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ABSTRACT

The goal of this paper is to establish a framework for better
understanding the relationships between Japanese and
American games in relation to that industry, visual styles,
and cultural influence. To do that, this paper draws on a
larger cultural history of Japan and America, and critiques
and questions current and potential uses the concept of
Orientalism in relation to digital games. In doing so, my
hope is that we can arrive at a more sophisticated, nuanced
understanding of that relationship, and use this framework
for subsequent critical analysis.
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STUDYING JAPANESE POPULAR CULTURE

“Sweeter than soy sauce, sourer than plum wine” is the tag
line for the July 2004 EGM International section (in
Electronic Gaming Monthly), profiling two Japanese games
that never made it to Western shelves. A regular column in
Edge magazine discusses “Something about Japan.” The
October 2002 issue of PSM magazine noted the “Clearly
cooler” translucent version of the PS2 available in Japan,
“but you may still be able to find one for yourself at larger
import game shops or online.” And in Wired, there is the
perennial trend-spotting “Japanese school girl watch.”
Japanese games, consoles, technology and fashions are an
integral part of the global games industry in ways both
explicit and implicit.

The goal of this paper is to establish a framework for better
understanding the relationships between Japanese and
American games in relation to that industry, visual styles,
and cultural influence.* To do that, this paper draws on a
larger cultural history of Japan and America, and critiques
and questions current and potential uses of the concept of
Orientalism in relation to digital games. In doing so, my
hope is that we can arrive at a more sophisticated, nuanced
understanding of that relationship, and use this framework
for subsequent critical analysis.

Unlike more traditional forms of popular culture in the
West such as film and television, the digital games industry

has historical and cultural roots as well as strong business
interests in areas outside of the West, and in particular in
Japan. That influence and power extends to Japanese
companies (such as Nintendo, Sega, CapCom, and Square
Enix), Japanese visual styles (such as super-deformed
characters and anime-like images), as well as an extensive
list of games that have influenced successive generations of
game designers around the world.

While game studies scholars are now starting to examine
that influence, we are likewise seeing an increase in
scholarly attention to other Japanese cultural products,
including the keitai (mobile phone), anime, manga, and
children’s toys [1, 6, 14].

Books such as Full Metal Apache; Personal, Portable,
Pedestrian;, Millennial Monsters; Plastic Culture and
endless volumes on anime all attempt to explain a “new”
Western fascination with Japanese pop culture. A new
research annual titled Mechademia has been launched by
the University of Minnesota Press, which is devoted to
studying anime, manga and other fan-arts. Popular books
about specific Japanese game companies have been
published (Game Over; Revolutionaries at Sony) as have
more general books about the influence of Japan on the
game industry (Power up: How Japanese video games gave
the world an extra life).

Yet most of those books have a limited focus on recent
popular culture products, and in particular media products,
which suggests that popular or sustained interest in
Japanese culture is a somewhat recent phenomenon. The
examination of games, technology, movies and television
shows implies, for example, that those were the first
elements of Japanese culture to become popular in the West,
or the first to achieve widespread recognition. And while
Allison [1] does point to a longer history, such as the export
from Japan of tin toys after the Second World War, such
efforts are generally couched as isolated in their influence
and limited in their ability to “transmit” aspects of Japanese
culture abroad, for as Allison explains,

“the influence of export greatly shaped the early
designs of postwar toys. For example, Newsboy, a

Situated Play, Proceedings of DiGRA 2007 Conference

© 2007 Authors & Digital Games Research Association (DiGRA). Personal and educational classroom use of this paper is allowed,

commercial use requires specific permission from the author.




doll made by Nikko Toys in the late 1940s with a
celluloid head and a body built from tin cans, was
clearly designed for an American audience. All the
written script (on the package and the newspaper
held in Newsboy’s hand) was in English, and the
doll’s torso was draped in the Stars and Stripes”

[1].

As she concludes, such early goods were designed so that
their national origin or “flavor” could be “effaced or deleted
when goods (particularly cultural goods) left the country”
[1]. Koichi Iwabuchi has coined the term “cultural odor” to
describe that element of “Japaneseness” which was often
designed “out” of products intended for export [7]. He
argues that a lack of such cultural odor was what led to the
success of products such as the Sony Walkman, which
conveyed ideas about sleeckness and portability, and effaced
references to its point of origin. Other cultural products,
such as television shows and films, have had a more
difficult time finding global popularity, due to their closer
cultural connections to Japan, including use of the Japanese
language, attention to Japanese holidays, and different
genre conventions.

But particular cultural goods have always been designed,
implicitly as well as explicitly, to leave their country of
origin, whether to meet the demands of a particular foreign
market, to find a larger audience, or in the service of the
souvenir and tourist trades. However, other cultural
products and practices were of course meant to remain, or
perhaps move back and forth between Japan and other
locales without losing any (or most) of their “essential
Japaneseness.”

If we refocus what we mean by “Japanese culture” beyond
popular media culture, we find other avenues where cross-
cultural encounters and exchanges have taken place. We
can see, for example, that Japanese art has long exerted
strong influences on Western art, and been a subject of
fascination since well before the purported official opening
of Japan to the West in the 1850s [12].

Such interest was even given a specific name--
“Japonisme”—coined in 1872 “to designate a new field of
study of artistic, historic, and ethnographic borrowings from
the arts of Japan” [9]. That interest, particularly in areas
such as ceramics, textile design, and furniture making,
extended from Europe to the United States [9]. Even before
a term was coined to understand or contain the phenomenon,
practices arose in the West to try and imitate, if not copy,
particularly expensive or rare forms of Japanese art. For
example, popular attempts to imitate the expensive and
beautiful lacquer ware products created in Japan led to the
fad of “Japanning,” which involved using imitation lacquer
and was thought to be, in the late 1600s, “a fashion and a
social accomplishment for a young lady” [9].

737

Such practices and interests help us see that the influence of
Japan on the West has a much longer cultural history than
recent media scholars suggest. And by ignoring that history,
we not only exclude important parts of culture from
analysis, we also bring to more recent cross-cultural
encounters a notion that each culture is somehow free or
pure from past influence.

This paper is one slice of a larger project, intended to lay
out a few of the key concepts to be explored, as well as to
provide a greater historical context for our understandings
of the global games industry. The overarching question
framing this study is “how have American and Japanese
histories, cultures and contexts shaped the contemporary,
global games industry?” While that question is too big to be
answered in one paper, it does point to the scope of the
project, and suggest that to better understand our global
industry, we need to examine many histories and many
contexts, both within the field of games as well as through
disciplines that might not immediately seem relevant.

This project also grapples with some key theoretical
understandings—namely  Orientalism and  hybridity.
Edward Said’s foundational work demonstrates the
politicized, ideological ways that “East” and “West” are
constituted within specific configurations of power,
influence, and presumptions of dominance [10]. Yet, Said
himself argued that Orientalism was likely a different
experience for the United States than it was for Europe (and
principally Britain and France), as the US primarily related
to Japan and China (and did not colonize either), rather than
India or Egypt. We can also question particular
interpretations of the concept (or if it can be reworked at
all) to game culture and the game industry, where
traditional West-rest power relations are confused or altered.

Likewise, this project questions if hybridity could be a
better theoretical entry point for understanding such
interrelations. Typically used in relation to identity
discussions, can the term and the concept describe an
industry or a practice? What is gained or lost in such a
move? Finally, are there other concepts that would better
contain or explain what is happening in Japan and the
United States in relation to games?

To reiterate, there’s been a surge of interest lately in
Japanese popular culture, both in its reception in other parts
of Asia, as well as in the United States [1, 6, 7, 14]. While
such work does provide a framework for understanding the
appeal of popular culture products transnationally, it also
couches that argument in a somewhat ahistorical manner. It
also fails to address, in any depth, the centrality of digital
games to that circulation. My interest in games is obvious,
and that omission is my gain—as a central part of what Ito
terms a ‘media mix’—games are a central clement of
Japanese popular culture that enjoys worldwide circulation,
and corresponding study [6].

Drawing from the world of art history, we find a long
tradition of cross-cultural interests and cultural borrowings



and appropriations that should be included in any
examination of East-West exchange, in the study of popular
culture. As Cohen argues in relation to the influence of
Japanese and Chinese art in America in the eighteenth and
nineteenth centuries, “[a]sian aesthetics have affected
American taste and the American conception of what
constitutes art and beauty; they have influenced American
architects, painters, and potters. Art is one part, one more
piece of evidence for demonstrating that ... the study of
Western Civilization is not enough to explain American
society” [3].

While perhaps not rivaling the commercial scale of popular
cultural artifacts of the past decade, Japanese art found a
ready audience in artists and art collectors from first Europe
and then America, who all contributed to the success of
Japonisme, “the late nineteenth century taste for exotic
Japanese aesthetic properties” [16]. That fascination led to
incorporations of various types—including the use of
Japanese props (such as fans, kimonos and cherry
blossoms) in paintings, the borrowing or adaptation of
Japanese styles or motifs, and then finally, the
dissemination of those markers into American art more
generally. But what does that have to do with digital
games?

I believe there are a couple of reasons this linkage (and
study) is important. First, it demonstrates a continued
cultural crossing or inter-weaving of Japanese and
American cultural influences. Even though many of the
artists most strongly affected by Japonisme were European,
those artists were considered the dominant, most influential
practitioners of their time—the Impressionists, for example,
are still regarded as masters of color and light in painting.
To explore how the aesthetics, artistic practices, and context
of Japan played a role in their artwork also helps us
understand Western culture and aesthetics. More close to
home, American artists drew from those same sources, with
similar results. How have those elements of culture carried
over into American game design? How “American” is an
American video game?

Second, the linkage is an articulation (in Hall’s sense),
drawing together, conjoining, two separate areas of inquiry
or artifacts, to demonstrate their connections [5]. Even
during the time of Japan’s alleged isolation from the world,
artists and merchants from the West traveled there to do
business and gain inspiration. That led to cultural
borrowings and appropriations on both sides. Events such
as World Fairs and Expositions gave a wider audience to
Japanese art and culture than the art world or traders. It
suggests that the recent success of Japanese media products
globally is not a historical anomaly, or a new phenomenon.
While both periods of history draw from different types of
culture—high culture and popular culture—they both
demonstrate the hybridity that culture cannot escape. The
“artistic nationalism” that Winther-Tamaki argues Japanese
and American artists tried to preserve was never fully
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successful in maintaining clear boundaries for what was/is
“Japanese” and what is/was “American” [16].

And finally, by exploring the evolution of two different
forms of culture—one deemed ‘“high” and one deemed
“popular” (or even “low” by some critics)—this paper
argues for their ultimate connection, as well as the problems
with making such distinctions at all. Cultural studies seeks
to explore why we make those distinctions, and how they
are constructed to maintain particular forms or articulations
of power. In drawing a connection between art and digital
games, Japan and America, this paper explores that
genealogy, and how it has been deployed in relation to
discourses of Orientalism.

ART HISTORY, EAST MEETS WEST

In constructing a history for the popularization or spreading
acceptance of Japanese art in the West, and in the United
States in particular, certain themes or practices emerge.
While at first most Japanese art was simply considered
foreign, slowly, American art collectors and museum
directors began to draw distinctions between various forms
of art, and make judgments concerning its quality. For
example, the popularity of Japanese porcelain (which began
to be manufactured in the seventeenth century) in Europe
led to a situation where “some pieces were especially made
for the export trade, depicting Dutch merchant ships and
brocaded ‘Japan’ patterns” [9]. The popularity of Japanese
art did not abate over time. “The enormous demand in
Europe and America for Japanese fans radically altered
production methods. Mass-production techniques were
brought in from the early 1860s when vast quantities of fans
were exported in order to satisfy the ever-growing demand
for ‘something Japanese’” [9].

With that growing influx to the West, more serious dealers
and collectors as well as museum directors learned to take
greater care in seeking out “serious” quality pieces of
Japanese art, rather than the cheaper “export” models that
were beginning to proliferate.

Yet, that popularity was not uncritical, or unshaped by the
biases and particular interests of individuals with the
authority to make purchases or influence the tastes of others.
Thus the painter John La Farge “sincerely admired many of
the Japanese art objects with which he came in contact,
[but] he tended to favor small, intricate objects such as
sword guards of refined miniature metalcraft. ...[T]his
focus on diminutive qualities of Japanese culture was often
constituted as a gendered contrast with American
masculinity” [16].

Along with collectors and dealers traveling to Japan,
Japanese art began to appear in exhibitions and museums,
in both regular and special collections as well as traveling
shows based on particular themes. In 1876 at the Centennial
Fair in Philadelphia, the Japanese government “devoted
tremendous resources to stage an impressive show of
Japanese arts and crafts for the first major introduction of



Japanese culture to the American public, and the response
was enthusiastically positive.” Certain museums became
known for their extensive collections of Japanese art,
including the Boston Museum of Fine Art (which collected
over 17,000 works of art from Japan) and the Seattle Art
Museum [16]. European and American painters traveled to
Japan to learn about indigenous styles, as well as to
incorporate motifs, styles and techniques, along with
Japanese props, textiles and artifacts, into their own images.
Exposure to Japanese arts spread, and the styles of that art
were also diffusing into the work of more Western artists.

Such activities are never ideologically neutral, occurring
with little thought or consideration. Art collectors and
dealers deemed certain styles and forms of Japanese art
“more sophisticated’ and “more authentic” then other styles
and forms, and thus certain artistic goods were more likely
to be considered good or worthy. Japanese art began to be
popularly associated with particular mediums (wood block
painting, lacquer ware, fans), and particular styles
(asymmetry, vertical rather than horizontal spaces). Art
collectors as well as consumers were encouraged to develop
tastes for particular styles and forms of art, to make
distinctions and judgments. Thus key gatekeepers helped to
give access to art as well as interpret that art, defining both
what was available for critique as well as what the terms of
that critique should be. Japanese art entered into circulation
in American in a multitude of ways, none of which that
could be deemed natural or inevitable.

From Art to Games

Compare that history of Japanese art to early Japanese
videogames. After the industry crash of 1983, Nintendo was
rightfully cautious in re-entering the North American
market. It carefully screened all games made for its system,
determining which would be accepted for production, and
which would then be released in the West. Through its
magazine Nintendo Power, it helped define for readers what
a good game looked like, and how to judge or rate games.
Nintendo carefully released only certain genres of games,
and titles, based on what company executives thought a
foreign market would find acceptable—not too strange, too
foreign, too different [13].

Into the 1990s, Japanese games have become increasingly
carefully localized, and while certain genres are readily
accepted (RPGs, stealth games), others still have trouble
with sales and dominant American opinions about what a
digital game should be (horse racing, pachinko, board
games). Japanese games aren’t simply released in the
United States, or England or Germany—they are localized,
which includes a host of technical, cultural and social
decisions and changes to be made. Again, this is a process
that is not natural, nor is it inevitable.

Early American (and European) artists studied Japanese art
and incorporated Japanese images and elements into their
paintings/drawings/artifacts, and they also studied the forms,
techniques and tools used by Japanese artists, in order to
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incorporate those forms and techniques, to greater and less
degrees, into their own work. And now we can see
American (and European) game designers attending the
annual Game Developers Conference to see post-mortem
panels and talks for popular Japanese games such as Final
Fantasy XII, Katamari Damacy, and The Legend of Zelda:
Twilight Princess. They do so to better learn about the
forms, techniques and tools used in those productions. And
again, that process goes both ways, with Japanese
developers incorporating American styles and elements into
their own games, furthering the hybridity of digital games.

However, while it is useful to draw attention to such wider
histories and speculate as to their relevance, we must also
keep in mind other power relations, and how they have been
expressed both in the past, and in contemporary culture. In
regards to any East-West relationship, questions of
Orientalism, power and influence must be addressed.

ORIENTALISM AND GAME STUDIES

Although race has been a relatively unexplored topic in
relation to videogames, at least as compared to gender, a
few studies have explored the presence of Orientalist
elements in digital games made in both Japan and the West.
Christopher Douglas [4] critiqued Civilization III for its
imperialist elements, finding in the game ideologies of
domination and cultural strangeness while at the same time
possibly containing a “subversive potential to challenge
notions of Western supremacy.” More recently, Schwartz
examined representations of foreign cultures in four
contemporary games, finding that in the game Suikoden I1I,
for example, “game designers used othering as a narrative
theme” which “emphasizes the natural tendency to define
and fear the unfamiliar” [11].

Likewise, Tucker writes more broadly about Japanese
videogame titles, arguing “Orientalism persists as the
default framework through which gaming depicts Eastern
cultures” [15]. That framework can be found, he believes,
in both Western titles that depict ‘strange and exotic’
cultures such as the Prince of Persia series, as well as in
games made by Japanese developers themselves, who are
“internalizing and catering to the Western audience’s
fetish” and thus are “able to commodify their cool, and use
the marketing power of their cultural archetypes in the
capturing of the electronic gaming market” [15].

While such critiques and studies bring attention to potential
otherings and problematic racial, ethnic and cultural
representations and activities within games, I believe there
are some problems with a simplistic use of terms such as
“the other” and “exotic.” Schwartz, for example, defines
any opponent in the games she studied as “the other”
without careful attention to defining the term or its use.
When she discusses Shenmue, she writes that although the
player takes on the role of a Japanese individual who must
avenge the death of his father, he interacts with many
Chinese characters who “are portrayed as exotic... not
overly negative” [11].



She continues that while the depictions of the Chinese “are

clearly different from the Japanese protagonist,” “this
othering is engaged by the player toward virtual inhabitants
of the game world” [11]. This raises two questions—is
“different” equatable with “othering,” and is this
“difference” necessarily bad, particularly since there is
nothing “overly negative” about the depictions of the
Chinese?

Similarly, Tucker paints all games that portray Japan and
the East with the Orientalist brush, no matter their country
of origin. While it is fair to say that countries and cultures
can internalize particular images and beliefs about
themselves that may not be positive, or can be reductive,
that argument is too broadly cast to be helpful. Is Mario
Orientalist? Is Link? Is there any qualitative difference
between American and Japanese depictions of Japan in
games? We need more careful attention to such details
before we can make such broad based assertions.

However, my intent is not an extended critique of game
studies’ references to Orientalism in contemporary games.
Rather, I wish to bring attention to some of the ways that
the concept and term have been used, and to complicate that
usage. So we may see images of samurai and ninjas in
games, and representations of “different” cultures and
ethnicities, but those events occur in a context that extends
beyond a facile application of Orientalism. Part of that is
historical—Japanese and American individuals, businesses
and governments have interacted with one another in more
complicated ways than the dominant/subordinate roles of
European and Middle Eastern countries that Said details
[10]. Before the Second World War, there was not a
colonizer/colonized relationship like there was in many
West/East relationships. After the war’s conclusion,
American occupation of Japan was a key formative event,
yet led to economies and cultures tied closely together, on a
mostly equal footing. And in the digital game industry,
much of the power lies in Japanese conglomerates that do
their own naming and controlling. We are also comfortable
with pastiche and cultural borrowings, which may not imply
any deep strangeness or hidden currents of meaning-
instead simply evocative of a new style or expression, one
anchored in visual elements disruptive of both realist and
modernist tendencies.

Orientalism likewise suggests a projection of what we deny
about ourselves onto an other, yet in the case of Japan and
digital games, those others had already incorporated aspects
of modernity when we first encountered them, including
Western art techniques and ways of seeing. Further,
contemporary Western interest in Japanese games and the
game industry can include a certain element of exoticization,
but it is also as likely to include understanding, reworking,
and identification. For some gamers, Japanese games are a
delightful escape from more “normal” Western games. For
others, they are too strange to accept. For yet another group,
they are a source of artistic inspiration, and for the
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American otaku, they may be a source of affiliation and
identification with a larger group or subculture.

Lastly, how can we, or should we, define Japanese games?
Such a range of titles could include any Final Fantasy or
Zelda release, in addition to Cooking Mama and Brain Age.
What of games like MySims, which is based on the
American game The Sims, but is a reworked, localized
version being created for the Japanese market? And with
the extensive localization processes necessary for
transnational games, is Final Fantasy XII a “Japanese”
game, is one version of it thus, or is it something altogether
different? Orientalism is a complicated concept when
related to digital games, and it deserves a more careful
analysis than a simplistic us/them reduction.

Orientalism as a concept or theoretical framework can serve
us in useful ways, but only if it is properly conceptualized.
Thus, the relationship between Japan and America is quite
different from Said’s Middle East and Europe. A traditional
colonizer/colonized relationship does not apply, apart from
a (relatively) brief period occupation following the Second
World War. Additionally, we must recognize the power of
Japan in the digital games industry, a power which is as
much cultural as it is economic. So, some form of
Orientalist framework or understanding might be helpful,
but only if carefully delineated.

CONCLUSIONS

This paper has served as a starting point for creating a more
useful framework for understanding the relationship
between Japanese and American culture—drawing from art
history and the theory of Orientalism. What it has hopefully
accomplished is a complication of our ideas concerning
originary moments, both in relation to games, as well as in
relation to cross-national encounters.

Likewise it has pointed to problems with simple
applications of Orientalism as applied to an industry with
cross-national influences very different from other media
forms.

What is needed next is a more thorough exploration of
encounters between Japanese and American art and artists,
from the modern to the contemporary era. By further
exploring that history, and linking it to the artistic and
economic development of games transnationally, we can
build a genealogy of the digital games industry that offers a
better understanding of our digital games, our game players,
and our cultures, across various oceans.

*I focus on Japan and America based on their importance in
the history of the digital games industry. However, there are
certainly other key nations and regions that have
contributed to that history, including Europe and other
regions in Asia. Much of this analysis of America can also
apply to the West more generally, but for this preliminary
argument I wished to delimit my terms more specifically.



REFERENCES

1. Allison. A. Millenial Monsters: Japanese toys and the
global imagination. LA: University of California Press,
2006.

2. Asakura, R. Revolutionaries at Sony: The making of the
Sony PlayStation and the visionaries who conquered the
world of video games. New Y ork: McGraw-Hill, 2000.

3. Cohen, W. East Asian art and American culture: A study
in international relations. New York: Columbia University
Press, 1992.

4. Douglas, C. “You have unleashed a horde of barbarians!:
Fighting Indians, playing games, forming disciplines,”
Postmodern culture 902, 13.1 (2002).
5. Hall, S. “On postmodernism and articulation,” Journal of
Communication Inquiry 10, 2 (1986).
6. Ito, M, Okabe, D., & Matsuda, M. Personal, portable,

pedestrian: Mobile phones in Japanese life. Cambridge,
MA: The MIT Press, 2005.

7. Iwabuchi, K. Recentering globalization: Popular culture
and Japanese transnationalism. Durham, NC: Duke
University Press, 2002.

741

8. Kohler, C. Power up: How Japanese videogames gave
the world an extra life. Indianapolis, IN: Brady Games,
2005.

9. Lambourne, L. Japonisme: Cultural crossings between
Japan and the west. London: Phaidon Press, 2005.

10. Said, E. Orientalism. New York: Vintage, 1979.

11. Schwartz, L. “Fantasy, realism, and the other in recent
video games,” Space and culture 9 (2006).

12. Screech, T. The lens within the heart: The western
scientific gaze and popular imagery in late Edo Japan.
Honolulu: University of Hawai’i Press, 2002.

13. Sheff, D. Game over: Press start to continue. New
York: Random House, 1999.

14. Tatsumi, T. Full metal apache: transactions between
cyberpunk Japan and avant-pop America. Durham, NC:
Duke University Press, 2006.

15. Tucker, E. “The Orientalist perspective: Cultural
imperialism in gaming,” Gameology (2006).

16. Winther-Tamaki, B. Art in the encounter of nations:
Japanese and American artists in the early postwar years.
Honolulu: University of Hawai’i Press, 2001.




<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /CMYK
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments true
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /Description <<
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e9ad88d2891cf76845370524d53705237300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc9ad854c18cea76845370524d5370523786557406300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /DAN <>
    /DEU <>
    /ESP <>
    /FRA <>
    /ITA <>
    /JPN <FEFF9ad854c18cea306a30d730ea30d730ec30b951fa529b7528002000410064006f0062006500200050004400460020658766f8306e4f5c6210306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103055308c305f0020005000440046002030d530a130a430eb306f3001004100630072006f0062006100740020304a30883073002000410064006f00620065002000520065006100640065007200200035002e003000204ee5964d3067958b304f30533068304c3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020ace0d488c9c80020c2dcd5d80020c778c1c4c5d00020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken die zijn geoptimaliseerd voor prepress-afdrukken van hoge kwaliteit. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /PTB <>
    /SUO <>
    /SVE <>
    /ENU (Use these settings to create Adobe PDF documents best suited for high-quality prepress printing.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName ()
      /DestinationProfileSelector /DocumentCMYK
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /DocumentCMYK
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


