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“Not My Wales”: Anti-Fan Activism as a Response to MTV’s The Valleys 

 

Bethan Jones 

Cardiff University, Wales 

 

In recent years, MTV has launched a series of reality TV shows in the UK. Emulating US 

series such as Jersey Shore, Geordie Shore and Desperate Scousewives have followed the 

‘everyday’ lives of twenty-somethings in the north of England. MTV’s first foray into 

Wales, however, saw the cast of The Valleys leave their homes in south Wales and head 

to the bright lights of Cardiff to fulfil their dreams. The Valleys premiered on 25th 

September 2012, but backlash against the series had been increasing since the show 

started advertising. Criticism was aimed at MTV’s use of cultural stereotypes in both the 

TV advertising (the inclusion of mountains and sheep drawing on notions of Wales as 

rural principality and the Welsh as a nation of sheep shaggers) and the house décor 

(leek themed wallpaper). After the season premiere this criticism intensified, with 

Welsh newspaper The Western Mail calling it exploitative, MPs such as Chris Bryant 

taking to Twitter to announce “That’s not what the valleys are like”, and prominent 

Welsh celebrities, including Rachel Tresize, condemning the show for being “cynical, 

cheap, ignorant and by no means representative of the South Wales Valleys and people 

that I know and love.” Grassroots criticism of the show also arose however, and a 

valleys-centric campaign ‘The Valleys Are Here’ took direct action, calling for MTV to 

donate 5% of their profits from the series to charities supporting deprived areas in 

south Wales, as well as creating their own films showcasing ‘real’ people from the 

valleys. 

 

Historically regarded as fans taking action to support the shows they love by, for 

example, engaging in letter writing campaigns (Jenkins, 1992), fan activism more 

recently has encompassed groups such as the Harry Potter Alliance campaigning for 

rights to equal marriage (Jenkins, 2011); celebrities such as Lady Gaga raising money by 

mobilising their fanbase (Bennett, 2012); and fans working as active participants in 

encouraging social awareness and charitable giving (Jones, 2012). Each of these 

examples, however, assumes that fan activism is only undertaken by fans of a book, 

show or celebrity. This paper adopts Jonathan Gray’s 2002 definition of anti-fans to 

complicate ideas of fan activism by using ‘The Valleys Are Here’, which positions itself as 

opposed to the show, as a case study. I will undertake a content analysis of The Valleys’ 

Are Here’s Twitter and Facebook accounts, as well as its website, to examine the ways in 

which it encourages activism among anti-fans of the series. I pay particular attention to 

its calls for MTV to be held accountable for its positioning of Wales and the valleys, as 

well as the way it encourages participation amongst varied groups of people whose 

common denominator is their dislike of the series. I will argue that fan activism is not 

exclusive to people who consider themselves ‘fans’, and that notions of fan activism can 

be complicated by drawing anti-fans into the equation. 

 



 

Converging Interests: Fan Networks & Cultural Policy 

 

Devin Beauregard 

University of Ottowa 

 

Since the turn of the century, the interconnected phenomena of globalization and 

internationalization have arguably taken on a new significance in policy discourse. On 

the one hand, globalization is often described as a distinctly “technological and economic 

process driven by the revolution in telecommunications and computers” (Doern, Pal, & 

Tomlin, 1996, p.3); while, on the other hand, internationalization refers to the measure 

of “scrutiny, participation, or influence” transnational actors and institutions have over 

domestic policy (Bernstein & Cashmore, 2000, p.72). Together, these phenomena have 

opened the door to the participation of a wide range of new actors in the policy process, 

and have had a profound effect on the ways in which governments interact with both 

public and private interests, domestically and abroad. In short, globalization and 

internationalization have helped usher in what Slaughter (2004) describes as a new 

world order – one in which networks of individuals and organizations, representing 

various and often competing interests, play an increasingly pivotal role in the 

development and implementation of domestic and international policy(pp.16-17). 

Increasingly, this dynamic has facilitated what can perhaps best be defined as policy 

convergence, that is to say the tendency or degree with which different governments 

cooperate, align, borrow, and/or adopt similar (or the same) processes and objectives 

when creating policy (Holzinger & Knill, 2005, p.776). Drawing from policy convergence 

and networks theories, this discussion proposes to explore the influence of fan 

communities and networks on cultural policy – and, conversely, the influence of policy 

on fan communities. 

Through cultural policy, governments (and networks) have sought to align 

domestic and international policies to better regulate the use and unauthorized 

circulation of intellectual property. Beyond this regulatory slanted convergence, cultural 

policy has proven to be an inherently political tool for both public and private interests 

alike – one which can and has been used as a means of influencing consumption and 

production of culture. To this end, networks have a vested interest in the way in which 

cultural policies are established and enforced. This is perhaps no more true than in the 

case of fans who are, at once, both consumers and producers (Jenkins, 2006): how 

cultural policy is framed has an immediate impact on many of the cultural practices of 

fans. That being said, fans exert a measure of influence on policy as well. Fans (and fan 

culture) have become a legitimate and integral part of the proverbial mainstream, and 

media producers and politicians are now actively courting their input in cultural matters 

(Gray, Sandvoss, & Harrington, 2007, pp.4-5). Consequently, fans and fan communities 

are emerging as influential networks in cultural policy discourse, and their input – both 

implicitly and explicitly – can and has led to the shaping and convergence of cultural 

policies across states. 
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DIY Typography 

 

Jack Post  

Maastricht University 

 

The scholarly debate on participatory cultures, amateurs/enthusiasts, user generated 

content is almost exclusively related to the production, consumption and distribution of 

games, music, film/video/photography and fan fiction. Very little research exists on the 

appropriation of printing and graphic design. Some publications deal with early DIY 

initiatives such as the Amateur Press Associations at the end of the 19th century, the 

historical avant-garde movements at the beginning of the 20th century, the student 

movement in the 1960’s and 1970’s, or the DIY-culture of the Punk movement and fan 

fiction. The negligence of DIY culture in typography and graphic design is probably due 

to the fact that the métier of the typographer annex printer has always been highly 

specialised and traditionally relied on the use of expensive technological infrastructures. 

By the time Ellen Lupton published her book  D.I.Y.: design it yourself in 2006, the 

printing industry was already completely digitised. The conversion to a digital workflow 

had however been a ‘silent’ (conservative) revolution, especially because the final 

output was still printed on paper and only few could see whether print media were 

digitally or not digitally produced. 

 In my contribution I want to argue that Steven Heller’s assessment of Lupton’s book, 

namely that DIY design threatens the credibility of professional designer (“D.I.Y. is a 

license to kill – and to kill the designer. Please save us from well-meaning amateurs”) 

and Lupton’s believe that DIY practices can educate the general public and increase the 

general understanding of professional graphic design, are only partial truths. The 

introduction of WEB 2.0, the ubiquitous accessibility to advanced digital technologies 

and to the knowledge and skills to design, produce and distribute typographic work did 



not simply turn consumers into prosumers (Burns). On the contrary it expanded and 

reorganised the (semi)professional field of graphic design rapidly and profoundly. A 

reorganisation that forms only a necessary passage point in a much longer historical 

process of expansion, professionalisation and democratisation of typographic and 

graphic design. 

 I will take a look at the example of kinetic typography to show (i) how the field of 

graphic design since the 19th century gradually started to encompass adjacent fields 

such as that of popular culture, utilitarian info-graphics, exhibition design and new 

media such as film, television and computer; (ii) how the field of kinetic typography 

developed from a rather marginal and handicraft activity (the design of film titles, 

electronic message boards and television credits) into the new major aesthetic and 

technical profession of ‘motion graphics design’; and (iii) how the advent of Web 2.0 and 

advanced digital technologies not only professionalised ‘motion graphics design’ but 

also gave birth to online communities of enthusiasts and (semi)professional designers 

who made kinetic typography into a new ‘artform’. 
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The Media Tells Me So: Journalistic Artifacts, Transformative Works, and the 

Assemblage of Persona  

Racheline Maltese 

Independent scholar 

 

Many texts with significant fan communities utilize journalistic media as characters 

in order to enhance the believability of narrative and support and encourage the free 



marketing that often comes with ironic believer communities (â€œClap If You Believe in 

Sherlock Holmes: Mass Culture and the Re-enchantment of Modernity.â€• Saler, 

2003).Â Such narrative use of journalistic media is often taken up by fan audiences in 

response to source texts.Â These audiences not only include news media elements in the 

transformative works they produce, but sometimes create journalistic media artifacts 

â€“ newspapers, magazines, video and audio broadcasts and recordings â€“ specifically 

as transformative works. 

Such use of journalistic media to enhance both original texts and transformative 

community participation does not represent a dialogue that flows solely in one 

direction, or that happens outside of the gaze of the news media.Â In fact, there have 

been multiple instances of fan-created, transformative, journalistic artifacts that have 

been picked up by news outlets as factual reportage. 

This paper will examine the use of journalistic media as a character in subject texts 

and transformative works. It will also document the dialogue that occurs between fan 

communities and news media outlets when transformative uses of journalistic media 

styles are encountered by naÃ¯ve believers (Saler, 2003) and subsequently reproduced 

as fact, transmuting fiction into reported truth. This will be achieved through a focus on 

the relationship between FPF (Fictional Person Fiction) and RPF (Real Person Fiction) 

fan communities. It will examine how texts use journalistic media content to acquire 

naÃ¯ve, ironic and enchanted believers (â€œA Tangible Reality of Absence: Fan 

Communities and the Mourning of Fictional Characters.â€• Maltese, 2010), and 

highlight the role fan-created, transformative, journalistic artifacts play in the invention 

and reinvention of both fictional texts and celebrity personae.  

 

 

“I just love being creative” – A Case Study of Soap Opera Fandom and Media 

Literacy  

 

Maria Boos and Silke Grafe 

University Bochum 

 

All over the world millions of people watch a soap opera day after day. For a long time 

these fans have been depicted as a passive and unsophisticated audience, but in the last 

years the potential for audiences to be active and creative has been examined under 

different theoretical lenses (cf. Scardaville 2005). In ethnographical studies fan products 

like fan fiction stories and fan videos are analyzed (e.g. Jenkins 1992, 2006; Hellekson 

2006). Studies in sociology and television studies inquire who the audience is and why 

fans watch soap operas (e.g. Harrington & Bielby 1995; Spence 2005). In feminist 

readings the role of men and women in soap operas and the portrayal of homosexual 

couples are studied (e.g. Harrington 2003; Ng 2008; Szefel 2009). Communications 

studies focus on the communication between fans (e.g. Baym 2000; Mutzl 2005; Ford 

2008) and studies in the field of media science on the effects daily soaps have on 

teenagers (e.g. Goetz 2002; Simon 2004; Remmele 2007). The research results indicate 



that fans are able to express themselves in various creative ways, but there is only little 

work about which kinds of media literacy skills soap opera fans show in their fan 

practices (cf. Jenkins 2006).  

Based on theoretical foundations of fandom research and concepts of media literacy 

(e.g. Baym 2000; Ford/Kosnik/Harrington 2011; Harrington & Bielby 1995; Hellekson 

2012; Hobbs 2011; Jenkins 1992, 2006; Scardaville 2005; Simon 2004; Spence 2005; 

Tulodziecki, Herzig & Grafe 2010) the goal of the following case study is to investigate 

the creative media activities of fans of the German soap opera “Hand aufs Herz” (Hand 

on Heart). The plot of the show takes place at a fictional school in Cologne and tackles 

typical developmental issues of adolescence, such as relationships, drug abuse, coming 

out or career choices. Since “Hand aufs Herz”-fans started to create subtitles in eight 

different languages, the soap opera is discussed at social networking sites like 

“Facebook” and “Twitter” by fans from all over the world. Even though the soap opera 

was already cancelled in September 2011, the fans still discuss the show and create fan 

art and fan fiction-stories about their favorite characters.  

Quantitative and qualitative data collection techniques were used to study the 

media literacy activities of this international audience. The following research questions 

are addressed:  

• Which kinds of creative soap opera fan activities take place?  

• Which kinds of creative media literacy skills do fans show in this informal learning 

context?  

• Which kinds of media literacy skills are lacking?  

 

A convenience sample of 648 “Hand aufs Herz“-fans from 35 different countries was 

involved in a data collection with an online-questionnaire. In addition, interviews with 

selected fans have been conducted and a variety of fan-comments and -videos at social 

networking sites were analyzed. First results of the case study will be presented. 
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Finding Participants: How Research Methodologies Define ‘Users’ 

 

Sally Wyatt and Anne Harris  
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What’s Your Deal? Affective Labour, the Actor, and the Fan Art of Angst 

 

Roberta Barker 

Dalhousie University 

 



Eric Eisner has recently argued that the Romantic era popularized recognizable ‘fan 

practices’ and thus stands at the genesis of modern fandom. My paper builds on this 

insight by considering how conceptions of acting, character, and audience that evolved 

in the Romantic theatre reach their apotheosis in contemporary film fan communities, 

using the fandom of Peter Jackson’s film adaptation of Tolkein’s The Hobbit as a case 

study. 

The Romantic stage popularized a vision of the actor’s labour that hinged, not on 

demonstrating a character’s passions, but on hinting at a deep-seated and explosive 

emotional life held precariously in check under a veneer of self-control.  Hence, in 1830 

critics praised the French actor Bocage for suggesting the despair of the prototypical 

Romantic stage hero, Dumas Père’s Antony, by obsessively and unconsciously playing 

with a knife while attempting to uphold a polite conversation. To create such clues, 

actors increasingly needed to construct complex ‘back stories’ for their characters: 

stories that would never be articulated verbally onstage but that spectators might intuit 

from gestures, glances, or significant silences. Romantic actors might thus be described 

as creators of fanfic-like narratives about the characters they played. For audiences, the 

pleasure in such performances lay in the process of reconstructing the character’s 

tortured inner life from the clues on offer.  In the Romantic theatre (and later in the 

subtext-obsessed realism of ‘Method’ acting), performers and audiences thus came 

together in a form of shared affective labour that began with the construction of 

psychological narratives on the actor’s part and ended with their reconstruction (often 

in quite different guises) by spectators. 

 That process of shared labour remains one of the shaping forces in film fan 

communities, in fan creativity, and in fan impacts upon film franchises. Many forms of 

fanvids and fanfiction, but above all ‘angst fics,’ take palpable inspiration from and 

pleasure in unpacking actors’ performances of psychological pain. Filmmakers and 

actors in return work to provide the cues that foster this fan enthusiasm and activity. A 

prime case in point is the torrent of fan creativity unleashed by Richard Armitage’s 

performance as Thorin Oakenshield in The Hobbit. Armitage came to the film as an actor 

whose fervent fanbase already adored his association with brooding heroes. His acting 

in the film itself constitutes a kind of ‘angst fic’ riff on Tolkein’s character, using typically 

Romantic performance strategies of gesture and facial expression to transform the 

novel’s largely comic figure into the tormented product of a tragic backstory. Fans 

immediately embraced and elaborated upon these cues in a plethora of angst fics and 

videos. My presentation will look comparatively at key moments of Armitage’s acting 

and the fan art that responds to them in order to underline the shared affective labour of 

actor and fans and to show how it works to uphold the investment in emotional 

interiority bequeathed to us by the Romantics. 

 

 

Mashup videos and sharing cultures 

 

Petra Missomelius 



University of Innsbruck 

 

The talk focuses on visual mashup practices as part of media-technologically enabled 

online sharing cultures. A number of amateur and/or fan productions show that sharing 

and collaboration, based on professionally produced media material from tv series, 

blockbuster movies or music videos being a substantial part of everyday lives, led to a 

new form of widespread audiovisual online expression. These productions embody the 

emerging culture of audiovisual pla(y)giarism, hence the problem of copyright in these 

contexts is called into question with renewed vigor. 

Used as a reflective tool which is a part of media appropriation and an audiovisual 

expression of online sharing cultures, issues which need to be considered include 

questions of media activism, such as multimedia convergence, ubiquity, individual 

expression vs. mass production and social interactivity, and their significance to 

processes of media critique and education. Thus mashup videos are explored as new 

cultural forms in the context of online platforms, as a means used to scaffold interactions 

in networks of people, and to take up a stance on the visual media industry. 

The mashup invokes Raymond Bellour’s notion of 'the double helix' as 

configurations of industrially produced popular imaginaries and mobile interactivity 

between visual elements at the same time. This talk examines important characteristics 

of audiovisual online mashups as an expression of media dynamics. This raises questions 

such as: How can we consider mashups as part of the convergence culture (Jenkins), 

transformation processes, social interactivity, and meaning-making? How can mashups 

be explored as new aesthetic and cultural forms in online networks? Nonetheless, 

perspectives for the enhancement of didactical concepts and potentials for the future of 

education are explored. 

 

 

Authorship in Vidding: Transformation as Labor  

 

Tisha Turk  

University of Minnesota, Morris  

 

My research focuses on the fan practice of vidding, in which footage from television 

shows or films is edited and set to repurposed popular songs in order to celebrate, 

interpret, or critique the original source. Much recent scholarship on vids, influenced by 

the link between fan studies and media studies, treats vids primarily as responses to 

media and, by implication, treats vidders as spectators or readers. But while vidders are 

audiences, they also have audiences. My presentation, therefore, focuses on vidders as 

producers and creators.  

To address vidders as creators, we must first consider: What exactly constitutes 

authorship in vidding? Vidders do not create the source materials that they use, but they 

do make choices about how to transform those materials, and their choices—the 



selection of song and of video clips; the duration and order of clips; the manipulations of 

color, speed, framing, etc.—constitute authorship.  

Fans themselves seldom explicitly discuss definitions of authorship. However, there 

is one situation in which fans both define and police authorship: cases of perceived 

plagiarism. In this presentation, I examine specific instances of fannish responses to vid 

plagiarism and discuss what those responses reveal about fannish definitions of 

authorship. Ultimately, I argue that fandom operates on a labor theory of value, in which 

a vidder’s ownership of her work stems from the effort that she puts into selecting, 

editing, and juxtaposing clips and music, rather than the prevailing capitalist theory of 

value, such as that enshrined in current U.S. copyright law, in which ownership stems 

from the wealth invested in producing the original source materials, no matter who 

performed the labor. Though my presentation focuses on transformations specific to 

vidding, it has implications for transformative works more generally.  

 

 

Hybrid Places. Everyone and Everyday in Mobile Phone Films 

 

Frank Thomas Meyer 

University of Siegen 

 

Our daily live is dominated by the use of Media. Equipped with the mobile phone camera 

pro-ducers have some control over the release, circulation, and marshalling of their 

personal information, different relationships toward the encoding of place. 

As a direct result of the rapid popularity of cameraphones not only documentary 

forms and acitivities such as voyeurism, privacy and copyright infringement increased, 

furthermore the mobile media’s specific qualities of immediacy and intimacy, afforded 

by mobile devices, engage filmmakers, artists and individuals. With the new mobile 

device they make sense of their lives in relation to others and to their cultural context, 

people situation themselves in time and space, seeking to examine and question film 

aesthetics, new approaches to digital fine art and last but not least the conception of the 

self.  

In my proposal I aime to investigate the new potential of the camera phone and 

outlines the mobile devices as a tool for creative production and sharing. It highlights 

the intimate and personal qualities of a mobile phone as a platform delivering personal 

visual art content. As a network-connected device, it enables the user to shoot a photo of 

a person or place and receiving according information. Mobile Phone films change our 

perception of the world, and the question remains how experience of distraction and 

disjointedness are articulated.  

In my presentation I would like to show three mobile phone films that give insight 

how the recombination of space, body, and how the everyday occurs. The films 

emphasize how ordinary scenes of the everyday in different places gain new interest. 

They show the constant flow and how mobility creates places. In the Lithuanian Movie 

"Everyone can make a movie" for instance, students assembled 360 pans from different 



countries to a short movie. The fluid of the mobile phone implies that the filmic object 

cannot be separated from the filmmaker and her or his geographical imagination. 

Proximity and remoteness become a resource in the filmic process, leading them to 

express the everyday.  
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Net Literature in China and the Professionalization of Authors 

Daniel Pargman & Zi Yang 

KTH Royal Institute of Technology, Stockholm, Sweden 

 

With more than 200 million regular readers, ”net literature”•has become a huge 

phenomenon in China during the last 15 years. Serially published ”chapters”• in 



ongoing  are in many ways reminiscent of the regularly published instalments of Charles 

Dickens’ works of fiction 150 years ago. The main difference is that the printing press 

has since then been exchanged for the web. The switch to the web brings with it a 

number of consequences in terms of technological affordances, in business models (for 

readers, authors as well as for commercial intermediary net literature websites), for 

reading habits of net literature readers as well as opportunities and conditions for 

authors. 

This paper describes the ”scene”• for net literature in China, as well as the 

results of a study of Chinese net literature authors. Two different net literature websites 

were chosen and two authors from each of these websites were interviewed. The 

websites in question are Quidian.com and Zongheng.com. Qidian.com has in many 

respects been a pioneer and is currently the single largest Chinese net literature website 

with a market share of over 40% (He 2011). Zongheng.com is Qidian’s most competitive 

rival and is well known for its generous payment to authors. 

While net literature has given many amateur/fan writers the opportunity to become 

semi-professional authors, their career trajectories• and economic conditions occupy a 

space in-between on the one hand traditional established authors and on the other hand 

(non-published) hobby authors, straddling categories such as professional and fan/user 

labor and challenging traditional professional fields as well as user-industry relations. 

Chinese net literature authors can in some respects be compared to Western 

authors of fan fiction, but with the difference that they have contracts and actually get 

paid for their labor. Authors take-home pay can differ and depends on several different 

variables; quantity and regularity of contributions, type of contract with a net literature 

website, number of VIP/premium subscribers, additional reader donations etc. For the 

vast majority, net authorship represents a job by the side, but a small proportion have 

managed to become established authors with their books also being published and sold 

physically, on paper. An even smaller slice have reached the status of star writers, 

licensing their works to the movie or the game industry. According to earlier studies (Ma 

2011), less than 1% of the Chinese net literature authors currently work full-time as 

authors. 

The practices surrounding net literature in China embodies the increasing 

fuzziness between professional and amateur practitioners (Jenkins 2006) and the hunt 

for sustainable (business and other) models for media content creation and 

consumption in an age of connectivity and abundance. Beyond the development and 

negotiation of different aspects of the relationship and the monetary compensation 

between 1) net literature authors, 2) net literature websites and 3) readers, yet another 

challenge in the Chinese context is the constant threat from piracy websites and 

practices. 
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Scholars in cultural and audience studies have long examined the interrelationships 

between audience participation and mass media in fan and fandom studies (Baym, 

2000). The relationship of the fan and their object of fandom is considered to be rooted 

in emotional consumption. The objects of fandom are defined as “fans' extension of self 

in which no meaningful distinction between the fan and the object of fandom is 

maintained“. At present, fans have increasing influence in shaping the phenomena 

around which they organize and the popular culture industry relies on online 

communities to publicize and provide testimonials for their products.  

In non-Asian spaces, the impact of East-Asia popular culture’s products on 

consumers is related to the way in which those popular cultures were perceived 

especially inside large Asian communities residing in USA and less in Western Europe.  

In Romania, the visibility of Romanian K-Pop and K-TV series fan groups was noticed 

noticed in the last three years and it has to be assessed in the general context of 

Romanian fan groups of Eastern-Asia culture. Although the activities of Romanian J-Pop 

and Dorama fan groups are covered in a lesser extent by the Romanian media one can 

notice the official cultural activities related to Japanese language and civilization have a 

longer history, the same being true about the Sino-Romanian ones. The “Japan Week” 

and the “celebration of China’s National Day” bring together not only students, professor 

and artists but also an important number of fans, spread all over the country 

Starting from this real situation I made a punctual research project centered on the 

question: “What are the unique characteristics that differentiate  East-Asia cultural 

products at the level of their Romanian fans’ opinions and assessments?”  

1. What are the main characteristics of three types of Romanian East-Asia culture 

fans as distinct groups: the Romanian Korean-culture fans, the Romanian Japanese-

culture fans and Romanian Chinese-culture fans? 

2. What are the influences of those types of popular culture products on perceptions 

and representations about cultures and societies from East-Asia among the members of 

the above-mentioned types of fans? 

The total sample of respondents has a volume of eighty-four (84) respondents from 

which forty (40) were Korean-culture fans, twenty-six (26) were Japanese-culture fans 

and eighteen (18) were Chinese-culture fans.  

The results of the research project showed that “hybridity” and “glocalism” are the 

main traits that explain the success of East-Asia cultural products in Romania.. The data 

explained the influence of this type of popular culture products on the Romanians 

perceptions and representations about East Asia’s culture and society. The comparative 

analysis stressed, on the one hand, the fact that Romanians define in different ways 

Chinese, Korean and Japanese popular culture products. On the other, a similarity was 

recorded among the public of East-Asia (Chinese, Korean, Japanese) cultural products 

that were assessed by their “publics” as “gateways” not only towards histories and 

cultures from that part of the world but also toward learning those languages and 

understanding the societies from that part of the world.  



 

 

Why Companies can profit from Fanworks in Japan's Hybrid 

Economy for Dojinshi 
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The market for dojinshi (Japanese fan comics) is one of the most well-known examples 

of an established system in which fan creators routinely monetize their fanworks. 

Distribution of print dojinshi takes place on a massive scale in Japan, with millions of 

works being exchanged every year in a gray market that some estimate to be worth 

several hundred million euros. While the focus of dojinshi fandom is clearly fannish, the 

dojinshi market is a very hybrid economy in which the rules of a fannish gift economy 

are combined with the characteristics of a market economy. Direct support from various 

kinds of for-profit companies is indispensable for making dojinshi exchange work. The 

copyright holders whose source works are used by fans reap mostly indirect benefits, 

but there are also many other kinds of commercial entities involved who profit very 

directly from fanworks. Companies are responsible for providing dojinshi creators with 

art materials, printing dojinshi, organizing dojinshi sales conventions, distributing 

dojinshi beyond conventions through a network of dojinshi resale shops, transporting 

dojinshi to and from distribution sites, and printing anthologies of the most successful 

fanworks that end up being sold in regular bookstores. The companies that provide all 

these services advertise directly and openly to fans to earn their business, and appear to 

be reaping significant profits from their involvement in fanwork exchange. 

 The seemingly smooth interactions between dojinshi creators and the companies 

who profit from their dojinshi seems remarkable when contrasted with negative 

attitudes towards monetization of fanworks in many comparable English-speaking fan 

communities. In this presentation, I analyze what all the aforementioned companies 

contribute to the dojinshi market, how they are compensated for their involvement, and 

why fans have no objections to the fact that these companies profit heavily from 

fanworks while (most) fan creators themselves actually lose money while taking part in 

dojinshi exchange. I will provide a brief overview of how dojinshi exchange works, who 

is involved, and how they are compensated financially or otherwise. Then I will move on 

to a more detailed analysis of the role of printing companies, second-hand shops, and 

other commercial entities that are indispensable to the functioning of dojinshi exchange, 

and attempt to frame dojinshi's balancing act between fannish and commercial interests 

in a way that also clarifies how (un)likely this kind of system is to ever work for English-

language fan communities.  
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The hyperenvironment demands that each participant present a critical and creative 

production based on her/his experiences during it. A production that will be added to 

the supports of the Incorporeal Kit: the printed hyperbooks, websites and the 

hyperenvironment itself.  Each participant receives an “Incorporeal Kit” with a printed 

book, a CD with ready-to-print files and the login to the moodle and the blog that give 

online support to the activity. Then they experience an interactive story in format of 

table top RPG (role-playing game). During the activity and between sessions, the 

participants must present a creative production based on what they have experienced in 

the story. The production is not only about, but a creation from what they experienced, 

going beyond merely illustrating it, and it can be presented in any language (verbal, 

visual, musical etc) and material (printed, online, solid 

etc). The participants will then insert their production in the installation, a hyperobject 

that will be built collectively turning the gaming area into a hyperenvironment. Hence 

the “hyper” of the environment: a space that becomes immersive and hypertextual, 

mainly through the desire to organize each inserted material as a link that can open to 

something beyond, expanding that space. At the end of the event the participants will 

make an evaluation considering: 

-  If the experience of articulating different types of knowledge by participating in 

an interactive story in an immersive environment stimulated critical, creative 

and interdisciplinary thinking; 

- If they can replicate this experiment with students and trainees in more 

traditional academic and training environments. 

-  

The project follows our research lines of Techniques for Interactive Narratives to use 

interactive stories for educational purposes and of Poetic Design in which the 

configuration of artifacts leads to a reconfiguration of the subject, in accordance with the 

principles of flexible learning, the pedagogy of autonomy by Paulo Freire, the mimetic 

process postulated by Paul Ricoeur and Roland Barthes semiology. The capacity to 

articulate different types of information in critical and creative ways to build significant 

knowledge is a fundamental one to face the challenges of our world nowadays. To 

achieve this, one must acquire the competence of working with analogical and digital 

thinking to be able to have an ample and systemic view of reality, facilitating cooperative 

work and more effective decisions. The traditional school environment has been having 

difficulties to generate such competence in its students and needs to be rethought in its 

physical, social and cultural aspects. For more information about the project refer to 

http://historias.interativas.nom.br/incorporealproject/. 

 

 

From Castle Smurfenstein to Minecraft – Modding, Level-Editors, & Editor-Games 
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On first glance game-modding seems to be a ‘typical’ example of audience creativity, of 

community-based creative design (Sotamaa 2005) in participatory cultures (Jenkins 

1992/2006). But on closer inspection, modding scenes often turn out as a rather 

confusing network of community and producer interests (Laukkanen 2005) – creative 

freedom vs. Legal constraints, hacker-ethics vs. ‘modding-as-a-business-model’, etc. 

In my presentation I want to compare the ‘classical’ history of modding (from first 

‘game hacks’ like Castle Smurfenstein (1983) to ‘mod-friendy’ titles like Doom (1993) and 

Quake  (1996) to ‘professional’ (and commercialized!) mod-projects like Counterstrike 

(2000)) with the history of level-editors (from the Pinball Construction Set (1983) to 

‘playful’ real-time level-editors like LitteBigPlanet (2008)). This comparison will show 

two – quite different – types of modding cultures: on the one hand a professionalization 

which aims for increasingly complex mod-projects with continuously growing mod-

teams; on the other hand a trend towards a certain form of popularization with 

accessible editor-tools that encourage creative (participatory) practices (– but also often 

limit these practices to ensure an easy operability). Within this second development I 

will focus on a recent – particularly influential – game: Minecraft (2009/2011). Minecraft 

is not only an indie-game phenomenon, it also is a quite unusual game. Although it has 

some rather ‘conventional’ gameplay-elements (like i.e. the ‘survival-mode’), Minecraft 

never tells the players what to do; it does not have a story 

objective, whether short-term or long term. 

 How come Minecraft is not a mere level-editor? I will argue that Minecraft is an 

example of an editor-game, a fusion between gameplay- and editor-aesthetics, a game 

that reflects a trend towards creative participation within the gaming culture (cf. 

Sihvonen 2011; Léja-Six 2012). 
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This contribution explores how audience creativity and game mechanics (see Hunicke et 

al. 2004 and Sicart 2008) work together in a social impact game. “YourTurn! The Video-

Game” (http://yourturn.fm) is about creating YouTube video mash-ups with other 

players made to foster social interaction, communication and the reflection of cultural 

identity among juvenile minority groups. 

 

YourTurn! is accessible on Facebook where players engage in ›versus‹ battles. Taking 

turns, they select snippets of Youtube (music) videos, which they append to a mutual 

video mix. Playing against each other leads to a shared and creative result; a video mix 

made by two players who previously did not know each other. Thus YourTurn! brings 

together youth of different ethnicity, gender and place of residence. 

 

 
Figure 1: The start page shows the most popular mixes and opportunities to contribute. 

http://yourturn.fm/


 

Preceding studies show that youth in Vienna (Austria) tend to segregate into closed 

ethnic groups (Weiss 2007, Götzenbrucker & Franz 2010, Thomas & Crul 2007). To 

answer the question ›Can an online game allow Viennese teenagers to change their 

understanding of cultural diversity in order to overcome cultural and ethnical 

boundaries?‹ this game was developed within a multi-disciplinary academic setting 

(Kayali et al. 2011). The game builds on media interviews conducted in 2011 with 48 

teenagers living in Vienna which showed that Facebook and YouTube have become an 

essential means for social interaction and media consumption. Hence we decided to use 

communication through media and audience creativity to be at the core of our design. 

 Based on the second round of interviews in 2012 the following insights on the 

relation of gameplay and audience creativity were observed. 

 

• Creativity becomes a playful means of communication, fosters togetherness and helps 

expand social boundaries. 

• Players gain media literacy. Finding a fitting clip means learning to reflect 

communication, aesthetics and context. On the other hand we noticed that the 

necessity to be creative raised the entry barrier for some players. 

• Players engage in a VS battle but in the end they create something together. The 

transformation of competitive play into cooperative, creative play is a crucial step 

towards overriding the cultural restrictions present in everyday life 

• Videos are created based on a topic and for example allow players to reflect their 

cultural background together. Taking turns players negotiate meaning by submitting 

adequate video responses. The free association style of play enables shared cultural 

reflection and furthers the process of acculturation (Berry 2001). 

• The results of creative play were varied. Most contents focus on music but there are 

also videos reflecting local politics, contrasting movie tastes, representing sports 

fandom and humorous compilations. 

• Creatively empowering players did not come without its difficulties though. Problems 

included destructive strategies like repeating the same segment a preceding player 

added, finishing off videos quickly with arbitrary selections and thus often depriving 

other players of contents to play with. 

•  

So far the game has attracted around 1000 players in Vienna, Austria and has forged 

meaningful play sessions and relationships there. The game also is available 

internationally. 

 

Videos: 

The following are 1-minute long gameplay videos to illustrate the innovative new format 

established by the game YourTurn: 

“The Muppet Show” gameplay: 

 http://youtu.be/4cjoSnlKDIQ 

“Movie quotes” gameplay: 

http://youtu.be/4cjoSnlKDIQ


http://youtu.be/eRiAjt3EXIU  

“The Simpsons” gameplay 

http://youtu.be/KeH1Ao4un2I  

“Epic Sax guy” gameplay 

http://youtu.be/L1X5UmXNWyI  

“Accordion” gameplay 

http://youtu.be/OkkMEkZilMs  
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This paper investigates the user-industry relations resulting from an online forum 

campaign contributing to the eventual release of Street Fighter 3: Third Strike Online to 

the Sony, Playstation 3 and XBOX 360 in August of 2011. In the classic days of arcade 

fighting games, the art, culture, and experience of playing against a live opponent was 

unique. The ability to predict the actions of your opponent, and react in a timely manner 

was typically experienced in arcades and, later, locally on video game consoles. With the 

advent of the online multiplayer gameplay, prediction, reaction, and timing should have 

been easily accomplished online, particularly where only two opponents fought against 

each other. Fans craved the ability to recreate their classic arcade days against other 

http://youtu.be/eRiAjt3EXIU
http://youtu.be/KeH1Ao4un2I
http://youtu.be/L1X5UmXNWyI
http://youtu.be/OkkMEkZilMs
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opponents via the Internet, but many video game companies saw classic arcade fighting 

games as a withering domain in the face of newer, more mass appealing software. 

Though arcade emulators allow(ed) people to recreate their nostalgic arcade 

experiences locally, it was almost impossible for players enjoy a paralleled multiplayer 

experience from the days of old. Enter middleware. 

Middleware refers to what Christophe Thibault, creator of the software package 

Kaillera, calls software that can afford emulated games alternative features that allow 

online multiplayer capabilities. To accomplish the successful replication arcade 

experiences online, software packages such as Kaillera worked virtually seamlessly – 

users were able to play classic arcade fighting games like The King of Fighters ’97 , and 

Marvel vs. Capcom: Clash of Super Heroes that could be found in Read Only Memory 

(ROM) form online. Unfortunately, the intricate systems of online play is especially 

complex, particularly where one of the most popular arcadeborn fighting games is 

concerned: Street Fighter 3: Third Strike. Street Fighter 3: Third Strike is the final 

installation of the Street Fighter 3 series 

released in 1999 in Japanese arcades, and later on the Sega Dreamcast (2000) and Sony 

Playstation 2 (2004) consoles in a localized format. While fans (I) waited 9 years for the 

next 

installation of Street Fighter, there was an underground culture of fans that wanted to 

play Street Fighter 3, online. Anthony “Tony” Canon, creator of the GGPO middleware, 

and fan of Capcom fighting games, was able to create an experience with classic fighting 

games that sparked a wave of online game play that went undocumented. This non-

documentation was, in part, because many of the millions of users playing games using 

the GGPO middleware illegally downloaded the ROMS in order to play the games. Fans of 

the Street Fighter franchise stormed the online forums of Capcom® Unity™, owned and 

operated by Capcom, demanding the re-release Street Fighter 3: Third Strike using the 

GGPO technology. Capcom took notice but, surprisingly, did not shut down the GGPO 

platform despite its illegal nature. It was this online discourse, in conjunction with Tony 

Canon’s active creation of code, which helped fuel Capcom to react.   

 

 

“Whose Copy is This?” Filesharers, Ownership and (Co-)creation 

 

Virginia Crisp  

Middlesex University 

 

According to Arvidsson the value of a brand goes beyond the product itself and ‘is also 

based on values, commitments and forms of communities sustained by consumers’ 

(2005, 70). Within this system, consumers are increasingly encouraged to become the 

co-producers of the brands they consume. Through such things as viral marketing fan 

participation is harnessed so as to enable the active creation and proliferation of the 

brand. At the same time certain other acts of user participation and ‘co-creation’ 

(filesharing, fansubbing, cracking, and modding) are derided and criticised as illegal acts 



of property theft. Regardless of the fact that copyright owners actively discourage such 

actions, do such acts have the capacity to continue the brand experience by fans and 

thus increase its value?  

Within the particular filesharing communities that this paper will refer to, films are 

ripped, converted, reviewed and amended collectively within the community. Through 

such activities the filesharers are arguably modifying the films in quite extreme ways, 

for instance by adding subtitles or producing different cuts of the film. This poses the 

question, are such activities just a natural extension of the user participation that is 

actively encouraged of fans in other realms?  

In the instances that will be discussed, the fans feel a strong sense of proprietorial 

ownership over the films that they circulate. However, what they experience as a sense 

of ownership is not recognised in law. While they have transformed the work, it is not in 

the acceptable manner of parody or pastiche, but in order to enhance or make more 

accessible the original file (activities that are not sanctioned by the copyright owners). 

While such activities might give the filesharers the feeling that they have a steak in the 

work, their actual activities reduce the ability of the copyright owner to gain revenue 

from their property in multiple markets. Thus, there is a disconnection between how the 

filesharers views ownership (as linked to creativity and production) and the way that it 

is increasingly constructed (connected to the ability to exploit something for profit).  

What that tells us is that a world that asks fans to activity participate in the co-creation 

of the brands they love must necessarily be one that does not recognise an automatic 

link between creation and ownership.  
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This paper studies footballslash, an online community dedicated to writing slash 

(homoerotic) fanfiction about football players. It analyzes how its participants utilize 

football to construct their stories, drawing upon football’s media landscape and 

presentation in order to creatively expand its narratives. It looks at how they transform 

what is there through their own creative practices, refashioning the information they 

encounter in order to better suit their own needs and desires. They do not claim that 

their interpretations are true; rather, they seek to explore the possibilities of the football 

text through fiction, enjoying the act of interpretation for its own sake. This paper draws 

upon the history of fanfiction practice and community in order to comprehend this 

viewpoint. It argues that fanfiction and slash fanfiction, as it has moved to the Internet 



and become more expansive, has become a way to interact with potentially any media 

narrative. Those familiar with the practices expect there to be fanfiction for everything. 

 This paper, therefore, also investigates the corollary to this: how did football come 

to be seen as a media narrative to expand? It utilizes the concept of “mediatization” to 

present a long-term, historical account of the media’s influence on football. It explores 

the different stages of football’s mediatization, from the Edwardian printed press to 

newsreels to digital television, and argues that football, in some way, has always been 

understood as a media object. It also explores the role that new media plays in 

contemporary football fan practice, and how media convergence both intensifies and 

complicates previous models.  

 As a whole, this paper presents a study of “convergence fandom,” the way in which 

previously separate fan cultures interact and hybridize in the current media 

environment. In doing so, it comes to an understanding of footballslash and its practices, 

but also the context in which it exists. 

 

 

Being an Artist in (Post-socialist) Fan Cultures 
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The paper presents a case study about a Bulgarian artist and her participation in various 

fan cultures over a decade. Fans are usually described as communities; they are most 

often discussed in collective categories. In this case, the focus of the study are the 

subjective motivations and personal experiences of collaboration in different fan 

projects and practices: Armenelos On-line Tolkien University; science fiction 

conventions, fan art exhibitions and literary collections; live-action role-playing games 

and historical reenactments. 

Looking in retrospect requires a high degree of reflexivity and predisposes one not 

only to rationalizing and defending the reasons for participating but also to giving new 

meanings to personal affiliations and to evaluating outcomes. Narration connects 

different periods, projects and social identities and roles – such as an artist, a woman, a 

professional designer, a Tolkien fan, a history researcher, a mother – into a complex but 

coherent ‘life story’. The storytelling allows taking a glance at the socio-economical 

environment in post-socialist Bulgaria which is often described as hostile to artistic 

development and interpreted in terms of “a perpetual crisis” and “waste of talent”. In 

this social environment, fandom provides not merely an alternative but a primary field 

of artistic expression. 

The study relies on the classic biographical/narrative approach, but the 

methodological issues are brought up by its context: the challenge of studying a friend. 

For the new generations of fan scholars, it is usual to confess their belonging to fandom 

and, following Henry Jenkins, to refer to themselves as ‘aca/fans’, but the (dis-

)advantages of this affiliation are not always thoroughly explored. The ethical questions 



related to this case are not easy to be resolved: to what degree the affective bond 

infringes on the process of study and whether it compromises the conclusions; if the 

trust between the researcher and her interlocutor introduced intimate details into the 

conversation, whether  they could be publicly discussed; and which is more important to 

be honest to: one’s friend or one’s study. 

 

 


