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Introduction 

Jonathan Wroot, University of Worcester 

Panel One – The current home media market 

Shane O'Sullivan, Kingston University 

‘Documentaries and The UK Home Video Market’ 

My paper will explore the home video market for documentaries in the UK, drawing on my experience 

as both a filmmaker and a distributor.  

My first feature documentary RFK Must Die (2007)grew out of a short film for BBC Newsnight and was 

released on DVD by distributors in the UK, US and Australia in 2008. Learning from this experience, I 

set up my own distribution label E2 Films to release my second feature Children of the Revolution 

(2011). When this film was released in Japan last summer, I did a press tour in Tokyo for the Japanese 

distributor.  

How do you distribute a documentary in the UK? Who are the gatekeepers, how do you gain visibility 

and how does the DVD supply chain work? My paper will provide a general overview of setting up and 

running a niche distribution label, a case study of a recent documentary I have released and insight 

into the current home video market for documentaries in the UK. 

 

Ksenia Malykh, University of East Anglia 

‘ “To own or not to own?..” Video on demand, DVD and family everyday viewing and consumption 

practices’ 

There is a wealth of research available on family everyday life and what is often referred to as an 

increasingly multi-media nature of the home. However, the discussion of video platforms and services, 

as well as home media formats is often absent from these debates. Similarly, in academic works on 

media distribution, the audience is often largely absent, with research focusing on the industry, rather 

than consumers. 

This paper particularly focuses on these two gaps in research and examines family’s video 

consumption habits by looking at the use of various television technologies, services, platforms and 

formats in the home, including video on demand and DVD. The findings will come from a qualitative 

study of families, examining their experiences of video viewing and attitudes towards both digital 

platforms and more ‘traditional’ physical video releases. The paper will argue that before even starting 

to watch a programme or a film, families engage in decision, or rather judgement, making process, as 

to what is the most suitable and cost effective way to watch video content, which then affects both 
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viewing and consumption practices. By investigating this process and audience’s attitudes, this paper 

will bring a needed audience perspective on home video distribution. 

Roderik Smits, University of York 

‘The Distribution Business: sales agents, gatekeepers, and digital platforms’ 

The rise of digital platforms has greatly affected their gatekeeping and networking arrangements with 

distributors, primarily because digital providers become more influential organisations in the 

distribution business. This paper will explore these changing relationships between sales agents, 

distributors and digital providers. Do sales agents maintain their important gatekeeper function in the 

distribution business, or do they face increasing competition from digital providers? How do 

distributors respond to the emergence of digital providers in the marketplace? And what role can 

digital providers potentially play in the distribution business? 

 

Panel Two – Case Studies, Companies and Their Means of Distribution 

Paul Elliott, University of Worcester 

‘Moving Images: The London Filmmaker's Co-operative and Lux Films’ 

Lux is one of the major distributors of artist's films in the world. Formed out of the merger of the 

London Filmmaker's Co-operative, London Video Arts, and the Lux Centre it currently exists as a 

distribution agent for video artists, an archive for avant-garde and experimental films, and a producer 

of innovative and hard to source works on DVD.  

This paper looks at the history of Lux and traces its development from its beginnings as a grass roots 

collective in the style of Jonas Mekas' 'Film-Makers' Co-operative', through its involvement with and 

support of, the British avant-garde film movement of the 1970s, to its current position as a registered 

charity and archive of contemporary and historical works.  Lux was, and is, central to experimental 

film culture in Britain.      

This paper also explores the relationships between marketing, technology and art, and considers the 

extent that recording and distribution technologies (for example the change from film to video) 

affected the aesthetic of the films themselves. It considers how the changing character of Lux (and by 

extension other artists' co-operatives) altered both the form and the content of the artworks it 

fostered and distributed. 

 

Elliott Nikdel, University of Southampton 

‘Online Distribution and the Relocation of Non-Mainstream Cinema: The Release of A Field in England 

and the Erosion of Traditional Distribution and Exhibition Patterns’ 

2013 marked a watershed year in the landscape of UK distribution and exhibition. With the release of 

Ben Wheatley’s A Field in England (2013), Picturehouse Entertainment and Channel 4 undertook an 

ambitious, multi-platform distribution strategy which empowered audiences to choose their method 

of consumption. In particular, the simultaneous distribution of non-mainstream films in the cinema 

and online has grown more prominent as a means to bypass the recurring issue of acquiring theatrical 

space in a mainstream dominated market. By adopting the distribution and exhibition strategy of A 

Field In England as a case study, this paper questions to what extent online distribution circumvents 
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the marginal access of non-mainstream cinema in Britain. By taking into account the historical 

contexts that have shaped distribution and exhibition patterns in the UK, this paper considers how the 

notion of online distribution bears a utopian promise of unlimited and democratic cultural choice. 

However, by analysing the economic performance of each platform, this paper articulates a more 

complex picture. By considering the apparent discrepancy between box-office performance and the 

VOD figures, this paper unpacks the notion that online distribution breeds cultural democracy. In 

doing so, issues of class and cultural taste come into play. As a result, this paper distinguishes a tension 

between the theory and practice of online distribution. 

 

Lee Broughton, University of Leeds 

‘Restoration, restoration, restoration: charting the changing appearance of The Good, The Bad and 

The Ugly on British home video’ 

Sergio Leone’s The Good, the Bad and the Ugly (1966) is perhaps the best-known and the best-loved 

of the 450 or so Italian Westerns that were produced between 1962 and 1978.  Having been 

distributed in much of the world’s cinemas by United Artists, Leone’s film became a regular fixture on 

British television screens from the late 1970s onwards.  The film has also enjoyed wide distribution via 

home video formats such as VHS, DVD and Blu-Ray.  

What makes the history of The Good, the Bad and the Ugly on home video interesting is the different 

formal changes that have been made to the film in order for its distributors to market ‘special editions’ 

or ‘new re-masters’ to fans who have already purchased multiple copies of the film.  Widescreen 

editions, editions with previously excised scenes restored, colour-corrected editions, digitally restored 

editions, editions with newly created 5.1 sound mixes, limited steelbook editions, etc, etc, have all 

been marketed in ways that were designed to present the film anew.  This paper will chart the formal 

changes that these various home video editions have brought to the film over time while considering 

the reactions of fans and consumers to these sometimes controversial alterations.        

 

Fraser Elliott, University of Manchester 

‘Practising Nostalgia: An Exploration of the Continued Success of In The Mood For Love in British Film 

Culture’ 

Nearly fifteen years since its release, In the Mood for Love (2000) continues to garner praise from 

British publications. Wong Kar Wai's most critically successful film, labelled “Best Film of the Decade” 

by The Sunday Times, has captured and maintained Britain's attention as a Chinese language film in 

an era when foreign-language productions are becoming increasingly marginalised and unsupported 

by critics and distributors. 

In this paper I employ a reception studies analysis of features, reviews, home media releases, trailers 

and websites to show that In the Mood for Love is uniquely compatible with the cultural and analytical 

expectations of a British film criticism that prefers phenomenological engagement over socio-

historical debate. Through an analysis of multiple DVD releases of the film, I offer evidence that shows 

critical appetites converging with distribution practice in serendipitous ways that allow this “auteur” 

production to be easily consumed across a range of exhibition contexts by a variety of audiences. 
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Finally, I suggest that this diachronic, case study analysis of In the Mood for Love reveals a nostalgic 

culture of film criticism in Britain whose anxiety might prohibit the acquisition of new films for the 

British audience. 

 

Panel Three – Disney and their Discs 

James Mason, University of Leeds 

‘Disney Distribution, Or: How Mickey Learned to Stop Worrying and Love Home Media’ 

This paper considers how effective and sustainable Disney’s (re)distribution practices are in the 

context of digital distribution, online marketplaces, and video-sharing platforms. 

Although initially reluctant to distribute its back catalogue of animated films to home media, the Walt 

Disney Company has since made re-packaging and re-releasing of animations from Snow White to 

Frozen into both economic virtue and virtual art form. Over 50 titles appear in this canonical line, 

dubbed instant ‘Classics’ by the company, rather than by audiences. As each film is re-released on 

VHS, Laserdisc, DVD, and Blu-ray, in Special, Platinum, or Anniversary editions, consumers are 

encouraged to upgrade their existing Disney media libraries with the enticement of newly created 

bonus material, improved picture quality, and the Disney Rewards scheme. Some films are only 

released for a limited time before returning to the ‘Disney Vault’ to increase their exclusivity. Several 

of the Classics are censored for American markets, but not for British audiences. Other animated films 

are left out of the Classic canon and receive either limited releases or, like the contentious Song of the 

South, are withheld from home media entirely.  

Can Disney maintain control of its physical home media output alongside Netflix, Amazon 

Marketplace, and YouTube? 

 

Christopher Holliday, King’s College London 

‘Combining Nemo: Pixar Home Media and the DVD of narrative integration’ 

Within emerging scholarship on contemporary home video formats, the organisational logic and 

navigational structures of the Digital Video Disc (DVD) have been allied to Tom Gunning’s oft-cited 

“cinema of attractions” paradigm that continues to fuel the dialectic between spectacle and narrative. 

Indeed, Tom Brown argues the direct address, temporality and exhibitionism of certain DVDs as 

“intratexts” can be understood through Gunning’s theoretical model. But just as early cinema 

progressively displaced spectatorial pleasures with legible storytelling in the pursuit of illusionism—

from exhibitionist confrontation (‘showing’) to causal motivation (‘telling’)—this paper identifies that 

developments in DVDs as new media objects have mirrored this historical shift. Distributed by Walt 

Disney Pictures and selling over 40 million copies, the DVD of Finding Nemo (Andrew Stanton, 2003) 

is a particular fruitful illustration of this transition towards narrativised DVD content. While its 

animated menus suggest the role of home media within discourses of characterisation, plot 

development and world-building, they also turn inwards on DVD spectatorship with self-reflexive 

enunciations on “Easter Egg” navigation. By unpacking the specific register of its menus, this paper 

argues that Finding Nemo DVD marks the culmination of the movement from the earlier “DVD of 

attractions” to this DVD of narrative integration. 
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Jennifer Gillan, Bentley University, Boston, USA 

‘From Sony to Shout! Factory: Distributing TV on DVD’ 

This paper begins by establishing the competing interests of owner-distributors of television libraries 

and consumers interested in collecting TV-on-DVD.  Distribution divisions of large companies such as 

Sony have a history of stopping after the release of one season. The home media history of Norman 

Lear’s Maude exemplifies this situation. Sony’s release of season one in 2005 was part of a wave of 

first season releases (e.g., Family); Maude stands out because the entire series is slated for 2015 

release by Shout! Factory. I detail the emergence of this independent distribution company in the 

classic and cult TV on DVD distribution market, starting from its release of Freaks & Geeks in 2004) 

and through its subsequent releases of Leave it To Beaver, The Many Loves of Dobie Gillis, and The 

Patty Duke Show. I also consider Shout! Factory’s partnership with the UCLA Film and Television 

Archive for the release of The Ultimate Goldbergs. In the process I discuss what the recent availability 

of hard-to-find series has meant for the academic study of such programming. The last part of the 

paper contextualizes the Sony release of Maude as part of a more general trend in the mid-2000s 

toward the distribution of television libraries on DVD. How much was this trend related to new 

consumer attitudes toward DVD and/or the lack of today’s multiple digital distribution outlets? To 

consider these issues, while also giving insight into a different company’s stance on DVD distribution, 

I look briefly at the Disney Treasures DVD sets released between 2004 and 2008, showcasing selected 

episodes of the studio’s 1950s television programming. The Disney Treasures case provides an 

interesting counterpoint to the Sony/Shout! Factory deals given that Disney’s famously tight control 

over its entertainment libraries suggests that it would never enter into such licensing agreements. 

 

Panel 4 – Niche Distributors 

Oliver Carter, Birmingham City University 

‘A Labour of Love: Fantrepreneurship in Home Video Media Distribution’ 

According to Zoltan Kacsuk (2011), fantrepreneurs are freelance professionals and entrepreneurs 

coming from within fan cultures” that play an important role in shaping discourses of “quality and 

authenticity”.  The owners of fan enterprises, therefore, adopt a more authentic and considered 

approach to the artefacts they produce and distribute, drawing on their own fan knowledge to aid 

their production practices. This paper uses a cultural and economic approach to examine the activities 

of one specific home video distribution company, the American independent label Vinegar Syndrome, 

as a case study of a successful and innovative fan enterprise.   

Established in 2012, Vinegar Syndrome specialises in releasing exploitation films on DVD, Blu-Ray and 

video-one-demand. The company is run by fans of cult cinema uses a business model uncommon in 

independent home video media distribution, which involves them recovering, digitally restoring and 

releasing titles that are part of their extensive personal collection of film prints. I draw on an 

organisational analysis of the company as well an interview conducted with one of the company’s 

founders, Joe Rubin, to illustrate how the practices involved in running Vinegar Syndrome can be 

understood as fantrepreneurship.   
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Matthew Freeman, Birmingham City University 

‘Continuity vs. Multiplicity: The Shifting Roles of Home Media Formats as Transmedia Storytelling’  

Transmedia storytelling – itself the telling of stories across multiple media platforms – has come to 

embody a dominant practice of today’s industrially and technologically converged media industries. 

Henry Jenkins (2011) notes that most discussions of transmedia storytelling place a high emphasis on 

continuity – “assuming that transmedia requires a high level of coordination and creative control 

across producers and distributers and that all of the pieces have to cohere into a consistent narrative 

world.’ And yet Jenkins also notes that ‘there are forms of commercially produced transmedia which 

really celebrate the multiplicity which emerges from seeing multiple versions of the same stories”. 

Grounded in these transmedia debates, this paper focuses explicitly on home media formats to argue 

that the likes of DVDs and Blu-Rays embody a complex, shifting role in the way that audiences engage 

with stories across multiple media platforms. Drawing on franchises such as The Matrix, Watchmen, 

and The Dark Knight Trilogy, I show how home media formats have been used to tell new parts of the 

fiction in new platforms, extending the story across discs as well as screens. I also look at the way in 

which such formats embody the differences between continuity and multiplicity at the heart of 

transmedia today, considering how different levels of value associated with certain home media 

platforms dictate the different ways in which those platforms operate transmedially.    

 

Mark McKenna, University of Sunderland 

‘Exploitation 2.0: A Case Study of the Video Label “VIPCO” ‘ 

As difficult as it can be accept, the 1984 introduction of the Video Recordings Act was not simply the 

destructive force it is often pitched as. The creation of a list of banned titles and subsequent removal 

of these titles from the shelves became the catalyst that fortified a community of fans and collectors 

in the UK. Fascinated by the rare and the illicit, these fans often shared low-quality copies in the 

absence of official releases. However, by the early 1990s, attention had shifted to more 

contemporaneous concerns and in the wake of the James Bulger case; many of these objects of prior 

concern began to reappear on the shelves in the UK.   Though in many cases censored, the films were 

generally well received and the foremost distributor VIPCO championed as an oppositional voice 

against the BBFC and the worst excesses of Thatcher’s government. This success would be short-lived. 

In the late 1990s as DVD was gaining a foothold in the UK, a shift can be observed in the expectations 

of the product and how that product would be presented. This paper will examine the development 

of the ‘exploitation’ industry in the UK and the elevation of films, which had once been understood as 

‘trash’. By using VIPCO as a case study, the paper will consider how the forces evident in the past thirty 

years have impacted on the product and which has in turn shaped the current market. 

 


