may even impose itself
on one’s perception of the physical world. For eglanwhen | first experienced Japan as

an undergraduate student studying abroad in 1988idlly had difficulty processing my
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sensory experiences. | had become so familiar Jagan through anime that the sights
and (particularly) the sounds of the country weneutaneously familiar and foreign.
Even though fantasy may be directed inward, it d@e® very real outward results that
can be felt in social and economic ways. Therefoogy these fantasies travel around the
world is an important consideration when thinkitgat Appadurai’s theory of global
flows.

Even if fantasy is important, though, one might denif Appadurai’s model
already takes such works of the mind into constadmraOne of the useful and necessary
points about Appadurai’s model is that its “scapm#srlap. Take a generic case such as
immigration, for example. The most obvious “scafmetvhich this relates is the
ethnoscape (the distribution and movement of pgopié immigration is not quite that
simple. It often involves the movement of moneynetimes in order to facilitate the
crossing (financescape); the movement of equipnoerthe chance to work in a new
industry (technoscape); communication with famitg driends back home, as well as
channels for immigrant news (mediascape); and hewghts about religion and the
ideals of daily life (ideoscape). In the procebksugh, we must acknowledge that in
addition to the points above, every such immigcamties with herself or himself a
distinct fantasy of what life will be like in theew country. These fantasies may resemble
reality to a greater or lesser degree, but thélysstirted as individual variations on
cultural conceptions of what a foreign land migéatlike. These fantasies may be
constructed from many different pieces of fragmgnévidence, just as Appadurai
pieced his fantasy of modernity together from nsykIms, and deodorant. (I mention

his reference to deodorant again specifically tofpout that fantasies can involve all five
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senses.) When we discuss fantasy and the mediaasy to conflate the two and say
that the mediascape is coterminous with the fastagye, but of course there are many
things in the media that are not fantasy and, gerin@ore importantly for my point here,
there are many things in the fantasyscape that@rmedia. Additionally, in Napier’s
formulation, the fantasyscape has “two key aspectsn and setting. The action is play,
and the setting is a world constructed for entent&int, a world of simulacra” (293). In
Napier’'s view, Appadurai’s mediascape places tile lemphasis on how forms of play
and fantasy might cross national borders and flatgide of what is customarily thought
of as “media” to exert influence on other aspetidga

Merging Azuma’s database idea and the Napier'safystcape concept to
examine the flow of media provides a useful wathatking about how a media
phenomenon like anime spreads. It is transmedrgtstting in a global context. If we
can stretch the database metaphor, we might baatiek about the flow of anime,
even within Japan, as similar to how data is tratisthvia the Internet. Just as a web
page or an email is broken into simpler parts,amatted, and reconstituted at its
endpoint (a drastic oversimplification, of coursa),anime series is broken into smaller
elements both textual and extratextual—characteaBygue, scenes, episodes, DVDs,
and so on—in order to make the journey. However rézonstitution process for cultural
products is much more variable than that of an Ebemiause these different parts do not
necessarily all flow at the same rate, and, duedsons both commercial and cultural,
the final product often does not look the samédsamitial formulation. The reason why

some of the database elements flow and others tddepends to a not insignificant
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degree on certain cultural norms, ideals, and &@gaand how these individual and
collective fantasies play out on multiple levels.

Information from the database (or databases) tnaadhntasyscapes. Such
fantasyscapes are the conduits that conduct certdéine database elements as well as
how the pieces are understood. The database psoardenmediate apprehension that
may directly influence how we choose what we watcti how we watch it. Bringing my
own experience to bear, there are many anime samngk&lms that | don’t watch because
| can tell immediately from the art (character desi backgrounds, style of animation,
etc.) that it will not be to my taste. This isniinply a bias against a type of design or
animation; it allows for more successful navigatddranimated “waters.” The elements
of animated art serve as stylistic shorthand thataommunicate to the viewer certain
aspects of what the show might be like. Of couassayith any form of shorthand,
mistakes can be made and elements can be misreqdn Beneral, what happens when
someone creates a new anime series or film isthatis not only trying to create
something new, but is also engaging many decadasiwfated history that have given
rise to certain taste formations within the animsteling community. This large amount
of history is the database that can be selectinadrenced. The database is inescapable;
even if a creator is not trying to reference pragianime or manga, the viewers may
bring these database assumptions with them wheagergthe works of the creator.

As an example of this, we can take Kon Satoshiis Rerfect Blug1998). In this
film, famed manga artist and anime director Otonatskihiro is given credit as “special
advisor” kikaku kyouryokulit. planning cooperation). However, the charesta the

film have a very Otomo-esque look to them, and hard to believe that this is
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unintentional. Three people are given credit farelster design — Kon, Eguchi Hisashi,
and Hamazu Hideki. (Hamazu was also the directanohation.) Kon and Eguchi had
previously worked together on the filRoujin Z(1991, dir. Kitakubo Hiroyuki), a film

for which Otomo had written the script and workedtlee mechanical designs, Kon had
been responsible for the art design, while Egueldi ¢one the character design. In a way,
we can see in the designs Rerfect Bluethat Kon is in a way constructing Otomo in his
absence. As a consequence, due to the databadgkiehces and noted previous
collaborations, it becomes easy for fans and sritictry to placé’erfect Bluewithin
Otomo'’s orbit.

This is particularly true when anime moves outsidpan’s geographical
confines. For exampl®erfect Bluebegan a trend of Kon Satoshi’s films of premiering
outside of Japan. In 199Perfect Bluewas first shown at the Fantasia Festival in
Montreal where it won the audience award for besaAfilm. In fact, all of Kon’s films
premiered first on the international circuit. In0AQ Kon also premieredillennium
Actressat the Fantasia Festival, while fliskyo Godfatherpremiered at the Big Apple
Anime Festival in New York in 2003 ariRhprika premiered at the 63rd Venice
International Film Festival in Venice, Italy in 200This is not to say that these films
were not intended for domestic consumption, buttiey were nobnly intended to be
seen by Japanese audiendéd®e Science Fiction, Horror and Fantasy Film Revsays
of the role Otomo has had in bringing anime to andées outside of Japan, after the
overseas successAkira, “The attachment of Otomo’s name to any projebssqguently
has been enough to carry it to the West.... Her@dgirfect Blu¢ Otomo’s credit remains

the rather nebulous title of ‘Special Adviser’, whinevertheless seems to be enough for
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Perfect Blueo still be promoted as an Otomo film” (Scheib @Dlndeed, in his review
of the film in theAustin Chronicle Marc Savlov writes of the film as being “[o]veese

by Katsuhiro Otomo” (Savlov 1999), leading one testion how much emphasis was
being placed on Otomo’s contribution in the promoél materials that were being fed to
the press reviewers. This tactic does make semsegh, as the connection to Otomo and
his work onAkira would provide a familiar touchstone to many in theviegoing public
who might consider seeirigerfect Blue Although he does not mention Otomo’s
connection witPerfect Blugin Richard Corliss’§imemagazine article on the top five
anime films on DVD, he places Kon'’s film in the safist with the Otomo film#kira
andSteamboy2004) (Corliss 2005). In this way, the allusiorttie auteur becomes
another way of selling a film, even when, in theases, the auteur is not the one who is
doing the directing.

In addition to these connections to Otomo, it sti@lso be noted that another
director is mentioned frequently in relationRerfect Blue Alfred Hitchcock (Napier
2006). In the promotional materials for the filthetpublicists included a quote from
director Roger Corman saying it was “A startlinglgrowerful film. If Alfred Hitchcock
partnered with Walt Disney they'd make a film ltkes.” This quote is also featured at
the top of the video cover in the English-languad#ion. Such a prominent quote in
effect primes the viewer for what to expect—in @sge what kinds of materials to
mentally access from the database of film agaimmsthvto comparé@erfect BlueHelen
McCarthy, author of many books on anime, gavelagtathe Barbican Centre in London

in January 2007 titled “Revealing the influenceHitichcock’sVertigoand Fincher's
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Se7eron Satoshi Kon'Berfect Blué (Barbican 2007). As can be seen from the title of
McCarthy’s talk, Hitchcock is not the only auteuredtor with whom Kon is compared.

Liking a film such a$’erfect Bluegherefore works on a number of different levels
of enjoyment. Some of the entertainment value canoes narrative pleasures. Some of
it comes from database pleasures. Narrative pleasweriving enjoyment from what is
taking place onscreen, in the story, the interastiof the characters, etc. Database
pleasure is deriving enjoyment from knowing theerehces to other media, such as films
and television shows that came before. The twostghgleasure are often connected
because characters and aspects of the narratereioftorporate database elements. In
the case oPerfect Blugone may find pleasure in detecting the similesifbetween the
conflations of dreams and reality from the filmsQitbmo and Oshii Mamoru and the
knowledge that Kon has worked with each anime thre@nother type of pleasure may
be found in trying to build the film into a lineagémystery films in the Hitchcockian
vein and identifying the elementsérfect Blughat would justify such an inclusion.

Not everyone experiences these pleasures in the wawy This may vary by
individual, but part of the experience is cultutal. Cultural fanstasyscapes at play help
to shape what types of media and culture are ireddrom other parts of the world and
how they are interpreted and integrated into thagite” culture, which often contains
more “foreign” products than most people realireother words, the database allows the
flow of images and characters suited to particfdatasies across national borders—
something | will explore in more detail in subseguehapters. In the case@érfect
Blue, the culture and system of pop idols may havellggsautside of Japan, but it's not

exactly the same. A person familiar with the Japarsystem may be able to derive a
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particular pleasure from seeing what they thinknsnsightful skewering of
contemporary pop idols in the film, and may wondéat a viewer without such
knowledge would be able to derive from it. Thi®rme type of pleasure, rooted in culture.
However, someone from outside of Japanese cultasestill be able to get a parallel
pleasure by generalizing the film’s object of cjite as targeting a shallow consumer
culture. These two pleasures do not necessariBxesi; but may overlap. Additionally,
the film can provide an element of fantasy to theign viewer in its depictions of
contemporary (for the time) Tokyo. Even a mereytears later, the film can function as a
form of nostalgia for a time when cell phones weoe ubiquitous and popular
knowledge of tools like the Internet were still dé®ping. (I know when | watched the
film again recently | felt a small pang of nostalgvhen | saw the fuzzy but still
recognizable Netscape Navigator logo on the maamattier's computer.)

| should note that talking about the database $ystape in terms of anime may
initially seem rather arbitrary. Since the databawesists of component parts, and since
the fantasyscape influences how these parts fitsa iittle misleading to keep talking
about the database fantasyscape simply as a phanaroEanime and anime fandom.
Rather, it is decentralized, and anime is justafitbe forms in which these pieces come
together. In my particular case, | have choserstanime as my central point of
reference, although it is conceivable that onecpelrform a similar exercise using
manga or video games as the reference point.

The database fantasyscape is a component of Henkynd’s idea of media
convergence, which, he writes, “represents a allghift as consumers are encouraged

to seek out new information and make connectionsngnaispersed media content”
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(2006: 3). In other words, Jenkins argues thaterapbrary media convergence owes in
part to consumers taking in diverse media sournd&cing them together based on
their own personal experiences. One might rightyder, though, how such “dispersed
media content” came about in the first place. F@neple, in the case of an anime
television program, why are viewers encourage@#ao the manga and light novels
(which may or may not have preceded the animatjgay, the video games, purchase the
supplementary DVDs, and collect the PVC figurine@lieve the answer lies in the idea
of the database fantasyscape and that ability tf ppaducers and consumers to
apportion a work into its component pieces, whighthen free for reuse and movement

into other media and across national borders.

Project Outline

This project will consist of five main chaptersaddition to this introduction and
a conclusion. Although | will discuss historicagéelents of anime and the form’s spread
from Japan to other parts of the world, | am négnested in providing a history of
Japanese animatiqrer se Rather, each chapter will discuss a particulpeetsof
anime’s transnational flow and how this works itite overall framework of the database
fantasyscape.

In Chapter One, | will discuss the movement of anfrom Japan to the United
States through an in-depth discussion of the baggsrof anime on television using the
example of howl'etsuwan Atomtuhe first half-hour animated television show apdn,
becameAstro Boyto English-speaking audiences. From there, ldidituss the

importance of transnational exchanges to the dpwsdmt of anime, highlighting the long
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shadow cast by thstar Warsseries of films. Along with the information preseshin

this introduction, the purpose of this chapteoiattempt to clarify some of our ideas of
what constitutes anime and the fluidity encompassesilich a term. | will also show
how the database elements have been interpretedematextualized in order to allow
the elements to flow transnationally.

In Chapter Two, | explore the complex relationsiligpanese” anime has had
with the United States in terms of adaptation aisttidution. The malleability of the
animated form allows for contents to be adjustetiatapted more easily than live-action
entertainment, and the database nature of aniwsafbr a repurposing of particular
anime aspects like characters in new cultural castd his exploration of such anime
adaptations will focus on how and why such stoaieschanged, how this alters aspects
of transmedia storytelling, and what this may miathe fans who consume such
products. Specifically, | will examine US creatidik® RobotechandVoltron that used
Japanese anime as their source materials buthedastdries and the franchise in different
directions. In both cases | will examine the oradfrom the 1980s as well as their
sequels and remakes, which demonstrate the inngetransnationalism of animation
production. This chapter is another attempt to ligdih the transnational aspects of anime
from a different point of view. It illustrates tl@herent instability (as pertains to
nationality) of many of the database elements.

In Chapter Three, | will analyze the complex intti@ns between fans and
content producers in the anime context. This wilem the franchise concepts discussed
in Chapter Two to include fan-created and disteblutontent, especially anime that have

been subtitled for fans by fans. This chapter @ithmine how anime transitioned from
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being something that was seen in a theater anded@n television to something that
fans have begun to catalog and collect in varioadianformats. | will examine the rise
of fansubs and early anime producers like AD Visibine chapter will trace fansubs’
transition from tapes that were traded among farmtine digital distribution, and the
tensions between such fan products and commeeteges. | will end the chapter by
examining the phenomenon of the DVD. In particulam interested in how “official”
distribution channels respond to and acknowledgelfstribution and how this ties into
the marketing of new products and fan experiengss case study, | will take the
contemporary fan favorit€he Melancholy of Suzumiya Harufihis chapter is an
attempt to think about the relationships betweenféimtasyscapes created by fans and
those created by companies that are attemptingpfd from the generation and
movement of fantasies.

In Chapter Four, | will explore the relationshigween anime and cult media,
beginning with a discussion of the latter. | wileh analyze two specific case studies of
Neon Genesis Evangeli@s a critical turning point for anime in the migi90s, and
Ghost in the Shelis a key example of a contemporary cult mediacfrise. By focusing
on aspects of fandom and cult media, | am attergptrdemonstrate how fantasyscapes
are envisioned and constructed as well as howdheus database elements make (or
fail to make, depending on the element) the jous@pss national borders.

Finally, in Chapter Five | will examine the relatibetween anime and physical
spaces. This chapter will examine the country padaand particularly the city of
Tokyo) as an anime space as well as how animeiahg United States embody anime

through their performances at conventions, creamgher kind of anime space.
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Through the move to discussing physical spaceignctiapter, | want the “-scape” part of
fantasyscape to play a more prominent role, antktoonstrate the complex relationship
that the 2-D world of screens has with our “realee-dimensional world. The goal of
this chapter is to examine how the database fastapg contributes to the anime-ization
of space and may contribute to an understandirigeoiihtersection of media and place,
as well as the potential impact that such methégeception may have for our way of

thinking about and perceiving the world around us.
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Chapter One — America’s Anime, Japan’s Anime: Locahg Anime in Global
Circulation

Through the 1990s and early 2000s, Japanese feleyigograms were
increasingly being seen on television around tléegltoday such products are
increasingly available for download on the interagtell. As Koichi lwabuchi (2004a)
demonstrates, Japanese television is very popguianghout much of East and Southeast
Asia. The international popularity of these progsamatside of Asia is not, however, a
new phenomenon. In this chapter | hope to histogitiow the Japanese television
industry responded to American popular culturengfarmed it, and then exported it, not
only back to America but to much of the world. Tingb these efforts, | hope to show
how anime is not strictly “Japanese” but has artiseoursively through a series of
cultural interactions that selectively pull frondatabase of concepts and styles. For a
number of reasons, | will focus on the Japaneseitbn progranT etsuwan Atomu
known in English a&stro Boy First,Astro Boywas one of the first programs on US
television originally from a non English-speakirmuatry to gain wide acceptance, and it
was the first Japanese television series to dhr@rinited States (Schodt 2007: 83). As
such, the example @éfstro Boyopposes the familiar argument that the globabratf
television and popular culture is necessarily awag flow from the United States to the
rest of the world. Also, as the first half-hourraeitelevision serieg\stro Boypioneered
the development of the form, in terms of conteab@ts would come to dominate anime
for years to come), the look and feel of the shite €killful use of limited animation and
the large eyes that have become one of anime’atsigncharacteristics), and the

industrial practices of localizing Japanese aniomator US broadcast. In this way,
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Tetsuwan AtomandAstro Boyset the stage for the anime database that wasie c
decades later. We can even see a proto-databasekaboth in terms of style and
production. For example, the large eyes that Tefddamu, the author of the original
manga on which th€etsuwan Atomanime was based, gave to his creations were
selectively derived from the stylized eyes in e@igney films such aBambi(1942) and
theBetty Boop(1930-9) cartoons of Max Fleischer, among oth8ch¢dt 2007: 43-5).
Additionally, in terms of production, Tezuka brakew ground by actually developing a
database — he created a system of “banking” aromagls so they could be reused
throughout multiple episodes (Schodt 2007: 72sdite of these facts, however, there
has not been much critical writing on the introductof Japanese animation into the
world of American television programming. | hopatlthis chapter does a small part to
remedy this situation.

In order to be able to discuss anime in more depthmeed to be able to grasp
what the term refers to, or at least the vagamesc@mplications surrounding it.
Although I have previously touched on this in theaduction, it is interesting to note
that no media form other than anime has such aigéescthat seemingly implies both
format and nationality. Anime is far from a statdem, and in this chapter | argue that it
does not coherently designate any one specifig tygtonal style, or genre of animation.
Rather, anime is a flexible concept that operases shorthand way of grouping animated
films and television shows that seem to share icefamilial traits. This is not a
particularly radical idea — in his book on film nalames Naremore asserts

film noir functions rather like big words suchrasnanticor classic An

ideological concept with a history all its owng¢#n be used to describe a period, a

movement, and a recurrent style. Like all critigaminology, it tends to be
reductive, and it sometimes works on behalf of atest agendas. For these
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reasons, and because its meaning changes oveittooght to be examined as a

discursive construct. It nevertheless has heunsiige, mobilizing specific

themes that are worth further consideration (Narer2008: 6)
Similarly, a full understanding of how contemporéapime” functions can only be
determined by examining how the term is currenthpkyed and how it came about
historically. | argue, although Japanese and Araaramnceptions of anime are
necessarily related, there is an interesting diseochbetween the two ideas through
which we can examine the history of postwar US/dapa relations and how a global
cultural product like anime comes into being.

In our increasingly globalizing cultures and langes, we have become
accustomed to using foreign “loanwords,” often withrealizing it. This is complicated
when a word might mean one thing in one culturattext and another in a different
context. Of course, such freely flowing definiticar® going to engender ambiguities and
possible misunderstandings. In my own case, Izedlfirsthand the slipperiness of the
termanimebetween Japanese and English when in 2004 | leagipghortunity to conduct
a phone interview with Oshii Mamoru, a Japanesectiir most famous for his animated
works. | had written a book on him that had jusheocout a few weeks prior, but | hadn’t
had the opportunity to speak with him while writithgg book, so | was very excited to be
able to do so now, even if it was for only ten m@suin a round of press interviews. My
first question was about his then-new filnmocencg2004), which was screening in
competition at the Cannes Film Festival. | knew #ramated films had competed at
Cannes in the past, so | asked Oshii how it feltaee the first anime film at Cannes.
When | used the word “anime” in English, | was gsihin the commonly accepted way

of meaning “animation from Japan.” | did not clgdrear how the translator relayed my
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guestion to Oshii, but since “anime” is from Jamné truncated form of the word
“animation” rendered into Japanese phonetics)irdreslator probably left that word
untouched. However, in Japanese “anime” is oftedetstood to mean animation in
general, not just Japanese animation. As a consegukhad inadvertently muddied the
conversational waters by using the term “anime,icwlobviously meant a different

thing to a native Japanese speaker like Oshiiithdid to a native English speaker like
me. Consequently, the response | received thrdugkranslator was that his was not the
first animated film to compete at Cannes, and loegeded to give me the background on
animated film history he thought I lacked.

In spite of such occasional semantic confusionfltdve of various influences
between countries like Japan and the United Skatesillowed a hybrid form like anime
to come into being. In Marwan Kraidy’s bobkybridity, or the Cultural Logic of
Globalization(2005), the author analyzes the term “hybridigyterm generally used to
describe a mixture of different elements, in desfting through its multiple meanings
in pursuit of a theoretically useful framework. Gofehe main points that Kraidy
emphasizes is that when discussing hybridity, ra tliat can mean different things to
different people, one needs to take specific cagesaccount. Since hybridity is neither a
necessarily “posthegemonic” concept of freedom foamtrol nor “tantamount to an
effect of dominance” (2005: 148), Kraidy developmare specific theory of
globalization rooted in hybridity that he callstimal transculturalism. In this theory,
Kraidy locates agency in social practices, rathantin individuals (cultural pluralism) or
capitalist structures (cultural imperialism). Insttheory, Kraidy tries to strike a balance

between focusing on media structures and focusindp® reception of specific media
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products. In this way he tries to work around threnoiithic concept of cultural
imperialism and some of the more “liberatory” tyéseception studies that see
resistance and agency in nearly every act of mazhaumption. One of Kraidy’s main
points is that hybridity must be made “empiricafiyelligible”; in other words, general
discussions of the hybridity concept must be ansthéwy concrete analyses (2005: viii).

Such analyses are particularly important whenme® to animation, since the
nature of its production often makes the form trati®nal. It is not uncommon for the
animation process, which can be very labor-intemdiw be outsourced to one or more
countries in order to save on production costs.eéxample, John A. Lent (1998)
discusses how animation production often takeseplaenultiple countries, complicating
the concept of nationality when it comes to suadpctions. One of the reasons for the
rapid growth of the postwar Japanese animationsinguvas that in the 1950s work on
US cartoons was often outsourced to animatorsparleSimilarly, it is not uncommon
today for American and Japanese productions to@mgantract animators in South
Korea or elsewhere in Asia. Because of the wayghich animation is produced, it is
often more complicated to talk about the natiogaditan animated film or television
program than it is of live-action films or progranasthough these too can be
multinational productions. Would a US-based proiuncbe considered “anime” if it was
animated in Japan? Would a Japan-based produaasedo be “anime” if most of the
animation work was outsourced to Korea? These @reaimuch objective questions for
future thought, but guiding questions to keep tiw$ on the transnational aspects of
anime. Throughout this dissertation, my endeavdimat be to try to arrive at a

definitive answer to such questions, but rathelfustrate the database structure of
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contemporary anime production. How one respondsith questions depends on how

one approaches and interrogates this database.

The Beginnings of TV Anime —Tetsuwan Atomu becomesAstro Boy

The premiere episode of Japan’s first half-hounetéed television series,
Tetsuwan Atomuaired on Japanese television on January 1, 1868gins with the
scene of a young boy named Tobio driving his flyoag through a city, accompanied by
background music and futuristic sound effects. Hewehe is soon fatally injured in a
severe crash, although from what is shown onscresnmpossible to ascertain the
precise cause of the accident. Tobio’s scienttbiefa distraught over the loss of his son,
decides to make a young robot to replace him. iBH®w Atom, the artificial boy who
would later go on to become a crime-fighting roimothe course of th&etsuwan Atomu
series, was born.

The first episode of the animated television selgso Boywas broadcast on US
television on independent station WNEW in New YorkSeptember 7, 1963. Producer
Fred Ladd, who adapted the series for US televisiays that he was contacted in
February 1963 about working on the show after sesgmtative of NBC Enterprises
happened to see the program in Tokyo (Ladd 20aM)97 his speaks to the fact that
even in the early 1960s, US television producengw®onitoring the television of other
countries for new ideas they could adapt. NBC apghted Ladd because he had already
demonstrated he could successfully revise and &flapipean animation for American
audiences with a series callédrtoon ClassicgLadd 2009: 9, 29). Ladd quickly began

working on what would becom&stro Boy and by March 1963 NBC had green-lit a
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pilot, which was recorded in April. By the summexdd had been given clearance to dub
and edit more episodes for broadcast in the fatl(L2009: 16, 21, 22).

The first episode of the English-language adaptatiol etsuwan Atomis the
same visually as the Japanese version — a young loloiving his car and is killed in an
accident — but the audio is very different. The nrmmdiceable change is the presence of a
nondiegetic narrator, who provides background tletsmut the action onscreen. Through
the narrator, the viewer learns that the boy (wh@sae is Astor Boynton) is driving “his
aerocar on the world’s safest road” and that hendichave to worry about steering
because “the highway controlled his car automdyical This was the highway of the
future, as safe as man could make it.” The nargites no explicit explanation for the
accident that kills Astor and prompts his fatheciteate Astro (the name for Atom in the
US version), but one can infer that it was sometiefault of this “highway of the
future.” InTetsuwan Atomthowever, the same footage is accompanied by matian,
leading the viewer to infer that the young Tobis{@\’s original Japanese character
name) was potentially at fault. From the very outde¢he story, US viewers are
presented with a version of events tailored tthigir perceived cultural norms. Ladd
explains the he made such changes because “ffimitlifor Americans to sympathize
with a reckless driver” but that “American audiessympathize with innocent victims”
(Ladd 2009: 14).

This small segment dfetsuwan AtomUAstro Boyprovides an intriguing
glimpse into how a television show changes asdbbes disseminated outside of its
place of origin. Through the example of the diffeses in the opening episode as listed

above, one can see that localizing a foreign mgaiduct is not just a matter of
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translation, but rather a re-articulation of thgnglier to produce a new signified. Thus, in
the process of telling the story of hédstro Boywas created, the US version manages to
create doubts about the reliability of technology $een through the malfunction of the
highway system) that were not present in the oaigiapanese version of the show.
Although the two shows are comparable, each iad¢hresponding to unique cultural and
industrial pressures.

In the introduction to his booknimation and Amerigaanimation scholar Paul
Wells identifies the “animated cartoon” as one ofiékica’s “four major indigenous art
forms” (Wells 2002: 1). Although animation of coersxists in many other countries, it
was in the United States that some of the eadidgances in the medium were made.
The works of major American animators, especidiyse of Disney and the Fleischer
brothers, have often been cited as formative ayli$tst influences on the creators of
Japanese comics and animation. Writes anime ekjgdeh McCarthy, “The American
animated films of the period [before WWII] were rsot far removed from the traditions
of Japanese folk art, with their sense of the uldigs, their gross exaggeration of
physical characteristics for dramatic or comic @s&g their anthropomorphic animals
and clean, simple lines, and their influences weaglily absorbed” (McCarthy 1993:
11). As we will see throughout this dissertaticapanese animation as a whole can be
seen as the work of glocalization in action — anarsafrom Japan took ideas and styles
from abroad and created a product that reflecis then lifestyles and culture. In turn,
the export of Japanese animation to other coungmgsecially the United States, shows
how a product that has been glocalized in its myratan be re-glocalized upon reception

in a new location or culture.
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Japan is one of the world’s leading producerslof &nd television animation.
According to one source, anime has accounted fer lo&if of the animated films shown
worldwide (Yamazaki 2003: 14) and the anime mavkat at one time estimated to be
worth $4.2 billion in the United States alone (R2@D4: 30). Part of the reason for
anime’s turn to global markets has been out ofrsheeessity. For example, in order to
try to be competitive and be able to produce amated version of his manga, animator
Tezuka Osamu kept the budget T@atsuwan Atomas low as he could. Some would argue
that this set the trend for Japanese animatior forbduced as cheaply as possible, often
with rather small budgets (Schodt 2007: 66-72).seguently, often less than half of the
cost of creating an anime series is covered thréegh from broadcasters; companies
generally rely on selling DVDs, branded merchandasel overseas rights to compensate
for this (Osaki 2003: 22). Toei Animation presid@sutomu Tomari has said that his
company, which is Japan’s largest animation prodtigets almost 40% of its revenues
from abroad, and the percentage is growing eveay'yguoted in Osaki 2003: 23). The
internationalization of Japanese animation is ofterceived as a recent development.
However, this is something that had been takingg#ance the beginning of the
Japanese television animation industry in the 196@se “[b]y the 1980s, Japan had
become a net exporter of programming, 56 percenthadh was animation” (Stronach
1989: 128). In discussing a new incarnation ofAkB&o Boytelevision series that was
being created in 2003 and partially funded by SBicyures Television in the US, one
Japanese analyst mistakenly asserted that uni ‘allbJapanesanimerelied on money
raised locally to support production budgets” (Yaala 2003: 14). In fact, the original

1960sAstro Boyanimated series was able to increase the qudlity animation because
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of an influx of money from NBC Enterprises in thaitéd States. In a way, then,
Japanese television animation has been internhdmast from the medium’s

inception. The Japanese television industry in ger@as grown from an importer of
(mostly American) television shows to a net expoofgorogramming, while Japan has
become “the only country, apart from the USA, whaiae than 95 per cent of television

programmes are produced domestically” (Iwabuch#®0@2).

Tetsuwan Atomu in Japan

Tetsuwan Atomdlit. lron-Arm Atom) made its debut in 1951, twelve years before
his first flight on television, in emanga(Japanese comic) written and drawn by Osamu
Tezuka. Tezuka was a pioneer in the field of Jagaeemics, and is responsible for
much of the form’s postwar development; for thizs@n he is often called “the god of
manga.” However, even though Tezuka’'s comic imagesiow considered iconically
Japanese, at the time they seemed rather foreigtes¥hanga scholar Frederik Schodt
on the style of Tezuka’s manga, “It was a lookiatly regarded sometimes as being
battz kusaj or something that ‘smells like butter’ and is ttayeign’ in appearance. But
soon it became the default style of nearly all n@aimglapan, because so many younger
manga artists in the fifties and early sixties imledl and imitated Tezuka” (Schodt 2007:
49). Although it is certainly an oversimplificatioim general it could be said that many
aspects of contemporary manga and anime stylebectnaced back to Tezuka's
particular artistic sensibilities.

Appropriately, it was Tezuka who began the boordapanese television

animation in the early 1960s. He founded Mushi Botidns, his animation studio, in
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1961 and a little more than a year later his feitvision creation debuted. Thetsuwan
Atomuanime series premiered on New Year’'s Day in 1868)g on Fuji TV at 6:15
p.m. Tuesdays. (Although this broadcast slot maynsa bit late in the viewing day, this
is not uncommon for animated programs in Japanstrabwhich are broadcast between
4:00 and 7:00 p.m. in order to catch the childretwieen school and supper” [Stronach
1989: 151].) The program later changed channelsjmgdo public broadcaster NHK, or
Nippon Hso Kyokai (Japan Broadcasting Association), which israisedependent
government entity.

Tetsuwan Atonis place in the development of Japanese televisisignificant
because the show came about fairly early in thelum@d history. Although there were
experimental television broadcasts in the countigrpo World War 11, broadcasting on
a regular basis did not begin until 1953, aftergbeeral US occupation of the country
had ended. (However, the US continued to occupycantiol the southern island of
Okinawa until 1972 and maintains military basedapan to this day.) Media scholar
Mitsuhiro Yoshimoto theorizes that postwar develepis in television technology were
actually hampered by the occupying American fod@shimoto 1996: 127). Even so,
the eventual development of the medium was heaehendent upon both American
technology and content. During the planning stageet were two competing ideas for
standards of television broadcasts in Japan, wHK lddvocating Japanese-devised
technology based on European advancements and Nifigr( TV) advocating the use of
American technology and standards (Yoshimoto 1928). In arguing its case, “NHK

publicized its competition with NTV as that of Epean high culture against American
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consumerism” (Yoshimoto 1996: 127). However, posthepan had already had a
longstanding relationship with American populartord.

Shunya Yoshimi traces the Americanization of Jagrashthe popularity of
American consumer culture to the early'2@ntury, writing, “It is important to note that
the flourishing Americanism in large Japanese cisiter the late 1920s was not merely
importing American culture but remaking it in Jap@noshimi 2000: 205). This was a
practice that thrived even during WWII since “Irpaa, every kind of modern leisure and
consumption pattern after the late Taisho [19126] @Pa tended to be called
‘Americanism’ (Yoshimi 2000: 205). Yoshimi postiés “a continuity of Americanism
in Japan from the prewar to the postwar period’§Mmi 2000: 206). Because of this
continuity, he argues, “the Japanese public hahdir begun to associate images of
Disney'’s film and land with ‘America’ as the symhadl‘richness’ and ‘newness’
(Yoshimi 2000: 207). Given the country’s familigrivith American culture and
consumerism, it was not terribly surprising that\Rg American television standard
came out on top as Japan’s national standardlriseon broadcasting. This
technological relationship with US standards aégbtb the prevalence of American
television programs on Japanese TV in the earlg,dagice “the Japanese television
industry did not have enough capacity or expetoseroduce [their own] programs”
(Yoshimoto 1996: 127).

Even though the American occupation of mainlanchddpd ended by the time
television broadcasting had commenced, US commtioircpolicy continued to cast a
long shadow over the actions and the structureebtirgeoning industry. Before 1950,

most radio broadcasting was non-commercial andoeasolled by the Japanese
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government. However, the Broadcast Law of 1950ieitlyl provided for commercial
broadcasting in Japan and paved the way for tloelbe tommercial television from the
outset. The organization that drafted the bill tatgr became the Broadcast Law was
called the Radio Regulatory Agency and had beabkshed in 1949Kroadcasting in
Japan2002). The agency was “patterned after the Fed@aimunication Commission

of the United States [and] was established to eggukupervise, and enforce instructions
for all broadcasting activities” (Kitatani 1988:@)7 In spite of the culturally specific
aspects of Japanese television programs, the bsatatture under which the programs
were produced remained solidly American.

There was also a great deal of American programmmgdapanese television in
the first ten years. Many different genres werdlabte, including dramas, westerns, and
detective shows, and at the height of this boom {963-1964 season) there were fifty-
four different US series on Japanese TV, includingrteen dramas, fourteen comedies,
and eighteen sports shows” (Stronach 1989: I3&suwan Atorris Japanese television
debut came out during this peak of American telewign Japan and forecast the growing
position of domestic production of television praxgps within Japan. The ratings for the
show averaged at around 25 percent, although tiseyas high as 40.7 percent (Schodt
2007: 190). In additionTetsuwan Atomaame along at a time of great growth for the
television industry in Japan. In the ten years betw1960 and 1970, the number of
television sets in the country increased from 3iomlto 22 million and the expenditures
on television advertising increased from $10 millio $968 million (Kitatani 1988:

174). Ownership of sets increased significantlyfribe late 1950s through the early

1960s, as people in Japan tuned in to witness ggeich as the wedding of the crown
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prince in 1959 and the Tokyo Olympics (the firgtéithe Olympic Games had been held
in an Asian country) in 1964.

It makes sense that, given Yoshimi’s aforementicassertion that postwar Japan
connected “Disney’s film and land with ‘America’ tee symbol of ‘richness’ and
‘newness’ (Yoshimi 2000: 207), Japanese televisumuld try to use animation to show
off Japan’s growing economic and industrial prowéssanthropologist Anne Allison
writes, Atom “served as a new type of hero throwjich a generation of war-weary
Japanese could begin to re-envision their couasyone built on technology, energized
through hard work and good will, and devoted tonejv world order of machines and
peace” (2000: 131). But the creationTa@tsuwan Atomwas not only important for what
it represented on the television screen, but faatutirepresented in how it was produced
— a newly strong Japan able to try to compete thighand of Disney on its own
animated terms.

Through the 1950s and 1960s, US companies andteivgragencies producing
animation for domestic consumption often outsousigth sequences to other countries,
such as Japan or Spain, to save money (Barnouw 283). Even before thEetsuwan
Atomuseries was created, though, Japan was not cdotbatthe animator of the ideas
of others, exporting its own full-length theatrieaimated films in the late 1950s and
early 1960sHakujaden(1958, dir. Yabushita Taiji and Okade Kazuhika)e®f the first
mature examples of Japanese animation, receivad/ard at the Venice Children’s Film
Festival a year after its release, and was diggtin the US in 1961 d&anda and the
Magic Serpen{Clements and McCarthy 2001: 291). Another anich&ten from Japan

released in the United States befAstro BoywasAlakazam the Grea(1960, dir.

49



Yabushita Taiji, Tezuka Osamu, and Shirakawa DaisaBriginally titledSaiyukiin
Japan, this film was also released in 1961 in tBeadd featured the voice talents of
Frankie Avalon, Arnold Stang, and Jonathan Wint®samu Tezuka, one of the film’s
co-directors, was inspired by his work Saiyukiand “the experience of making the film
further inspired Tezuka to consider repeating ttoegss for TV, indirectly giving birth
to Astro Boy (Clements and McCarthy 2001: 192).

Although the roots of Japanese animation are imtbee theater, with the
success of etsuwan Atomwnimation would increasingly be experienced ensimall
screen at home. Followinetsuwan Atoris debut in January 1963, there were six other
animated series on television later that year, yced by three different studios; two
years later the number of series would double (Bendl994: 412). In 1965, Osamu
Tezuka made Japanese animation history yet ag#inJumgle Taiteithe first full-color
anime series. Like the precedent set wighsuwan Atomuungle Taitefflourished with
the help of overseas capital; Tezuka’s productmmmany “drew the series in color
specifically with foreign distribution in mind, @asdomestic release alone would not have
covered the high production costs” (Arnold 20043.tAe production of Japanese
television animation increased, it began to becewan more popular outside of Japan in
the 1970s, particularly in Europe. According tomaation scholar Giannalberto Bendazzi,
in the 1970s Japanese animation “became very ssfates European television and
gave way to a true Japanese invasion (less s@ ibited States of America, where the
market is usually not as receptive to foreign filamsl television productions)” (Bendazzi
1994: 412). Indeed, while Japanese animation wamb in Europe in the 1970s, there

were arguably no new programs from Japan shownaarrbroadcast outlets in the US
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from the late 1960s until the late 1970s. In apri@sting twist, it was the near-universal
popularity of the filmStar Warg(1977, dir. George Lucas) that changed Japanese
animation on both sides of the Pacific. (See the deapter for more details on the
connection betweeBtar Warsand anime. It is worth mentioning tiatiar Wargtself

had been strongly influenced by Japanese poputartamment, especially the samurai
films of Kurosawa Akira.) In Japan, the film proragta resurgence of theatrical
animation while in the United States it led to gmsed production of animated programs
from the late 1970s through the 1980s.

TheTetsuwan Atomfranchise continues to be a going concern in Japan
Although the program has since been eclipsed bgr @thimated shows, it remains a
touchstone of popular culture. In 2003, people adoiapan celebrated the fictional
birthday of Atom, who, according to Tezuka'’s stamas created on April 7 of that year.
In trying to capture the program’s spirit of peacel cooperation, the Takadanobaba area
of Tokyo recently began issuing an alternative fofrourrency bearing the mark of
Atom to reward volunteer and environmental eff¢iise Japan Time2004). The theme
song ofTetsuwan Atombas been familiar to generations of Japanese kdhioloen
because it is “ritually played” at school sport gmtitions (Schodt 1988: 23). The
influence of the show has even spread into thereélhard science, as researchers in
Japan have announced the formation of the AtoneBrapamed for Tezuka’s fictional
robot boy, which “aims to create a humanoid robibh whe physical, intellectual and
emotional capacity of a 5-year-old that would bk ab think and move on its ownTle
Japan Time2003). Some in the popular press have even thabtimat the popularity of

the Tetsuwan Atomtelevision show is responsible for Japan’s (indasaffinity with
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technology. An article that appeared in the Asdedi®ress has quoted unnamed
researchers as saying “the popularityAsfro Boyis one reason why Japan seems to
accept domestic robots more readily than othepnatilo” (The Associated Press 2003)
However, this is not to say that such influencesJapan to create products that would be
wholly unfamiliar to the rest of the world. As wellveee,Astro Boywas the first of

many Japanese anime that would become populardabeato the hybrid and

hybridizing nature of such animation.

Astro Boy in the United States

BeforeAstro Boycan be analyzed in detail, the show needs todmedlin the
context of the other animated fare on US televisidre made-for-TV cartoon came
about in the early 1950s with the debut of Jay Va@dusader Rabbit{Hollis 2001: 6).
In the mid-1950s, studios such as Terrytoons, Wanathers, and Paramount began
releasing their film cartoons to the syndicatiorrkes and “[b]y the late 1950s,
practically all of the major theatrical cartooniessrhad been syndicated to local stations.”
(Hollis 2001: 7). In 1957, Hanna-Barbera releaReff and Reddywhich was the first
series from the studio and was made expresslyfatication; many other titles
followed. These series were different from what bache before because they were
complete half-hour episodes, rather than shorgmseats that could be incorporated into
a larger block of children’s’ programming (Holli®@1: 9). Television animation had
begun to be taken seriously in 1960 with the braatdof Hanna-Barbara’s sholine
Flintstones The show “won high ratings during 1961 and becarkeday night leader”

and by the next year “it had established animad®a prime-time commodity” (Barnouw

! For more on the presence of robots in Japanesetygdooth fictional and non-fictional, see Schaé88.

52



1990: 308). Based on the succes3loé Flintstonesin 1962 Hanna-Barbara launched
The Jetsonsa show that played on similar comedic family tlesrdespite its futuristic
setting.

Astro Boyfirst aired on US television on September 7, 1863ndependent
television station WNEW in New York. The rightsttee show had been picked up by a
division of NBC called NBC Enterprises, which hazkeh designed to develop and
provide content for syndication outside of the mdBIC channel. The practice of
television syndication ultimately had a significampact on how anime was broadcast on
television in the United States. Syndicated progranare those that were not broadcast
regularly at a set time on the major networks vioerte instead sold as packages to
television stations around the country. The indraildstations were the ones that often
decided when and how the syndicated programs thehpsed would air. As Derek
Kompare writes:

As filmed programming came to dominate televisibtha end of the 1950s, the

networks used their unparalleled powers to contreltelefilm trade, gaining

financial interest and syndication rights to vitty@very prime time series they
aired throughout the 1960s.When the governmenaibeditthis power of the
networks in the 1970s, the syndication market fmetwork series fostered the

development of nonnetwork stations and progranribigbrs (2005: 131).
Although syndication would increase in the 1970gh whe example oAstro Boywe can
see that the trend toward syndication was buildintpe 1960s because there was a
growing market for such programming. One of the legsons NBC was interested in
Astro Boywas that importing such a program allowed themciquire salable footage for
relatively little money. Fred Ladd, who adapted skees for the US market, asserted

“NBC Enterprises was thrilled because doing it thés/ cost a fraction of what Hanna-

Barbara was doing in original production” (quotad3reene 2004: 97).
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Astro Boys time slot on WNEW was at 6:30 p.m. on Saturdagiot not
generally reserved for children’s programming. kaleother programs airing at the same
time asAstro Boyin the New York area included two news prograrme,westerrBroken
Arrow, a mystery show calleéive Fingers andJeff's Collie(which was the nom de
syndication folLassig. HoweverAstro Boydid fit more generally into WNEW's early
evening children’s lineup; the show was precedethbyive children’s prograrBandy’s
Hour and followed by the Hanna Barbera cartdap Cat TheTV Guideentry for the
debut ofAstro Boyread: “Half-hour cartoon series about a robot Wby flies through
space and moves mountains” (1963: A-14). This detswn of the show place&stro Boy
squarely within the realm of the superhero on theeAcan cultural landscape. It is not
surprising that th&V Guideentry makes no mention of the show’s Japanesesrigs
an emphasis on the cartoon’s cultural differencag have held the show back from
mainstream success. However, it is rather intergsti light of an entry that ran in the
previous week’'JV Guidethat simply read, “Commentary on the importancéaganese
TV — fastest-growing in the world: NBC Internatiomall open a Tokyo office” (Stahl
1963: 3). Because of the ambiguous wording ofgsh@t statement, it is unclear whether
NBC was setting up shop in Japan because it wagested in acquiring new
programming or if it wanted to promote its own slsaw Japan. As mentioned
previously, Tetsuwan Atomwas discovered when an NBC representative hapgened
see its broadcast in Tokyo. Hence we know that) &efore an official office was set up,
the company was keeping an eye on overseas opp@syumerican television
companies certainly perceived the growing Japatedseision market as a potentially

lucrative opportunity for them.
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One of the biggest obstacles to the localizatfofapanese animation on US
television was the amount of violence such showenofontained. Cartoons in general
have often been singled out for criticism in tlegard. For example, in his famous “vast
wasteland” speech in 1961, FCC chairman Newton Minassessed the current state of
television by saying, “There are some fine chiltseshows, but they are drowned out in
the massive doses of cartoons, violence, and molenee” (Minnow and LaMay 1995:
190). From this formulation, the animated mediurpasited as one of television’s
inherent problems with no redeeming features; cakseem to be synonymous with
violence. This speech also situates the intringtame of cartoons as being a medium for
children (albeit a debased one).

In particular, the imported Japanese cartoonseofli#60s were often singled out
for their depictions of violent acts. (This is sommt ironic, given that Minnow himself
has said that Japan has one of “the preeminenirehik television systems in the world”
[Minnow and LaMay 1995: 154].) For example, all mens of Japanese cartoons in Tim
Hollis’s book on children’s television associate torm with violence (eveAstro Boy
which is rather tame by today’s standards). Helliges that “Japanese cartoons were
immediately identifiable because of their quite sul drawing style and, in most cases,
their surreal, sometimes frightening, subject nmattefuture years, some of the Japanese
series would be most harshly criticized by childserv activist groups, but in 1963
Astro Boystood alone” (Hollis 2001: 12). Hollis also writalsout the use of cartoons on
the mostly live-action syndicated progr&omper Roonilhere was some leeway given
to broadcasters of the program, allowing for lazation in markets across the country.

Although the show’s creators and franchise riglaisiérs did allow cartoons, “they were
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diligent in making sure their content was apprdpria the format of the showGi{gantor
or Astro Boywould undoubtedly have been shown the exit)” (H&DO01: 16). In the late
1960s there was increased criticism of childreare fespecially for the Saturday
morning block, but “such Japanese-produced syreticadrtoons aSigantor, Astro Boy
andSpeed Racewere also fraught with monstrous images and mgsdieayhem”
(Hollis 2001: 20). However, Frederik Schodt writeat Tezuka found the attitudes
toward cartoon violence he encountered in the drifi@tes rather perplexing as he saw
cartoons like Popeye that were widely accepteadgrtained even more violence than
Astro Boy(Schodt 2007: 86-7). The difference, however, imantext — althouglAstro
Boyhad comedic moments, it was an adventure shovwsktimated Astro combating a
series of bad guys in a much more serious manaerrtiost U.S. cartoons of the time.
This sense of difference was not solely an instafic@nophobia by American
television viewers. The Japanese imports weredndanerally more violent than most
American cartoons, even after some of the violehatehad been in the original Japanese
version had been cut. (Other content deemed ntatideifor American audiences had to
be excised fronTetsuwan Atomas well, including “what appeared to be cruelty to
animals, depictions of blacks, references to sme@figions or to narcotics, and of
course, nudity” [Schodt 2007: 84].) One accounihefchanges made &stro Boysaid
that, “The American and Japanese series diffetée tluring the first season, except that
Tetsuan [sic] Atomu took a slightly more violenfpapach to solving problems than did
the American Astro Boy” (Perry 2004: 98). Fred Ladals even sent overseas to
Tezuka’s studio in October 1964 to explain som#hefproblemg\stro Boys American

producers had with violence in the series, (Gr&fitgl: 99, 120; Schodt 2007: 84-5;
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Ladd and Deneroff 2009: 30-40). Sometimes the wiadeenes iMstro Boycould be
salvaged by judicious trimming of certain scenes-eWhvould “eliminate the threat of
over-the-top violence by removing gunplay thateft intact, was going too far"—or by
recontextualizing the action through dialogue, saglstating that a character who had
died in the Japanese version was instead in neetddical help and should be taken
immediately to a hospital (Schodt 2007: 85; Ladd Beneroff 2009: 33). Because of the
pressure brought to bear on Mushi Productionsletied of onscreen violence the series
portrayed was cut for the second season of the.show

Although a full list of the changes madeTtetsuwan Atomin order to produce
the Americanized\stro Boyis beyond the scope of this chapter, US producest Eadd
identified several issues with which he had to endtwhen attempting to localize shows
like Astro Boyor Gigantor. One of the most noticeable was the specific caltelements
embedded in the shows; these had to be minimizetluah as possible so that U.S.
audiences would not be distracted by somethingnuititer or unreadable (Ladd 2002). In
other words, the show had to be cleared of alnlbstfarences to its place of origin.
However, with a show lik&igantor, one can see that some of the Japanese cultural
elements — mainly the writing — had to inevitabdgpg into the finished product because
certain shots had to be kept in order to retainati@e coherence. Scenes containing
Japanese writing on signs and buildings oftentsaitl to be shown, in order to make the
episode as a whole make sense. The U.S. produeerd it tricky to adaptetsuwan
Atomuinto Astro Boyfor different reasons. Tezuka had already triecetnove elements
from the show that he thought would make it seemnJgpanese, such as onscreen writing

and allusions to Japanese religions. However, iateampt to be more “international” he
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then tried to use Christian references and imag®&get as English-language writing
onscreen, with which the U.S. producers took issmeause they did not want to offend
anyone with religious allusions nor did they wishatienate young pre-literate viewers.
(Schodt 2007: 86). Thus, even when Tezuka trieddke a culturally odorless product
by selecting from the database of what he thoughtldvbe acceptable images (drawing
on his own version of the fantasyscape and envrsioa foreign audience), he still ended
up markingTetsuwan Atomas foreign. This made some production decisions
particularly troublesome for Ladd and the produeens would work on subsequent
shows. In the commentary track to the US releaskeo$howGigantoron DVD, Ladd
mentions that he didn’t like the name of a charaict¢he show, but was forced to use it
because part of the name appeared (in Engliskgratdus times onscreen and it was not
possible to edit around it. Withstro Boy Ladd had an easier time because, as mentioned
above, he was able to meet with the Japaneseasidfinake requests. Although he
sometimes felt constrained by the source matdrsald acknowledged that he was not
able to make all of the changes to the show thatdreed to, saying, “[T]his happens
when you acquire a series made abroad — you hatamceues onscreen that cannot be
ignored. If you're seeing something onscreen, yewut to pay attention to it. You've
got to respect it” (Ladd 2002).

In this way, early anime shows likestro BoyandGigantor serve as templates for
the anime shows that are currently airing on U&vislon. Many anime programs that
aired in the 1970s and 1980s were heavily edited naanaged to attract many fans in
spite of this (or perhaps because of it). The sBattle of the Planetéan adaptation of

Kagaku Ninjatai Gatchamgnfor example, was changed to include a robotatarr
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named 7-Zark-7 and his robot dog sidekick namealeR1. (The artificial canine is
perhaps a reference to the robot dog K-9, whidt ppeared in the British science
fiction seriedDoctor Whoin 1977.) This new footage was animated in thespé&ifically
for the syndicated broadcast of the series. Thedti@nal characters structured each
episode by filling in any needed exposition, addngie comedic banter, and acting as
filler to compensate for any cuts made to the ssé&men the Japan original. The only
thing new about this practice, however, was thetfat the new footage was not created
in Japan. According to Ladd, the production staffsagantor sometimes had the studio
in Japan create new endings for the shows in doderake each episode a complete story
arc. Another example of such practices is the sRootechwhich | will discuss in
more depth in a later chapter; this show was adgtaetated by editing three unrelated
Japanese anime series into a loose storyline. A& mement example of the localization of
Japanese animation can be seen in an article loyudir Katsuno and Jeffrey Maret, in
which they examine in detail the changes that weade to the anime television program
Pokemonasserting that due to the exclusion of severiabeles and cuts or
modifications made to many others, “TlRekemorTV series shown in the United States
(and everywhere else in the world, outside of Asajot the same series that aired in
Japan” (Katsuno and Maret 2004: 81). The most ewideanges are references to
Japanese customs and language (Katsuno and M&#&t&8), but there were images of
violence and sexuality that were removed as wedltgino and Maret 2004: 90-4).

The changes made Astro Boyfor US broadcast allowed the series to more
accurately reflect the prevailing attitudes in thated States in the early 1960s.

According to Fred Ladd, he attempted to fastistro Boyinto a show that would
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resonate with US audiences: “My aim was not jusiubthe show, but t&merican-ize

it” (Ladd and Deneroff 2009: 25). It was fittingrfthe time thafAstro Boybecome both
international in scope yet focused on America.itndookTube of Plenty: The Evolution
of American TelevisiqrEric Barnouw writes that “In the years 1964-6éfiens turned
more specifically to international struggles, waitmphasis on clandestine warfare”
(Barnouw 1990: 367). This was presumably becaus$ieeoihternational Cold War
conflicts raging between the Unites States andtiheaet Union at the time, and
particularly the Vietnam War. Such an emphasis neddimited to the spy shows such as
Mission: ImpossibleThe Man from U.N.C.L.Eor| Spy, since “international conspiracy
dominated” even on shows for children (Barnouw 1@3). One example occurs in
Astro Boy where “an agent from the planet Xenon was reagtbrilliant earth children
for some special mysterious tutoring” (Barnouw 198M4). To Barnouw it seems to
matter little that shows such Astro Boywere not produced in the United States — the
fact that they were imported and thus contextudlstuated them within a dialogue
about other aspects of American culture at the.timaddition, the name “Astro Boy”
resonates particularly well with other Americantatdl imperatives of the 1960s. Patrick
Drazen wrote that the protagonist’'s name changa ftom to Astro may have been
motivated by global events: “For American audieneds may have found the name
‘Atom’ a bit unnerving back when Civil Defense thilvere common and nuclear
holocaust seemed very real, the NBC network tookeafrom the popularity of NASA’s
space program and renamed the robot Astro Boy’2&@r&004: 26). Although this was
certainly true, the actual invention of Astro’s reahmd closer ties to industrial animation

production. Ladd came up with the name in a disonssith a coworker from NBC and
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took the new moniker directly from a space whalmed Astro inPinocchio in Outer
Spacg(1965), another animated film Ladd had been wakin at the time (Greene
2004: 97). However, it also seems plausible thatr#ason for the change in name could
have had something to do with the space race battheeUnited States and the Soviet
Union during the 1960s. A scant two years befsstro Boypremiered, President John F.
Kennedy made the call for putting an American anrtioon within the decade. Within
this context, name change to Astro creates a vikiaihcaptures such goals and
aspirations in a way that Atom could not. It alsbtyy misguides the viewer about the
nature of the show — although he did sometimesuenito space, the show was
generally set on Earth. The name, however, giviearaura of forward-looking futurity
that would have been appealing.

There is a general consensus #stro Boydid well on US television. Shawne
Kleckner, whose company The Right Stuf releasedsab theAstro Boytelevision
series beginning in the 1990s, said “Oh, it wagaredibly popular show. In fact, some
of the ad slicks that NBC put out at the time tretepl the fact that the ratings on it were
so good that it had beat the local news laoide RangeandSupermarand a number of
the other shows at the time” (Kleckner 2002). OngliEh-language anime guide wrote
that the show “became a major syndication hit, kmagxthe competition out of the box
in major markets like New York and Los Angeles. Ewe smaller markets where the
lack of independent television channels confinedséries to weekly rather than daily
exposureAstro Boyperformed exceedingly well” (Ledoux and Ranney7199). A

recent book on animation said that “a profound Téstone arrived in 1963 with

61



Astroboy[sic] whose popularity in US syndication was gpsise. Due to the stellar
success of this Japanese import, others soon d@edlott 2004: 206).

The internationalization distro Boydid not stop with the 1960s black-and-white
television show. In the 1980s Osamu Tezuka oveesaacondistro Boyseries, this time
in color, and another nedAstro Boyshow was released in 2003. A feature-lenggtro
Boyfilm was under development for many years as wetiduced by Hong Kong-based
Imagi Animation Studios; the film was released theally in the United States and
Japan in 2009 and directed by David Bowers. Intergly, the film was originally slated
to be directed by Genndy Tartakovsky, the createsuoh American animated shows as
Dexter’'s LaboratoryandSamurai JacKkSci Fi Wire2004). Tartakovsky also directed a
number of the episodes ©he Powerpuff Girlsan animated show about three
artificially-created girls who fight crime — a shalearly influenced bystro Boyand
other anime.

Astro Boyis an important television program, then, becausevides an early
example of how a show broadcast in a non-Englisgdage was localized and became
popular in the context of American programming. Shew continues to be influential in
how cartoons from Japan are purchased and adap#feddrican television. In the years
sinceAstro Boymade his debut, Japanese animation has beconmedd fyee US cultural
landscape, and it is now fairly easy to find suchmeted fare on television on a regular
basis. Although some may critique the popularizatbanime in the United States as the
watering-down of a distinctly Japanese productexgmining howl etsuwan Atomwas
changed intd\stro Boywe can see that in many respects even some ehtliest

Japanese animation was created with export in mind.
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Hybrid Anime from Astro Boy to the 1970s

In subsequent chapters, | will examine some ofthime programs that have
come aftelAstro Boy Although, as stated in the introduction, my p@g¢ not to create
a chronology of anime, to a certain extent thisdnjsis necessary to contextualize what |
will be discussing. However, as | mentioned atlibginning of this chapter, we need to
realize that the chronology of anime depends on Wwewdefine the term, due to its
inherent hybridity. If we take this chapter asartstg point, we can see that it would be
possible to begin an anime chronology with thd fuaf-hour animated television
program. The chronology would look different ifédpan with postwar animation that had
been theatrically distributed. This time we would/é begun in 1958 with Toei Douga’s
Hakujaden(dir. Okabe Kazuhiko and Yabushita Taiji), whichsaranslated into English
asPanda and the Magic Serpeint1961. As | discussed in the previous chapker, t
picture would change even more dramatically if vegdn from some of the earliest
animation experiments in Japan. The definitionrofree determines the waypoints we
might stop at along the anime timeline as well. &ample, irAmerika de Nihon no
anime wa, dou miraretekita kaRusanagi Satoshi (2003) gives a detailed chrayobtd
anime in a fold-out section in the back of the hd@hing both the Japanese and English
titles for each year. However, Kusanagi’'s accoakés in a number of titles that are not
customarily thought of as anime and that many peppbbably did not realize originated
in Japan. A number of these earlier examples apersibtion animation productions by
Rankin Bass, such d$ie New Adventures of Pinocclii®60) andRudolph the Red-

Nosed Reindedl964). Although such shows were conceptualizedtem, and funded
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in the United States, the actual animation work pe$ormed in Japan, making these
programs “Japanese animation.”

Most chronologies of anime state that the firstevaf anime in the United States
following Astro Boylasted less than a decade. A number of notaldases followed
Astro Boy such assigantor (1966),Kimba the White Lioi1966), andSpeed Racer
(1967), but the common assumption is that therewsaglittle Japanese animation from
the late 1960s through the late 1970s. Indébd, Complete Anime Guiglemps from
1967-68 to 1978-79 in its chronology of anime ontélgvision, although Kusanagi’'s
book, due to its more-inclusive nature, lists 1885he only year that lacked a new
animated television program or film made in Jafiame source explains: “The perceived
violence of their [Japanese television’s] shows thredooseness of Japanese
programming standards had been keeping statesidegers from seriously considering
any Japanese animation for nearly a decade” (HoidKhoury 2002: 16). The reality
of the situation is a little less clear-cut. As wil see in the next chapter, there are many

factors to consider when a media property travietead.

Conclusion

Although a sense of history is important to theigebat hand in order to situate
the globalization and adaptation of anime, develggin in-depth chronology is not my
main goal. From the brief sketches above, we cgimlie get a sense of how anime has
come into being. Of course, entire books have bedten on the historical development
of animation in Japan (Yamaguchi and Watanabe 1#aiever, what | have tried to

capture in this chapter is different. This chapi@s sought to both clarify and complicate
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the idea of anime as a singularly national cono&pitme comes from Japan and is
produced in Japan, but it is a hybrid product ameischot arise fully formed as a Japanese
cultural production. In fact, as we have seen, g¢herearliest half-hour anime program
on Japanese television developed through cultegbtmations between US and Japanese
companies.

As detailed above, anime has a complex transnatiostary that makes it
difficult to say with absolute certainty what isismot anime. This situation is rendered
even more complex because anime outside of Jaataken on generic connotations
that do not necessarily exist within Japan. In dapaying that one is a fan of “anime” or
“manga” might be similar to saying one is a farftefevision” or “films” in the U.S. —it
is a rather general assertion. However, outsidiapan, anime is often taken to be a
genre of film or television rather than a mediaridhat contains many genres. The
blurring of genres happens within anime in Japah] lvould argue that it takes place to
a greater degree when the generic knowledge iasndeep (even among dedicated fans).
To examine anime and genre in 1990s Japan, Azumasvabout the anime franchise
Neon Genesis Evangeliamd the many additional media products such aeganat
were created in the wake of the show’s populaHiywever, he asserts that even though
the original show and its many derivative prodwtsnominally set in the same diegetic
universe and feature the same characters, theraarg generic differences between
them (Azuma 2009: 48). In other words, Eheangelionanime and a related simulation
game likeAyanami Nurturing Projecfthe example Azuma cites) do not share any
generic similarities—the former is a science fintaxtion / adventure series with

religious and psychological overtones while théelais a simulation game where the
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player decides on the daily schedule and routireeafaracter in order to try to “raise”

her in the most effective manner. However, theygaoeiped together in the minds (and
wallets) of fans because they share a cast ofame €haracters. Outside of Japan, where
fans are able to watch tl&vangelionanime but may not have access to a translated
version of theAyanami Nurturing Projecgame, these generic groupings may be created
with much broader strokes. In this way, | wouldueganime could be said to function
outside of Japan as a quasi-generic term even thstngtly speaking it is not actually a
genre. As | mentioned at the beginning of the alraphis is not necessarily a trait that is
unique to anime, as Naremore’s (2008) analysigrafrioir as a “discursive construct”

suggests.
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Chapter Two —Robotech and Voltron againstWarriors of the Wind: The
Americanizing of the Anime Experience

As mentioned in previous chapters, from the verjirti@ng of anime on US
television, there has been a tension between asia/iously foreign aspects (such as
Japanese writing on signs and a more relaxeddstimward violence) and its more
easily domesticated characters and plots. Amepcaducers were often able to
effectively obscure the origins of this importednae through techniques of selective
editing and dubbing. Generally speaking, though fograms generated through such
localization efforts were often very close to t@anese source material. However, due
to differences in viewing cultures or structuresha media industries between Japan and
the country of localization, anime programs or §lmere sometimes changed into
something altogether different. In other words, Ithealization effort involved not only
translation, but also editing of the component anprograms or films into what might
be considered a brand new product.

At the same time that American television produeegse adapting Japanese
television shows to meet a growing demand for mthrtainment, the Japanese
animation industry was undergoing a creative sofgts own. A prime example of this
was the filmNausicaa of the Valley of the Wifi§laze no tani no Naushika984, dir.
Miyazaki Hayao), which was undoubtedly a landmarkhie history of Japanese
animation. In director Miyazaki’'s adaptation of lein serialized comic, he showed how
the animation medium can focus attention on realdyaroblems like environmental
degradation and the need to coexist with otheupest(and even other species), yet tell

an enthralling tale that still looks fresh neaxenty-five years lateNausicadwould go
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on to win the 198Kinema Junpdeaders’ choice award and set the stage for Mijdaa
establish himself as a commercial and creative poouse in Japanese cinema as a
whole, not just in the world of animation.

However, the American dub and editNdusicaa namedWarriors of the Wind
(1985), has become infamous in fan circles forlithexties it takes with the Japanese
original. Although most would probably acknowledbe necessity of dubbing the film
into English for the American market, many peoge h problem with the fact that
Warriors of the Winatut over twenty minutes frofdausicads final running time. The
general consensus is that the film was a “mutilatgtbgahey 2005), “wretched” (See
2005) and “horrendously-mangled version” (*Videatl’i2007) of the Japanese original
that was “subjected to a devastating series of ¢MtsCarthy 1999: 78) and which
“Interprets the story dilausicagjust about as accurately Bemolition ManredidBrave
New World (See 2005). Such vocal opinions often fail togedy explain the exact
reason for their anger, though, particularly in ¢tbatext of anime industry at the time.
As mentioned above, heavy editing and dubbing ohamwas very common, yet few
examples have generated the kind of backlashMaatiors of the Winavokes. This
then raises the question of what it is abdarriors of the Windhat has marked it so
seriously as a failed product in the global marlestp.

Thinking about this in terms of the database faistzape gives us a good idea of
how to approach why and how this happens. As we pasviously explored, according
to this concept media products are able to tram@lss global and cultural borders
because some or all of their constituent elemeppiea to the collective fantasies of a

certain segment of the population. Azuma’s (20@abase theory that it is not so much
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the narrative that matters in contemporary animerdther the characters that matter (the
traits of which can be mixed and matched as if sh@pfrom a database of ideas) can be
broadened to include the globalization of animevels. When such shows are introduced
to a country by a non-Japanese production compaisypresumably because the
company thinks the show will be profitable and tietre will be elements of the show
attractive to these new viewers. As mentioned avipus chapters, although there is
generally perceived to be little cultural proximiigtween Japan and a country like the
United States, there are definite elements in atimatseem to “click” outside of a film
or television program'’s originally targeted demgyma. | would argue that the way to
explain this is through the implementation of fayteor to speak of the idea in a more
globalized fashion, the fantasyscape. In a way, iththe idealized version of cultural
proximity, in which media products are able to &klvetween countries and cultures
because of a shared or similar cultural elementvé¥er, in the case of the fantasyscape,
there is not necessarily a shared commonalityrdiber there are aspects that
participants wish were shared. However, the purpbsey study here is not to chronicle
the specific ways in which such cultural fantasies acquired and influence individuals’
daily lives; such questions would be more germarentethnographic study. Rather, the
goal of this chapter is to detail how such fantagiay out in the localization of certain
anime properties.

In order to accomplish this, | will compavearriors of the Windvith two of the
most enduring anime franchises that took libemigh the Japanese source material.
Robotech(1984) and/oltron (1984-5) both altered the original Japanese anmaind

completely rewrote the stories to make them emntinelv to American audiences, as well
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as television audiences around the world. (US soenoften obtained the non-Asian
rights to such shows, and as a consequence thengdistributed to the rest of the
Americas and Europe were frequently re-dubbed @essof the American alterations,
rather than translated versions of the Japanegmals.) However, not all attempted
Americanizations of anime properties were succéssfuough the database
fantasyscape lens, we could say that such failegtations did not take the fantasyscape
aspect into enough account. In other words, thdywmers of such anime films and
television shows took information from the raw Jagse database and tried to change it
in ways that did not work for one reason or anotbeits new audience. Such changes
could have involved altering the relationships e®w characters, excising seemingly
unneeded but in fact critical plot information &sult in a shortened running time, and
trying to tailor the show or film too closely to atthe producers thought the audience
might want to see. This last point in particularteresting because it suggests that
fantasy is not always easy to pinpoint or interpited things that an American producer
thinks an American audience might want to see faadapanese film may not be the
things that the audience in fact wishes to seeitfadlly, some of these aspects of
fantasy are closely connected with the propagatfarult media texts, which | will also
explore later in this chapter as well as ChapterFo

As we have seen previously, media franchises ramele the transition across
national and cultural borders fully intact, and gooomponents seem to travel more
easily than others. Not only is this true for trenthise as a whole, but it holds for some
of the components of that franchise as well. I8 tiapter, | will be examining how

exactly the episodes of an anime television showfdm travel transnationally and how
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in the process these components are subjected togtaphor of the database from
which useful components are selected. | will disdhe selection of these database
components in the light of the fantasyscape conaepthich some pieces may seem to
be more relevant than others due to the envisidesiaes of the intended audience.
Some of these pieces may be relations betweenateesasome may be the characters
themselves, while some pieces may be more closelyd the overall narrative. With

this in mind, | will focus on how Japanese anims been adapted, both successfully and
unsuccessfully, to foreign markeBobotechandVoltron are examples of successful
television shows that originated in Japan but geeteake on global components through
the process of Americanization. The first partre thapter will analyze how and why
the shows were produced as they were and whatgsit for the production of
subsequent anime shows as the form became inoggaglobalized. | will then examine
the adaptation of the filldvarriors of the Windoriginally Miyazaki’'sNausicaa of the
Valley of the Wind Warriors will serve as a counterpoint to the first partted chapter
and will delve into how the fantasyscape can beutigoing of a promising media
property. In so doing, | hope to provide an imporigimpse of the functioning of the
database fantasyscape on the global stage. Hovibigels not to say that anime provides
the only glimpse of the database fantasyscapetionad he popularity of martial arts
films among African American audiences beginninghie 1970s is another example of

this (Marchetti 2001).
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Robotech and Voltron

Although imports of Japanese animation were papalthe United States in the
early- to mid-1960s, there were arguably no newnated programs from Japan shown
on major broadcast outlets in the US from the 18@&0s until the late 1970s. (Although,
it should be mentioned, localized versions of anstn@ws were very popular across
Europe throughout the 1970s.) One of the biggdistances on the course of anime, and
the impetus for the second big wave of anime ahrevad the May 1977 release of the
film Star Warg(dir. George Lucas). This had ramifications ndiyan how anime would
be perceived outside of Japan, but also on theathat was produced within Japan. For
example, in the late 1970s Takachiho Haruka authseceence fiction space opera
stories—about a crime fighting duo known as theyCHair and an intergalactic
troubleshooter known as Crusher Joe—that wouldgm de animated and become
staples of anime fandom. Takachiho has said, thabghbeforeStar Warscame out it
was very difficult for science fiction that was riptoper” SF (in other words, pulpier
“space opera” stories) to get published in Japdimofigh there were SF stories with
elements of space opera in them befdtae Wars such stories had nowhere near the
popularity as they did aft&tar WargCrusher Jo€2002). The influence ddtar Wars
could be felt throughout the anime industry in Japariting about the 1978 anime
television serie€aptain Future Jonathan Clements and Helen McCarthy assert, “The
sci-fi novels of Edmond Hamilton were optioned &mime production in record time
when George Lucas mentioned that they were a nrgpiration forStar Wars
(Clements and McCarthy 2006: 8&tar Warsalso laid the groundwork for the

beginning of theMobile Suit GundaniKidou senshi Gandamdijr. Tomino Yoshiyuki,
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1979-80) franchise, which has been the bedroclpédese anime fandom ever since.
(Although, curiouslyGundamdid not become popular in the U.S. until 2000 wité&
television broadcast @&dundam WindgShin kidou senki Gandamu Uinglir. Ikeda
Masashi, 1995-6].)

In the wake ofStar Wars many of the anime that were imported into other
countries were closely tied to the genre of scidimt®n. Even television shows that
were not originally about intergalactic combat wsih@ped to fit this developing science
fiction mold. Of particular note in this regard whs television showattle of the
Planets(1978), which may have been one of the first progréo try to ride the coattails
of Star Warsin the United States. The show was the brain dfilfandy Frank, who had
begun packaging television shows for the U.S. satdin market in the mid-1960s. In
their book about the show, Jason Hofus and Geohgruig/ write about how Sandy
Frank first saw footage of the anime progr@amence Ninja Team Gatcham@agaku
ninjatai Gatchamandir. Toriumi Hisayuki, 1972-74) in April 1977 #te MIP (Marche
International de Programmes) in Cannes, Franceudiafid Khoury 2002: 17). Although
Frank was initially interested in the program, thetivation to bring the series over to the
US was the phenomenal success of the $itat Wardfilm (Hofus and Khoury 2002: 18).

However, the originabatchamarseries took place on Earth and did not involve
space travel. In order to make the show into somgtihat would appeal to tH&tar
Warsaudience, Frank authorized new footage to be dnuhfar the show depicting the
team flying through outer space as well as a tglkabot that “hosted” the show and
strongly resembled R2-D2. Hofus and Khoury menti@at some of the people credited

as “writers” on the show had watched the Japanegmals and noted the action that
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occurred and the length of each speech utterarfaehwrovided a template for the re-
scripting (Hofus and Khoury 2002: 24). It does seeém that thBattle of the Planets
staff worked on their episode scripts using a et of the original Japanese scripts.
Rather, they made up the story and dialogue base&dhat they saw onscreen.
Additionally, a new score was created not only etkenthe show more palatable to a US
audience, but “to supplement ‘dead spots’—silendaheé original production” (Hofus
and Khoury 2002: 23). From thiBattle of the Planet®ok Gatchamaras its raw
material for a new and very different show. Thigmoe proved to be relatively
successful, though, as the $5 million spent on isicguthe rights, commissioning new
animation, editing, dubbing, and re-scorBattle of the Planetgarnered US network
presales of $25 million (Hofus and Khoury 2002: 238). From thereBattle of the
Planetsspread to many other non-Asian markets in its Acaeized form, bringing
further licensing revenues. This successful metifdatinging anime to the world market
would continue on into the 1980s and set the diaghe successes ¥bltron and
Robotechboth of which were changed significantly befdreyt were shown on US
television.

Voltronwas a television series that began airing in thédd States in September
1984. LikeBattle of the Planetst was a science fiction show that had been pidio
overseas producers at the Cannes market. (Thissrttegke series as different from some
of the ones that | will examine in subsequent oli@ptAmerican fans weren’t necessarily
trying to import these titles, but rather the Jagsanrights holders were actively trying to
export them.) The series was comprised of two sepadapanese television showsinrg

of Beasts GoliorfHyakujuuoo Goraion1981-82) and\rmored Fleet Dairugger XV
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(Kikou kantai Dairagaa X\V1982-83)—that had been roughly shaped into desing
storyline. Both shows involved robots that coukthsform and unite into a larger robot to
combat evil enemies; in the former the constituehbts were five large mechanical
lions while in the latter they were fifteen varidasd, sea, and air vehicles. It was
necessary to bring the two series under a singlareifa since the number of episodes in
each individual series did not meet the minimununesments for American television
syndication. Although the two shows originally healcharacters in common, they were
produced at roughly the same time by the same &apastudio, giving them a similar
look. However, the two halves ¥bltron were not popular in equal measure. Gwion
episodes attracted far more of a following andfisrowhat people refer to when they say
“Voltron” today (Clements and McCarthy 2006: 711).

AlthoughVoltronwas intended as a show for kids, @elion source material
featured content that, in the US, would be considisuitable only for older audiences.
For example, there were frequent battles througti@mitoften resulted in the spilling of
blood—Dbattles that were, of course, edited for W&bcast. Although the standards set
for syndication allowed fighting and a moderate ant®f violence, any blood or death
was taboo in the US televised broadcastafron. If violence was inescapable for
narrative reasons, the antagonists were alwaysidedas humanoid robots rather than
living beings. Even the death of one of the mawtggonists was explained away—rather
than dying, he was just severely injured and hddawee the show for a while in order to
recuperate on another planet. Most allusions tshlogv's Japanese origins were excised
as well, such as occasional onscreen Japanes&tene Japanese elements remain, such

as the protagonists training by practicing judseneral episodes, although this might not

75



have struck the viewer as odd owing to the increpeumber of martial arts movies that
had been reaching American shores since the 19a@s;ularly more kid-oriented fare
like The Karate Kid(dir. John G. Avildsen, 1984). (For more on tisise Brown 1997,
Desser 2000, and Marchetti 2001.)

The story ofVoltron was very different from that @olion or Dairugger XV In
fact, as withBattle of the Planetghe producers ofoltron did not try to translate what
was being said in Japanese, but rather made upotheidialogue as they saw fit in order
to match the edited scenes. The reluctance tamkylbne involtron also allowed the
producers to commission origindbltron episodes. For example, after the last episode of
Golion, all of the antagonists have been killed; by astirthey have merely been injured
or incapacitated ivoltron. This allowed the producers @bltronto go back to the
Japanese animation studio and order twenty additemisodes in order to continue the
storyline. This was not the first time the US markad a guiding hand in Japanese
animation production — as mentioned in the previthepter, this was the case since
Astro Boyin the early 1960s. This is not unique to Japddtélevision has had a
complex relationship with British television for madecades as well (Miller 2000).
However this did mark the first time that the p@ity of a program not made for the
American market was successful enough to requastatiditional episodes be animated
from the original Japanese studio.

In spite of its severe editingpltron has generally not been criticized within the
fan community for the liberties it takes with egles and characters. One possible reason
for this is that the original Japanese anime nbeeame particularly popular among

Japanese anime fans. It was simply one in longgstif giant robot shows that were
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produced in the 1980s. It also lacked the partimpeof a crew who were well-known at
the time or would later go on to make a name fentbelves in the medium.
Consequently, shows likolion andDairuggerdid not make their way very far into the
consciousnesses of American anime fa@slibn was released relatively unscathed in a
dubbed form in Italy, though, as were many othemarseries that were not broadcast in
the US [Pellitteri 2010].)

In contrast, of all the science fiction anime té&den imported in the 1980s, it
was probablyRobotechwhich began airing in March 1985, that causedjtieatest
controversy among fans regarding how the programemdaed. The series is generally
considered to be the brainchild of Carl Macek, whoved as producer and story editor.
His original plan was to bring the anirBeperdimensional Fortress Macro&houjikuu
yousai Makurosu1982-83) and re-dub it for American televisiormwéver, the original
Macrosscontained a mere thirty-six episodes. As Withitron, this meant that there were
not enough episodes to qualify for syndication @television. The producers of
Robotechended up grafting on to the endMécrossadditional story elements culled
from two entirely separate robot anime showsenresis Climber Mospeadkikou
souseiki Mosupiidal983-84) an@uperdimensional Cavalry Southern Cr¢Ssoujikuu
kidan Sazan Kurosu984)—to bring the episode count up to eightgfivhe plot of
Robotechwas rewritten to make the transition between twws as comprehensible as
possible. Luckily, as was the case with the anisedunVoltron, all three programs had
been animated at the same studio, Tatsunoko Prodscat around the same time,
resulting in a fortunate boost to the continuitiieTprogram shows how Earth deals with

three successive invasions of aliens from outetespaith each series introducing a new
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menace to the plandRobotecltarries the storyline from the crash of an unmdraien
space fortress on Earth, to fighting the Zentréidna who come in search of the
battleship, to fighting off th®obotechMasters, to the onslaught of the Inwtio
manage to conquer the Earth. The final chapt&abotecHollows a small band of
freedom fighters as they make their way to thedrstronghold of Reflex Point, where
they are finally able to drive the invaders frore filanet.

Unlike Voltron, though, a number of anime fans have dedRebotechas a
butchery of the original Japanese programs (Sc0dyl). Much fan anger was directed
personally at Carl Macek as well, who says thah@1980s fan anger at his treatment of
the shows resulted in death threats against hims{8r 2006). Although the characters
were renamed and there were a number of edits magdsh ofMacrossand the other
two anime series survived the transitiorRimbotecHairly intact. Although Macek’s
decisions were unpopular with some fans, Robotectopned relatively well, airing in
“all major U.S. syndicated markets” and generatmgre support merchandise than any
other imported animation series” (Riddick, Naptand Park, 1990: 11-12). As with
Voltron, the popularity of the series prompted a numbeatigimpts at continuing the
storyline. A feature-length film called simpRobotechThe Moviewas created by
editing together another anime production by theesdirector adlacross—Megazone
23, Part 1(dir. Ishiguro Noboru, 1985)—with selected footdgem Superdimensional
Cavalry Southern CrossHowever, the film received a very limited theedtitest release
in select cities in Texas in the summer of 1986 vims not given a wider release due to

its poor performance. Carl Macek has speculatadhimawas due in part to consumer
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confusion about the film’s audience, since it wasaimated action film that was not
intended for young children (Macek 1988: 50).

Another original television project call&bbotechThe Sentinelthat was to be
animated in Japan was in production from the fall985 through 1986, but this too was
unsuccessful due to the falling exchange rateefittilar to the yen as well as increased
competition in the syndicated animation marketa tnited States. The parts of the first
few episodes that were completed were re-editedarieature-length, yet incomplete,
work that was released directly to video. A verssbRobotechhased on computer
graphics (rather than cel animation, or animatiat tooks like cel animation) called
Robotec8000was attempted in the late 1990s, but fan respimnge proposed look and
storyline was unenthusiastic. (Although, coinciddlgt the CG work on this new series
was performed by Netter Digital, who worked on a \@@kron series around this same
time.) Based on the strong salesRaboteclon DVD in the 2000s, though, a new film
calledRobotech: The Shadow Chronicl@906, dir. Dong-Wook Lee and Tommy Yune)
finally got off the ground (Yune 2007: 26). Thistéx film more successfully
demonstrates the increasing globalization ofRbbotecHranchise and of the
contemporary filmmaking process in general. Fongxe, what originally began as an
animated television series that was conceivediem,itand created in Japan for a
Japanese audience, was turned into a movie thabagzsl on Japanese designs and
characters, developed and coordinated in the USitates, animated by the Korean
company DR Movie (which has contributed animatiomtany “Japanese” anime titles as
a number of Japanese studios outsource some pfatbid), and scored via “a live

audiovisual link from Santa Monica [California] tiee City of Prague Philharmonic
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Orchestra in the Czech Republic” (Yune 2007: 188}h reference to Koichi Iwabuchi,
this is bound to create some conflicting culturdbis. It is also a prime example of the
database fantasyscape in operation—the producdrdigattors of the new film were

able to select from the elements that appeardukeiotiginal Japanese series in order to
craft what they thought would appeal to the tastd@obotecHans around the world.

(Due to the licensing and dubbing®bbotechnto multiple languages in the 1980s, there
are fans of the franchise throughout Europe anthl&anerica.) We can see the database
fantasyscape operating in upcoming projects as W&k VVoltron, a live-action version

of Robotechs in the works, possibly to be penned by Lawrekasdan (who wrote the
screenplays to th8tar Warssequels'he Empire Strikes Ba¢k980] andReturn of the

Jedi[1983]), bringing the cycle of influences back fitcle (Kit 2008).

Warriors of the Wind

The examples given above would seem to suggesidbanese animation in the
1980s was ripe for the plucking. If one chose tqgahese source material wisely, then it
would seem that the poStar Warspopular culture would be very receptive. Everhia t
case oRobotechwhich angered certain segments of the anime-waggtopulation, the
producers were able to generate a franchise tisdalted over twenty-five years, even if
not every individual project was a success. Howea®l have mentioned, localizing
anime was not always a successful endeavor. TmeéNihrriors of the Windvas released
roughly at the same time ®®ltron andRobotechbut has not fared nearly so well.
AlthoughVoltron andRobotechave established themselves in popular cultutkiso

day, Warriors of the Winchas been largely forgotten, other than as thenleuéd first
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attempt at bringingNausica&gof the Valley of the Wintb a world market. Not only was
there no ancillary merchandising for the film,stvery hard to obtain and can now only
be viewed on old videotapes. (The Japanese origarabe found very easily on DVD
and Blu-ray through most major retailers, thoughicl serves to bury the memory of
Watrriors of the Wind So the question must be asked: Why Wasriors a failure when
other shows not only succeeded at the time but algleeto prolong their cultural

lifespans for decades?

Edits in Nausicaa

0% 20% 40% 60% 80% 100%

Figure 1
Percentage of Film - Nausicaa of the Valley of the Wind

The first place we should begin our search ifielocalization process. If
Warriors of the Windvas treated much differently or more harshly tisin
contemporaries, then that might explain why itddil A detailed comparison @arriors

of the Windand the originaNausica&of the Valley of the Wingkveals nineteen separate
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instances in which footage was removed in ordshtwten the running time. The
occurrence of these cuts is detailed in Figurd fie (white lines represent where cuts in
the film were made as percentages of the ovenatling time.) All of the cuts are short,
varying in time from 5 seconds to 3 minutes, 1bsés. The graph illustrates that the
cuts were spaced relatively evenly throughout ilhe However, there were a five short
cuts (over a quarter of the total) within the flest minutes of the film, omitting many of

the shots Miyazaki used to establish setting anddno

0% 10% 20% 30% 40% 50% 60% 70% 80% 90% 100%

Figure 2
Percentage of Episode - Voltron Episode 1: "Escape from Slave Castle"
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0% 20% 40% 60% 80% 100%

Figure 3
Percentage of Episode - Robotech Episode 1: "Boobytrap”

Voltron andRobotechwere treated in a similar fashion, as one canrsEgures
2 and 3, which chart the cuts made in the firss@ge of each series, respectively. (The
grey segments in Figure 2 indicate cuts that wkxeeg elsewhere in the episode.)
Although a similar pattern of editing cannot neeehg be extrapolated across the series
based on a single episode, they do indicate thahgudootage (and rearranging certain
scenes) was a regular occurrence in addition tehihages in storyline mentioned above.
If one views the original Japanese episodes onmRabotechandVoltron were based,
it is easy to see the reason for many of the suisg a number of scenes would not have
been suitable for broadcast on US television duedience or sexual content. Additional
cuts would have been needed to make each episoftamwoto the episode length
necessary for syndication in the US market.

This brings up the question of why certain scend¥arriors were cut. Since
Warriors was a feature-length film intended for theatridigtribution, it would not

necessarily have needed to be edited for conteminming time. In its description of
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Watrriors of the Windthe FAQ list on the page of Nausicaa.net, a ft@nfaer aficionados
of the film of Miyazaki Hayao and Studio Ghibliasts:

New World Pictures felt it could only be marketexdaakid's action movie, so they

cut out about a quarter of the movie (the party tek were "slow moving") and

garbled the storyline in the process. Nausicaachasged to “Princess Zandra.”

The voice actors and actresses...said later thatvtieey never told what the story

was about and so the acting was substandard. Miyazs horrified when he

found out what they had done to his film, and Ghasks everyone to forget that
this version ever existed. Fortunately, New Worldao's rights to Nausicaé

expired in 1995 (“Video List” 2007).

As is the case with fan musings, there is no sapevidence given to back up
some of the claims made. (It is interesting to nibé¢ Zandra is a rather appropriate
name for Nausicad, as it is a variant of Cassamdra,in Greek mythology had the
ability to see the future but was unable to makapjeebelieve her. This is not unlike the
prophetic role Nausicaé plays in the film.) Thewihat the film was intended for an
audience of children seems to be widely held, algivonot necessarily supported by the
cuts made to the film. The majority of the sceres tere taken out are ones that
contribute to the overall world-building Mausicador serve as background for the
motivations of the film’s titular princess. Howeyall of the action scenes remained
intact, including ones containing violence and depg moderate bloodshed. For
example, the film’s first scene includes a shod duman skull and a lone doll, indicating
that children have probably died in the devastatiat has swept across the land. Other
scenes include killings, dripping blood, and imagkdead bodies, however brief. Still,
the presence of such scenes belies the argumenhéhm was cut to be marketed as a
“kid’s [sic] action movie,” although many of thetsulo reflect a possible desire to omit

segments perceived as “slow moving.” Similarlypthlgh my research | cannot confirm

the claim that the voice acting was “substandaet’anse the voice actors were not given
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relevant details of plot and character. In facsdzhon my own subjective criteria, |
would judge the overall voice acting\Warriors to be slightly above average for the time
in which it was produced.

Of course, any change to the voicing of a charaeralter how that character is
perceived, even if the same dialogue is being spaKéne dub script fovwarriors is
often very close to the original Japanese dialogakke the case iRobotechand
Voltron, it is obvious that the producers\WWarriors worked from a translation of the
script.) Subtleties in characters do tend to getdhed in the film, though. None of the
characters in Miyazaki'Blausicaécould really be called “evil,” even though some of
them may do horrible things. Rather, such chara@es shown to be working toward
their own conception of what is best, even thougy tmight be misguided. In its
selected editing and dubbing/arriors simplifies these character relationships. For
example, at one point Zandra says to Selena (Kasinaime Japanese) that she doesn’t
believe Selena is evil, to which Selena replies,“@it | am.” Later, when advised that
it’s too soon to revive the ultimate weapon sheglasned, Selena scoffs, “It's never too
soon to rule the world.” Such utterances work agfaime complexity of the world
Miyazaki tried to create in the origindlausicaé&film, which was never supposed to
present two opposing sides in such stark termk, Sime reviewers picked up on this
element and wrote assessments like the followiRgntess Zandra reunites her people
after a seven-day global inferno to stop evil” (B B&ATV Movies” 1986) and “The forces
of good battle an evil queen to ensure a peacefiikafe future for mankind” (“Home
Box Office” 1986). Such an emphasis suggests thtte database fantasyscape the

constituent elements are malleable not only thraedbcted editing of the visuals, but
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through replacing dialogue as well. However, ibasggests that the elements that some
producers may see as extraneous may be importéarig@and viewers, who may notice
their alteration or absence.

Although few positive reviews dVarriors of the Winatan be found, its status as
a failure was far from universal. In fact, it playearious film festivals in the United
States and very little was done to disguise thetfet it came from JapaWarriors
premiered at the Los Angeles International Aninratelebration, September 25-29,
1985, and ahA Timesarticle listed it alongside other American prerageof animated
films from France, Australia, and Hungary (“L.A. idmation Celebration” 1986). A
write-up of Warriors from the film’s premiere describes it as “incrdgibxciting,
blending elements of ‘Star Wars’ and ‘2001’...witp-roaring pace and panache”
(Wilmington 1985). It also played in 1986 at theaASociety in New York in a
“Fantasy/Animation” series alongside Warriors from the Magic Mountaif@ir. Tsui
Hark, 1983) andUproar in Heavern(dir. Wan Laiming, 1964) as well as at a Japan
festival in April 1987 put on by the Japan Inforroatand Culture Center in Washington
D.C. If the film was “objectively” a failure, it ignlikely that it would have been shown
in such venues, particularly those looking to infax general audience about Japan and
Japanese culture. This is not to say that theviiam necessarily successful among
audiences in such venues, but | maintain thaeififtm had been seen universally as a

failure that it would not have received such disttion.
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Globalization Success and Failure

It still is unclear whyWarriors of the Windailed to find an audience while other
shows that had been edited less harshly succeedbd American market. As detailed
above, there does not seem to be anything unustia iway thatWarriors was handled.
Therefore, the film’s failure would seem to resbaow it was received by fans of
director Miyazaki who cared about the film’s aitightegrity. This is a crucial point —
and sincaVarriors received only limited theatrical distribution, tees a paucity of more
mainstream critical reviews written at the timenfravhich to draw. In the following
paragraphs, | consider possible reasons why manrsyrfey have foun@arriors of the
Wind unsatisfactory.

One way of trying to understand this differencaigelation to the fandoms that
arise around cult texts. As mentioned aboveRbkotechandVoltron franchises have
persisted from the 1980s up through today, with pexducts being made and the
originals being reissued on DVD. Part of the redsoithis enduring popularity is that
both of these shows are cult texts, whei&asriors of the Winds not. In his boolFan
Cultures Matt Hills, although reluctant to provide a limig “definition” of the cult text,
characterizes such texts as needing to demonsatiaegadurance of fan enthusiasm “in the
absence of ‘new’ or official material in the origiimg medium” (2002: x) and suggests
that cult texts share three main “family resembésicauteurism, endlessly deferred
narrative, and hyperdiegesis (Hills 2002: 131)otmer words, cult texts sustain fan
enthusiasm, are the work of a singular creativersiddal (or are perceived as being so),
and present overriding questions and problemsdaeliaracters that are never fully

resolved. In addition, the events in such narratieée place in a rich environment “only
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a fraction of which is ever directly seen or endeued within the text” (Hills 2002: 137).
These three resemblances occur to a greater er lésgree within any cultic media text.
As mentioned abové&/oltron andRobotecthave sustained as franchises since their
original broadcast, whilgvarriors of the Windas not and has in fact been eclipsed by
the market presence of a dubbed and subtitledoreddithe originaNausicaé&film,
suggesting that the former meet the criterion stained fan enthusiasm while the latter
does not. By analyzingoltron, RobotechandWarriors of the Windn the context of
Hills’s concept of resemblances, we can begin taagedea of why the former two
succeeded with American audiences while the lditenot.

The “family resemblances” of deferred narrativel &gperdiegesis in particular
suggest whyoltron andRobotechsucceeded on American television. The two terras ar
closely linked, but one refers to the refusal twselthe narrative while the other refers to
the ways in which the narrative world could be exqed. Because the two series had to
be assembled from more than one Japanese aniras searder to be syndicated, they
necessarily needed to rewrite their storylines &lkensense of an expanded textual
universe. Although the plots dMacrossandGolion left few loose ends in their
respective storylinefRobotechandVoltron were written in a manner that forestalls a
sense of closure in order to accommodate furthieodps from the additional series. In
the case oRobotechthis was done three times—once at the end of efitte three arcs
that indicate the three previously separate sénsscomprise the show. Woltron, the
fact that US television standards meant that tihagamists could not be killed off gave
the producers the ability to commission new episddebe animated that featured these

characters (who did not survive in the originalal&se version.) This move also, by its
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very nature, creates the kind of hyperdiegesishbdints to in cult media. By trying to
merge multiple disparate series into a single shbe/creators of the Americanized
versions tried to patch over obvious gaps betwpanes that were generated by editing
the original Japanese components into something RenbothRobotechandVoltron,
we can see this because both series had to inmeteaiarching storyline that would
allow the US producers to unite multiple dispasdtews under a single title name in
order to sell the syndication rights. There is m@mecessarily connectir@olion with
Dairugger XVor Superdimensional Fortress Macrosgh Genesis Climber Mospeada
the Japanese originals, so the American writerddadeate plausible scenarios that
would work, which in turn opens the narrative fisbddmore additions. In fact, an
animated sequel tRobotechwas planned after the show aired, and there wgsmally
going to be another robot in th®ltron universe created from footage of the Japanese
seriesLightspeed Electro God Albegésousoku denjin Arubegasi983-4). This points
to how the producers of the shows planned to tdkargage of the hyperdiegetic worlds
they had created; however, the fact that neitheenadized speaks to the economics of
the industry at the time. Gaps invariably appeatatabase-oriented media products to a
greater or lesser degree when their elements ar@pjosed in new ways, but these give a
program or film the ability to take the charactensl narrative to new places, expanding
the scope of the potential fantasyscape. In tee ofRobotechandVoltron, the
plastered-over gaps gave the shows a sense ofgxpaess that one would not
necessarily feel from a single source.

All of the Japanese anime series on which the shesve based had distinct

beginnings, middles, and endings that wrapped estibrylines. In contrasy,oltron and
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Robotechintentionally have no such neat endings, but radmaporary ones after which
additional adventures could take place. As ment@ai®ve, such an expansion of the
characters and narrative happened in an officighcidy when twenty additional episodes
of Voltron were created specifically for the American markie¢se episodes would not
have made sense in a Japanese context sincelad ahtagonists had already been
killed. In contrastWarriors of the Winabffers less of an option for continuation than
doesNausica&due to the fact that the original Japanese enchedjts were edited out of
the film. In these credits, the audience is showmathappened after the climactic events
of the film, with Nausicaa returning to her villaggerebuild it, teaching younger children
how to fly on their gliders, deepening her relasioip with other characters, and hinting
at further adventures yet to convarriors of the Wingimply ends after the Zandra
manages to stop a battalion of giant attackingatssend gives no indication of how the
people and the rest of the flora and fauna of tbeddymay be able to interact and coexist
in the aftermath of what occurs during the filmniRering these scenes cuts off these
impulses and constrains the world of the film.

The concept of auteurism also suggests Whyriors of the Windlid not do well
with American fans. Viewers of the film, particdlaanime fans, may have brought
heightened expectations to the viewing experieroalise the film was directed by
Miyazaki Hayao. WheiNausicadwas originally released in Japan, Miyazaki was far
from the household name he is today, but fanststitled out in droves to see the film.
(This is dramatized in the anime fil®taku no Videddir. Mori Takeshi, 1991], which is
a fictionalized account of Japanese anime fan @iltuthe 1980s. In the film, Japanese

fans are depicted lining up overnight outside atiewaiting to see a screening of
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Nausicad) The film was based on a serialized comic wrigied drawn by Miyazaki that
had been published sanimagemagazine from 1982 to 1994. The project was very
personal to him, and in fact the comic continuathmg for a decade after the film was
completed. This could explain the hyperdiegetiaisseshown during the ending credits
of the film, as discussed above. At the time tha was made, Miyazaki was still
working through many of the ideas that would windini the much longer and more
detailed comic version of the story. Although casuewers and those with little
knowledge of the edits made to the film may havenbeilling to accepWarriors, fans
of Miyazaki would probably have wanted to see tbesion of the film as originally
intended by its creator. (This is a point of supims based on the customary attitudes of
anime fans. Unfortunately, online records do nobgok this far, and | have yet to find a
printed anime fanzine from the 1980s discussingethts made tdlausicad) It certainly
would not have helped matters that Miyazaki strgnghd vocally, disagreed with the
edits that were made to the film (McCarthy 1999. 42 this way, the reaction against
Warriors was probably not due to what it was but rathertith&as not.
ComparingwWarriors to Voltron andRobotechalso illustrates some of the
differences between film and television structured audiences. In the case of the latter
two anime, the need to make them suitable for mastdon US television was the driving
force behind many of the modifications that werelemal' he shows needed to be cut to
adhere to standards of length, decency, and thasredeéhe syndication market. In
contrast, sinc&Varriors of the Windvas intended for the theatrical and home video
markets, such modifications were not strictly neeeg. Additionally, there is an

acknowledgement that something new was being ddaim Japanese source material
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in the case oYoltron andRobotechSince the film was seen as a unitary object, much
less leeway was given to edits, in part becauseetisency toward auteurism is often
more strongly pronounced with regard to films rati@n television programs (although
this is changing). Making alterations to a givémfseems much more “destructive” to
the original text than modifications necessaryrepare a television show for broadcast,
even though the latter may in fact make more chaiage take more liberties with the
text.

In addition to the structural differences, betw&abotechvoltron andWarriors
of the Windthe film bore the brunt of being considered &ufaidue to its effect on the
US release of anime films in general. For examplspite of Miyazaki's popularity
among US audiences, it would be over ten years frmmelease divarriors of the Wind
before official versions of any of his films wouddain be commercially released in the
United States. AfteNausicad Miyazaki went on to found the animation compatydi®
Ghibli and create films likkaupta: Castle in the SK{¥enkuu no shiro Rapyyt&a986),
My Neighbor TotordTonari no Totorg 1988),Princess MononokéMononokehime
1997),Spirited Away(Sen to Chihiro no kamikakust&001), for which he won an
Academy Award in 200&lowl's Moving CastléHauru no ugoku shira2004), and
Ponyo(Gake no ue no Pony@008). Although he continued making films foragpdnese
audience, Miyazaki’'s disappointment over the ediphWarriors of the Windnade him
wary of further dealings with US film companies fonumber of years. One may wonder
if Miyazaki’s films would have been able to achiewere mainstream popularity in the
United States (as they were able to do in Japdr® fad not had such an unpleasant

experience wittWarriors of the Wind
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Conclusion

Like RobotechandVoltron, the Americanized version @¥arriors of the Wind
was the form in which the film made was exportedtteer non-Asian countries around
the world. According to the US-based Miyazaki féa dlausicaa.net, th&arriors of the
Winddub was released on video in the United Kingdam, reew dubs based on the
Warriors edit came out in France, Germany, Spain, and Anmggei{‘Video List” 2007).

In 1996, Buena Vista Home Entertainment announadidtebution deal with Studio
Ghibli to release their films on video and DVD (4Dey-Tokuma Deal” 2000). A
frequently-recounted story surrounding the produrctif the American version of
Princess Mononoksays that Miyazaki sent a Japanese sword to HakMeigstein of
Miramax with the simple note “No cuts!” However, ydizaki says that it was actually his
producer who sent the sword, but that he was happgve prevailed over Weinstein
(Brooks 2005). In the end, following the Buena ¥ideal, no Studio Ghibli films were
edited in any way without the explicit consentlod studio.

In February 2005, nearly twenty years aftéarriors of the Windvas released,
Buena Vista released the region 1 DVD versioNafisicaa the first time the uncut film
had been made officially available in the Unitedt&s$. (The Japanese region 2 DVD of
the film, released November 2003, contained Engligdftitles, meaning that English-
speaking fans with region-free DVD players couldalighe film.) The pall oWarriors
of the Winastill hung over this release, though. In his rewvd the film, Chris Beveridge
of AnimeONnDVD.com prefaced his discussion of th&'s content with the following:

Nausicaa [sic] is a film that has suffered terribgfore in its previous US release.
It had been cut by something like half an houraad done dub only with a good
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chunk of the storyline rewritten. While if you knewsthing about it otherwise it

was something that you could enjoy as a child, graceknew what was really

behind it you could never go back and only lambat there was no other way of

getting a properly translated copy of the film (Badge 2005).

Although he does not mentiédarriors by name in the review, its presence is felt
throughout. He mentions the time in the theaterniiewas “finally able to see it [the
film] as meant to be” and concludes the review dyjirgy he is “ecstatic that so many
people are finally getting to see it for the fitighe.”

Warriors of the Windvas certainly not the first attempt at Americangzanime
that failed, nor was it the last. The editing ofna@ series and films in an effort to
effectively localize (and, one might argue, saeitithem remains a contentious issue
within anime fan communities and even within scHgldebate. A recent article in a law
journal proposes that anime viewers (and other erswf world TV and film) may have
a kind of “moral right” to access unedited versiofisheir favorite programs (Daniels
2008). Such a right is not supported by currenydgpt laws in either the United States
or Japan, but it is interesting to consider inliylet of our discussion of the database
fantasyscape. However, as | have explored, edimgnime series does not necessarily
reduce its popularity or franchisability since te#ton series likdRoboteclor Voltron
would not have been possible without such actiBgsexpanding the shows beyond the
scope of the Japanese originals, the creators atego fashion objects that could
survive through the years. However, editing cankworan opposite way as well, as
demonstrated througWarriors of the WindHere it constrains the original text by

omitting much of the surrounding world Nfusicagand may work against fans’ desired

notions of authorial intent.
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As we can see in the examplesRufbotechVoltron, andWarriors of the Wind
there are many factors that comprise how an annogepty is both localized and
received by the local audience. In the casRaifotechrandVoltron, both tapped into a
wellspring of genre that had been brought to the by the release &tar Wardess than
a decade earlier. In these cases, it was not tmaflapanese audiences were somehow
buying into an identification with Japanese valurs,rather that the Japanese shows, in
their production, were already tapping into thitunal fantasyscape, making the
resulting product much easier to export abroad.

A similar method was attempted with the markethyVarriors of the WindOne
of the most obvious pieces of evidence for thihésdesign of the artwork used for the
film’s poster and video cover. In the backgroundhaf art is a woman who looks vaguely
like Nausicaa, but the main focus of the imagéiied characters, two of whom are
brandishing laser guns while one wields somethimgar to a light saber. The two
characters with guns are pure inventions for tharma never appear in the film itself.
The character in the middle appears to be ridikipa of large creature rising up from
the bottom of the artwork. In the background, theralso another young man with a gun
riding a winged horse. He too is not from the filma way, the art fowarriors of the
Windis indicative of the company in which the film Wwed to place itself. The
iconography seems to cull tropes from films like 8tar Warstrilogy, Dune (1984, dir.
David Lynch), andcClash of the Titan§1981, dir. Desmond Davis). However, as we have
seen from the responses above, the film’s refesetacsuch tropes were not enough to

overcome some of the negatives that became assbeigh the localization effort.
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In the end, the ability to consume media in algadae-like manner means that
seemingly simple conditionals (if | do X well endyghen Y will be successful with a
certain audience) are rendered much more compleweMer, the database fantasyscape
can provide a useful tool for describing and exptaj the transnational movement of
certain forms of media and why some efforts sucedate others fail. As we have seen
in this chapter, the database fantasyscape ichisely related to ideas of cult media,
through which it operates. A media product can emdnd take on a cult status if it
shares some of “family resemblances” as explicbyedills, but if we examine this idea
in more depth we can see that the idea of suclerfiblances” is another way of pointing
to a database of concepts and examining the wafiich the database elements are
similar. Also as we have seen, in terms of fincamgappreciative audience, some
database elements can be more easily altered tharsoln the case &foltron and
Robotechcuts and edits allowed the series to expand tia@native reach and become
greater than the sum of their constituent Japaaesee. On the other hand, the cuts in
Warriors of the Winaelegated the film to the proverbial dustbin. e reasons behind
this, we can to look to the fantasyscape for hadimduals in a culture envision

themselves and the experiences they wish to take ¢ertain media products.
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Chapter Three — Convergent Anime in a Fansub World

Fan culture and participation is critically importdo the global flows of anime.
Although anime had been exported by Japanese coesparthe 1960s and 1970s, the
titles chosen were generally those destined foadirast on television or to be shown to a
general audience in movie theaters. This was al graadentage of Japan’s total animated
output, and many fans of such animation outsidéapan began importing such titles
many years before Japanese companies began ththiihgnime could be a viable
export. To this day there are many dedicated afam® outside of Japan, but efforts to
sell anime (and related products) to them requrésferent tack from selling to a
general audience.

In this chapter, | will investigate the role thahfproduced translations of anime
(called fansubs) have had on anime’s popularitygmogith, and how contemporary
anime producers have had to adapt to an audieatédl become increasingly used to
getting their anime online and for free. In manyysahis illustrates the most literal
instantiation of the database fantasyscape, simeg/ websites from which fans can
download new episodes of their favorite anime shawgsarranged much like a database,
allowing fans to sort and sift through the avakabptions. (And, indeed, many websites
are managed using databases on their backendentorchanage and organize
information.) Such an arrangement allows for a érglegree of media “convergence” in
Henry Jenkins’s (2006a) terms. This is an exampteahnological convergence, since
“When words, images and sounds are transformedligttal information, we expand the
potential relationships between them and enabla tioeflow across platforms” (Jenkins

2001: 93). In Jenkins’s formulation, anime couldadeitionally described as culturally
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and globally convergent. In fact, nearly all conpamary anime properties are convergent
in this way to a greater or lesser degree. My rease study to illustrate this is a
television show calle@he Melancholy of Suzumiya Har{Biuzumiya Haruhi no
yuuutsy 2006). This title provides an example of how i¢8risors marketed a property
that had become very popular in fan circles, buttviwvas ultimately a niche product
with only limited appeal for a general audiencewdwer, this means that the core
audience consisted of people who had more thalylédeeady watched the show at the
time of commercial release. Many had downloadeduhhed copies of the episodes, so
the licensors needed to formulate new ways of ptesgethe material as well as offering
ways of experiencing and engaging with the text tihe fansubbed versions could not
provide.

In this chapter, | will begin by discussing the d®pment of fansubs (anime
subtitled for fan enjoyment and usually distributeshcommercially). | will then discuss
of anime on commercial home video, and examine Hawhi fits into these
developments. | will also consider how fansubbinjure and commercial culture
collide, as well as what the future might bring &mime in general. The database
fantasyscape model can explain all of these dewsops by pointing out how the
different anime database elements flow asynchrdpausesponse to particular cultural
desires, and how such desires may coincide oricomfith commercial realities and
necessities.

Azuma Hiroki asserts that the 1990s were a keynigrpoint for the decline of
narrative consumption and the ascendancy of dagatmsumption. He sees the 1995

Aum Shinrikyou gas attacks on the Tokyo subway agimg the endpoint of the time
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period during which “the ‘grand narratives’ undeming the modern nation gradually
collapsed” (Azuma 2007: 179)in its place, Azuma sees the rise of what hesd¢ha
“grand database” during which narratives lost teemphasis and media products became
more focused on characters and their associatéectafe elements” (Azuma 2007: 180-
1). At the same time, more anime-related mateeahine available to US-based fans. As
a consequence, they had the ability to pick andshdhe aspects of anime and related
cultural products they would use to define themseland the object of their infatuation.
Of course, not every anime title produced couldriagle commercially available outside
of Japan. The determination to acquire the righasislate, and distribute a title can be
due to factors such as market considerations (ainditle may not be predicted to sell
well enough) or licensing considerations (a titlaynbe able to sell well, but the Japanese
licensor may be requesting such a high fee thalistabution company is willing to take
the risk). Such factors become much less of areifsufan-subtitled releases; since there
IS no monetary transaction involved and the resgltiroduct is given away for free,

there is a greater choice of titles to fansub. #illf not every single anime title is (or can
be) fansubbed. This could be due to a generaldaskierest in a particular title within

the fan community at large (prestige and acknovdetgnt from within the fan

community can often be a prime motivating factarfemsubbing a particular show) and

a lack of committed people to encode and transiates of video, as well as other

2 Although the connection between Aum Shinrikyou aniine may not initially be apparent, there were
connections between the group’s philosophies artdineanime and manga that they used to reinfdrei t
apocalyptic vision of the world (see Gardner 20@&)ditionally, many similarities between Aum and an
anime likeEvangelionhave been pointed out by critics like Azuma (WeokniLl998). The Aum incident
occurred in the interval between when Eheangelionmanga began to be serialized and the anime began t
air on Japanese television. See the next chaptendce onEvangelion
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considerations. These factors—commercial and nomagercial—contribute to an image
of anime outside of Japan that differs from thegmwithin Japan.

In this chapter, | discuss a number of differenht®logies that have facilitated
the global spread of anime, particularly via farsswds well as the opportunities and
challenges these technologies have posed. | veill #&xamine some of the ways in which
US companies that distribute anime have reactéuetse technological changes in terms
of how they have encouraged an attitude amongdbgeing beyond the core anime
texts. As | will explore in more detail, the drigéthe database fantasyscape means that
consumers of contemporary media products like amradecoming increasingly able to
pick and choose products they wish to access witth@uintervention of intermediaries
like distribution companies. Frequently this occuesthe illegal downloading of films
and television shows from online sources. (In spitéhe positive things that some have
said about anime fansubs and their role in the ptmm of fandom outside of Japan, the
fact remains that they violate international irgetbial property laws and as such are not
legal.) However, the database fantasyscape alsorrates that in a cross-cultural
database of desire, there are multiple points tifyento textual worlds. Consumers are
being encouraged to pursue these complementargugmdementary products that cannot
be digitized and downloaded online. Examples «f thclude clothing (both branded
clothing that express affinity, such as t-shirssyeell as special clothing for performative
cosplay [see Chapter Five for more on this]), viiglires, model kits, posters, and
dakimakura- large pillows with images of anime characterdbkEmoned on the

pillowcase (see Kohler 2004 and Katayama 200990e ways, this can be seen as a
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technigue employed by media companies in ordawyttwtregain control of the

distribution of anime and the spread of associftatthises.

Fansubs and Anime — Tapes to BitTorrent

One of the keys to the spread of anime outsideéd (particularly in America)
have been advances in consumer technologies thatemabled fans to copy, subtitle,
and distribute films and television shows on tlosun. The flows of piracy are many and
varied, and the proliferation of consumer techn@es@nd increasing electronic
communication speeds provide greater opporturfitiesuch illegal distribution. By
focusing on the technoscape of anime, | hope ttcklaut one small aspect of the global
flow of a product like Japanese animation. As iviBand Yeh’s analysis of the Hong
Kong VCD market (2004), | wish to bring in Raymaowdlliams’s (1975) idea of
programmatic technology and apply it to Japandseigeial programming as it circulates
outside of its native country. Davis and Yeh sthtg¢ a programmatic technology is a
technology “whose use-value is defined primarilycoptent, and facilitated secondarily
by technology” (2004: 230). They go on to say tharogrammatic technology
“differentiates modes of consumption because & tegw audience formations and
structures novel experiences. It satisfies an iegistubcultural market while also
expanding it into trans-cultural, trans-nationadas” (2004: 231). As it pertains to anime,
this would indicate that a key part of the impodaiof fansubs is the degree to which
they allow fans to view and communicate with eattfepabout television shows, films,
and direct-to-video animation they might not otheeshave access to due to barriers that

are linguistic (they cannot understand Japanesgpatrotemporal (they do not live in
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Japan so cannot watch or buy the latest releddes)y groups that produce and consume
fansubs would say that what they do is not piraagalise they have a code of ethics, they
do not profit financially from what they create daimey create / watch fansubs because
they are such fans of anime (Hatcher 2005: 53H8)vever, such practices are indeed
illegal, even if penalties are seldom enforced.

Anime’s journey in the United States can be divided four distinct periods of
time, or waves. The first wave took place durin§3-4967. The primary technology
associated with this wave is broadcast televisidre second wave of anime occurred
from the mid-1970s to the mid-1980s. The technolofghis period is the VCR. The
third wave was from the early-to-mid-1990s unté tate-1990s, with the growth of the
Internet and its ability to network fan communioati The fourth wave is the most recent
(the late-1990s to the present) and the technadbgfyis wave is the ability to download
entire films and series using programs like Bit®atr This wave is facilitated by
increasingly greater amount of networked bandwizing made available to consumers.
Of course these waves are only abstract and carenlgieriods of time that were in
reality more continuous and interrelated. Howefa@rpur purposes the division into
waves is useful because it more clearly organihasges in technology.

The popularity of anime in the United States hegnost obviously with
television, the development of which has been presty discussed in earlier chapters.
However, a brief précis may be useful in this cehtéapanese animation has been on
American TV almost as long as it has been on Jagatedevision. Anime on television is
often dated from January 1, 1963 when Osamu Tegélsdfo Boy(Tetsuwan Atomu

premiered on Japanese TV. (It should be notedhimtvas not the first regular
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animation on TV in Japan. However, it was the fiaif-hour series.) This began what
can be called the first wave of Japanese animaititize United States. Other shows in
this first wave of anime includ8igantor (Tetsujin 28-gp1963 in Japan, 1965 in the
US), Kimba the White LioifJungle Taitei 1965 in Japan, 1966 in the US) &yked
Racer(Mach Go Go Gp1967).

After 1967, no new Japanese animation appearedsotelgvision untiBattle of
the Planetdegan nationwide syndication in 1978, promptethieysmash success of the
film Star Warg(1977). (Many of the 1960s anime programs contirnoebe shown in
syndication across the country between 1967 an8,18dugh.) This began the second
wave of anime, which lasted until the mid-1980swidwer, the roots of this wave go
back to 1976, when a number of animated programalpoin Japan (particularly giant
robot and related SF shows) began airing on lag@ddese community television
stations, particularly in California and Hawai'i.

As | mentioned, the major technological innovatiothis wave was the home
videocassette recorder. (It should be noted thetyall of the consumer VCRs in the
US in the 1970s and 1980s came from Japan, so hewoealing around the world was in
fact produced by Japanese technology.) This alldy@&dans to record and share
television programs taped from these local Japac@senunity television stations as
well as from Japanese network TV. This technoldgpeaead of anime was helped by the
fact that America and Japan share video formatstas — both use NTSC (National
Television Standards Committee). On the other harashy European countries like the
United Kingdom and Germany use the PAL (Phase Aditemg Line) system, and a few

countries use the French-developed SECAM system spread of Japanese popular
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culture was also assisted by the flow of peopland from Japan, such as US military
personnel who would serve at bases in Japan, dasvéhpanese people who moved to
the United States, especially in Hawai’'i and Am&sd/Nest Coast.

It was around this time that the practice of crepfansubs began to become
popular. A fansub is a subtitled version of an anifiiv show, video program, or film
produced, as the fan community phrase goes “far flgrfans.” What this means is that
people producing the fansub take the original ssurdeo (from the Japanese television,
videotape, or laserdisc release), edit it (to reencmmercials in the case of a television
source), translate the dialogue, place subtitiesmen, and then release it through
certain channels. Until the 1990s, fansubs werallysdistributed via organizations and
networks, such as local anime club meetings, thraugjch fans could obtain videotape
copies of their favorite shows. Such meetings cbeltheld in a variety of places, such as
private residences, college campuses, or in syrapattetail stores like comic book
shops. However, the Cartoon/Fantasy Organizathenfitst US anime club, was able to
hold its meetings in club space owned by the Logels Science Fantasy Society when
it began in May 1977 [Patten 2004: 24; Patten 2008]

The third wave of anime fandom began in earnegtermid-1990s with the
syndication of shows likBragonball ZandSailor Moon(both in 1995) on cable stations
like the Cartoon Network in the United States afid/Yn Canada. As previously
mentioned, the major technology that promulgatedcharfan activities during this period
was the Internet, and its primary use was as asafrinformation and locus of fan
advocacy. For example, many fans used the conitgativthe Internet to organize for

specific fan-oriented causes (Levi 2006: 48-52Yotighout the 1990s there were many
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petitions circulating to convince American comparte officially release one series or
another. One of the most well-known online campsigas the “Save Our Sailors” drive
organized by fans d@ailor Moonwho wanted to keep the show on the air on US
television (“Save Our Sailors” 2010). In the 1990 Internet facilitated the exchange
of fansub tapes among fans. In addition to enalshoge contact among fan groups,
fansub distributors established an online presehese distributors (who were often
separate from the groups that created the fansmad)ed people without a local anime
club, or who were not involved in organized fandoat who still liked anime, to see
fansubbed titles. (See Hatcher 2005 for a moreeptfdhistory of how fansubbed anime
was created.)

Also growing in popularity around this time was IR Internet Relay Chat.
This technology first came online in Finland in Aisty1988 and was created by
programmer Jarkko Oikarinen, a graduate studethiedt/niversity of Oulu. According to
the website Living Internet, “IRC became well knoterthe general public around the
world in 1991, when its use skyrocketed as use&gdd on to get up-to-date information
on Iraq's invasion of Kuwait, through a functioffRC link into the country that stayed
operational for a week after radio and televisiomeldcasts were cut off” (“IRC History —
Internet Relay Chat” 2004). IRC also allowed fag #haring of digital files of raw anime
episodes and fansubs in special channels dedittatidcussing Japanese animation, and
many anime fansub distributors had their own IR@nctels they could use for
distribution. Many fansub groups also used IRCdordinate their efforts, since it
allowed participants to work on different aspedta single fansub project (timing,

translation, etc.) easily without being in closg/gibal contact with one another. This
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kind of fan practice is of the type Henry Jenkiesdibes as a “new knowledge culture”
that creates communities which are “defined throughntary, temporary, and tactical
affiliations, reaffirmed through common intellecteaterprises and emotional
investments” (2006: 27). Additionally, it is notsjua coincidence that anime fan practices
began shifting online around the same time Azurdantifies that “grand narratives”

were declining in favor of “grand database” (20@9)th point to the increased presence
of information databases as not just a way to stdogmation, but as a way to structure
communicative and cultural interactions.

It was a program called BitTorrent, developed iO2Qhat revolutionized the
online distribution of anime and that brought thecture of the database into the realm
of the anime fan. BitTorrent is a more popular affetient distribution of files than IRC,
but cuts out the communicative aspect. Rather deating with specialized programs, all
that BitTorrent requires is that a user instalks ¢hent on their computer. After
installation, one can search for torrents onling &ith one click can begin downloading.
The way many other downloading processes workaseahch person who wants to
download a file takes it from a copy located ora/er. On the other hand, BitTorrent
users share parts of the file they have alreadynttmded with others who want to
download it, creating a more distributed structioresharing files and preventing many
of the bandwidth problems many of the other metlegierience. Unlike other peer-to-
peer file sharing applications, BitTorrent requieegegree of centralization in the form of
a tracker, which coordinates the downloads. Thig way of downloading files has
proven to be very popular and revolutionary. (Bit€at developer Bram Cohen received

a Rave Award fronWired magazine in March 2004 for his development ofsiéware.)
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The ability to download high-quality anime filesttva single mouse click has
transformed the fansub experience. Some see ftifiscsprograms like BitTorrent as a
step in the right direction. In an editorial on p&g anime information site Anime News
Network, a writer by the moniker of Dan42 wroteegttorial in which he stated “with
BitTorrent it's possible to put a greater emphasishe actual enforcement of those semi-
mythical ‘fansub ethics’.... | would like to encouragll fansubbers to drop support for
IRC (apart from chatting of course) and start releguniquely with BitTorrent. | believe
it's what responsible fansubbers should do” (D&223). In spite of this look toward
technology as a way to enforce a code of ethicscfwivould include things as not
fansubbing licensed anime and halting distributba title once it had been licensed),
many commercial distributors began to see fansslasraal threat for the first time as
fans became able to easily create thousands aélilygperfect copies.

Even though fansubs are not usually distributegfofit, as Sean Kirkpatrick
points out, anime would automatically be protedigdJS copyright law because both the
US and Japan are signatories to the World Inteledd®roperty Organization and the
Uruguay Round Agreements (2002-3: 137-8). Additiignat a panel at the fan
convention Otakon in 2004, “Some audience memhaggested that fansubs acted as a
form of advertising. [ADV Films director and co-feder Matt] Greenfield dismissed
those claims, and cited heavy losses in Asian amiadets due to prolific distribution of
copied anime. Greenfield said ‘The US fanbaseestypgood about it, but other places
are not. The problem is when you put a fansub uBitiarrent [sic], anyone can
download it” (Phillips 2004). In general, thoudansubbing of unlicensed titles

continues to be tolerated for a number of readdimkpatrick points to the facts that in

107



both Japan and the US there is a tradition of crgaew fan works based on existing
properties, most Japanese companies do not havestirces necessary for an
international legal fight, and Japan is generafsllitigious than the United States (2002-
3: 146-152). There is even at times some crosdmt&reen commercial US anime
distributors and fansub groups. For example, ire280ime News Network reported that
anime and manga publisher TokyoPop was using alfesript as a point of reference in
its commercial release of the anime sehngigal D (“Tokyopop uses Fansub Script for
Initial D” 2002).

Other cheap technologies of distribution are infleiag the flow of programming
from Japan to the US. The DVD format has becomepeesive and relatively easy to
replicate in recent years. In addition to the iasexd US commercial licensing and
distribution of Japanese shows, there have beethelggers that sell pirated copies; some
even sell DVD copies of fansubs. Another formahesVCD, or video compact disc,
which is even less expensive to produce than D\fidlsvary popular in East Asia
outside of Japan. Even though Japanese companieganaure VCD players, VCDs
have been described as “virtually unknown in Japann North America and Europe”
(Davis and Yeh 2004: 228). Although this holds torethe greater populace, VCDs
were certainly not “virtually unknown” among anirfas in the early 2000s. (See Wang
2003: 49-58 for more on the manufacture and distioln of VCDs in Asia.)

| have so far tried to provide a brief thumbnagth of how fans of Japanese
animation adapted current technologies for thein oaes in order to create versions of
anime they could watch and redistribute. Howeversé viewing techniques are slowly

being picked up by the more mainstream televismolustry. In 2004 &€hicago Tribune
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article reported that Comcast CEO Brian Robertssamved an online database of over
40,000 television and film programs available fomtload by consumers (Ryan 2004),
and thanks to streaming services like Netflix andusuch a vision has come close to
fruition. That samd&tribunearticle indicates the shrinking influence of carite

distributors like television networks, illustratilmgw fans and show creators can work
together in a mutually beneficial relationship.(ilee fans are able to view the shows they
want to watch and the creators are able to ge) pAaberts’s vision illustrates that the
concept of organization around a database is re@ssarily unique to the study of anime.
However, as we will see, there are both challeagesopportunities present when trying

to make money from media arranged in such a dagadiascture.

Producers’ and Distributors’ Responses to Fansubs

Before | address how anime distributors in Northekica responded to and
adapted to the proliferation of fansubs, it is \wdstiefly considering the origins of such
distributors, which are in a unique position wigspect to anime fans and Japanese
companies. They must constantly consider how tketand sell a product in an
economic and cultural context different from the dor which the original anime
products were produced. It is not just the indialdconsumers in the US who can choose
products from the database that will best fulfikgir personal fantasies—the companies,
too, must select the products that they think sell well to their consumers. Generally
speaking, the consumers of fansubs are the sathe asnsumers of officially licensed
and distributed products. With this in mind, itnerth noting that the anime industry in

North America has its roots in the fansub community
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One example of the interaction between fan andegedbnal production is the
company ADV Films, which lasted from the early 182mtil 2009. The origins of the
company are discussed on a commentary track fatQtieanniversary release of their
first film, Devil Hunter YohkdMamono hantaa Youkd990) (“ADV Historical
Commentary” 2002). ADV Films had its origins in amme fan group called Anime
NASA in Clear Lake, Texas. (Clear Lake is a sulafrblouston and is also where the
Johnson Space Center is located.) The principalseoéompany were anime fans who
had been spending large amounts of money on impddapanese laserdiscs, and wanted
to develop subtitled versions of shows that aniames fin the US could buy for more
reasonable prices. They s@&vil Hunter Yohkpa fantasy show with some quite risqué
humor, as a contrast to many of the SF anime sktivatdad been flourishing. (See other
chapters for the development of anime in the wdketar War3. Once the founders
decided they wanted to bringphkoover to the US, they had to locate the rights écld
in Japan and begin to negotiate with them. Theyamed the US licensing arm of Toho,
the Japanese company that owned the rights, babthgany was not familiar with the
title and was in fact unaware that it was the sdilder. Nobody in the company had yet
realized that there was a market for direct-to-widaime releases in the US and thus did
venture into this territory. Once ADV had succebBgfmegotiated the rights to distribute
Yohkoin the US, the company still needed to decide tmsubtitle, replicate, and
distribute it. Since a number of the ADV principakd previously been involved in fan
subtitling films for club showings, though, theyedsthe same facilities for their
commercial release &fohkq which relied on an Amiga 1000 home computer tohdo

subtitling.
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The history of a company like ADV Film is signifiot because it synthesizes
many the issues under discussion. First of aleims of the database fantasyscape, a
North American company was able to identify an antitle that would have enough
appeal to US-based fans and would sell enough sdipé¢ the company went on to
release additional titles over the next nearly @8rg. (Even after 2009, members of the
company still do business in the US anime industityough not as ADV Films.) The
fact that the licensing arm of the Japanese comfranywhich ADV wished to acquire
Yohkowas unaware of the title speaks strongly to taesnational cultural aspects of the
fantasyscape. Toho obviously never thought thabduyzt likeYohkocould succeed in
the North American market or they would have domeeno promote such anime titles
to prospective US licensees. This perspective wagounded by the lack of support
ADV received from Japan in the form of anythingttiraght help them to create a
localized product, such as a script or promoti@madork. Thus, even when interest in
anime properties was expressed by foreign licengoirte often the Japanese companies
did not consider them as worthwhile business atksrto pursue. Therefore, the conduct
of such early US anime companies has much in commitbrnthe fansub groups from
which they sprang, even down to the use of persmrabuters like the Amiga in order
to put the subtitles onto the video. It should beed that other US-based companies
distributing anime also had their roots in anime dammunities. For example, in an
early post on the rec.arts.anime Usenet newsgnimEigo CEO Robert Woodhead
described his company in the following way: “Aningiiis a cooperative venture of
Anime [sic] fans. We are licensing Japanese Anisig films and OAVs, adding

subtitles, and selling professionally produced ishglolt versions at _less_ [sic] than the
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street price of the original films in Japan” (Woedl 1989). As we can see from these
examples, in the late 1980s and early 1990s, maimyeafans saw that they might be able
to take their passions in a more commercial dioectlf hese were certainly not the first
commercial companies releasing anime for the UXketar as previously mentioned, this
had been going on since the early 1960s. Howelversame conditions that led to the
spread of fansubbed video tapes also led to condithat were favorable for small
companies to be able to license and distribute asinows directly to fans without

having to worry about television broadcast or thealt distribution.

Through the 1990s and early 2000s, small animegranims began proliferating in
the US and began releasing more officially-licengemtlucts. Because of this, Japanese
companies began taking more notice of the US anmaudet. Since one of the original
purported goals of fansubbing was to promote arasa form of entertainment, which
seemed to be less and less of an issue as animegnmemercially, anime fansubbers
began carving out a specific niche for themseludte English-speaking world. More
and more anime began being fansubbed online, ancréasingly became possible to
download a free, English-subtitled version of ammenshow or film within days of its
broadcast or commercial release. Consequentlye thas increasing hostility on the part
of Japanese media producers to the fansub pragieeg on in North America.

In December 2004, the Japanese company Mediarlyaent cease-and-desist
letters to a number of anime fansub groups and iwesthat aggregated links to
fansubbed video files. This was one of the firgigations that such Japanese companies
were paying attention to what was going on in #restibbing community. Since most

groups ostensibly wanted to promote Japanese athimdetter by a Japanese company
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saying to quit such actions on the titles they adwvas enough to stop many groups from
fansubbing and distributing Media Factory’s titl€Some groups did not stop, however,
but were driven further underground.)

In August 2006, US-based anime distributor Baitrgertainment sent out a
general warning to the anime community regardimgy tlitle Ghost in the Shell: Solid
State Societ{'Bandai Warns” 2006). In it, Bandai said thatytlveould be on the lookout
for fansubs following the Japanese DVD releas&efilm. The press release reiterated
that Bandai retained all rights related to the fithat fansubbing is technically an illegal
act, and that the company might take legal actgairest fansubbing groups or file
hosters that made Bandai’s properties availablddamload. Although Bandai
Entertainment is based in the United States,atvsed by the Japanese company Namco
Bandai Holdings. At the time, many fans asked wigydcompany did not have a
simultaneous release on both sides of the PawiBtead of having staggered release
dates for Japan and North America. However, fapmadese company focused on a
Japanese market, the reason for staggered reisasear, since Japanese home video
releases generally sell for much higher prices thegign releases. (As just one example,
the movieEvangelion 1.11: You Are Not Alomas released on Blu-Ray in Japan on May
27, 2009 with an MSRP of 6090 yen [~US$71.35]. mWs$, it was released on March 9,
2010 with an MSRP of $34.98. There are often eveatgr disparities in price with
television shows.) A simultaneous release acrodspieumarkets would increase the
likelihood that Japanese consumers would revergerinthe less-expensive versions of
such titles. This staggered release practice igagito the process of windowing

practiced by Hollywood and discussed by Wang (2008¢ strategy of many of the
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major Hollywood studios in response to this hasiteeanove toward a day-and-date
release (opening a film in multiple territoriesthie same day in an effort to sate
consumer demand) (Wang 2003: 15). This is, howevpractice that has been slow to
catch on with many Japanese licensors, and legalings are often not enough to fully
control fan demand for a product. Thus, some famgabps did releas®olid State
Society although, similar to the Media Factory releasesh fansubs were harder to find
than usual and did not appear on many of the web#itat aggregate anime BitTorrent
links.

The fact that fans continued to fansub and distelanime, even when
specifically requested to not do so, led to a paxad the 2000s. Anime in general had
become more popular in North America than it haer édeen, but North American anime
companies were finding it difficult to continue&aking products. Where once fansubs
had been seen as a way of promoting Japanese amithey were now perceived as a
very real threat to the profitability of, and hermmntinued existence of, anime in North
America. At the same time, fansubs and its asstiatltural practices had become a
widely-accepted part of American anime fan cultii@ns also likened anime fansubs to
the way Japanese anime was available for freeJapanese television, and consequently
asked if the Japanese could get their anime fer iy couldn’t the fans from other
countries as well? The problem became one of defimi- the US fans saw their actions
as leveling the global playing field, while the dapse media companies (and by
extension, the North American companies that liedrfsom them) saw the creation and
distribution of fansubs as piracy. In early 2008yan’s Ministry of Foreign Affairs even

convened a symposium to discuss how to better grotellectual property generated by
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domestic companies on the global stage, with parelfobal competitiveness and rights
enforcement (“Japan's Foreign Ministry” 2008). Altigh fansubs were not specifically
discussed, they did discuss issues relating tmefiie sharing. The fact that such
discussions are even occurring within usually siaipanese companies indicates a
dawning realization that the best way to targetrenians that have grown accustomed to
fansubs was not to focus on the fansubs themsddué$o build upon the branding and
knowledge that such fansubs could provide. In & section, | will examine a
representative example of how a company tried éotlis proliferation of fansubs to its

advantage.

The Melancholy of Suzumiya Haruhi as Media Experience

The question nearly all media producers ask is twoprovide content and still
make a profit. If one can simply download a filelaaceive the same viewing experience
that one can from a legitimately-purchased prodihet) the impetus for legal purchases
would seem to be small. While many people woulddwatnload files illegally for
ethical reasons, fansubbing has become an intpgrabf the culture around anime
fandom outside of Japan. As a consequence, mahg ifan culture do not view fansubs
as piracy.

One solution for the content producers and distoitsuis to furnish consumers
with something that cannot be downloaded or pirdfédat is being sold, then, is not just
the media product, but the whole associated expegief interacting with this product.
As mentioned in the previous chapter, the datafzagasyscape is integral to these new

experiences and interactions. Taking a particutantpf departure (such as an anime
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series), distributors create related products, eaatiding the viewer/user with new
ways of thinking about a media text and integratingto his or her own life.

For example, a contemporary DVD has the abilitgriavide a multitude of ways
of experiencing a media text such as a film. Wiwetsdt mean when we say we have
watched a film? Even though the claim to have sedilm’ seems to imply a format
specificity suggesting certain viewing practicesgdiscussions about cinema we seldom
make reference to how we were exposed to thekextexample, when someone asks me
if I have seen a particular film it usually mattétde to them whether | saw it in its
original theatrical run or on a rented DVD copyhame: primacy is placed on the
experience of the film’s diegetic world. Similarip, academic discourse when one refers
to a film, the conditions under which the authopexenced the film are rarely
mentioned. However, this is a significant omissagrdifferent versions of a film can
leave the viewer with different impressions. As d&R. Acland writes, “The film
performance varies across time and across consamgtintexts and carries a degree of
unpredictability with itNo two screenings are absolutely identiq@icland 2003: 47;
emphasis in original). Watching a film in a theag@ot the same experience as watching
it at home. Even saying that one has watched adiir®VD brings up a myriad of
guestions: Was the DVD the widescreen or full stcresrsion? Was it the original
release or the newly remastered special edition ddlby 5.1 sound? Was it the
theatrical version or the director’s cut? And frarnich region was the disc? For
example, when confronted with the Hong Kong versibthe DVD forDays of Being
Wild (dir. Wong Kar-wai, 1991) in an interview, cinemmgtapher Christopher Doyle

suggested that the interviewer obtain the JapaD¥geof the film, saying, “The color is
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wrong on this one. It's not green enough. It whgraken, but then they kind of

‘corrected’ it when | wasn't there. They took aviag green because they thought | didn't
know what | was doing” (Axmaker 2004). Thus thesian of a film a person is watching
can have a serious impact on one’s reception of it.

Although the above summary presents an exampldiloh éhat crosses the
boundaries of nation and culture, a viewer’s uridexing of the film encompasses more
than just plot and narrative. The reception ofra fs shaped by the conditions under
which it is viewed, which are increasingly takingge not in theatres but in the home
through the proliferation of consumer technolodiles the Digital Video Disc (DVD)
(Cubbison 2005, Klinger 2006). Because DVDs cary waterms of how faithful they
are to original film prints of a movie, as anecdgtmentioned above by Christopher
Doyle, it is important to be aware of the ways inieth viewing a movie on DVD can
alter one’s perception of the film. An awarenesthefcharacteristics of DVDs is
important because many of them have additionalifeatthat can vary from region to
region, such as interviews, featurettes, commegaand the like, which also can affect
one’s interpretation of a particular film.

Many of the special features one might think obamg unique to DVDs are
actually holdovers from the far less successfidrdisc medium. For example, the first
director's commentary was on Criterion’s laserdisBlack Narcissugdir. Michael
Powell and Emeric Pressburger, 1947) and theffinstto be given the “special edition”
edition treatment with a plethora of bonus featuvas Criterion’s 1984 release of
Citizen KangOrson Welles 1941) on laserdisc (Neapolitan 2@83: The audience

response to these special features has been sotmswitr@dictory. According to an
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article inBillboard in 1998, just as DVD was beginning to catch oa @spular format, a
marketing survey suggested that “as DVD populamtyens, the passion for widescreen
and other bells and whistles has begun to ebb”d&ein 1998: 105). However, an article
that ran in the same magazine less than a yearsktkthat the presence of special
features on the discs was one of the main factorsnd DVD sales (Fitzpatrick 1999). In
a more recent example, on the National Public ReldawAll Things ConsidergdArt
Silverman opined that interesting DVD extras carkena “bad” movie worth seeing.
However, Silverman’s interviewees in the DVD creatindustry say that most of the
people they know never listen to the commentaniesatich the extras. However, one of
the interviewees said that there is a “vocal bmmme@rcially significant minority” of
people who watch and buy such products (Silvernf@bp It is also suggested that in
the early days of DVD, producers would try to paything they could find on the disc,
even if it was only marginally related, in ordembake the list of extras look more
impressive.

This last point suggests that there is not neciéggsacontradiction in the points
that extras and special editions drive DVD salasthat people do not often watch such
extras. There is not even a necessary connectiarebe the purchase of a DVD and the
watching of it. As philosopher and sociologist ®lp¥iZek has quipped, “Videos and
DVDs have ruined movies for me... Instead of sedwggnovie, | buy it, and then | have
it, so why should | watch it?” (Mead 2003: 42). Tddditional pieces of information one
gets in a DVD have become so commonplace thatategn expected presence on DVD
and, even if unwatched, make consumers feel &gyfare getting their money’s worth.

It should be noted, then, that the present disonssl the way DVD extras affect the
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viewing experience of a film could be said to apjlynly a specific segment of the
viewing population and that those who create theasxeem to be aware of this fact.
However, even unviewed extras can contribute tomtlegall discourse of a film. For
example, the knowledge of the presence of a comanetraick by the film’s director can
lead to a higher estimation of the director, prayatihg a form of auteur theory.

In their analysis of th€ight ClubDVD, Robert Alan Brookey and Robert
Westerfelhaus (2002) draw on John Fiske’s (19834 iof “primary texts” (the film or, in
Fiske’s case, television program under discussaod)“secondary texts” (writings about
the program). In order to more accurately desdhleepresence of supplemental materials
on DVDs, Brookey and Westerfelhaus posit the teemira texts” because “the material
resides outside of, and in addition to, the cinémtakt as traditionally defined by film
criticism—i.e., the parameters of the theatrickase. Although extra-text materials
function in a way similar to secondary texts, wendb believe the term ‘secondary’ fully
conveys the signifying relationship they have with primary-cinematic text” (Brookey
and Westerfelhaus 2002: 23). Although | believe Braokey and Westerfelhaus are
correct in thinking about DVD content as fallingtside of the strict primary/secondary
text dichotomy, | do not think that the term “extexts” does the job they intend of
making the connection with the primary text. Thadvtextra” by itself implies that the
DVD content exists in addition to, can be separéteth, and possibly even stand apart
from the primary text. However, this is not neceibg#he way in which viewers
experience the film. One generally becomes awatkeotlisc’s packaging, artwork, and
menus before playing the movie. All of these eletsdémning with them certain

characteristics and help to structure one’s vievargerience; they are an inseparable
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part of the domestic consumption of many films. Th& can be conceptualized as
containing (generally) a single primary text andgsbly one or more) associated texts
necessarily in relationship with one another byuarof their physical connectedness.

One of the most interesting responses to the pmoblgansubs, and one that took
advantage of a myriad of extra texts, was the D¥lPase of the anime television show
The Melancholy of Haruhi Suzumiylawas based on a series of light novels thaewer
originally serialized in the magazifidne SneakefZa suniikad. The first novel was
published in mid-2003, and two more novels camelmattsame year; to date nine such
light novels have been published in Japanese. A manga adaptdtibe novels began
serialization in 2004, and an anime adaptatiordaore Japanese television from April to
June 2006, with a second season from April to Gat@009, and a feature film in
February 2010. It should be mentioned that themewadio drama and video game
adaptations afaruhi as well.

The first season dflaruhi was released on DVD in four parts in North America
(May 2007, July 2007, September 2007, and Novera®@r), and for each part fans
could purchase either a standard edition or adidhédition. The two editions were
released at the same time; each of the limitedoeditretailed for around $60, which is
very expensive for four episodes of original cohtarthe North American DVD market.
The standard editions retailed for $30 per disdctvivas average for the time. However,
in addition to the DVDs, the limited edition box#sre packaged with additional

material for fans of the show — all came with aiddial music CDs that could fit into the

3 A light novel is a kind of Japanese fiction thatlistinguished from other forms of literature tsydase of
comprehension (usually written at a junior highhimh school reading level) and its use of illustas -
most light novels have an anime-like image on theec as well as additional drawings spaced througho
the book. Many successful light novels are made imhnga and / or anime series.
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special box that came with the first limited editiget. They also came with additional
accessories like pencil boardshitakiji), iron-on transfers, pillowcases, and accessories
like those that main character Haruhi wears duttregshow, such as an armband and a
headband.

The extra items included in the more expensivedsig serve to expand the
narrative world of the program, giving the vieweultiple ways to engage with it and
thus setting the stage for different personal eepees. In my own way of engaging with
Haruhi, | watched the DVDs, frequently admired #énebox containing the discs on my
DVD shelf, occasionally listened to the music, éoaked at the pencil boards every so
often. | left the armband and the headband alam==dido not perform cross-dressing
cosplay and | did not use the iron-on transfer beed had no articles of clothing |
wished to decorate. Another viewer may have mafferdnt choices than | did, making
more use of the clothing accessories as a parpabhc performance, perhaps at an
anime convention (see chapter 5), or as a perganfrmance to try to “be” like Haruhi
in some small way in the comfort of one’s own hoech accessories allow one to
begin to enter the larger diegetic world of thegpaon and to engage with it on a more
personal, physical level.

One of the most interesting extras to come withtéd edition box sets two
through four were additional DVDs that containednhethe same content as the main
DVDs, only in a different order. (The series cotesisof fourteen episodes, and the four
main DVDs had the four episodes apiece on thetfirgtdiscs and three each on the last
two. The extra DVDs, on the other hand had fivesegées on each of the first two discs

and four episodes on the final disc.) Since theaeRlVDs had more episodes on them,
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there were no extra features on them, nor werepisodes dubbed into English (just
original Japanese language with English subtitidppn first glance, this might seem
oddly wasteful, since these DVDs only duplicatesgérg content on the main DVDs.
However, these extra DVDs allowed the viewer tdicape as closely as possible the
experience of watching the original Japanese brstdévherHaruhi was originally
shown on Japanese television, the episodes wertionally not shown in chronological
order, adding to the sense of mystery surroundieghow’s events. This was the order
in which the fans who watched the fansubs origynakwed the show, and they accepted
its method of storytelling. The non-chronologicader of the episodes portrayed an
emotional, rather than a narrative, arc. Althoughdrder of the episodes was not truly
random, they did have the effect of emphasizingasttar over narrative, one of the
hallmarks of database consumption. However, wli@mhi came out on DVD in Japan,
the episodes were rearranged into chronologicarduadtell a more linear story. Through
its marketing of the series, North American licens@adokawa Pictures and distributor
Bandai Entertainment explicitly acknowledged thatcinof their fanbase would be
people who had previously seen fansubbed versibiine series. Bandai wanted to
provide committed fans an incentive to purchasddggimate version ofaruhi.
Therefore, the limited editions &faruhi not only provided unique, non-programmatic
content such as CDs, pencil boards, and pillowcasesxtra DVDs that were included
provided additional reason to get rid of digitapms a fan might have in favor of the
legitimate version.

Another way Bandai demonstrated their engageméhtam audience already

familiar with fansubs can be seen on the promotigitizos they created for the series
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and which appear as extra content on the main DVBsse short promotional videos,
originally released online, were intentionally dgsd to engage the fans who were
already familiar with the show. The first videdled “Adventures of the ASOS Brigade
Ep. 00,” depicted a live-action version of the féenzharacters froriaruhi, with only
the actress playing Haruhi herself speaking Endtisé other two spoke Japanese). From
the quality of the filming, the editing, and thdiag (the performances seem hurried,
often as if it is the actor’s first take), it iseal that the videos were low-budget affairs.
The overall presentation works not only from anrexoic point of view, but also alludes
to episode 00 of the series (the first episodedwast) in which the cast of characters in
Haruhi are filming their own low-budget science fictialmf. Additionally, this video
directly targets an internet-savvy audience andiab to internet memes that would be
familiar to them.

For example, after the video officially announdas license of the series, it cuts
to an image of a cat with the letters “O RLY?” sapgosed on it. It cuts back to a
young woman speaking in Japanese who sagstt’ (in this context it could be
understood to mean “really”), but the subtitlesmslate into online shorthand as “YA
RLY.” The next cut performs much the same functoth an image of two turtles, one
with the letters “O RLY?” and the other with thgodaese hiragana “emaji?” next to it.
(Which can be read as a shortened version of andapaentence like “Ee, maji desu
ka?” or “What, is that correct?”) Elsewhere in théeo, it states that the video was
“Made by fans for fans.” This is a direct allusitana fansub audience, as it echoes the
old refrain often seen in many fansubs that assiegtpurity of motive for subtitling and

releasing anime for free. The video also exhosvibwer to “Please buy the (R1) DVDs
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when released!” All of these elements in the fmstmotional video show that the
marketing push for thielaruhi series, at least at the beginning, was gearedficpdy
toward anime fans and fans of the series in pdatictather than a general audience,
many of whom had probably already watched the sergefansubs downloaded from the
Internet. Additional promotional videos were reksnline to promote the show, many
of which allude to the fact that there is alreadgir#base that had been generated by the
illegal consumption of fansubbed episodes. One siample is that in the ending credits
of the extras, it says that a “very special thard@s to “all fansub lovers who buy the
official DVDs and help support more creative worksit that “no special thanks” go to
“downloaders / bootleggers who never buy the aififlvVDs.” This would seem to be
saying that while fansubbing may not be encouraéslan accepted stopgap measure
until a legitimate product is released.

In a unique way of dealing with the expandabitifycult media, in 2009 Japanese
television stations began re-broadcasting episofigaruhi, this time with the episodes
in chronological order and with new episodes ingersed among the older ones. Most
television programs in Japan are not re-run affteir initial airing, so this was a
surprising tack to take, although it was in keepintl the show’s offbeat approach to
marketing both in Japan and abroad. This expartetehgth of the series from fourteen
episodes to twenty-eight episodes. The series &aaleased with English subtitles on
DVD in Japan as well (an uncommon practice for anbvDs), a nod to the
international nature of the show’s audience antigges a marketing move to try to get

foreign fans to purchase the legitimate Japanes#upt rather than fansubbing the shows
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themselves. At the same time, re-viewing the sevidsthe new episodes plays with and

guestions the stability of the text in interestvngys.

Conclusion

Fansubbing (and video piracy more generally) cabedegislated out of
existence. Thanks to ever-evolving technologiesghwill always be new ways of
acquiring films in illegitimate ways regardlessenitreaties by rights-holders, copy
protection, or even lawsuits. The powerful tradgoagtions the Record Industry
Association of America (RIAA) and the Motion PictuAssociation of America (MPAA)
have been fighting a losing battle against musdcfdm pirates for many years. Even
with their concerted efforts pirated versions & tatest CDs and movies are easily found
online. In addition, the rights-holders for aninties that have not been secured for
distribution outside of Japan do not in most cdsa® the resources to legally pursue
those who illegally distribute their products oess.

However, even if this were monetarily and techgalally feasible, a forceful
crackdown on anime fansubbers and fansub downlsad®uld almost certainly result in
a backlash among anime fans. Changing the prevald@fansubbing would require a
change in anime culture. Technologies have givémeaifans the sense of what might be
called an “imagined community” that connects therdevelopments in Japan. This is
not quite analogous to Benedict Anderson’s ide&38).%since, for the most part, barriers
of language and culture prevent Japanese and fof@ng from conversing with one
another on a regular basis (other than for fans kvioav other languages). At the same

time, though, there is a distinct feeling amongign anime fans that they want to know
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what is airing on Japanese television and willlabthings like rights or licensing
restrictions get in their way. Among some fansehisra sense of longing to connect with
Japanese culture and society, and by partakingrdg like anime in more or less real
time, they are able to imagine that they are agfaatcommunity that is different from
the one in which they are physically located. Samclattitude could in fact be beneficial
for Japanese companies if they could determineyataveapitalize on it, since they have
created products with which people very much wanvatch, discuss, and interact.

In addition to the methods and techniques dessabeve, some companies are
taking advantage of new technologies to distrilblggr new works. One of the most
promising experiments in recent years has beeadhient of streaming video. Increases
in internet bandwidth has allowed for films ancetesion shows to be able to be
transmitted and shown to a viewer without a filengelownloaded to the user’s
computer. One of the key companies doing this foma content has been the website
Crunchyroll.com. Streaming video also allows farsd synchronicity with the broadcast
of a show on Japanese television. In some cases (o certain high-profile shows),
Crunchyroll is able to provide an English-subtitiedeo stream to users within an hour
of the show airing on Japanese television. In gngng 2010 season, Crunchyroll had
simulcasts of seven new shows in addition to sel@er shows they were continuing to
simulcast (“Crunchyroll - Lineup” 2010). Howeveuch advances have still not stopped
the flow of fansubs, even for the shows that Crynahreleases. For example, on July
23, 2010, Crunchyroll announced that they wouldib®milcasting the shoMitsudomoe
(“Crunchyroll - Forum - Summer Simulcast: Mitsudagnicaunches Today!” 2010).

However, as of August 11, 2010, the online anint&@rent aggregator AnimeSuki.com
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still listed torrents for episodes of the show (t8lidomoe” 2010). This is because
according to the site’s policy they only considéitla licensed if it has been acquired for
a DVD or Blu-Ray release, not for streaming-onlyigting Policy” 2009).

Although fansubs are always illegal, they can mtewseful services to the anime
community as a whole. Not all fansub groups worklenlatest titles that are airing on
Japanese television. (These are the titles fortwthere is often the most active fan
interest and are most likely to get licensed bgraifn distributor.) A number of fansub
groups work on older titles that the group memiseesas particularly interesting or
artistically relevant that have never been releasgside of Japan. One such group calls
itself the To-Y Restoration Committee, working mngunction with another group
calling itself Anime Classic. The groups came tbgethrough shared interest in an
OAV (original animated video, essentially a dirézivideo anime release) from 1987
calledTo-Y. In addition to fansubbing a title that was neanhgnty years old when the
group was working on it, they also took care toastar the video from laserdisc. This
means that the fansubbed version that existsderdnline is of better quality than any
version that can currently be purchased, evenpanla

For these reasons and others, the future of USeadistribution companies is
uncertain. The late 2000s was not kind to many @ngs releasing anime in the US
market. Part of this was due to such companiesestiarating potential sales and
licensing titles with low sales potential. For exde) a former marketing manager at
Geneon USA has stated that the company had reléilesdhat did not even sell one
hundred copies in North America (Bertschy and Seva809). Another blow to the sale

of anime in the United States was the bankruptahefretail store Musicland in 2006,
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which also affected its affiliated Suncoast and Sawody stores. The Musicland stores
had a major presence throughout America, partiullarshopping malls, and the
company’s bankruptcy greatly reduced the numbeawaflable venues through which to
sell anime and ancillary products. Additionallye ttole of the overall economic
depression that hit the United States in the |gidet of the first decade of the 2000s
should not be overlooked; with so many out of wdekyer people had disposable
income to spend on hobbies like anime. This lea nomber of anime distribution
companies closing, going bankrupt, or drasticadlyrganizing. For example, in August
2009, Kadokawa Pictures closed their US-based KadakPictures USA subsidiary,
which had licensed thdelancholy of Haruhi Suzumiyé&Kadokawa Pictures USA
Licensing Unit Shuts Down” 2009). Around the sam®etin 2009, ADV Films ceased
operations under the ADV moniker. However, in AD¥&se, it was more of a case of
the company splitting into a number of smalleraredl companies for legal reasons.
Many of the properties it was handling were transféto other related companies, as
were a number of former ADV personnel (“ADV FilmBu#s Down” 2009). In fact, it
was widely reported in the fan community that Sec3, which was one of the
companies formed to handle distribution of theliattual property formerly belonging
to ADV (now belonging to a related company calldéisk Holdings), was so named due
to the statute in Texas bankruptcy law that wolllmhathe ADV to restructure in this
way without actually declaring bankruptcy (VonSthd 2009). Additional US anime
distributors active in the 1990s and 2000s, thatdit survive include Geneon USA
(active in the United States from 1993 onwardjatlit as Pioneer; they changed to

Geneon USA in 2003 but were shut down by their dapa parent company in late 2007)
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and Central Park Media (a domestic company formek®B0 which filed for bankruptcy
in 2009).

With the anime industry in such a state of fluxd avith developments in
computer technology allowing for ever faster raiesle transfers, in the first decade of
the 2000s fansubs began to become a serious toréegt viability of commercial anime
in the United States. As | have discussed in thapter, providing fans alternate ways in
which to engage with an anime text can be impottatite development and
strengthening of fandom. However, as we can se» fhe withdrawal of Kadokawa
Pictures USA from the market, this approach to ansmot necessarily the most
lucrative and may in fact harm the disseminatioarame. It may serve to strengthen the
fannish attachments of some, but at the same tirtie @& approach marks a title like
Haruhi as a niche title, limiting its crossover potent@tonsumers who do not usually
watch anime (a key market segment in a media emviemt like that in the United
States). Part of this has been due to the faththiene companies in Japan have been
targeting more niche audiences themselves as @m@tive way of trying to guarantee a
fan base. This means that the titles that areahaito US companies to license have
been becoming increasingly niche as well.

This kind of specialization is one of the downsidie the concept of the database
fantasyscape. In some ways, it may seem to offee miaoice. In the end, however, if
one is constantly going back to the database @nehts and inspiration, the same (yet
effective) ideas are repeatedly recycled. This firad/success with existing fans, but is
not particularly effective at building a larger &te. One of the bright spots in recent

developments may be the increase in crossover girepeetween the United States and
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Japan, as it infuses anime with new ideas. Althdbhghe has been American
involvement (and money) in Japan’s anime industynfthe very beginning, there have
been a number of co-productions in recent yearayraawhich have been omnibus
compilations of shorter films with different direcs. These includ&he Animatrix
(2003), a collection of shorts based on the unevef§ he Matrix(1999, dir. Andy and
Larry Wachowski), which in turn had been strongifiuenced byGhost in the Shell
adaptations of video games created by US-basedapevre such aslalo Legend$2010)
andDante’s Inferno(2010); and adaptations of US comics propertieb sisBatman:
Gotham Knight{2008) andVitchblade(2006, dir. Ohashi Yoshimitsu), and the ongoing
collaboration between Japanese studio Madhous&langel Comics to create anime
series fodron Man (2010) andNolverine(2010). In a similar move, the US anime
distributor Funimation, which was one of the fewnganies to actually thrive and grow
during the downturn in anime’s fortunes in the 28Ghnounced that it would begin to
work with Japanese companies to create anime frggimal, non-Japanese ideas
(“Funimation Starts Initiative for Co-Producing Ame” 2009). Time will tell if such
productions, which couple an anime aesthetic witleAcan plotting and characters, will
prove to be salable to a US and international \ngvaiudience. As we have seen from
this and previous chapters, it is just the nexgesia the ongoing hybridization of
Japanese animation with foreign ideas and capitakever, this also highlights the
necessity of being educated about the media andchitieal it is to make skillful

selections from the media database.

130



Chapter Four — Selling Cultic Transmedia:Neon Genesis Evangelion and Ghost in
the Shell

In the previous chapters, | examined how animemstucted transnationally and
through selections of database elements, payiegtaih to how the conceptualizations
of the term are likely to differ in Japanese andlih. The boundaries of anime are
something that I will continue to push against tlgioout this dissertation. In this chapter,
| will address how anime might begin to exceedfitbeough additional media
properties; this is to say how anime, which is tedito moving images one might view
on a variety of screens, is able to move from tlsaseens of reception and into the “real”
world through a variety of vectors such as congesnes, and toys. Although in my
examples | will continually return to animationagoint of reference, | could just as
easily write about manga or video games and refdrdir animated offshoots as
subsidiary properties. As we shall see, though¢eptualizing contemporary media
flows in terms of the movement inherent in aninati@s certain advantages.

One of the critical factors | have been addreskambeen the fan response to
anime, and how fan interaction has been necessaiytransnational flow. | would
argue that the degree to which some texts are popedl outside of their original
markets is the degree to which such texts arer@pearceived as) cult texts. Matt Hills,
although reluctant to provide a “definition” of thalt text, characterizes such texts as
needing to demonstrate an endurance of fan enimsia the absence of ‘new’ or
official material in the originating medium” (200%) as well as sharing three main
“family resemblances”: auteurism, endlessly defémarrative, and hyperdiegesis (2002:

131). In short, cult texts are the work of a sirgureative individual (or are perceived as
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being so0), there are overriding questions preseotdte characters in the text that are
never fully resolved across multiple iterationsj &ime events take place in a rich
environment “only a fraction of which is ever ditigcseen or encountered within the
text” (Hills 2002: 137). Often within contemporaapime media, a particular title does
not designate a singular product (film, televisovaogram, video game, etc.), but rather a
wide-ranging franchise, part of which can be seearaexample of transmedia
storytelling. These aspects tie in to Hills's aukkdia resemblances, since deferred
narrative opens avenues for telling related stonesfferent media, as does
hyperdiegesis, which might prompt the creationddfigonal texts (both official and fan-
produced) that further explore the characters amchtive world. Since, according to
Azuma, contemporary anime texts encourage an engphragsharacters rather than story
and narrative, this can often more easily enablietext formations, as characters and
images are able to cross boundaries more easiyctlra entire programs that may have
complicated back stories. Indeed, Azuma claimsdhatof the key “postmodern
characteristics of otaku [Japanese fan] culturé¢hésprevalence of “derivative works”
within the culture (2009: 25). The application afudt sheen to anime texts may also help
them to travel transnationally within establishad tircles due to the fact that they are
easily adaptable within various cultural and mexbiatexts.

When one talks about adaptation today, the terrs doerefer merely to the act
of turning the written word into film and vice varsRather, adaptation can refer to all
manner of alterations made to a text to make table for use in different media,

including novels, films, comics, animation, andaedyames. In fact, it is increasingly
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rare for adaptation into a different medimmt to occur with a popular text (see Cherry
2009 for another example of this).

The concept of convergence, as explicated in JsiskBonvergenc€ulture
(2006), is closely related to that of adaptatianbath involve the transitioning elements
of one text into another text in a different mediawever, convergence differs from
adaptation in that the new texts may build and eggan an “original” text in different
ways. For example, one of Jenkins’ main emphases tsansmedia storytelling, in
which elements of a single narrative world are disbd across multiple media, and it is
up to the consumer to assemble all of these elaneéhis is not adaptation, but
expansion. However, many contemporary media prigsetdke both an adaptive and a
transmedia approach to relating their plots andatiaes.

The ideas of convergence and transmedia becomeaaddly complicated when
one thinks about how media increasingly flow acrestsonal and cultural boundaries.
Tracking such cultural products transnationally barrather difficult as they travel
outside of their countries of origin. Some previtlusories of the global movement of
texts have theorized that transnational productg seam to carry with them a “cultural
odor” (Iwabuchi 2002) of their origins while otharsy be more easily assimilated into
the target culture due to their “multiple proxiregl’ (La Pastina and Straubhaar 2005).
However, such models of transnational movement ge@magine texts as discrete,
unitary objects that can be transported from ptagadace. | would argue, instead, that
texts are inherently “fractured” and do not traweatly and easily. (Jenkins admits as
much, stating, “Convergence occurs within the la@hindividual consumers and

through their social interactions with others” [B0@].) It is the psychological operation
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of wanting to see patterns within chaos—the fantaslie fantasyscape—that gives rise
to the perception of convergence.

In this chapter, | will discuss the nature of adéiph in contemporary Japanese
popular culture, focusing on the examples of taadhisesNeon Genesis Evangeliamd
Ghost in the ShelBoth are texts that take part in constructingedictional worlds and
extend across multiple forms of media. Originalipanga, th&host in the Shell
franchise has been adapted and spun out into ékngth animated films, novels, and
video games. The world @host in the Sheldctually encompasses multiple narrative
universes—that is, it is not possible to reconallef the events across all of the media
without significant contradictions. Therefore, fragthe different media in th@host in
the Shelluniverse is illustrative not only of how contemggrtransnational media
undergo multiple degrees of adaptation from angiogl” source, but also how these
adaptations become enmeshed in transmedia storgtaiat cuts across multiple media.
However, | will first begin with an analysis beon Genesis Evangelioanother wide-

ranging science fiction media franchise.

Cult Media and the Database Form inNeon Genesis Evangelion

Neon Genesis Evangeliovas originally a 26-episode television series tadd
in Japan in the 1995-96 season and has since spgamtheatrical movies in Japan (two
of which have, at this writing, yet to be releasedplanned English-language live-action
adaptation, multiple video games and manga semeshundreds of ancillary products.
The series combines many standard anime tropel ésuthe giant robot with a young

boy as a pilot) with references to Christianity deavish mysticism. The story of
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Evangelionfocuses on a teenage boy named Shinji who is sumadhby his estranged
father, the head of a mysterious government orgé#ioiz called Nerv, in order to pilot a
giant robot in order to save mankind from a sesfasvading aliens that are called
“angels.” (The Japanese word usedhigo which literally means “apostle.”) The earth in
Evangelionhas been ravaged by the Second Impact, a faileeriexent on a creature
called Adam, which melted the polar ice caps aneviithe entire world into a period of
war and turmoil. This event, which took place #fiteyears prior to the events depicted in
the series, is somehow connected to the ongoingl amgasion, and through the course
of the series and films the viewer begins to see &weerything is connected.

The factors that have contributeddwangeliors popularity in the US involve
aspects of anime in general in addition to speeigtnents found in the text itself.
Moving from general to specific, the three mosngigant reasons are timeukokuseki
nature of the anime form, the series’ cultlike dfied, and its references to aspects of
both Japanese and Western culture, which has fibet ef renderindevangelionboth
exotic and familiar. Like Jeffrey S. Miller's woik his bookSomething Completely
Different(2000), part of my goal in examining anime is tadstthe ways in which
foreign media influence has flowed into and hadngpact on the United States.
However, this is not to simply reverse the cultumgberialism thesis and conceptualize
the movement of anime as a unidirectional flow fréapan to the US. | hope to
demonstrate that such flows are multiple and recigl; with a back-and-forth exchange
of ideas and influences at different points in time

As mentioned in Chapter Three, the fact tha@ngelionand the Aum Shinrikyou

attacks both took place in 1995 is emblematic aiesof the larger movements within
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Japanese society at the time. In the 1980s ands19@0n Shinrikyou was a Japanese
new religious movement with an apocalyptic worldvignd an idolized leader who
claimed mystical spiritual powers. In March 199%yt unleashed an attack in the Tokyo
subways with the nerve agent sarin, which killedIts& people and injured thousands.
(For background on the attacks, see Kaplan andhdlrs996, Reader 1996, Lifton
1999, and Metraux 2000.) Azuma Hiroki theorizesytear 1995 as the end point of a
distinct historical period for Japan. He dividestwear Japanese history into three distinct
periods: 1945 to 1970 was the “prepostmodern” irclvhoverarching unities such as
grand narratives, ideals, society, and the natitifusnctioned” (2007: 178); 1970 to
1995 as the “First Period of the Postmodern” incltfigrand narratives had broken
down yet were constructed as fictions” (2007: 1a8y 1995 to the present as the
“Second Period of the Postmodern” in which “graadratives have completely
disappeared” (2007: 178). The main events Azumasd®for his dividing lines in 1970
and 1995 are the Japanese Red Army hijacking afralane and subsequent escape to
North Korea on March 31, 1970 and the Aum gas lestac March 20, 1995. Both
occurrences of domestic terrorism received heawjian®verage and seemed to signal a
kind of paradigm shift.

In terms of database structure, the interestinggtaboutEvangelionis that the
show demonstrated a keen awareness of how its genpdatabase elements flow in an
environment of fandom and what this means for Hositself. In particular, Azuma
picks up on the events that took place in the fiwal episodes when he writes that the
images onscreen broke down the previous imagesadisden so far in the series and

recontextualized them in new ways, saying “In othierds, its creators made a parody of
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the parody in advance. And, in their rather wondesfay, they pieced together an
autocritique of their impasse” (2009: 182). Thet that the creators dvangelion

should be very aware of fandom and possible regsoiasthe show is indicative of the
background of Gainax, the animation studio thaater@ the franchise. The studio has its
roots in anime fandom, with one of its earliest amubt distinctive works being the
opening animation sequences for a Japanese sdietime convention called Daicon.
These videos incorporate homages and parodiesmyf tHfierent fantasy and science
fiction elements from around the wofld.

So what is it exactly that happens in the lastépisodes oEvangelior? After 24
episodes of a science fiction narrative that isagimg yet convoluted, involving secret
government agencies, conspiracies, Jewish mysti&dntical prophecies, giant fighting
robots, and a young protagonist with a severescoisconfidence in himself, the final
two episodes of the television show dispense withetense of trying to wrap up the
narrative and begin to more fully explore the fusetl psychology of the main character.
Nothing in the series is every really resolved I¢*8l“endlessly deferred narrative” at
work), which both caters to the fan, since an apemative with many questions provides
ample opportunities for additional fan creation amdrvention, and works against the
fan by distancing the viewer from the charactersdayetimes removing them from the
screen entirely. For example, in one episode, disdas exchanged between characters
with nothing but simple angular shapes onscregmesenting what might perhaps be an

abstraction of disembodied consciousness.

* Laserdiscs of the animation were sold in limitegutities at the time, but the footage has nevenbe
made available commercially overseas due to issbieltaining the necessary copyright clearanceshior
characters they used from multiple science fictitories as well as for the music.
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It is out of an awareness of the database elenséctsntemporary anime that the
creators were able to ensure the franchise hdd aflits own after its initial television
run had ended. In addition to tBgangeliontelevision show, there was also an
Evangelionmanga that began its serialization shortly befoeeshow’s run. In the wake
of the success of the show (and perhaps due tdisateasure over the final two
episodes), two theatrical films were created. Tist, Evangelion: Death and Rebirth
(1997), was a summary of the first 24 episodes@fseries with nearly half an hour of
new footage that ends in a cliffhanger. The sedmg The End of Evangeliof1997),
which was released in Japan a few months lateclgded the series in an explosively
apocalyptic way. Rather than the philosophicalraesbns mentioned above, the film
ended with smoothly-animated climactic battles #redseeming destruction of the Earth.
In spite of the more concretely depicted ending,ithages depicted in the film were
surreal enough to generate plenty of fan argumemiitavhat the ending was supposed to
mean. In addition to the two films produced in 1890s, director Anno Hideaki is
currently in the process of creating a series of fewEvangelionfilms for theatrical
release that retell the story in a slightly differenanner. As of this writing, the first two
films—Evangelion 1.0: You Are (Not) Aloevangerion shin gekijouban:,j@007) and
Evangelion 2.0: You Can (Not) Advan&vangerion shin gekijouban: hd009)—have
been released, withvangelion 3.0: You Can (Not) Re(fvangerion shin gekijouban:
kyuy slated for Fall 2012. The first film re-animategs events from the television show
up through episode six in relatively faithful fortelling the same story in a similar
manner but with updated visuals and an increase@i3D CG animation. The second

film begins to diverge more from the televisionatology, and even introduces new
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characters to the storyline. As of this writingramains to be seen how the final two
films will re-envision the franchise.

What is perhaps even more interesting are the reaapgelionbranded products
that allow fans to engage with the series in défiftiways. One example of this from
relatively early in the Evangelion franchise was plublication of the booE-Mono: Shin
seiki Evangerion ouru guzzu kataro(ierMono: Neon Genesis Evangelion All Goods
Catalog (Gainax 1997). This book purported to detailodlthe official goods that had
been produced relating Evangelion although with the rapid commodification of the
franchise even this was surely out of date upoputdication. It was divided into six
main sectionsamyuuzuyou puraiz(prizes one might find in an arcade claw garhehii
(models and figurinesyofuto(videos, games, and bookkyarakutaa guzz(character
goods like accessories, stationary, and tagsgdingu kaadqtrading cards), anca
aitemu(rare items, such as certain telephone cardseqsesind foreign goods). This
attempt at detailing and cataloging such items neayly fifteen years after the
television series’ debut, would surely run multiptdumes. The fact that a book was able
to be created as both a document of commodificatiah simultaneously, a product to be
consumed is indicative of the impulse to colled aatalog that is concomitant with the
move toward database consumption.

As we can see, database consumption and adapfe¢idmpon one another. New
stories are constantly being created, which in sgpur the creation of further character
goods, which provide fans with an increased nurmbedeparture points from which to
base re-imaginings of the show’s events and chensadh the case d&vangelion a

particularly interesting juncture for this is atesthate “school” world that depicts the
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same characters from the series but contextualizadlifferent setting in which they are
students and teachers at a seemingly normal higho&cThis has its roots in the final
episode of the television series in which Asuka esmver to Shinji’'s house to walk to
school with him, and they end up literally runningp Rei along the way, who is a new
transfer student rushing so as not to be late tditse day of school. In the original
series, this alternate reality took place in Skemjiind as he tried to envision what a
different world might look like in order to workrbugh his sense of self. It took up very
little screen time, though—Iless than five of th&t k@n minutes in the last episode of the
twenty-six episode series. However, this formulatd theEvangelioncharacters in an
alternate school setting seemed to strike a chdtdfans as a number of games and
manga have been subsequently produced that havédses in the re-envisioning of the
Evangelionworld to a greater or lesser degree. This alséde¢de development of video
games such as tl&hinji Ikari Raising Projec{Shin seiki Evangerion: Ikari Shinji ikusei
keikaky 2004, PC game), which was made into a manga kgheshi Osamu beginning
in 2005, and thé&irlfriend of SteelShin seiki Evangerion koutetsu no gaarufureraicd
Girlfriend of Steel ZShin seiki Evangerion koutetsu no gaarufurendo Zyadnes for
multiple platforms. The storyline of the latter gamas later adapted into a manga
version that ran in a shoujo manga magazine in 2008h was released in English as
Neon Genesis Evangelion: Angelic Dal®wever, Azuma asserts that this alternate
world of theEvangelioncharacters in a school setting “was already adyaob an image
that had been widely circulated as a derivativekvatithe time of the original broadcast”
(2009: 38). In other words, during the program’igioal run on Japanese television the

creators took notice of the fiction and comicsftnes were creating and incorporated that
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into the show, adapting the desires of the fansbdunding the lines between what is
“original” and what is a parody of the “original’osk. However, this is not to say that
Evangelion or anime / manga franchises in general, are saggsunique in
incorporating fan ideas into the officially sanctgal product, but there is a greater
awareness of the need to interact with fans in araaiture. One example of this came in
2007 when Gainax producer Takami Akai stepped dioam the studio’s board after
making disparaging online comments about fans wdtbldeen criticizing a show he was
working on. (“Co-Founder Takami Akai Steps DownrarGainax's Board” 2007).

Although the series has not performed nearly asautside of Japan as child-
oriented shows lik€okemonit is continually one of the most popular titemong US
anime fans. Its popularity is demonstrated by tlaaydifferent home video releases the
series has received in the US over the years. @iliesshas been released on VHS tapes
(in both subtitled and dubbed versions in 1997 E9@B) and on DVD twice (from 2000-
2001 and from 2004-2005; the second time was agtemel “platinum” edition). Both
DVD editions have also been available in multipperted box sets — the first version
was collected in 2002, while the platinum editioaswirst collected in 2005, with a tin
case in 2007, and as a special holiday editio®G82Although not all fans will buy
every edition oEvangelionit is worth noting that the show has maintainesigaificant
presence in US anime fandom since its initial isbe#t was big news in the anime
community when it was announced that the EvangdiMseries would be going out of
print in late 2011 (“U.S. Evangelion TV DVD Rele&Seing Out of Print” 2011)

In terms of a general approach to my subject maitementioned in the

introduction | have found one of the most usefutele to be Matt Hills’s (2002) study
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of fan cultures and his “suspensionist” positiofthAugh the content of his book is
directly applicable to our current discussion (ankllbe discussed in subsequent pages),
it is Hills’s attitude toward contradiction thatihd particularly engaging. Within US
anime fandom, certain terms may be points of cdimmenand all fans may not even
agree on what the term “anime” signifies. Througreaamination of the “essential
cultural negotiations” Hills references, | hopegtnt a clearer picture of how US and
Japanese popular cultures have referenced andnefbone another over the last fifty
years.

Initially, it may seem that citing the cultlike naé of a series likEvangelionas a
reason for its popularity in the US is reversing tisual order of how a cult text develops
— such texts do not become popular because thegulirdut rather they become cult
because they are popular (among a certain populatigment). However, it should be
remembered thdvangelionis a Japanese series that has its own recepstorin
Japan, and that this reception is not completekynawn to US anime fans. Therefore,
sometimes an anime title’s development of a culib¥ang in Japan will engender a
similar following in the US. Although the status dvangeliors legacy in anime may be
somewhat unique, it is not uncommon for the sucoéas anime title in Japan to
translate into success in the US. As discusseakeiptevious chapter, one of the fan
favorites on both sides of the Pacific throughrthd-2000s was the science fiction
comedy serie$he Melancholy of Haruhi Suzumiy&hen fans in the US initially began

subtitling the episodes, it was fairly well-knowrat the series was the “next big thing” in

® This has become even more likely thanks to thetfeccurrent technologies such as video editing
software, the BitTorrent protocol, and broadbaridrimet connections enable fans to subtitle shows an
post copies for distribution on the Internet withlisys of a program’s original airing on Japanese
television.
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Japan, which in turn probably drove more US famgatd it. There had already been
much written in English abodthe Melancholy of Haruhi Suzumjyaven before the
anime or any of the associated comics or noveldead officially translated or released
in the US. Because of the show’s recent vintageever, it is still too soon to determine
whether it will achieve cult status likevangelionhas.

By Hills’s criteria of the “family resemblances” otilt textsNeon Genesis
Evangelioncould certainly be viewed as a cult text. In theranath of the boom in
animation followingEvangeliors broadcast, the show was seen as a unique and ver
personal vision that director Anno Hideaki was dbléring to the screen. Although he
was well-regarded as a director and an animatarédfe createBvangelion with this
series Anno catapulted himself not only into thghhesteem of anime fans, but into the
popular consciousness as well. (Anno recently agpolea a Nissan car commercial and
has had multiple film cameo roles.) The t&eangelionfiims that followed the series
were a response to fans’ requests to try to bromgesclosure to what may have been the
most maddeningly unique end to an anime serieat® és | have mentioned, the final
two episodes of the series dispense with narrativkinstead concentrate on the
subjective emotions within the main characters’asjremploying a wide array of
animation techniques and superimposed text to galesimthis. In other words, the fans
wanted more of a sense of closure to the defermemtive; although the films did answer
some questions, such as how some characters ¢elt abe another and the ultimate plan
of a secret organization behind the scenes, itiafty more open for argument.
Evangelionalso gives the impression that the world depiatetie series is only a part of

a greater whole, with references given to a muikiohy involving the Second Impact as
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well as contemporary events in Germany and theedriitates that are never seen. This
has given fans ample room to write their own fatidn anddoujinshi(amateur comics)
based in the world dEvangelion It has also given Gainax, the studio that prodube
series and films, the opportunity to merchandigetitte on a massive scale, including
immersive video games that allow the player to m@m@ne or more of the characters.
However, discussingvangelionas a cult text brings up the greater problem of
how to relate ideas of the cult to anime more gaherAnime can be used to refer to
both film and television animation. Although it setimes treated as such, anime is not a
genre, since it contains genres of its own (scidictien anime, romance anime, school
life anime, sports anime, etc.). However, as Jadittell shows inGenre and Television
(2004) animation can be discursively constructed gsnre, and the same could be said
for anime. As demonstrated above, specific animis tean fit into the cult category, but
the cult's emphasis on formal elements of the idial text means that anime as a whole
cannot be considered cult. Nor, for that mattem, aay other category or genre.
However, playing on Hills’s idea of “family resenalbices” among cult texts, | would like
to propose that anime texts can be thought of asrghsimilar visual and structural
elements that help to make anime into a generalhgient (although not strictly
bounded) group of texts that can also share geslity virtue of association that may not
strictly be a part of certain texts. In other wqraisime fandom encompasses texts that
can be considered cult and those that cannot. €Tieero separate fandom for cult anime
texts —Evangelionfandom cannot be separated from anime fandoneisdme way that
Star Trekfandom can be considered separately from genaeaice fiction fandom.) As

a result, the cult aspects of certain promineristiike Evangelioncan give all anime
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texts something of a cult sheen, which has theeffehelping anime texts travel
transnationally within established fan circles.

Although anime texts seem to fit into Hills’ contep cult texts, they also
problematize his idea of hyperdiegesis. Althoughlibes not explicitly say so, Hills’
concept of a “detailed narrative space” that “appéa operate according to principles of
internal logic and extension” (Hills 137) seemsmply that the narrative elements of a
single cult text across various formats (films, elsy comics, and radio dramas, for
example) would interlock to form a single overanghworldview. Granted, certain
elements may not be accepted as canonical by ¢itbgrroducers or the fans, but the
idea of hyperdiegesis seems to be working towactl awunified idea. In contrast, the
individual elements of many anime franchises atieeraself-contained, but still add to
the greater whole. In other words, in a franchieg tonsists of a light novel, a manga,
and an anime, each format may have its own “nagafpace” with its own peculiarities,
even though they share many common charactersanative elements. In a sense, one
might say that anime cult texts are an exampleofioual adaptation and re-fashioning
both the exotic and the familiar into a cohesivelgh

In the case olNeon Genesis Evangeliothese familiar and exotic elements
become intermingled as the show moves transnaljomadleed, as Susan Napier has
suggested, this has been one key factors in anitiegctiveness to fans outside of
Japan, noting, “[T]he medium is both different imay that is appealing to a Western
audience satiated on the predictabilities of Anaripopular culture and also remarkably
approachable in its universal themes and imagéxJ529-10). Of course, what is

familiar in one part of the world may be seen astiexn another. One of the writers on
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Evangelionwhen asked about religious references in the gshatspecifically point to
Christianity and Judaism, said that they were puhére partially as a way to distinguish
Evangelionfrom the many other giant robot shows on the ntadd that if they had
known that the show was going to be exported theylavhave reconsidered including
such allusions. When the show was imported intdt8ethough, it was precisely these
religious references that American fans were abpprehend and puzzle over. In other
words, aspects of the show that were originallgnaied to make it more exotic to a
Japanese audience became familiar when viewea i $ while the more mundane
elements of the show to a Japanese audience @dikesthool life) were seen as exotic
and unfamiliar to an American audience. Such refes help to concretize the
hyperdiegesis of the cult text, pointing out neweraves for possible fan inquiry.

In the introduction, | had mentioned Antonia Ley1998) theory on some of the
reasons why Japanese heroes might become popelaseas in spite of an apparent lack
of cultural proximity. This is particularly applibke in the case dEvangelionin which
the main male character Shinji could be seen a®btiee many “flawed heroes” found
in anime and manga; it is his job to pilot the rothat can save the world, but he is
racked with feelings of grief, guilt, and lonelisefat sometimes render him incapable of
performing his duties. Also of note are the mamgrgy female characters Evangelion
which Levi says are of a type too infrequently seedS media offerings. Although Levi
occasionally overstates her case, such as whenrgks that “mostmangaandanime
are intended for a highly literate, adult audien@398: 70), and it would have been
useful to have seen some ethnographic data baakiigr assertions of how US fans

interpret and react to Japanese popular cultueedshs provide us with an example of
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how a foreign text liké&evangelioncan be interpreted and adopted when it travelsiadeit

its country of origin.

The Database ofGhost in the Shell

Another approach to the database elements in mpoi@ry Japanese anime can
be seen in the case study of a franchise@kest in the ShellUnlike Evangelion Ghost
in the Shelrefers to multiple media universes envisioned ljtiple creators, each with
a unique take on the same characters. The franishéseear-future cyberpunk tale set in
the 2030s and follows the exploits of Japan’s RuBafety Section 9, an elite
counterterrorist squad. The franchise began in 1@8h Shirow Masamune’s original
manga began to be serializedvioung Magazine Kaizokubahhe serialized chapters
were collected into tankoubon(trade paperback) in 1991 while Shirow continued t
produce additional chapters throughout the 1990%9985, director Oshii Mamoru
adapted the manga in a full-length theatrical fifme Ruh 2004: 119-140 for further
details). Later that year a novel adapting thednégse was published, written by Endo
Akinori, a frequent screenwriter for anime Ghost in the Shellideo game featuring
animated cutscenes produced by animation studiduetion I.G (which had worked on
the animation for the film as well) for the Playtgia console was released in 1997.
Shirow continued to develop the world®host in the Shelh manga form, releasing
Ghost in the Shell 2: Man-Machine Interface2001 andshost in the Shell 1.5: Human-
Error Processoiin 2003. The worlds oBhost in the Shettontinued to be expanded in
anime and game form as well, with two televisioneseand an OVA directed by

Kamiyama Keniji in 2002-3, 2004-5, and 2006, regpebt; a second film called
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Innocencelirected by Oshii in 2004; two gameskeukaku kidoutai: stand alone
complex(Ghost in the Shell: Stand Alone ComplamdKoukaku kidoutai: stand alone
complex — karyuudo no ryouiishost in the Shell: Stand Alone Complex — Domain of
the Hunte) for the PlayStation 2 and PSP (PlayStation Ptejab 2004 and 2005,
respectively. Around this same tirost in the Sheltiovels by Fujisaku Junichi and
Yamada Masaki were also published.

There are at least three distinct universes ptesehe world ofGhost in the
Shell—the world of Shirow’s manga, the world of Oshivego films, and the world of the
television show. In my formulation, a narrative iwgrse” is one that presents a unified
view of the characters and the events that takeeplathin these universes can all be
reconciled. In other words, there are few overti@hctions. What connects the many
universes in the minds of the fans are the dataglaseents that are able to flow from
medium to medium and from country to country. Tamainder of this chapter will trace
how these three different universes intersect ot another and different media such as
film, television, video games, DVDs, and novelswill also examine how these
universes have traveled from Japan to the UnitateSts a way of illustrating the
transnational flow of media products.

The originalGhost in the Shethanga, which began its magazine serialization in
the 1989 and continued through the end of 199Qatmseven chapters that for the most
part tell an overarching narrative, although soimepters do tell individual stories. The
stories inGhost in the Shell 1.5: Human-Error Processaere created and serialized
right after the originaGhost in the Shethanga, although they were not collected into

tankoubon(graphic novel) format until much later. The grapfmovel contains four
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stories in seven chaptétélthough not a part of the origin@host in the Shethanga,

the first two stories predate the first film. Tisamportant to note, since elements from
bothGhost in the SheindGhost in the Shell 1.were incorporated into the first anime
feature. (Interestingly, none of the screen admptathave incorporated any of the
narrative elements from tt@&host in the Shell hanga, although some of the visual style
is reflected in thé&tand Alone Complerlevision series.) Some elementsabiost in the
Shell 1.5were later incorporated into tk#host in the Shell: Stand Alone Compdexies
directed by Kamiyama Keniji. For example, the Secf operative Azuma, who has a
large role throughouthost in the Shell 1,Beginning with “Fat Cat,” does not make an
appearance until tiétand Alone Complex: Solid State Soc@¥A. Another important
character is Proto, who debuts in the manga chéjdiees of Mind,” but does not

appear untilGhost in the Shell: Stand Alone Complex 2nd Gigddition to characters,
parts of manga episodes were later incorporatedainime adaptations. The climax of
“Lost Past” involves a tense standoff between Sai another cyborg sniper who can
link into satellite imagery. This general idea webldter be adapted for use in a different
context in theSolid State Socie®VA. Of particular interest is a scene in the secpart

of the “Drive Slave” story (page 80 in the Engligperback edition) in which the new
form of Major Kusanagi tries to open the hatch nratiacking multilegged construction
vehicle to get to the pilot. As she tries to opgem thatch, her arms strain and her synthetic
skin begins to tear apart, revealing the complttatechanisms and circuitry underneath.
This same scene happens in the f8hbst in the Shefllm when Kusanagi tries to open

the hatch on a multilegged tank that has beenlkatiguber. In both versions the strain on

® Three of the stories take up two chapters apateough when the manga was first released in comic
book form, October 2006 through May 2007, eachysimok up two issues for a total of eight — “Fat'Ca
(1991), “Drive Slave” (1992), “Mines of Mind” (1995and “Lost Past” (1996)
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her arms gets to be too much and they eventualyipped from her body. This scene
presents an interesting way of approaching thetatiap process as particularly striking
actions or incidents are repurposed to fit alongsiew scenes or scenes that have been
adapted from other parts of the manga. This metii@diaptation is an example of the
database at work. After the scenes’ initial creabyg Shirow, they then become a part of
a conceptual database that can be generally te€i@taukt in the Shell.” Subsequent
works within this universe can draw various eleradrdam this database even if they did
not originally work together. Take the example namd above of Kusanagi trying to
open the construction machine/tank. In the “Dril@v8” manga story, the incidents
depicted take place after the Major's merger whi Puppet Master at the end of the first
Ghost in the Shethanga. (The readers can tell because the Majgrioaiself Chroma
and controls what appears to be a fully roboticybplh the movie, though, the Major’'s
battle with the tank precedes her merger with tingpet Master. As mentioned
previously, it is not possible to completely reatethe events of the manga with those
of the films and television series, but the aniraesions often pick and choose their
constituent elements from an array of selectioesgmted by the manga.

It is not uncommon for successful anime seriageteive some sort of theatrical
release. Sometimes these films are continuatiossquels of the television series,
making prior knowledge of the franchise a necessihother approach is for such a film
to edit and adapt the series, which generally sntaitting out certain scenes and/or
characters in order to create a product with aifeatength running time. Such
adaptations can be faithful to the original, or darerge greatly. (One example of the

latter approach is the film version Revolutionary Girl UtenaalledThe Adolescence of
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Utena[1999, dir. Ikuhara Kunihiko] in which the serigt®ry is so redesigned and
abstracted as to present a nearly incomprehensaotative to anyone unfamiliar with the
series.) An anime film can also be a mixture oftthe approaches, such as in teon
Genesis Evangeliofiims of the 1990s—the first film mostly reiterdtéhe events of the
television show while the second one expanded ewrhlaracters and events to cover new
material that had not been previously seen.

In the case oGhost in the Shelbnce theStand Alone Complerlevision show
proved to be successful, it was adapted as a sdrasnpilation films, one for each of
the two seasons of the program. In the case d¢bhend season, the film called
Individual Elevermassaged the events from a 26-episode serief imars and 40
minutes, which is less than 30% of the originalegrrunning time. In order to
accomplish this, some points are left out compyefglich as the return of the friendly
multilegged Tachikoma robot tanks, which had peasat the end of the first season),
and some events don'’t take place exactly as theeindhe series. For example, in
episode five of the second season, there was em@titd assassination of the Prime
Minister that was thwarted by the presence of 8a@ who had been preparing for such
a possibility. In the film version, Section 9 haatimng to do with preventing her
assassination, which was stopped by the prime tanssown bodyguards. This enabled
a narrative compression—while the events in thevision episode took up 22 minutes
of screen time, they could be conveyed througlodis and a few brief onscreen images
in less than a minute. Other similar changes ireduithe fact that protagonist Kusanagi
and antagonist Kuze had known each other as chiltineghe series, this was revealed

across many scenes, while in the film this was toldther characters through expository
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dialogue. This removed a certain level of detaitirthe film, but it also made the final
film much more focused. Said director Kamiyama, é@hning | learned from the editing
process is that by subtracting parts, you can gthem the story’s structure” (“2nd Gig,”
2007). Due to the editing that such cuts entatedain scenes had to be re-animated. In
addition, other scenes from the television broatkted did not turn out as they had
planned, often due to time or budgetary constraumése re-animated as well. The
compilation film was also used to make change®ttam scenes to clarify elements the
director says that he thought weren’t fully expédrduring the television series. Director
Kamiyama Keniji relates a scene in which backgraanfarmation of a character is
communicated to the audience:
Simply speaking, we were left with little of theispde exploring Gohda’s past....
Also, I think this is something that was hard tongpwehend in the series. When
Motoko... talks with Gohda’s virtual personality gippears that Gohda’s ghost is
sitting there and Motoko’s speaking to a ghost.t’Bhaot what's really happening
there. In fact, Gohda’s diary is stored there d®ddonversation represents
Motoko reading the diary. In today’s terms, youldahink of it as a blog.... So
it's not as if Gohda is actually there. That was anea that | felt might not have
been portrayed clearly, so by having a Gohda fioerpast talk about the days he
was a failure | think it became clearer (“2nd Gig007).
However, this means that some events portrayed@ssare not provided sufficient
explanation to make sense to an audience not glfeadliar with the source material.
For example, the character Proto suddenly shows thg middle of theéndividual
Elevenfilm without any introduction or explanation. Tleéore, another character’s later
shock at the revelation that he is an android pyptorings a little hollow since the
audience did not really see much of Proto onscaeeindid not have a chance to begin to

identify with him. To a certain degree the samgus of the sacrifice made by the

sentient Tachikoma tanks at the end of the filme Tithl-length version omits many of

152



the Tachikomas’ interactions with the rest of Sat® that occur throughout the
television series, again giving the audience léssice to identify with the characters.

In their bookRemediation: Understanding New Mediay David Bolter and
Richard Grusin write that "animated film cannibabzand refashions everything it
touches with a ferocity that is itself mediated axdused precisely because the genre is
not 'serious’' and is supposed to speak to childh00: 147). Although | would take
issue with their premise that animation is alwayended for an audience of children, |
find this to be an interesting vantage point frofmck to approach animated adaptations.
In many ways, this parallels my current argumegarding the database fantasyscape, in
that contemporary media products like anime arateteby incorporating many different
inputs and selectively choosing or filtering thdmthis regard, it's worth taking a closer
look at the end of the second season of3hest in the Shetklevision series — the
conversation Gouda has with another politician thbefore he is killed neatly parallels
one that take place at the very beginning of ShsmsiginalGhost in the Shethanga.

In the manga, the conversation is in a differemtewt, but in it the people engaged in the
discussion talk about the same things — mastersstattd slave states, and how a state
may profess to subscribe to the tenets of capmalBit in fact be an “ideal socialist
state.” For our purposes, the exact details ottreersation are not the most salient
points, but rather that the dialogue was approgai&br the onscreen adaptation in very
different circumstances.

In order to stop Gouda from leaving the countryned agents of the government
at Section 9 surround him. As in the referencedesae the manga, Gouda’'s bodyguards

sport machine guns that had been concealed asdwsex. The way in which the team
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surrounds Gouda even alludes to a parentheticatnornin the original manga by the
author. In the manga, when they try to arrest #feating government official everyone
in the surrounding circle is armed. In an asiddtemiin the gutter between panels,
Shirow writes, “The police have their target sunmded, but if they fire they’ll hit their
comrades. | don’t recommend trying this, dear readé (2007: 10). However, i@nd
Gig, the team members at one end of the corridoraai lguns, while those on the other
side block the way with (presumably) bulletprooiedths, seemingly taking Shirow’s
jocular advice into account in execution of theemation. In the end, to stop Gouda from
leaving, Kusanagi has to kill him in a hail of mifi. When they then realize that Kuze’s
life is in danger, she leaps from the window of lingh-rise building, and the viewer is
left watching her from above, falling until shenisarly out of view.

The end of the film adapts a scene that is liftedrly directly from the beginning
of the firstGhost in the Shethanga. It takes place during spring at a Japastesee,
with cherry blossoms raining down upon the Secli@new. Since the Tachikomas had
sacrificed themselves, they now have robot tankesdc&uchikomas. There are also lines
of dialog that are similar to those in the originenga — including a statement by
Kusanagi to her relaxing compatriots that she lisnggoff their “round-the-clock cherry
blossom surveillance operation” (the English tratish of the manga uses “round-the-
clock cherry blossom viewing party” [Shirow 199%])L However, the scene in the
anime ends in a more melancholy manner than thaeimanga. Shirow’s manga has
Section 9 pulling out of the shrine grounds in itiichikoma tanks and the members
doing a “brain dive” into Kusanagi’s mind to beddad on the next mission. After the

previous similarities with the manga, the changethe anime version may be
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disconcerting to some fans familiar with the orajrbut demonstrate a willingness to
alter source material to fit the scripted circumsts. As they are preparing to leave,
Batou asks Kusanagi, “What about the briefing? Vdamandle it with a brain dive?”,
clearly alluding to the original. However, Kusarnagesponse is negative, suggesting
that Batou handle the briefing and that he andthers go ahead without her. He looks
at her disbelievingly (as if he too had read thegaaand thought he knew what to
expect), and then proceeds ahead while Kusanagg @k on her own. The film ends on
the scenes of her driving her Fuchikoma by her3#lis remediation of a scene from the
original manga is a gesture toward hyperdiegesisaanink at fans who had read the
original manga.

So far, we have discussed the process of adaptatin have left the series’
transnational journeys outside of Japan’s bordadedively untouched. Now that we have
discussed the various films and series in somengdeya can begin a brief discussion of
how the franchise has crossed borders, and whasitarried with it. One of the more
interesting phenomena is that there are many @bowest in the SheDVDs in Japan than
were released in other countries, mostly consisifrguipplementary material. For
example, there is a series@fficial Logsthat consist of a book and DVD, only the first
of which was released in English. It covers throaglsode nineteen of the firStand
Alone Compleseason and consists of essays, sketches, andbackgnterviews with
cast and staff members. Although one cannot bytiein create a cult product, it is
possible to create a media franchise with cultéectes by giving fans the tools they
would need in order to conduct their fannish atéegi TheOfficial Logsare one set of

such tools, as they offer a glimpse not only i@ production of the series, but into the
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characters and the world around them, providingildebout such things as the
functioning of advanced cyberbrains as if suchnetdgy really existed. As we can see
from the fact that only the first log was releagedn English-language version, even if a
foreign market is able to support the commercilase of series lik€host in the Shell
it may not be able to support a release of a ¢ufireduct like thefficial Logs

Even when a particular release makes its way oasy#ecan never replicate the
exact same viewing experience. DVD artwork andasxprime the audience for ways to
experience a particular title, and even if the séaéure content is present on a DVD,
these variations are enough to alter the viewimepagnce (Brookey and Westerfelhaus
2002, Parker and Parker 2004). Multiple levelsd#mation and localization are required
whenever a media property in brought into a newntgu particularly if there are
differences in language. For anime, at least atfibtack needs to be added to a DVD
release. Often an English dub is added, partiguibithe series of film is going to be
shown on television or have a theatrical run. (Blelktare rare occurrences in American
theaters and particularly on American televisi@host in the Shell 2: Innocendéough,
was released with subtitles only into US theatswghis rule is not set in stone.)

Another key feature that can cause differencesawing experiences is how the
video releases themselves are contextualizedidrcéise, we will examine a DVD that
was released in Japanlasocence: Animated Cliggnosensu no joukeor Scenes of
Innocencgin conjunction with the second theatri€host in the Sheflim directed by
Oshii Mamoru. It was released in a North Americagion 1 version titleé&host in the
Shell 2: Innocence - Music Video AntholoBwth versions consist of footage from Oshii

film set to music from the film. The footage is mdtany of the dramatic events that take
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place, but rather consists of sweeping trackingsstiwmough some of the intricately-
designed animated set pieces created for the film.

In the Japanese version, each of the seven maksthas the option to display
the lyrics of the song either in Japanese or Engés appropriate. (Some of the songs are
sung in Japanese, some in English.) Sound opt@rtedé DVD are Dolby Digital 5.1 or
DVX (DIMAGIC Virtualizer X, a way of simulating mtikchannel sound on home audio
systems with only two speakers). The DVD specialufees consist of a trailer for the
Innocencdilm itself, as well as trailers for the DVDs Nfausicaa of the Valley of the
Wind (for more on this film, see Chapter Kjrikou and the Sorcerere$4998, dir.

Michel Ocelot, released in Japanese by Studio Ga#Kiriku to Majo), andHotta
Yoshie: jidai to ningenwhich was a series of DVDs and CDs released bgi&Ghibli
on the life and works of Japanese writer Hotta Yeg$ivhose works Ghibli has
considered adapting into animated form).

In the North American version, the main menu anaptér menus look exactly
the same. To the right of the chapter selectiord#ta option again takes the viewer to a
list of song lyrics, this time all of them in Engji and occasionally footnoted (such as an
explanation of the mythological Japanese creaheaue which is mentioned in the first
song). Sound options for this version are increaakalwing Dolby Digital 5.1, DMX, or
DTS 5.1. Also, there are subtitle options as well English (translation), Japanese,
karaoke (Japanese at the top of the screen, rehohdoeromaniji at the bottom, and that
changes from yellow to white as the song progrgseesff. When the song is in
English, all language options display the Engltslt, the karaoke version still changes

from yellow to white along with the pace of the gofhe biggest difference is in the
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special screen. The screen in the US version cantkswo “bonus videos” as well as
trailers forGhost in the Shell: Stand Alone Complex, Aveli@@03, dir. Mashimo

Koichi), andPlaneteq2003-4, dir. Taniguchi Gorou). The differing teas are indicative
of the respective companies involved in the progecboth sides of the pacific. The
Japanese version centers on Studio Ghibli releagele the US version focuses on titles
released by Bandai Entertainment. Altogether, tBeversion of the disc seems to offer
the better deal. It has subtitle and karaoke optian additional sound format, and bonus
features that are easier to find. The bonus videosssed via the special menu in the US
version are included in the Japanese versionheytare hidden tracks (the Japanese
packaging uses the tershiikuretto torakkuor secret track, in Japanese katakana) that
can only be accessed via pressing the right ketygeaight times.

The difference in function between these two dmmey be perceived through
Charles Solomon’s editorial review of the US vensim Amazon.com, in which he
writes, “Anime music fans may enjoy these fragmermgs, but others will wonder why
Oshii allowed director Mizuho Nishikubo to cut ugs film haphazardly” (Solomon
2005). (The US release incorrectly lists NishikiMdauho as director, when his actual
title is enshutsuor “technical director.” See Frazier 1996.) Tisig useful question
because it points to how media products can bentergireted when they move across
borders in a fragmented manner. We can see tititeanhore clearly if we examine the
release dates of ttf&cenes of Innocen&/D as well as the maimnocencdilm itself.

The film was released in Japan in March 2004 antierUnited States in September
2004. TheScenes of Innocen&@VD also was released in Japan in March 2004 in

advance of the main film’s theatrical run. Fronstihve can glean the intended purpose of
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the Japanese version — it was intended as a promabpiece in order to get more
viewers interested in the film. When this is taketio consideration, much more about the
DVD becomes clear, particularly why there is notrencharacter animation in the scenes
from the film that are depicted. Due to the leadktinecessary for tasks like developing
artwork, authoring the DVD scenes and menus, aesisprg the disc itself, the scenes on
the DVD necessarily must represent the film in afinished stage. Consequently, it will
seem incomplete since the DVD is being presentedteaser of sorts for the main film
that is yet to come.

However, this presents something of a problem vehBXWD like Scenes of
Innocencebecomes th&host in the Shell 2: Innocence - Music Video Alatdppin the
US. As mentioned previously, the theatrical versb@host in the Shell 2: Innocence
was released in the United States in September. 2B@4first Region 1 DVD version of
the film came out in December 2004. However, thaeimudeo DVD was not released in
the United States until July 2005. Such a releaBedulle means that the DVD that was
originally designed to serve as a preview for the’$ theatrical release in the Japanese
market needed a way to justify its existence inSarhlarket in which the film had been
released and had been available on DVD for ovdrahgdar. In other words, the
Japanes&cenes of Innocen&/D was originally designed to preview the backgrd
and music to a prospective audience in order tmptdhem to go see the film. However,
by the timeGhost in the Shell 2: Innocence - Music Video Alatippwas released in the
US, the film had long been out of the theatersvaasl even available on DVD. If we take
these release dates into account, we can begimderstand why the US version was

marketed as a collection of music videos rathen tmincomplete preview footage. The
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fact that Bandai Entertainment thought that re-pgaokg and releasing the DVD as
something other than a promotional video for tha fttests to both the immense amount
of detail that went into the creation of the sesirfior the film and the presumed cultic
interest fans of the film would have in its suppésrtary materials. From this single
example, we can see that even thoumgisensu no jokeandGhost in the Shell 2:
Innocence - Music Video Anthologye nearly identical in their main content, thay ep
serving very different functions due to the tempioraf their respective releases.
Another type of adaptation that commonly occursafime properties is to create
a manga out of the animation. This is sometimdsad&dhni-manga,” “cine-manga,” or
“film comics.” One might think that the commonadisi between manga and anime would
lead to an ease of adaptation between the formaofesl above, the process of turning
manga into anime can be very involved, but theltésoften very cinematic, which is
not easily transformed back into manga. This migittbe so noticeable in scenes
involving characters conversing with one anothat,ibbecomes much more apparent
when any kind of movement is depicted. Anime andgaaencode movement in very
different ways. The images of anime are not maabetseen out of their context of the
surrounding images that, when put together, crisatémpression of movement. Manga,
on the other hand, are intended to be viewed swlaiy, so a manga author will take this
into account when setting up action scenes. Thisads to the point that taking still
images from an anime and arranging them in a ceway on a page, adding dialogue
bubbles, and superimposing onomatopoetic soundtsft® not create the same kind of

reading experience that a manga does.
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What “film comics” do, though, is create a kindrefresher guide to the film. |
make the connection this explicit because such c®ahd not substitute for the film, nor
do | believe that they are intended to do so. Astiared above, the movement depicted
in such manga and the transitions between panelsoanetimes hard to decipher because
the images were not originally designed with sweddmgs in mind. In the case of the
English translation of theanocencdilm comic, this is reinforced by some of the usés
language. Rather than translate the text fromapardese version of the film comic, the
English version says that the “[d]ialogue [is] dhsa the English subtitles translated by
Linda Hoaglund with Judith Aley.” From this, onencafer that the reading experience is
supposed to attempt to mirror the viewing expememg not only using the visuals but
also by replicating the dialogue. Also of interast a few pages of Japanese text that are
left untranslated in the second volume of the cofidimrn 2005a: 96-7, 99-103). On these
pages, the comic abandons the manga-esque forgattthinstead presents the images
in a straightforward format, with the upper twortts given for pictures arranged in
regular patterns (say, six rectangular images ge@two across and three high) and the
lower third for text. At the end of the second vk it notes that the Japanese text on
these pages are lyrics to a song called “Balladeugpipets” written by the film’s
composer Kawai Kenji, and it goes on to describe Kawai’s music fits and
accentuates director Oshii’'s themes (Horn 20058:941n this way, the film comic is
tied even more strongly to the original flm—them@masis on Kawai’'s music would seem
to indicate that one needs to experience the ntagjain the full meaning of the events
depicted. The film comic essentially serves asiatpoto the original. Also worth noting

is that the end of the last volume carefully remaas the ending credits of the film in
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Japanese and English for 20 pages, which is o\rdfZzhe length of the volume (Horn
2005b: 128-146).

The practice of creating comics from the raw malgiof animation is not
confined to Japanese contents. For example, iadHg 2000s the US-based publisher
Tokyopop has sold at least half a million of iten&manga” based on ti8pongeBob
Squarepantproperty (“Scholastic Sells” 2004), and around Hat number off otally
Spiescine-manga (“Totally Spies™ 2005). The phenomen® not limited to adaptations
of animated films and television programs eitherTakyopop has published such
adaptations of shows likezzie McGuirg High School MusicalMalcolm in the Middle

andThe Simple Life

Conclusion

As we can see from the above exampleskEtlengelionandGhost in the Shell
franchises can point to a variety of products, maihich contain complementary as
well as overlapping narratives. Some texts werateteas adaptations of previous texts,
some texts were created to expand on a particalaative universe, while others were a
combination of both types of impulses.

Thus, the anime cult text is similar to other typé cult texts in that it does
participate in Hills’ “family resemblances.” Howayén this chapter | have also tried to
examine how the concept of the database fantasyswapes into play when dealing
with such texts. Anime texts are not self-contaiagd createéx nihilg but draw upon a
constitutive array of sources. However, unlike ltigperdiegetic cult texts in Hills’

formulations, the hyperdiegesis in many anime textends across multiple diegetic
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worlds that share narrative points and charadersoften key differences as well. The
database fantasyscape also has an influence ocuibtexts officially travel across
national, cultural, and linguistic barriers. Foaexle, in the case of tl@ghost in the
Shell Official Logamentioned above, which is itself a pointer todagabase of the world
of Ghost in the Shelthe North American market was not able to suptat particular
kind of metatext even though it was a fertile grd@ior many otheGhost in the Shell
releases. Even if there is a small, committed anodidor the product, the cost of a
company licensing and releasing the product mayeaanough to justify a commercial
release. The fantasy of certain fans and the ye@ithe costs entailed in creating,
manufacturing, and distributing a product collideen the fanbase is not large enough to
support licensing and translating in another laggu&s we have seen previously,
though, the reality of the contemporary fantasysdaphat commercial unavailability in
a target language is not a hindrance to consurmdgajoying the media products fans

desire.
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Chapter Five — Convergent Anime Spaces

In previous chapters, we have examined how theegurof the database
fantasyscape has impacted and influenced how aeixte are created as well as how
they travel globally. It is important, though, thveg keep in mind that media like anime
are not just some amorphous things external tolp&oghaily lives, but in fact are lived
and experienced. | would argue that anime is rgitgnimation from Japan, but can also
be used to describe a way of perceiving informasiod the world around us. In addition
to helping to structure the composition and receptif media like anime, the database
fantasyscape works to structure our interactiortk wther people and physical spaces.

In this final chapter, | will attempt to bridgeetigap between “media” and
“reality” by drawing out elements from Japaneseranand illustrating how they have
been referenced and incorporated in live spadesve previously been using
Appadurai’s (1996) globalizing “scapes” concepailargely metaphorical fashion. In
this chapter, | aim to describe how the concepheffantasyscape as conceptualized by
Napier (2007) might be enacted in physical spdoedoing so, | am attempting to
concretize how anime may be perceived and embodleste will be two main loci for
my analysis — the anime convention (and performaeroacted therein) and anime-
related spaces within the country of Japan, pdattyuthe city of Tokyo. In the first
locus, | will be discussing how fan space at am&tonvention is organized and how
the participants at such an event perform them mfeanime. In the second locus, | will
be concentrating on representations of actual phalyspaces in anime as well as two
live-action documentaries that approach the cityakyo from an anime-centric point of

view. In this way, | aim to examine how Japan hesrbconceptualized as an anime (or
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anime-ic) space and how these concepts contributederstandings of the connections
between Japan and anime in a global context. @kestplace through how people
reference the database of anime character traitselactively embody them through a
complicated system of ritual and performance, dbageanime serving as a kind of

methodology for interpreting and rewriting the camporary cityscape.

Performing Media Fandom — Media and Place at an Ame Con

Through contemporary analyses of media fans an@ractices it has become
readily apparent that one cannot generalize alamst &s being merely passive consumers
of mass-produced information (Jenkins 1992; Hi092). Many fans not only watch
their favorite television shows (or read their fat@novels or watch their favorite films)
but actively engage with the texts, incorporatimg meanings and messages of the shows
into their daily lives and then performing theiném to others, fans and non-fans alike.
In this way, such performances allow individualdda reconstruct themselves through
their use of media, sometimes pushing against camyni@ld notions of how one ought
to construct a “self.” As Deborah Kapchan writdefformance genres are intertextual
fields where the politics of identity are negotditéKapchan 1995). Thus, through their
performances fans use media products to activelgtoact their identities.

For this analysis, | have chosen a specific fanroanity — fans of manga and
anime — in order to illustrate the utility of exanmg fandom as an act of performance.
Specifically, | investigate these performances iithe framing device of the organized
convention, or “con.” In her introduction to thedsol heorizing FandomCheryl Harris

gives a list of a handful of fan terms includinghs,” which she defines as “Fan
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conventions, often hotel-weekend affairs involvpagties, panels, guest speakers, and
appearances by celebrities” (Harris 1998: 8). Asvislent from the description, a con is a
multifaceted environment with many separate evgotsg on at the same time under the
con’s general aegis. These cons can be quite érgeell — in 2004, Anime Expo and
Otakon, the two largest anime cons in the UnitedeSt had official attendance figures of
approximately 25,000 and 21,000 people respecti/€ltakon 2004 Statistics” 2004).
This is a significant increase from anime cons thak place less than ten years ago; for
example, the attendance at the 1998 Anime Expodwatb people (Patten 2004: 123),
meaning that attendance at that particular coneeiiitas increased fivefold in six years.
These figures show a dramatic and marked intemeaime and anime conventions since
the mid-1990s.

It may seem at first that studies of an animegiaup would be analogous to
studies done on other fans and television watchéhsle there are some similarities,
there are also some crucial differences. This tabge the term “anime” refers to
animation originating in Japan without regard smgmission format or generic content.
In terms of format, anime can refer to movies redelin theaters, OVAs (Original Video
Animation, or animated programs released stramhitdeo), and television shows, while
the content can range from science fiction to ramaomedies and from sexually
explicit adult fare to children’s entertainmentti®dugh works approaching media
consumption from the viewpoint of form (Morley 193# genre (Mary Ellen Brown
1994, Brunsdon 2000) are certainly useful to canigize an analysis of anime, as
mentioned previously, anime is not a genre, althatigan sometimes be discursively

constructed as one. Similarly, anime can refentmation that is originally seen in
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theaters, on television, on the internet, or diteatideo (although most anime makes its
way to a home video format at some point evenat tas not its original form).
Therefore, the consumption of Japanese animatitimeitunited States is different
enough that it warrants its own unique analyses.

In spite of the growing body of work that investigs anime fandom (including
Newitz 1994, Pointon 1997, Norris 2000, Allison 2D0surprisingly little work has been
done on how fans interact and perform their fan@bconventions. There have been a
number of studies on the interaction of fans on{iMacDonald 1998, Baym 1999, Bury
2005) and fan behavior at conventions is sometmastioned as a part of a larger study
of the fan community (Gillilan 1998). Sometimes twn is a site for collecting
demographic data on fans (Berger 1977) or for iigang fans’ belief systems (Jindra
1994). What little has been written about fan iatéions at conventions provides useful
background information for an analysis of animesfadamille Bacon-Smith, in her book
Enterprising Womefi1992), briefly sketches out the science fictionvention as a place
at which fans can gather to meet other fans, hueimphasis is on fandom in general and
not on the con. However, her definition of the ®a useful one that deserves some
attention. As Bacon-Smith says, “Conventions spgtsand temporally organize the
interaction between the community and potential nembers, and serve as formal
meeting places for the various smaller groups o f&ho follow a convention circuit”
(Bacon-Smith 1992: 9). According to this definitjghe con is a gathering site of a kind
of community that distinguishes between existingmiers and those who might want to
become members. In very broad terms, then, therenar different types of audiences to

which one can perform at a con — those inside ubeldture and those outside the
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subculture. (Of course, there is more of a contmadl subcultural knowledge than a
strict inside/outside binary.) Bacon-Smith’s defiom of a fan convention also points to
the interconnected nature of the various convestibat take place across the country
and situates the con as a seasonal occurrence.

The formation of anime fan groups has much in commith the concept of
subcultures or taste cultures. Like the other gsddjgk Hebdige examines in his
landmark treatise on subcultures, the behaviordnesls of anime fans “take on a
symbolic dimension, becoming a form of stigmat&etes of a self-imposed exile”
(Hebdige 1979: 2). Similar to Sarah Thornton’s analysisase and club culture in the
UK, anime fans “see themselves as outside andposfon to the ‘mainstream.”
(1995: 99). For anime fans, this “mainstream” ienfHollywood films and Disney
animation. (See Napier 2000: 249-253 and Alliso@2@.38-9 for specific fan
guotations and reactions.) This is most evidetihércostumes some fans wear to cons,
and will be addressed in further detail below. Manyme fans would argue that their
actions do have some kind of “subversive value”¢Hge 1979: 3) even if it is only
within the world of popular entertainment. For exde Brent Allison concludes that
“the participants [in anime fandom] have been bodd system of meaning outside of or
in opposition to a perceived (if not actual) U.Sinstream middle-class culture” in
terms of national, cultural, and sexual identitjiles at the same time he acknowledges
that “the participants are alseproducingthe rituals and underlying assumptions of the
middle class worldview ianimefandom” (Allison 2009: 144-5). This echoes theuttss
of research done by Craig Norris (2000) on Ausaranime fandom, which is

comparable in many ways to American fandom in ithedin act as “an empowering
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tool...by transgressing and challenging mainstreapulaw culture and dominant
available images of Australian masculinity” (20@28-9). Members of both US and
Australian fan groups state that their love of amisia form of resistance against the
insidious spread of a vapid American popular celtwith an increasingly global reach.
Of course, such perceptions gloss over the fatiathiane itself is a part of US popular
culture, and has been since the early 1960s. Thsiglso useful to look at anime not
only as a subculture, subverting more “mainstrepopular culture, but as a separate
taste culture within popular culture. Drawing om&oof Bourdieu’s (1984) ideas of
taste, Herbert J. Gans discusses this notion aflpopulture as an interrelated set of
taste cultures, although he does note that “tagtares are actually subcultures” (Gans
1999: 175). Each taste culture is based on “sharedmmon aesthetic values and
standards of tastes” (Gans 1999: 6) which leatléddarmation of taste publics,
consisting of those “who make similar choices amamng within taste cultures” (Gans
1999: 7). The coming together of audiences inrtasiner has much in common with
Michael Warner’s idea of a public “that comes ib&ng only in relation to texts and
their circulation” (Warner 2002: 66). Thus the agmigon is a gathering of an already-
constituted public that shares an affinity for ariosity about the same general types of
Japanese popular culture.

In order to investigate the anime con as a sifgedformance, | will be drawing
on Beverly Stoeltje’s writings on the functions astductures of festival (1987, 1992).
Although the anime con is very different from maaditional ideas of the festival, it
serves many of the same purposes for the animearfangcommunity. | will also

incorporate Victor Turner’s concept of the liminpwhich seem particularly applicable
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to the idea of the con. The liminoid is a more gliah version of the liminal, which is an
in-between time in many cultures that marks spedtes of passage during which
certain social conventions may be suspended. Higyippages and marriage ceremonies
may be liminal, while a rave may be liminoid. Offpaular interest is Turner’s point that
the liminoid is “like a commodity—indeed, oftéma commodity, which one selects and
pays for” (1982: 55); this is indicative of thatfahat no matter how subcultural anime
fandom may seem to its participants, cons and fanae® still well entrenched within
prevailing cultural and socioeconomic systems.

Throughout this chapter, | use the term “perfornedras Richard Bauman has
described it — a term that “usually suggests atha¢ically marked and heightened mode
of communication, framed in a special way and putisplay for an audience” (1992:
41). In particular, the anime con seems to meetrizaus criteria of a cultural
performance — it is scheduled (sometimes over aigesdvance), temporally bounded
(the con has a designated starting and ending,tpneyrammed (often to greater or
lesser degrees of efficiency depending on the argtanal skills of the people running
it) and are coordinated and heightened public asnagBauman 1992: 46).
Additionally, | am drawing on the ideas of enacttneut forth by Roger D. Abrahams.
This term casts a somewhat wider net than doesnpesthce, encompassing “any
cultural event in which community members come tiogeto participate, employ the
deepest and most complex multivocal and polyvaderts and symbols of their
repertoire of expression thus entering into a pcty significant experience”

(Abrahams 1977: 80). Although | mainly examine esstelated to performance, it should
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be understood that | am looking at specific ins¢ésnaf performativity that are taking
place within the overall field of enactment thahstitutes the convention.

In examining the anime con, | hope to cast sontd by some seldom-analyzed
aspects of contemporary social relations. Althoagime fandom may be seen by some
as a fringe or subcultural phenomenon, | beliea¢ @m analysis of anime fans presents a
case study of how many interact with and incorporaédia like film and television into
their daily lives. Media provides the grist for thmélls of our identities, and through
examining how the attributes of some of those idiestare performed at an anime con,
perhaps we can come closer to understanding aarate relationships with modern

media.

Anime Fandom in the US

The origins of organized anime fandom in the Wh&ates can be traced to the
mid-1970s, although public exhibition of Japanasenation in the theatres and on
television began over a decade earlier. At finstine fandom was attached to general
science fiction fandom. In the 1970s some anime &rscience fiction cons would bring
their own VCRs and hold screenings of tapes, whiele often recorded directly from
Japanese television or from Japanese-languageésielegtations in the US. It is
interesting to note that the exhibition of animehis context had to be performed in
order to make it intelligible to the audience besmathe consumer technologies available
did not yet allow for amateur subtitling. Generafyeaking, fans at conventions in the
1970s would cluster around a television attachex\tileo cassette recorder (a new

technological development at the time) and relgomeone in the room who had
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knowledge of the Japanese language. This persoldwamithe show progressed, loosely
translate dialogue, point out specific culturahedamts that might be lost on an American
audience, and generally make sure that the farid éallow the progress of the story
(Patten 2004). The cultural gap that necessitdt@idsomeone actively perform anime to
an audience presents a curious parallel with tkreldpment of the film industry in
Japan, which developed the role of Henshj a live lecturer whose job it was to
“introducle] the film by telling you what you wegming to see and then, as the film
progressed, telling you what you were seeing” (Asde and Richie 1982: 23). In
making this comparison | am not trying to positegessary cultural link between
Japanese film exhibition in the early 1900s andnanin the 1970s, but rather trying to
illustrate how performance has been used to filhe gaps” of understanding in media
products. These performed explanations of anime wssential not only to the
understanding of the shows, but to developing éims’fsense of community. Through
this active performance the fans became more thasiye watchers of a videotaped
television program; they were more deeply involirethe co-production of a shared
understanding. Eventually these small screeningsiofie were integrated as a
sanctioned part of the science fiction con and ‘becbme so popular that convention
organizers were providing function rooms and vidgaipment and including them in the
official programme” (Patter2004: 60).

It makes sense, then, that entire conventionstddwo Japanese animation did
not develop until the early 1990s. Before this tithe logistics of getting enough
available material to show and gathering enougtrésted people would have been

difficult. The first convention devoted solely toime was held in 1991 (called,
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appropriately enough, AnimeCon '91), and in 1992ma Expo, held in Southern
California, became the first annually recurringna@iconvention. It was around this time
that American companies began to release somedirgih commercially available tapes
of anime to the home video market. Advances in hoomeputer technology also allowed
for there to be fansubs of films and televisiongoaons that had recently aired on
television in Japan. But another reason for thislgetween anime fandom’s origins in
the 1970s and the first anime cons in the 1990stmearecessity of performance.
Performing what was going on in an anime episodeldvbave made sense to a small
hotel room full of like-minded fans, but would haveen much harder on a larger scale.
It was not until commercial releases and subtittagie along to replace the human
performances many fans required in order to unadedsthe shows that the anime con
was feasible.

Anime conventions are often held over the coufgbree days, beginning on a
Friday and ending on a Sunday. Conventions carelskamywhere that enough fans
decide to have them, but for logistical reasong Hre usually hosted at a hotel with
ballrooms and exhibition space. Some larger cokes Anime Expo in Anaheim,
California and Otakon in Baltimore, Maryland, hdae to move from hotels to city
convention centers in order to accommodate theasing number of people who wanted
to attend. Thus, geographically speaking, many tems to gravitate toward large cities.
Smaller events do happen throughout the countiyaithough such events may take
place at locations like libraries and museums, @rapns are generally assumed to be
recurrent happenings and take place once a yesr giMes a structure to the flow of time

for the anime fan community and creates a feelirgeasonality. In fact, there is
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generally said within the community to be a coni@nseason that lasts from around

May to September, spanning the summer months.dd@s not mean that cons and other
related events cannot take place outside of tims period, but the “season” is when

most of the larger conventions take place. This@eality of anime cons can be seen as a
reflection of the structure of work and school witBociety at large — the summer

months are a time when students are generallyfadhmol and vacation time is easier to
arrange through many employers. In this way, thenarrommunity structures its
gatherings around its members' larger social comenits.

Like the festival, the anime con can be very dtmed. There are usually opening
and closing ceremonies, presided over by the cdiorearganizers and attended
symbolically by many of the more well-known invitgdests. There are contests in a
number of forms, as well as dancing and music.rCfere is a ceremonial banquet that
requires the purchase of an additional ticket thasnvited guests are usually present at
the banquet, this gives the fans the opportuniipteract with the guests (often voice
actors, artists, and other industry professioratsd more intimate level. Even though
there are these general elements to a con and coasyfollow a more-or-less archetypal
form, the attendees often do not know what schedfudeents will be before they arrive
at the hotel. At one con | attended in 2004 thissea great confusion and consternation
on the first day because copies of the schedulenbtiget been photocopied and made
available for distribution. This caused peoplermwd around the main information table,
looking at the sole copy of the schedule of evants making notes on whatever paper
they had available. It can be seen from this intideat even though there is a general

structure to the con event as a whole, the ordéd@oation of the many panels,
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presentations, showings, and other events is hatiue for those attending but rather
requires a guide.

The con provides a forum for many different typéfomal and informal
performances. Some performances may be onstageninof hundreds of people
competing for a prize for best costume. Other parémces may be on a panel of two
other people in a sparsely-attended conference.r¥etrother types of performances
may be due to a subtle shift in genre, such astecpiarly skilled video game player who
begins attracting a crowd and starts showing afhfe or her newly-found audience.
Some performances may be spontaneous, such asrsamemstume walking through
the halls of the hotel suddenly getting into cheemand striking a pose. Yet others may
be unsanctioned and well-practiced, such as a grbousicians who gather in the hotel
lobby and begin playing their own arrangementsogiytar video game music. The
structure of the anime con also allows for oth@esyof ceremonial performances to be
performed within its confines as well — probablg thost notable example of this is a
wedding that was performed at Anime Central in @pecin 2001.

One of the most striking visual elements at amanton is the large number of
people sporting all manner of outrageous dress iBlebsplay a Japanese term that
conjoins the English words “costume” and “play,”anang the act of dressing up as
one’s favorite fictional characters. (At US sciefficon conventions this has
customarily been known as “masquerade.”) We oftatetstand and interact with each
other through the codes of popular culture, anghleyss just one example of this. In this
way, the con provides a space for self-expressmondentity creation through another

type of performance.
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Like the early screenings of anime, cosplay inUlsecan be traced to anime
fandom’s roots in US science fiction conventionkhdugh science fiction conventions
had been holding masquerades for many years, timelédion of anime fan clubs in the
late 1970s brought an increased awareness of dniswence fiction fans. Writes anime
historian Fred Patten, “In 1979, anime fans begaermg the SF [science fiction] and
comics conventions’ masquerades in anime-charaot#umes, often winning prizes”
(Patten2004: 60). Although cosplay in the US seems teelsprung out of American-
rooted masquerade, it is important to take a lddke@phenomenon’s Japanese roots.
Cosplay in Japan has long been associated with Claiket, or Comiket, now held
every summer and winter at a convention hall calleklyo Big Sight. First held in 1975,
Comiket is, as the name suggests, not a convebtibrather a place where manga are
bought and sold. There are numerous small groupmateur publishers, or circles, in
the anime/manga fan community in Japan, and it Goaniket where many of them show
off their wares. The Comiket events are much latigen any US anime con, though,
with attendance at Comiket 78 in 2010 reaching @@ people (“Comic Market
Matches Attendance Record Set Last Summer” 20T0)s is very different from the
idea of the con in the US because there is musheegphasis on “seeing” and “doing”
(and performing) within Comiket proper. However{sade of the convention hall there
may be many people performing cosplay, the modiedkof which are often surrounded
by throngs of photographers. The ideas of perfocaanmherent in Japanese cosplay
seem to be different from those of masquerade etas what | have seen of both, it

seem that while in masquerade the idea generains¢o be the creation of a costume as

" However, this number can be a little misleadirigc& Comiket is free and requires no ticketingrehs
no way to be sure that some attendees were notemburultiple times.
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an expression of one’s affinity with a certain adwer or to show off one’s fan-ness to
others at a convention, in Japanese cosplay tlaeisde perform for the camera in a very
specific and sanctioned space. Of course, the ieafoces do not fall neatly into these
two categories, but thinking about them in thesesais useful for our current purposes.
Cosplay at cons in the US bridges the gap betweepxpression-oriented behavior of
masquerade and the to-be-looked-at-ness of Japangsiay. In this way, anime fans are
able to select the particular characters they wagiepresent based on either how they see
themselves or the particular role they choosepoesent to the rest of the world. It is
another example of the database fantasyscapeiamact

The idea of embodiment, though, brings up therd@tky problematic notion of
racial depictions in anime and manga. Like MichBealissig in his writing on the carved
wooden figurines of the Cunas, we may be inclireedsk why anime/manga characters,
with their big eyes and racially unmarked featuresemble “European types” or the
“Colonial Other” (Taussig 1993: 7). Some Japanesies assert that characters in anime
and manga look Caucasian and posit a Japanes@iitfecomplex because of this
representation. Critic Sato Kenji even goes s@éaio call representations in
anime/manga “ethnic bleaching” and says that mmaeg “flight to anime is an
inevitable result of the ethnic self-denial thas Isaffused Japanese society ever since the
Meiji era [1868-1912], and especially since the ehorld War 11" (Sato 1999: 24). In
such a light, cosplay by non-Japanese Americanrfasseem somewhat problematic
from a viewpoint of racial representation. Howewmnections between race and
anime/manga drawn by critics like Sato assume i@ledion where none necessarily

exists. Anthropologist and manga scholar Matt Thexplains that the reason why some
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people say that manga and anime characters ar@€iands that the characters are not
generally racially marked. Thorn writes that “... Anoans and others raised in
European-dominated societies, regardless of tlaekdround, will see a circle with two
dots for eyes and a line for a mouth, free of lagignifiers, as ‘white,”” while on the
other hand, “the Japanese are not Other withim dvem borders, and therefore drawn (or
painted or sculpted) representations of, by andd&panese do not, as a rule, include
stereotyped racial markers. A circle with two dimtseyes and a line for a mouth is, by
default, Japanese” (Thorn 2004). According to Thoreasoning, Japanese creators of
anime and manga are not trying to say anythingl abaut race, but are rather trying to
depict characters in a graphically simple styldekd, one might say that the designs of
many anime/manga characters, which are often velgtabstract, may be part of why
the art form has done so well in the United Stakée. graphic simplicity of anime/manga
allows for the masking effect, which is the usevistially simple characters that interact
with detailed backgrounds, a practice that, acogrtto comics scholar Scott McCloud,
“allows readers to mask [insert] themselves in@atter and safely enter a sensually
stimulating world” (McCloud 1993: 43). In the casfecosplay, the fan is taking the
masking process one step further and attemptipéysically become a character to a
greater or lesser degree. It is out of a fantagnter the “sensually stimulating world” of
an anime that a fan might desire to participateosplay, the act of which makes a
character that had previously only existed on #xgepor screen a living, breathing
person.

Many of the costumes employed by cosplayers arentmedoe recognized by

fellow fans at a convention. In this way, clothigiiga con highlights the way in which our
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sartorial decisions are coded in everyday life.@dmng to Werner Enninger, “Like
language, the signal systexothingis part of the acquired knowledge shared by
members of social units” (Enninge®92: 219). Although someone from outside the
anime fan community may see a group of people deokéin outrageous garb, the
outfits of the cosplayers have specific meaningfhidse within the anime fan
community. Thus, part of the act of cosplay isgheélic display and performance of
subcultural knowledge. However, not all attenddesanime convention choose to
participate in cosplay. Unlike the venues discusséihornton’sClub Culturesthere is
not a specific sartorial code one must adhere twder to gain admittance to an anime
convention. However, those who are able to créegdoést looking costumes are often
the people with the time, money, and skills to d@gggesting that even in this case
“clothes frequently act as metonyms for larger alostrata” (Thornton 1995: 114).
Cosplay can shape the behaviors of participartsdriof the space of the
convention as well as within it. Even though indival cons are weekend events, as
mentioned above many of the cons fit into a coneardeason. Cons throughout the year
will often draw many of the same attendees, depgndn the interest, free time, and
economic situation of the individual fan. For sops®ple, cons and anime structure
social life outside of the convention itself. Onéeresting article on the website
Nerve.com, an online magazine about sex that desciiself as “dearless, intelligent
forum for both genderswas titled “Sex Advice from... Role-Players.” Inglarticle,
the author presents the answers of four differesplayers responding to sex and
relationship questions, demonstrating how one’s/ention life can spill over into “real”

life. For example, one young woman said, “| doatedpeople who aren't cosplayers. I'm
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enough into cosplay that it would just be too caogted to explain to someone why |
need to work every night for eight hours and neéplfor a month before a convention”
(Constantine 2004). She also says that the bestaMaggin a relationship with someone
is to “Be in costume. That's really the in. Cospkapredominantly female, which is
interesting because a lot of the girls are sinQlesplayers are very trusting around each
other... If you're a guy cosplayer, you're goingde svery girl in your social group
naked at some point. There's a lot of costume @sn@onstantine 2004). This
sentiment is echoed by a young man, who says tispiay is “the big icebreaker. A lot

of videogame and anime characters have relatiogstiip each other” (Constantine
2004). In other words, if two people meet and theydressed as fictional characters who
have a relationship within the diegesis of a ficibstory, a real relationship might
develop between those two people. This is anotktemnple of the mimetic impulse in
cosplay; not only do some cosplayers try to perfastheir favorite characters, they also
incorporate and replicate the relationships ofci@racters into their own lives.

Although they have long been a present in the driates to a greater or lesser
degree, anime and manga have been rapidly makiogds into general American
popular culture. For this reason alone, it is intgair to try to understand what happens at
anime conventions. Shared popular culture canpmerful social lubricant, allowing
people to make friends and develop relationshiparad common interests. Anime cons
are just one aspect of this. Although most peopllonobably never attend such a con,
and even fewer will try to dress as a favorite ahter, this phenomenon is merely an

amplified version of how we connect with each oténegry day (Goffman 1959).
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Thus, the database fantasyscape also has a stnpagtion how human
relationships are shaped and formed. Due to thdeyadion of contemporary media and
the easy availability of information online, it hlascome much easier in recent years to
become more aware of the choices one could hareedfa to consume — in other words,
the database of choice is in place and has expaalded with information technology.
This has also prompted people’s fantasies of wtieng might like to go and even who
they might like to be. In the next section, | via# moving from a discussion of the
temporary performance spaces of the anime convetdian analysis of the relation

between the database fantasyscape and physicabluca Japan.

Tokyo as Anime-ic City

In 2004, Patrick Macias, an American commentatodapanese popular culture,
published a book calle@ruising the Anime City: An Otaku Guide to Neo Tokwy it, he
takes the reader on a tour of the highlights ofvlrgeties of anime, manga, toys, games,
and music that can be found in Japan’s capital bitthe book’s introduction, Macias
asserts that although the anime industry mightbeding from its growth in the 1990s,
at the time of the book’s publication the influerdeassociated otaku (or geek) culture
was in fact growing. He writes, “The more you laound in Japan, the more anime
influence you are likely to see. That's becausenaris literally everywhere and has
transformed Tokyo into an Anime City. And dailydithere is stranger, more exciting,
and more vital than any anime I've ever seen” (20@4. Of course, such assertions
must be taken with a grain of salt, as Maciastengpting to provide enticing copy for

the reader to purchase a copy of his book. On andgkiel, though, Macias is indicating
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that media products like anime have seeped fromsd¢heeens and into our lives and the
geographies around us. In Macias’s view, the pengd of anime, manga, and related
popular culture has somehow changed the naturelofdlitself into an anime city. It is
this slippage from the screen to perceptions ofstbed around us that | would like to
explore in this part of the chapter.

There is a particular interest in place within amiaircles in both Japan and
abroad. For foreign fans of anime, (as well aotber types of media fans), the place
where the objects of their affection are producades as a key attraction. In fact, an
article on the Japan National Tourism OrganizatmBnglish discusses how one might
take an “‘otaku’ tour” as well as immerse “yoursielflapanese anime & comics” (JNTO
2010). There are tours, such as those conductédtebyjompany Pop Japan Travel, that
offer to take fans around Japan at various timexperience elements that may be of
interest to anime fans. Many are themed to spetyifies of fans, such as their gothic
lolita® fashion tour and thefujosh? tour (see Pop Japan Travel 2010a and 2010b).
Additionally, in December 2009 the City of Tokyorarunced that they would be
spending half a million dollars on a ten-minutenaaied short in eight languages to
promote the city to potential tourists intereste@mnime and otaku culture (“Tokyo City”
2009). Even for Japanese fans of anime, place mmeggo unnoticed, and some fans
focus on real-life places that have been incorgaraito anime and how one could visit
them. The bool§eichi juunrei: anime manga 12 kashou meg@Riigrimages to Sacred

Places: Travels to 12 Anime and Manga LocatjdnsKakizaki Shundou (2005) is one

8 A style of extravagant dress whose “influencesuidie Victorian children’s wear, the French Rococo
period, goth-inspired darkness and Japanese aifiliménez 2008).

° Female fans of anime and manga that often fe&inmeosexual male protagonists. This term can also
apply to female anime and manga fans more generally
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such example. The teraeichi juunreitranslates into “pilgrimage” or “pilgrimage to a
sacred place,” but has been adopted into genegddyudapanese anime devotees to refer
to visiting the places depicted in anime (Galbra2i@l09: 198). Kakizaki's book details
places across Japan that have been depicted wetdderent anime or manga and
exactly how one can get to them. Of course, singstfians cannot see these places in
person, books like Kakizaki’s and websites devatesimilar topics® document such
scenes to serve as a form of virtual pilgrimage.

In Fan Cultures Hills advances the idea that fan geographies aat¢hese extend
the hyperdiegesis of a cult text since “the media@nnot be entirely reduced to
metaphors of textuality” (2002: 145). Cult textsegd the confines of the page or screen
and bring the physical world into their domainsstich spaces, Hills argues, “[r]eality
and ‘fantasy’ cannot be fused, but nor are theypmuously ‘confused’™ (2002: 146). In
other words, when fans go to specific places irmddpey have seen depicted in anime or
manga, they are aware of the disconnect betweeredliey of the physical place, the
drawn image that was seen, and their imagined immaf@hat the place would be like.
These are three separate things that cannot quitecbnciled with one another, but they
are not wholly separate either. Although the relahip between the fan and the physical
location is external to the cult text, the texli serves as a connecting conduit between
the two, and as such we cannot ignore the rolepitmaical locations play in fannish

activities.

1 For example, see “Butai tanbou aakaibu” (“Setfegrch Archive”) http://legwork.g.hatena.ne.jp/
(accessed August 2, 2010); “Seichi junrei & tabhamashi” (“Talks on Sacred Pilgrimages and Trgvel”
http://members.ytv.home.ne.jp/autumn_leaf/tabikéinl (accessed August 2, 2010); and “Seichi junre
no tabi: Suzumiya Haruhi no yuutsu” (“Travels ot8al Pilgrimages: The Melancholy of Haruhi
Suzumiya”) http://www.rinku.zaq.ne.jp/p_v/haruhimit(accessed August 2, 2010)
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Depictions of the interaction between anime andcttyeare particularly acute in
many of the works of director Oshii Mamoru. Oskigenerally known outside of Japan
as a director of animated feature films, althoughshalso a scriptwriter, novelist,
essayist, comics writer, video game supervisor,\aaeb installation artist. In 2003 Oshii
was able to add documentary filmmaker to his listazomplishments, as he worked on a
pair of short documentaries focusing on the citfyolkyo: Tokyo Scannef2003,Tokyo
sukyanaaandTokyo Vein(2003,Tokyo joumyaku These two films both inform and
problematize Oshii’s role as a director commonlicp&red as an anime auteur—visually
and thematically they fit very well into Oshii’s & of work even though neither was
directed by him. Through these films, we can seg Tokyo is an “Anime City” (to
borrow Macias’s term) not only because it is thmukof most anime production and
contains so much to consume, but because of trentlged, capitalized perspectives one
may bring to a depiction of the city.

The relationship between cinema and space is alaatgul and long-lasting one.
It is important to note that our concept of spaceat something that necessarily exists
intrinsically “out there” but, as Yingjin Zhang wes, referencing Henri Lefebvre, our
perception has shifted “from space as a fixed etdispace as a ‘productive process’ that
induces change and is subject to revision” (ZhaP2?2). It is critical to take space into
account when discussing films because, as Marl 8bies, “cinema is primarily a
spatial system and that, notwithstanding the ti@aht textual emphasis of much Film
Studies, it is more a spatial system than a texdystem” and this gives film “a special

potential to illuminate the lived spaces of the @hd urban societies” (Shiel 2001: 5-6).
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Just as cosplay of a character and performanae atiene convention brings fans closer
to an anime text, so do interactions with the gabat are represented.

As Tom Conley writes in his bodRartographic Cinema‘[i]jdentity can be
defined in a narrow sense as the consciousnessdaiding (or longing to belong) to a
place and of being at a distance from it” (2007:12)other words, part of what makes us
who we are is how we relate to both real and imagjiphysical spaces. Part of what film
does for a viewer is to provide access to reprasient of these spaces. Another aspect
of film and the city is the role that space playshe lives of the people being depicted.
For example, in his article “Stranger Than Tokypa& and Race in Postnational
Japanese Cinema,” film critic Yomota Inuhiko disessthe role representations of
Tokyo play in the films of three contemporary dimgs, including Oshii'$?atlabor
(1989,Kido keisatsu Patoreiba the moyiatlabor 2(1993,Kido keisatsu Patoreiba 2
the movi¢, andGhost in the ShelHe finds that the films “provide a critical stanc
against the myth of a homogenous national iden{R@03: 76) and that they speak “not
only to the variety of contemporary Japanese cindmgalso to the possibilities and
limitations surrounding the issue of how Japangsedhould face the Other” (2003: 89).

As previously discussed, anime has a strong commettt information and
informational flows due to its production and tolgglization processes as they
materialize in the database fantasyscape. Thrdwggetrelationships, the connection
between anime and the places such animations dapigtthese physical places into the
circulation of information. This is a powerful agsen, and indicates the degree to which
anime can give rise to the “anime-ic,” a term e be used to describe the tendency

toward anime or anime-like characteristics. My @ptof the anime-ic derives strongly

185



from Thomas Looser’s work, in which he writes ofmae, “[T]he insistence on multiple
layers, consisting of mixed styles and mixed medieh with their own particular
orientations, brought together on a single plarteaut any one point of origin that
would fix the relations between them... this, | thirka productive approach amime

and, more generally, to an understanding of theyelay in the latter part of the twentieth
century” (Looser 2002: 310). In other words,aarimeic space is a space containing
multiple (not unified) points of view that lackdiged perspective. The term anime-ic can
be used to describe off-screen spaces as wellszsemn ones, and does not necessarily
dictate that such spaces be animated. In this aragme not only becomes something to
view onscreen, but a way of organizing and conadzing the world around us and the
information it contains. Thinking of spaces as aimis a potentially useful way to
describe the diffusion of animated spaces away tt@rscreen and into interactions with
off-screen spaces. To describe a certain spacan@®eic” is not necessarily to ascribe
some inherent quality to the space as much agatdescribe a way of thinking about
and experiencing that space. With these issuesnd, Mokyo ScanneandTokyo Vein

are anime-ic documentaries for two main reasonse.fifét is because the two films use
specific textual elements that echo Oshii's previaoimated, fictional works and have
been promoted as "Oshii" films. The second reas@ecause of the two films’ particular
styles that display anime-ic characteristics indeleat of their textual connections. Each
film takes a different anime-ic approach to depigti okyo.Tokyo Scannetakes a
bird’s-eye view of Tokyo using a high-definitiondgo camera that allows it to rapidly
transition between macro and micro views of thg. dihe goal in presenting the city in

this manner is that “[b]y combining zooming in amat with [a] high-powered objective
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[lens], the audience can immediately understarglithge urbanized city from the macro
view while still sensing its intimacy from the céesips” One Show Interactive004:
84). The film puts the viewer in a cyborg-like vieny position through overlays of
additional data and computer graphics on the imag#se city that give the viewer
additional information about what is onscreen. At/&tor-John A. Liotta writes of
Tokyo Scanneias the viewer traverses the route through ToKijbe images of the city
somehow change from figure data, in an attempt to decipher the meaning of somgthin
we know to be more than mere images. They repraspassible ontology.... The
metropolitan life presented in this documentarydoees fluctuatinglatathat may be
scanned: a kind of simulacrum of pixels” (Liotta0Z0209). In this way, the city of
Tokyo in rendered into information that becomegdgrdfor the database fantasyscape.
The film starts out in Tokyo Bay and traverses anterclockwise arc through the
city to Haneda Airport, at which point it beginaueling in a smaller, clockwise arc until
the end at Roppongi Hill§.okyo Veinon the other hand, depicts a voyage down two of
Tokyo’s smaller waterways. These urban rivers voeree the lifeblood of culture and
commerce in Tokyo, but in contemporary Tokyo theyseldom used for either purpose
anymore. However, they are still prominent geogi@afdatures of the city, and have
been the subject of increasing touristic intereistnj 2007). In contrast tdbokyo Scanner
the cameras imokyo Veirchange in neither direction nor zoom; insteady tieenain
fixed in position as the boat on which they are nted glides down the rivers of central
Tokyo. However, both documentaries represent aroagh to the city of Tokyo that is
represented in Mamoru OshiPatlabor 2 As Inuhiko writes of the film, “Tokyo is a

metropolis that appears on computer screens wod ©f signs and symbols, as well as a
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city of abandoned canals and highways; this cotmigaslouble image represents the city”
(2003: 80). As we shall seépkyo ScanneandTokyo Veireach present a side of this
“double image.”

The approach taken by each documentary also preeddluminating contrast
between the Low City (whitamachi and High City (oryamanotg sections of Tokyo.
According to Edward Seidensticker’s history of ToKy984), these two divisions of the
city have been in place since the Tokugawa shomate the city the de-facto capital of
the country in during the 17th century. Althougk tltoundaries between the two sections
can be blurry depending on which sources one ctmgiénerally speaking the yamanote
refers to the hilly parts of the city to the wedtil the shitamachi refers to the lowlands
to the east. There is a corresponding differenciliture between the two halves, with
the yamanote having traditionally been mostly ‘acpl of temples and shrines and
aristocratic dwellings” and the shitamachi beingrivmuch the plebian half of the city”
(Seidensticker 1984: 8). With this customary dmsin mind,Tokyo Scanneseems very
much the High City documentary, whil@kyo Veins the Low City documentary. This

contrast plays a key role in the films and aninratbdirector Oshii Mamoru.

Tokyo in Oshii’s Films

Throughout many of his films, Oshii Mamoru haswha strong documentary
impulse. Since 1987 and his filkkai MegangThe Red Spectacke®©shii has worked
with concept photographer Higami Haruhiko, who &dsackground in documentary
filmmaking. According to Higami, through conversats he had with Oshii on the Akai

Megane shoot, the two came to realize they “shatbflsame perspectives on Tokyo”
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(Patlabor the Movie Archive2006: 125). Althougiikai Meganavas not an animated
film, Oshii continued to work with Higami for negréll of his projects since then,
consequently bringing to the works a keen eyegbatetimes bridges the line between
animation and documentary styles.

Of particular interest to our caseslatkyo ScanneandTokyo Veirare Oshii’s
two Patlaborfilms, made in 1989 and 1993, respectively. THises place a heavy
emphasis on the city of Tokyo, and the landscapbetity becomes a major concern. In
the firstPatlaborfilm, the police protagonists are trying to sotlle mystery of a virus
that is causing giant robots (called Labors) a#trollokyo to go berserk. In the process,
detectives on the case investigate the backgrolitieemmow-deceased head programmer
of a new Labor operating system thought to be #use of the malfunctions. The scenes
of the detectives trying to track down the programsold haunts present seldom-seen
views of the city, such as perspectives from aloargals and of old buildings being torn
down to make way for the shine of new constructiima lesser extent, the second
Patlaborfilm displays scenes of the city that the averagkyoite may not have
encountered or even thought about. Again Tokyo muates are depicted, and although
these are less emphasized than in the first filoniteal confrontational scene toward the
end of the film is set there.

The scenes in the city fokyo Scannedo not map as easily to specific scenes in
Oshii’'s animated films as easily as thosd okyo VeinHowever,Tokyo Scannés
combination of informative computer graphics andutoentary footage provides a
perspective very much like that in one of his fillf@me example can be found@tost in

the Shell 2: Innocenc¢eavhich was released at roughly the same timEokyo Scanner
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An early scene of the protagonist Batou walking d@am alleyway where some police
officers had been previously slain is shown fros goint of view. Since Batou is a
cyborg, the world through his eyes is augmentezbmparison to what a regular human
being would see; as he walks down the alley, hentbn alights upon various aspects of
the scene, and each time additional informatiorutiabat he is seeing is superimposed
on the image so the viewer is granted the feelfrgjraling through a sea of information.
Through the addition of wireframe animation thates as narration about what the
viewer is seeinglokyo Scanneiries to replicate this feeling of cyborg vision.

However, as mentioned previously Oshii Mamoru dedaeitheiTokyo Scanner
nor Tokyo VeinRather, he was credited leenshuu(supervising director) in both
productions and his name gets top billing. Sinckiids positioned as the main creative
influence of both films, we can see that as viewesare supposed to integrate them into
his body of work, or at least watch them with sadmackground. It is relatively simple to
see howTokyo Veircan be easily integrated into the Oshii oeuvrgesits use of Tokyo
waterways and a score by Oshii’'s musical collalmoridawai Kenji presents a view of
the city very much like that in one of Oshii’s amrfiims. It should also be noted that
Tokyo Veinwas directed by Noda Makoto, who had previousligtem a book on Oshii
and his films, so Noda more than likely had Oshiiemes and styles in mind as he was

executing the film.

The Anime-ic Documentary
As previously discussed in the introduction, threntéanime-ic” can be used to

refer to the ways in which anime decodes and regmts information to an accepting
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audience. It also can refer to a way of organiamgrmation and space based on
database-like principles of flathess without a ceadter or periphery. In addition to the
references to Oshii’'s work$pkyo ScanneandTokyo Veimalso share anime-ic, though
differing, approaches to their subject matter.

As mentioned previously,okyo Scanneraverses a large swath of the city,
annotating relevant points of interest for the \@ewnd sometimes zooming in to provide
more detail. This approach demonstrates the dagatstare of the anime-ic, and, as we
traverse the city, all of the information with whithe viewer is presented is in a way
flattened. As the viewer is flown across the aitg,particular location seems to be any
more important than another. However, there arerapt exceptions to this
generalization. One point in particular that staodt though, occurs when, in the end,
the helicopter lands on top of the Mori Buildingtire Roppongi section of Tokyo. The
focus on this location as the origin of the viewlokyo (the viewer never sees the
helicopter take off) orients one to the city witie tyamanote as the locus. This is a shift
in perception of the makeup of Tokyo that has bmsurring in the last century. As
Seidensticker writes, since the Meiji Restoratiothe late 19th century, “[tjhe High City
was accumulating the money, the power, and theimatign. Culture tends to go where
money goes, and so the Low City was ceasing taigaal in this important regard”
(1984: 249). It is also worth noting that fhekyo Scanneproject was initially screened
in a viewing room at the Mori Building in the Ropyp Hills development. This area in
Tokyo’s Western yamanote region was, accordingeideisticker, “the most blatantly
electronic of the city’s pleasure centers” (19841)1 The Roppongi Hills development,

which opened in 2004, was designed to be a forwarking mixed use site that would
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fit in with the area’s reputation as an entertaintrestrict but would also contain living
spaces, offices, hotels, a garden, and art spaggo Scannehnighlights the frisson of
looking at the rest of the city from a particulaplgvileged position and serves to work
this pleasure of viewing into the physical cityeating a fantasyscape before one’s eyes.
It emphasizes the viewer and the act of lookingevimultaneously flattening the
scenes that are viewed.

Although it directly references scenes from eashii Mamoru films, at first
Tokyo Veimrmight seem much less anime-ic thiaskyo Scanneias it proceeds at a more
languid pace and does not feature any of the adaiticomputer graphics “scanning” the
city as the camera passes by. The main factombkes th& okyo Veirdocumentary
anime-ic is the ways in which one can view it onM\WVhen it was presented originally,
it was shown in a Roppongi Hills installation spagth four main screens: the first three
screens presented synched images of the candils taht and both sides of the viewer
as the boat navigated the Tokyo waterways, whéedahrth screen told the viewer where
he or she was in the journey. Of course, this wievaxperience could not be duplicated
in the DVD version; instead, the film makes strarsg of the multiple angle capabilities
of DVD players. The film is presented with five féifent angles — a separate one for each
of the four original screens and a fifth view thektes them all in at once, albeit in a
condensed and somewhat distorted view. This mémtshte documentary is endlessly
customizable — through the act of switching betwalégrnate angles, the viewer can
allow his or her interest to wander, looking froialesto side and occasionally checking
the position on a map. Indeed, where the originpedaence would have given the viewer

a single privileged position, the DVD release img®a0 such unitary restrictions on the
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viewer. The original surrounding experience haa wery real way become flattened for
home viewing experience.

In addition to how the city is depicted, the sgbmmatter inTokyo Veins of
particular importance. Through the short film, @simd his collaborators endeavor to
show the viewer a part of Tokyo that many nativesy mot see. The canals of Tokyo
may once have provided a prime method of transpantavithin the city, but the advent
of wheeled transportation around the city afterNftesji Restoration (1868) and the need
for swift conveyance obviated much of the cana$® as a significant method of
transporting people and goods (Seidensticker 138@\\ever, as can be inferred from
the name, Oshii wants to show that this part ofcibhewas once critical to how the living
city of Tokyo had thrived. It is not just throudiis documentary that Oshii demonstrates
this point of view. In 2008, Oshii appeared on itéK television showKagai jugyou
youkoso sempdExtracurricular Lesson, Welcome Upperclassinamwhich people
who have made names for themselves in the artgsspolitics, etc. return to their
former schools to talk to the current pupils th@telK 2009). The title of Oshii’'s episode
is “Mikata’ wo kaete taikutsu wo ketobase” or “Gige your ‘viewpoint’ and reject
boredom,” in which he encourages the students/tmtsee the world (and later draw it)
from unexpected perspectives in order to try tkesladf the mundanity of daily life. One
of his first excursions is to take the class omatlour of some of Tokyo’s waterways.
Oshii then takes them to the top of a high skysaraép juxtapose the two views.
Similarly, one gets the impression through viewliikyo ScanneandTokyo Veirthat
the two films are meant to be viewed in conjunctth one another in order to try to

get a more comprehensive panorama of the city.
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Additionally, both films demonstrate a tendencyaod the database that Azuma
Hiroki has indicated. One of the reasons he comnatz® on the database nature of otaku
activities is because he sees a decline in empbasiarrative and an increasing
emphasis on character. Neitfi@kyo Scannenor Tokyo Veirtry to impose a narrative
on the events onscreen—they offer up the onscrdermation seemingly without
comment, although, of course, no film or documentdfers an unedited look at the
world around us. Both films serve to “informatiZEdkyo, giving the viewer certain
pieces of information as the films go along. In thase ofTokyo Scannethis
information often consists of key orienting landksaor other notable points of interest.
In Tokyo Veinthe main data points are the various bridgesdtedt over the waterways.
The information is presented differently in the tilms—it is superimposed on the
viewer’s perception of the city (ifiokyo Scanngrand able to be selected from a special
navigation angle (ifokyo Veih However, they both present a way of lookinghat ¢ity
that is reminiscent of Thomas Lamarre’s summar@kdda Toshio’s description of how
anime fans view anime. According to Okada, fans“p#tgntion to what might be
considered flaws, inconsistencies, or trivial dethy other viewers....[T]hese apparently
insignificant details became part of the viewingemence, making the experience of
viewing akin to scanning for information, ratheathreading a story” (2006: 366). It is
by bringing these viewing practices to the forénaBokyo ScanneandTokyo Veirthat

such documentaries become anime-ic and in turnllogtrate the city as such.
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Conclusion

It is worth noting that the documentaribskyo ScanneandTokyo Veinwere
originally showcased as part of the opening ofttteei Building in Roppongi Hills in
Tokyo. Indeed, in 2004[,okyo Scannewon a bronze award in the promotional
advertising category in a worldwide advertising aedign competition. (The client was
the Mori Building.) Footage fromiokyo Scannewas also incorporated into a
promotional video that was used by the Japan utetif Architects in 2005 to
successfully convince the International Union o€litects to hold their congress in
Tokyo in 2011 (“UIA 2011” 2005). This points to tirdluence that the anime-ic ways of
seeing can have on the real world and how theyessthback upon themselves. Real-
world architecture influences how space in portdayeanime, which in turn serves as an
influence for physical architecture. (This is natike the cycles of transnational cultural
influences discussed previously in this dissenta}io

In this way, the flattening and anime-ization o¥/pical spaces also points to a
commercialization of them in which experiences padspectives can be developed and
purchased. With the development of GPS, motionisgnand computer processing
technology, a sensory experience like the one teEpiaTokyo Scannemay not be far
off. A promotional campaign along similar lines wasently announced in conjunction
with the animeéDennou Coilin which consumers can use an application on thelr-
enabled iPhones to view special content at speg#fagraphic locations Penno Colit
2009; the anime series is about a group of Japaoke®| children who wear special
glasses that allow them to see an online, netwonkattl superimposed on top of their

everyday world). By its very nature, such a promo&ncourages an anime-ic view of
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the world as it prompts people to perceive thewir@mments through the filter of a
digital camera that flattens the image and modifiesviewing experience. Of course,
such a commodified experience is not accessilddl freople equally. In the case of the
Dennou Coilcampaign, it is specific to people who have aateiitind of cellular phone
running certain software. Even if the hardware softlvare were more generalized,
though, there would still be costs associated muttthasing them that would necessarily
exclude a certain portion of the population wholdmot afford such things.

Some might argue that their use as advertising et these films are not
“real” documentaries. Of course, this assumesttieat is some sort of purity attainable
outside of capitalist systems. The anime-ic walpoking at the world is inherently a
capitalist one, for better or for worse. The “datsd fantasyscape” exists because there is
value to be had in buying and selling fantasieqaots of fantasies, transnationally and
anime-ic spaces are just one way of looking atabiemoditized world that we inhabit.

This chapter has attempted to tie together twoadleggp aspects of anime moving
from a flattened, perspectiveless two-dimensiopats into the world of daily
interactions. Patrick Macias concludes the introidmcof Cruising the Anime Citwith
these words: “The odds are, we’ll all be livingan Anime City soon, be it Neo Tokyo or
someplace else” (12). Although at face value ttatesnent seems like mere wishful
thinking for a city catering heavily to geek cultuit may have some inadvertent truth to
it—our fantasyscapes are heavily impacting the viayghich we perceive the world
around us. In Marc Driscoll’'s summary of noted Jegse film scholar Imamura Taihei’s
theories of Japanese documentary and animationrites that “Imamura’s central

hypothesis is that, while documentation groundeithéncamera as a sensory extension of
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newly born cyborg humans could escape the fundahemirkings of capitalism...
animation is smothered in capitalism and its dgualent is unthinkable outside the
history of capitalist modes of production” (279-80)ist as animation depends on
capitalism for its development, anime-ic perspesion the world require a frame of
mind that is receptive to capitalist impulses. Tleedom of the de-centered anime space
may appear to be liberating from hierarchies, Imiha as we know it could not exist
without the inequalities of capitalism; a beginnargmator in Japan can earn less than
$12,000 a year (“Labor Group” 2009). It is the é@galkanism of free-flowing capital,
which is not to be confused with a mistaken ided sluch capital produces egalitarian

results, which ensures anime’s continued survival.
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Chapter 6 — Conclusion

In 2011 theorist Azuma Hiroki stepped onto the p#ide of the production /
criticism divide by creating an 11-epsisode televisanime series calldéractale
(Furakutary. The series was originally broadcast from Jan@@dyl to April 2011 on
Fuji TV’'s noitaminA programming block. It was dited by Yutaka Yamamoto, who had
previously worked as director drhe Melancholy of Haruhi Suzumiyiis worth
investigatingFractalein depth because it encompasses many of the théisessed in
earlier chapters, such as the database-drivenenatwontemporary media properties as
well as the difficulties involved when such propesttravel outside of their original
places of production.

The story takes place in a world of relative peate tranquility, as there is little
conflict and everyone has their survival needs loyehe omnipresent “Fractale System.”
People aren’t limited to the constraints of thegba world because they can go
anywhere they wish by using their “doppels” (sHortdoppelgangers), which are
customizable holographic projections. The main fddows a young boy named Clain,
who doesn’t seem to fit into the world. He esséiytiaves by himself, although he is
sometimes visited by the doppels of his parents hvie elsewhere (but not together).
He is fascinated by antique (non-holographic) tetbgies like music players and
cameras. One day he encounters a young woman rfiainyedge; she is wearing the
vestments of a priestess of the Fractale systenmsdteking from a group of people who
are trying to capture her. Clain manages to savaind gives her shelter in his house.
When he wakes up the next morning, Phyrne is dauteshe has left behind a mysterious

locket. From the locket emerges the doppel of angayirl named Nessa who has the
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unique ability to feel solid to those she wantbécable to touch her. Clain and Nessa set
out to find Phyrne, and along the way encounteryttifierent people, including the

Lost Millennium, an organization of freedom fighg€or terrorists, depending on your
perspective) who wish to live outside the Fractgigtem and are trying to destroy it
because they feel that people have become toatelasuch an artificial, mechanistic
system.

Through Clain’s adventures, he discovers that taetgle system needs to be re-
started every thousand years in order to re-irgtats settings. To do this, however, a
key is required. Phyrne herself is the biologicay} ko the Fractale system, while Nessa’s
personality is a psychic component to the systarfadt, it is revealed that Phyrne and
Nessa are components of the same person — Phyartgakgical clone (of which there
have been many) and Nessa is the digitized ddtarofounger personality. In the end, in
spite of much conflict and bloodshed, the Fracsgtem is restarted, although the
starting mechanism is destroyed in the processhimgahat, although the system will
continue for many years, people will need to slowban themselves from a heavy
reliance on such technologies.

Through this brief synopsis, we can begin to see Apuma’s critical eye has
informed his narrative approach. Although the sitaglf is linear, the world dfractale
IS not; as we can see with the emphasis placec@dedimg to restart the Fractale system,
events occur in a cyclical nature. The key to namig these systems is a databasing of
information, and even of people. Phyrne may bent&rakecharacter, but there have been
many with her physical form both before and after ¢reation. Her consciousness, in the

form of Nessa, is necessarily made to be partetiitabase as well, and is separated
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from her physical body. By creating the worldroactale, Azuma seems to be admitting
the inherent attractiveness of living in a databasdd and being able to pick and choose
the elements we find the most attractive. Howewerch like the people under the
Fractale system are yoked to the power structueehoérarchical priesthood that
maintains the system, so we too support and aneect@&d to a complex system of global
capitalism that manipulates our desires. Of coulsecontradictions inherent in such a
critique appearing in the form of anime are readpyarent. Like so many other media
products Fractale exists in other forms as well, including a mangaes (published in
Square Enix’s online manga magaz@angan Onlingand a spin-off novel featuring
different characters in the world, written by Azuhmself.

The experience dfractale outside of Japan also highlights the complex
negotiations involved when an anime product tragibally. It has now become
common for many contemporary anime to receive &oiaf English subtitled online
“broadcast” within days, or sometimes even hourgsariginal airing in Japan. This is
often done through dedicated anime sites like Gryradl.com or Funimation.com, and is
intended to thwart online piracy by providing faeianime fans with legitimate ways of
viewing new content. In the casekrfactale the fact that it would be streaming on
Funimation.com was announced the day before tearss went live (“Funimation to
SimulcastFractale Starting Tomorrow,” 2011). However, less than &kvkater, and
after only a single episode had been streameddpanese copyright holdershractale
mandated that streaming in North America stop dygracy concerns. According to
representatives of Funimation, the Japanese rigilters had told them they needed to

remove “unauthorized videos of the anime on therirgt — including streaming sites,
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file-sharing networks, and file servers — befosgesitmulcast will be allowed to continue”
(“Fractale Production Committee Halts N. American Simulca2011). This reaction on
the part of the Japanese production committeedisative of the nature of media
distribution today — even when provided with a cement and free way of viewing a
show or a film, some fans will resort to piracyrtR# this could be due to the fact that a
streaming show does not provide a way of “possgsdiin the same way that
downloading a file does. Another possibility isttbacause streams on a site like
Funimation’s are necessatrily restricted by geogcapinegion (often only to North
America), fans elsewhere resort to piracy to vieershow. Interestingly, at the same
time Fractalés North American simulcast was suspended, the stminued to be
shown on French online subscription servicésdttales French Simulcast Still
Continues,” 2011).

However, given that large Hollywood studios—withrmganore legal and
financial resources at their disposal that a netltismall company like Funimation—
have a hard time stopping online piracy of theaparties, it seems rather naive to think
that a small US anime company could have the glditemove pirated copies of
Fractale worldwide. Perhaps the Japanese right holderzeekthis, since five days later
they relented and allowed the North American onéitteaming to resume (“Funimation:
Fractale Simulcast Returns on Monday,” 2011). In the ehi $erved as only a minor
hiccup toFractalés reception outside of Japan. Although the sexas met with mixed
reviews, (in Japan, the block of animated programgnm which Fractale aired received
its lowest ratings ever [“Noitamina Garners Timéslbowest Rating to Date,” 2011]) it

performed well enough that Funimation decidedderise it for DVD and Blu-ray.
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However, this episode illustrates the difficultiegolved in any contemporary media
product legitimately traversing national and cudtusoundaries, particularly one in which
the rights are held by a committee of interestsc@irse, as the problem with piracy
illustrates, fans will find a way to watch the skethiey want to see regardless of whether
or not they are officially and legally available.

The previous chapters have illustrated just a feth@ways in which anime and
associated transmedia products have been receaigednaerstood in the United States
since the 1960s. | have detailed the theoreticdlcamceptual underpinnings of what |
have termed the “database fantasyscape,” exampesmifis case studies that highlight
aspects of cult media, fan production, and loctibnapractices, and dealt with
performance and the city of Tokyo itself as averfoegxploring concepts of media
convergence. Throughout these chapters, | haveséacan the interplay between
globalization and convergence and what this maynnm@asubsequent studies of
transnational media.

| have been researching and writing this dissentdr over five years, and in
that time many aspects of anime and global media bhanged. When | began my
research, anime was experiencing a boom in popgldtanks to films likelrheMatrix
trilogy (1999-2003), particularly its animated-iapan offshooThe Animatrix(2003),
andKill Bill: Volume 1(2003), anime seemed to be making inroads intéitiiywood-
dominated multiplex. Anime was appearing on USvislen as well, and unlik@stro
Boyand other anime in the 1960s and 1970s, littlerefas being made to disguise the
animation’s Japanese origins. On the academic,ftoatassertion that Japanese popular

culture would be the next big thing was buoyed lopflas McGray's idea of “gross
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national cool” (2002). As mentioned previouslywes also around this time that the
serious study of anime and manga began to praigekbowever, this popularity was
relatively short lived. In the latter half of thiest decade of the 2000s, the rapid
expansion of anime and manga into book and videesin the US proved to be a
bubble that burst, leaving behind a market that svasller but seemingly more stable.

As | write this, the future of anime both withinpda and outside of it is unclear.
While there have been many great animators andadi@mdirectors to come from Japan
in the last sixty years, there are very few youagge who seem to be interested in
following the path of animation. Sato Dai, who kagten scripts for a number of anime
series includingCowboy Beboprecently stated that he thinks anime will die within a
few decades. (Galbraith 2010) Some of the reasattsdbves are those that | have
discussed previously, including a lack of respectbmplex storylines in favor of
recycled character and plot elements that catee rmod more exclusively to viewers
who are already anime fans. Catering to an alréadiin audience like this may work
in the short term, but it does not bode well far kbng term health and expansion of the
industry.

Through Sato’s comments, we can see that the dagdbatasyscape is still alive
and going strong, and will continue to persist ithte future. If anything, the decline of
the economics of anime, along with a decreaseimators and directors with strong
auteurist sensibilities, places greater emphasth®natabase part of the fantasyscape. In
a tight economic market, fewer and fewer creatogggaing to be allowed to take risks in
style or substance, sticking to recycling images tanpes that have proven to be

successful with fans in the past. According to Stitis database fantasyscape (although
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he of course does not call it such) may be resptmat least in part for anime’s decline,
stating “No one wants to hear about NEET [the ureggual]... They'd rather watch a
group of high school girls in a band asking, ‘Howvlglay this note?’...If we are always
escaping from reality and real problems, when wdlface them?” (Galbraith 2010).
Sato even criticizes the interaction between péamkanimation as discussed in the
previous chapter. Although it might seem that sgtinime in real-world locations may
give it some kind of grounding, Sato disagreesGatbraith writes, “The backgrounds
based on real places are another similar problgma.drug for us’ in the anime industry,
Sato said. It boosts tourism and pleases fans. AWlsee anime today, | realize that we
have no pride left” (Galbraith 2010).

At the same time that the database fantasyscaped#san emphasis on fan-
centric character tropes, the amount of anime hgastailable outside of Japan has
increased greatly. In particular, the numbers aharseries and films being legitimately
released online has greatly increased during tleevial | have been writing this
dissertation. It used to be that the only animeaméd find online was pirated anime,
because the US anime companies could not or didaebnline distribution as a
legitimate avenue. (However, the blame probablyg falore on the Japanese companies,
who are often able to strictly control what a lisea is able to do with a particular title.)
Now it is possible to view legitimately-licensedsgues of subtitled anime shows online
within a matter of days or sometimes even hoursi@s like YouTube, Crunchyroll, and
The Anime Network. This points to the use of progmaatic technologies that | had
discussed in chapter 3. The goal of many animevaassto view anime episodes as

contemporaneously as possible with the Japaneszses in order to feel a stronger sense
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of community and to be knowledgeable about thestatapanese developments.
Sometimes such streams are later reinforced wilk'@ or Blu-Ray release (of higher
guality) to the home video market. However, evautih streams do not require the
investment of physically creating, warehousing, distkibuting a physical product, there
are still not-insignificant costs in licensing amadnslating, so only a fraction of the anime
programs in a season are able to be legitimatedasted in this way. Consequently,
fansubs are still prevalent in the anime commufitys distribution of anime is
constantly changing, and it remains to be seenhenetuch streams will be a better long-
term solution to anime fansubbing, or if the animaustry will need to begin bringing
legal challenges to those who infringe on theieliettual property (an act that could
easily backfire and upset fans).

Throughout this dissertation | have been discusgiagransnational nature of
anime, how it flows in currents between Japan d@hdranations (focusing particularly on
the United States), how we can best understaaddthow such an understanding may
contribute to media and cultural studies more gaheiGrafting together some concepts
formulated by Appadurai, Napier, and Azuma, | ergptbthe framework of the database
fantasyscape in discussing how the many varieddaetated to anime interrelate and
flow.

My last chapter pointed toward the necessary d&den anime, perception, and
performance. In moving forward with further resdaatong these lines, | think this will
be a fruitful avenue of inquiry, not only with redao anime, but for studies of media in
general. Sociologist John Clammer (2000) proposgady of emotions as a method of

understanding Japanese society in a way thattib@ggnning to be discussed. There
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have been anthropological writings on the emot{é®s of them touching on Japan
specifically). However, Clammer asserts that bee@asmsumption plays such a crucial
role in contemporary Japanese society, the rel&giween emotions and consumption
needs to be studied. This is important becauseydiog to Clammer, “Japan is arguably
the most developed example of [a society of congiampanywhere in the world” (2000:
211). In fact, a good deal of media in Japan iscttired in order to guide consumption.
Clammer writes that “the Japanese media are pesMayi@nformation,” sometimes in
the form of quasi-advertising advice, for exampientakeup, diet, or body-shape, but
also in the shape of other advice on almost evaaginable aspect of life” (2000: 212).

| agree with Clammer’s assertions, particularlyheesy might involve anime.
Regardless of its transnational applicability andesof travel due to itaukokuseki
nature, most anime and related products are prddocelomestic Japanese
consumption. (Keen producers of such media produadsubtedly have an eye toward
export during the production process, though.) Wstdading the fantasyscape means
coming to a greater awareness of the role thatien®itnay play in the consumption and
selection of products, not only within Japan bupleyple outside of that culture who
may be experiencing (or want to experience) diffeeenotional worlds that may mirror
or perhaps even contrast with those of domestiankzge consumers of similar products.
To conclude, | think it is worth keeping in mindatidiscussions of anime and the
database fantasyscape are worth considering npirotheir own rights, but for the
insights they lend to examinations of media albabus. As Clammer writes, “For at

least some commentators, Japan is the quintedsgosianodern society, the one that
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others will follow as modernity passes away. Seemfthis perspective, Japan has a

universal significance” (2000: 219).
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