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Abstract 

 

What happens when we recall a Fantastical 'Other World' through our interactions with the 

Real World? For some Tolkien fans, this recollection happens in a variety of Real World 

places: natural and urban, iconic and mundane and, for a select group, they are compelled to 

describe this experience by posting about it online. To understand why and how this 

'Middle-earth-on-Earth' experience happens, I assembled textual and photographic records 

from Flickr and analyzed them through qualitative, quantitative, and geospatial means. 

Through this research, I learned that when Tolkien fans post photographs of Middle-earth-

on-Earth on the social media site Flickr they are communicating a personal relationship with 

two Worlds: the Real World and a Fantastical Other World. Perceptions of both worlds are 

shaped by a person's experiences, memories, and imaginings, though certain essential 

physical and aesthetic qualities of the Other World place become points of contact that 

allow affective responses and mythic roles to be assigned to Real World places. Thus, the 

Real World place becomes enchanted as a 'place of mine' and the Other World place 

becomes grounded in all the senses and, for a time, habitable. In this way, Other Worlds 

shape our understanding and interactions with the Real World and, through a kind of 

escape, renewal, recovery process (ERR), allow us to re-enchant ourselves. 
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Glossary 

ñ"O EBòê AHAIAJPO PD=P I=GA = B=JP=OPE?=H SKNH@ ñB=JP=OPE?=Hòé ?KIL=NA PK ñFQOP OKòë  

ñ&REHò: referring to the main =JP=CKJEOPĄOą EJ HEPAN=PQNA =J@ BEHIé EJ 5KHGEAJòO .E@@HA-earth, 

Sauron and Saruman and their followers 

ñ(KK@òê NABANNEJC PK PDA I=EJ LNKP=CKJEOPĄOą EJ HEPAN=PQNA =J@ BEHIè EJ 5KHGEAJòO .E@@HA-earth, 

Nature, Hobbits, Elves, Dwarves, and most Humans; the members of the Fellowship. 

ñ+QOP OKòê NA=HEOPE? AHAIAJPO BKQJ@ EJ PDA 3A=H 8KNH@é L=ENA@ SEPD ñ=O EBò PK LNKIKPA ENKJE? 

imagination 

Allocentric : a kind of spatial representation that locates places in a framework external to, 

and independent of, the position of the observer. The three axes of orientation are the same 

as Egocentric, but there is no difference in favouring front over back in the second axis. 

Archaeological fan: =ëGë=ëè ñ$KHHA?PKNòą NABANO PK PDA LANOKJ=HEPU KB PDA EJ@ERE@Q=Hë 0NECEJ=HHU = 

term for distinguishing types of cinephiles (Sconce, 1992) archaeological can used to 

distinguish whether an individual is oriented toward facts and artefacts, as opposed to the 

ñ@EACAPE?ò ĄEIIANOA@ą fan. 

Asterisk reality : an idea associated with Tolkien; something that no longer exists but is 

inferred. 

Authenticity : a term with many nuances of meaning. I use it as an umbrella term to refer to 

=J EJ@ERE@Q=HòO QJ@ANOP=J@EJC KB SDAPDAN = CERAJ LH=?A ?KNNAOLKJ@O PK PDA '=JP=OPE?=H LH=?A 

in their imagination. In effect, authenticity in this case is in the eye of the beholder. 

Autobiographical memory : the knowledge and schemata that form the basis of the self. It is 

the processes by which a person recalls and recognizes life events (Baddeley 1992, 14) and is 

?KJ?ANJA@ SEPD PDA ?=L=?EPU PK NA?KHHA?P KJAòO KSJ HEBAè PDA ?KJ?ALP KB OAHBè PDA NAH=PEKJ KB 

self to society, and the use of past life experiences as a framework for future experiences, 

i.e., our imaginations (26, Corkin 2013, 229). 

Autoethnography ê MQ=HEP=PERA NAOA=N?D IAPDK@ EJRKHREJC PDA =J=HUOEO KB PDA NAOA=N?DANòO 

personal experiences 

Bottom -up processing: recollection of memories via sensory experiences (sight, hearing, 

taste, touch, smell) 

Built environment : landscapes with evidence of anthropogenic features or structures 
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Cauldron of Storyê 5KHGEAJòO PANI BKN PDA >K@U KB PDAIAOè LH=?AOè ?D=N=?PANOè =J@ EI=CAO 

found in myths, legends, folk tales, and stories that writers use to create relatable narratives. 

Chronotopeê #=GDPEJòO PANI BKN PDAIAOè LH=?AOè ?D=N=?PANOè =J@ EI=CAO PD=P PN=RANOA PEIA 

and space; universal 

Collector fan : See Archaeological fan 

Contextual restructuring : part of #=N?H=UòO ĄÇÏÏËą IK@AH KB PDA 4AHB .AIKNU 4UOPAI Ą4.4ąë 

The process by which recalling autobiographical memories can change the context of the 

memory. 

Cosplayê ñ?KOPQIA LH=Uòé =J =?PEREPU =J@ûKN LANBKNI=J?A SDANA LAKLHA @NAOO =J@ KBPAJ =?P =O 

a favourite character from television, video games, film, or literature.  

Cynefin: (Welsh) a term denoting the interrelationship of myth and memory, language, and 

place/landscape. 

Daseinê )AE@ACCANòO JKPEKJ KB DQI=J ATEOPAJ?Aë * QOA EP =O = ?QHIEJ=PEKJ KB $NAOOSAHHè 

.=HL=Oè =J@ KPDAN DQI=J CAKCN=LDANOò EJPANLNAP=PEKJO =O NAH=PEJC LH=?A PK OAHB PDNKQCD 

experiences (in places). 

Data corpus: the complete set of records and/or datasets used in a study. 

Dataset(s): for this study, a complete set of records referring to a particular Middle-earth 

place as collected from the social media site Flickr. 

Defamiliarization : elements of a story or Real World place that promote alternate ways of 

seeing the world. Examples would include the use of magic in fantasy stories and cathedral 

architecture in the Real World. 

Deflected vista: in landscape photography, a curve in a path or road that suggests part of 

the landscape is unseen by the viewer from the initial vantage point. Promotes a sense of 

mystery and exploration. 

Diegetic fan: Ą=ëGë=ëè ñ*IIANOA@òą NABANO PK PDA LANOKJ=HEPU KB PDA EJ@ERE@Q=Hë 0NECEJ=HHU = PANI 

for distinguishing types of cinephiles (Sconce, 1992) diegetic can be used to distinguish 

whether an individual is oriented toward personal connections and desire to be immersed 

EJ = L=NPE?QH=N SKNH@ KN O?AJAè =O KLLKOA@ PK =J ñ=N?D=AKHKCE?=Hò fan. 

Egocentric: a kind of spatial representation that locates places in a framework surrounding 

the observer; understanding the spatial orientation of an object relative to the Self through 
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three axes in order of prominence, bold is the favoured orientation: above-below , front -

back, left-right (no favour). 

Episodic memory: long-term, fully contextual, personal experience that can be 

recollectively recalled (Conway 2009, Hassabis, Kumaran and Maguire 2007). 

Escape, Recovery, Renewal (ERR): my interpretation and representation of the benefits of  

natural landscapes on human physical and mental health, which Tolkien also ascribes to 

reading fantasy stories (On Fairy-Stories 2001)   

Existential insidenessê =HOKè óEJOE@AJAOOèò ñEJOE@ANòë 3AHLDòO ĄÇÏÍÍą JKPEKJè J=IAHU PD=P SDAJ = 

LANOKJ CERAO IA=JEJC PK = LH=?Aè PDAU >A?KIA =J ñEJOE@ANò PK PD=P LH=?Aë 

Fabula: in Film Studies, the narrative or story 

Fanê ODKNP BKN ñB=J=PE?òé EJ PDEO OPQ@Uè = LANOKJ SDK BKHHKSO =J =QPDKN KN SKNG KB HEPAN=PQNA KN 

film. Can also be applied in other contexts, such as sports, hobbies, and other interests. 

Fan art: art created by fans to depict characters or scenes; often from works of literary or 

cinematic fiction 

Fan fiction : stories created by fans of a given literary or cinematic work using characters and 

places from published works 

Fandom: of or relating to the following of a particular literary, cinematic, or gaming 

franchise 

Fantastical World . An Other, Secondary World conforming to common themes and tropes 

of the fantasy genre, usually involving the use of magic and a past-looking pre-Industrial or 

Medieval aesthetic. 

Fernwehê Ą(ANI=Ją KBPAJ PN=JOH=PA@ =O ñB=NOE?GJAOOòè = PANI QOA@ PK @AO?NE>A = HKJCEJC BKN = 

place a person has not yet visited. 

Framingê L=NP KB #=N?H=UòO ĄÇÏÏËą IK@AH KB PDA 4AHB .AIKNU 4UOPAI Ą4.4ąë 5DA ñPDEJCò PD=P 

>NEJCO ?KJPATP PK ?KJO?EKQOJAOOë *J IU OPQ@Uè PDA BN=IEJC EO 5KHGEAJòO .E@@HA-earth. 

Genre: a way to categorize literature and film according to aesthetic tropes, themes, and 

structures. Examples include fantasy, science fiction, and crime. 

Green Sun argumentê 5KHGEAJòO =OOANPEKJ PD=P OPKNEAO JAA@ EJPANJ=H ?KJOEOPAJ?U BKN AO?=LA 

and recovery. If a story involves a place with a green sun, then all physical laws should be 

consistent with a green sun. 
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Hiraeth : (Welsh) homesickness for a home that either never existed or that you cannot 

return to (Ndlovu 2018) 

Hyperreality ê >=OA@ KJ #=Q@NEHH=N@òO JKPEKJ PD=P = SKNH@ LNK@Q?A@ >U IA@E= ?=J >A @EBBE?QHP 

to distinguish from the Real World (Macionis 2004) 

Iconic: place has symbolic meaning; meaning is shared collectively by a group and the place 

and meaning are recognizable by many; universal. 

Iconography : the study of the symbolic meaning of artistic forms, usually in reference to 

Erwin Panofsky (1972) 

I-language: personal meanings associated with specific words or terms (Chomsky 1988) 

Indexical sign: also, iconic sign. A sign that has the most connection to the real objects they 

represent (Wollen 1972) 

Instantiationê L=NP KB #=N?H=UòO ĄÇÏÏËą IK@AH KB PDA 4AHB .AIKNU 4UOPAI Ą4.4ąë #NEJCO 

IAP=LDKNE?=H =J@ IAPKJUIE? K>FA?PERA IA=JEJC PK PDA ?KJPATPë 'KN AT=ILHAè ñ=@RAJPQNA 

OPKNEAOò >A?KIA ñNEOG-P=GEJCòë 

Investor fan . See Diegetic fan 

Lieux de memoireê /KN=òO ?KJ?ALP KB DKS IKJQIAJPO =J@ DANEP=CA OEPAO DAHL BK?QO =J@ BET 

memory 

Memorate : Used by Attebery to indicate that which bridges the gap between myth 

presented in fantasy stories and ordinary life. 

Metonym : signifier that conveys complex meaning based on familiarity or closeness to the 

OECJEBEA@é AëCëè ñPDA LAJ EO IECDPEAN PD=J PDA OSKN@ò Ą.APV ĆÇÏÍÍć ÇÏÎÈąë 

Middle-earthê 5KHGEAJòO SKNH@ EJ SDE?D OPKNEAO OQ?D =O The Hobbit and The Lord of the Rings 

take place. 

Middle-earth-on-Earth: I term I coined for the phenomenon at the heart of this study; to 

experience places in the Real World as places in Middle-earth. 

Mise-en-scène: in Film Studies, the setting for the action 

Mundaneê ñARANU@=U LH=?AOòé LH=?AO BNAMQAJPA@ >U =J EJ@ERE@Q=H =J@ SDE?D I=U KN I=U JKP 

have a personal meaning. In contrast to iconic places, mundane places do not have 

universal, shared meaning. 

Mythic role(s) : signs, symbols, metaphors, metonyms, myths, and/or legends found in 

Fantasy stories that give meaning to Real World places. 
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Natural environment : a landscape that is predominately of the Earth; contains very few 

anthropogenic features 

New Media Objects (NMOs): Castells (2000) term for digital and online media that can be 

modified by the user and easily created and/or distributed widely 

Non-place(s): AugéòO PANI BKN PDA DKIKCAJEV=PEKJ KB ?ANP=EJ LQ>HE? OL=?AO =O PK I=GA PDAI 

devoid of personal meaning, such as retail centres and airports 

Online traces: term used by Kozinets (2020) to describe videos, audio files, photographs, 

and text people leave behind when they post to social media 

Ontological rupture : a feature that is incongruent with the Real World by its similarity to a 

feature from a Fantastical or Other World; the similarity promotes a recollection of the 

0PDAN 8KNH@ LH=?A ĄPDA ñ.E@@HA-earth-on-&=NPDò ATLANEAJ?Aąë "HOKè ñ=NNAOPEJC OPN=JCAJAOOòë 

Other World : a world created in part by an author or creator and in part by the person 

consuming the media descriptions of that world; can be of any genre. A similar concept to 

5KHGEAJòO ñ4A?KJ@=NU 8KNH@òë 

Paradigm: when used in linguistic context, especially Metz, it is a language system in which a 

syntagma occurs where ideas and meanings are implicit. 

Placeê BKN I=JU CAKCN=LDANOè EP EO ñ@ABEJA@ OL=?A SEPD IA=JEJCò Ą5Q=J ÇÏÍÍè 4=?G ÇÏÏÍè 

Cresswell 2014) 

Place attachment: a term used in Environmental Psychology for an emotional association 

with a place 

Place dependence: a utilitarian term for the kinds of activities a person would do in a given 

place (Ratcliffe and Korpela 2016) 

Place identity : a cognitive assessment of place as it relates to the individual (Manzo 2005, 

Ohta 2001) 

Place(s) of mine: a term coined by Knez (2014) that incorporates Sense of Place with time 

and agency 

Place-myth(s) : Stylianou--=I>ANPòO ĄÈÆÇÈą PANI BKN PKQNEOP OEPAO GJKSJ BKN ?ANP=EJ HACAJ@ KN 

mythological events  

Poster(s): people who post to a social media site 

Preferenda: aesthetic features of a landscape that elicit positive cognitive or affective 

reactions, particular related to natural environments  
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Primary World ê 5KHGEAJòO PANI BKN PDA 3A=H 8KNH@ 

Profilmic event : in Film Studies, the Real World that exists in front of the camera lens during 

filming 

Punctum/punctaê #=NPDAOò ĄJë@ëą PANI BKN PDA OL=NG PD=P PNECCANO = NA?KHHA?PEKJ 

Real World: a difficult definition! The world we experience day-to-day and firsthand, as 

opposed to a media Other World partially of our imaginations. See also Primary World 

Record(s)ê BKN PDEO OPQ@U = NA?KN@ ?KJOEOPO KB PDA EJBKNI=PEKJ C=PDANA@ REO 'HE?GNòO "1*è 

including text, photograph, date, and latitude and longitude coordinates. 

Sapir-Whorf Hypothesis : the idea that language structure and vocabulary influences 

worldview  

Scapelore: a term used by Bausch (2015) to describe a way of creating a narrative of a place 

based on elements of the physical landscape, how that place relates to society, and the 

various meanings people give to the place. 

Secondary Worldê 5KHGEAJòO PANI BKN HEPAN=NU 0PDAN 8KNH@Oë 

Self Memory System (SMS): Conway and Pleydell-1EAN?AòO QJ@ANOP=J@EJC KB IAIKNU =J@ 

identity, comprising general knowledge, lifetime periods, and event-specific knowledge, as 

well as the working self. Personally crafted internal representations of self and the world to 

understand the world and our place in it. 

Semantic memory: recalled statements of fact 

Sense of Place: an overarching term for the phenomenon of place, experience, meaning, 

and identity 

Simulacrumê #=Q@NEHH=N@òO JKPEKJ KB = OECJ KN OUI>KH SEPD JK KNECEJ=H OKQN?A KN NABANAJP 

Solastalgiaê "H>NA?DPòO JKPEKJ @AO?NE>EJC PDA HKJCEJC BKN = DKIA PD=P JK HKJCAN ATEOPO 

because it has significantly changed. 

Space: for many geographers, it is location without meaning, or that which we move 

through (Tuan 1977). 

Subjectificationê L=NP KB #=N?H=UòO ĄÇÏÏËą IK@AH KB PDA 4AHB .AIKNU 4UOPAI Ą4.4ąë 

Consensus-building and refashioning of cultural patterns and symbols to create personal 

imagery. 

Syntagm(a): explicit word or image; a speech act. Used in linguistic context, especially Metz. 

Syuzhet: in Film Studies, the plot, which can conform to generic convention 
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The Spatial Turn: the reckoning of spatial or geographic themes and analyses in Humanistic 

disciplines, such as history, Literary Studies, and Film Studies. 

Top-down processing: recollection of memories via higher cognitive and/or affective 

triggers (i.e., emotional responses, symbols and meaning) 

Uncanny Valley: the perceptual gap between realistic human portrayals and clearly human-

like portrayals; robots and CGI often are lifelike to appear human but not lifelike enough to 

be believed to be human, creating a sense of unease. I use this term to also refer to CGI or 

sets representing natural landscapes that do not appear natural enough to be believed. 

Users: people who use a technology, tool, or application, specifically, in this study, those 

who use social media sites  

Visuo-spatial memoryê J=REC=PEKJ=H IAIKNU Ą0ò,AABA =J@ /=@AH ÇÏÍÎąè HK?=PA@ EJ PDA 

hippocampus, which is the centre of autobiographical memories. 

Working Self : part of the Self-Memory System that decides what autobiographical 

memories should be reconstructed based on the triggers and goals of the Self at that 

moment. 
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Chapter I: Introduction 

A Walk in the Worlds: What Inspired this Research 

While walking through a wooded area near Kingston, Ontario, I suddenly feel I am in 

Lothlórien, a forest haven of the Elves EJ =QPDKN +ë 3ë 3ë 5KHGEAJòO .E@@HA-earth. As a life-long 

Tolkien fan, I am not surprised, yet I wonder how and why did this association with Middle-

earth occur? What about this place prompted this experience? Did the golden leaves of the 

PNAAO NAIEJ@ IA KB 5KHGEAJòO @AO?NELPEKJ EJ The Lord of the Rings, was the quality of light at 

PD=P IKIAJP NAIEJEO?AJP KB = BN=IA KB 1APAN +=?GOKJòO BEHI =@=LP=PEKJ ĄÈÆÆÇąè KN @E@ = 

deeper, emotional connection spark this association? Gazing around, perhaps I attempt to 

capture the reverie. I might take out my smartphone (that is, if I actually had one) and click a 

few photographs. A few swipes later I might post the best one to my social media site with 

PDA PEPHA óA hint of fallow goldô, a carefully chosen quote from the book that signals my 

GJKSHA@CA KB 5KHGEAJòO SKN@O HEGA PDA >A=?KJ KB "IKJ %«J. My walk in the woods had 

turned into a walk between worlds: I began in the Real, Primary World and strayed into an 

Other, Fantastical Secondary World.  

Of course, the scene described above could have happened differently . I might have 

walked through the woods and stayed firmly in the Real World, never seeing a Middle-

earthly paradise. Or, I might have recalled a reference to the films instead of the books. I 

might not have taken a photograph. Maybe I have been returning to these woods over and 

over again because they make me think of Lothlórien. Whatever the scenario, the experience 

did happen: something, someplace, in the Real World opened a door to a Fantastical Other 

World and I found myself on the other side. This Real World place became, for me, 

enchanted with the mythic roles of the Other World when I recognized and named it, 

because of who I am in this place and time. The correspondence between Worlds also re-

enchanted my own identity as I reaffirm my love of Middle-earth, of nature, and the process 

of escape, recovery, and renewal I feel in natural environments. Whether it happened in a 

split second or over the course of hours or years I developed an intimate relationship with a 

Real World place mediated by a fictional, fantastical story. In the simplest terms, I named a 

place and in turn defined myself. But this realization @KAO JKP =JOSAN PDA MQAOPEKJO ó)KSçô 

KN ó8DUçô  
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Beyond the Bend (Spoiler Alert!): What I Learned Doing this Research 

From this research, I learned that when Tolkien fans post photographs of Middle-

earth-on-Earth they are communicating a personal relationship with two Worlds: the Real 

World1 and a Fantastical Other World. Perceptions of both Worlds are shaped by a person's 

experiences, memories, and imaginings, though certain essential physical and aesthetic 

qualities of the Other World place become points of contact for correspondences that allow 

affective responses and mythic roles to be assigned to Real World places. Thus, the Real 

World place becomes enchanted as a 'place of mine' and the Other World place becomes 

grounded in all the senses and, for a time, habitable. In this way, Other Worlds shape our 

understanding and interactions with the Real World and, through a kind of escape, renewal, 

recovery process (ERR), allow us to re-enchant ourselves. 

I arrived at this overarching conclusion by multiple pathways: geography, cognitive 

and environmental psychology, literature and film studies, photography, and information 

studies. Geographers understand that we give meaning to places and that this in turn helps 

us define ourselves, but they continue to ask PDA ñSDUò =J@ ñDKSò questions of that 

relationship.  Answers may also come from cognitive psychology, where autobiographical 

memories and the goals of the working self have a hand in determining who we are and 

how we operate in the world. Environmental psychologists further bridge the gap between 

geographical and psychological place and identity, but few entertain media as a factor. Enter 

literary studies, film studies, and increasingly audience reception studies. People encounter 

Real World and fictional places through various media: books, film and television, gaming, 

and the Web. These medial representations shape our perceptions and expectations of 

places in various ways, though the research focus of audience reception studies tends to be 

on media tourism to filming sites and the places an author lived and worked. Finally, how 

we communicate our relationships with placeĂoften now through social mediaĂintroduces 

the possibilities of multimedia performances, especially the relationship of photograph and 

text. It is here that we might find the traces of the Real WorldĂFantastical World association 

 
1 ñReal 8KNH@ò can have multiple meanings. Here, I use ñ3A=H 8KNH@ò in contrast to the diegetic worlds 

created in fantasy and science fiction film and literature, for which I use the terms ñB=JP=OPE?=H SKNH@òè 

ñ=HPANJ=PA SKNH@òè or ñ4A?KJ@=NU 8KNH@òë 
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as displayed through social media. How did PDA LN=?PE?A KB ñI named a place and in turn 

defined myselfò become so complicated? Like many things, the phenomenon itself is quite 

simple and is one that many of us have experienced. Explaining the phenomenon is a 

different story and one that requires seeing the phenomenon through many lenses. 

With a multifaceted perspective, it seems only fitting to have a multifaceted 

methodology. One facet is the autoethnographic experience (the scenario at the beginning 

of the Introduction was only partially hypothetical.) But what if other people have this 

Middle-earth-on-Earth experience? How would I know if they did?  Social media offers a 

wealth of possibilities, from blogs to message boards, to the posting of image, audio, and 

video files. Having previously explored how people form mental images of places in Middle-

earth using the books and the films (Grek Martin 2011), I decided to investigate further the 

connections we make between the Real and the Fantastical. Previous research and 

autoethnographic experience therefore prompte@ PDA BKHHKSEJC NAOA=N?D MQAOPEKJê ó)KS 

and why @K LAKLHA QOA B=JP=OU BEHI =J@ HEPAN=PQNA PK CERA IA=JEJC PK 3A=H 8KNH@ LH=?AOçô I 

explored this question through the disciplines that inform itĂgeography, cognitive and 

environmental psychology, literary and film studies, photography, and information studiesĂ

and the textual and photographic traces people posted to the social media site Flickr 

(www.flickr.com). 

Human geographers and philosophers talk about the relationship between place 

and identity as creating ñOAJOA KB LH=?Aò PDNKQCD ATLANEAJ?A (Cresswell 2014, J. Malpas 1999, 

Sack 1997, Tuan 1977). This discussion draws heavily on phenomenology: we know and 

understand ourselves and the world through our experiences. But while we experience 

places directly through our daily routines, most of us also experience places vicariously 

through various media. The field of media tourism (Reijnders 2016, Jansson 2007, Brooker 

2007, Couldry 2003, Crouch, Jackson and Thompson 2005) explores how people form 

perceptions and expectations about places through textual, audio, and visual materials. My 

research changes the axis of media tourism, however, by focusing on places that may have 

no association to any IA@E= KPDAN PD=J PDNKQCD =J EJ@ERE@Q=HòO ATLANEAJ?Aë *JOPA=@ KB 

travelling to a Real World site predetermined by filming locations and commercial ventures, 

LAKLHA =NA PN=JOLKNPA@ EJ PDAEN IEJ@òO AUA PK = B=JP=OPE?=H LH=?A SDANARAN PDAU D=LLAJ PK >Aë 

5DA ñPN=JOLKNP=PEKJò EO PDA NA?=HH of a memory, or, as Brockmeier prefers, the process of 
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remembering (2015), associated with the media but triggered by something in an otherwise 

unaffiliated landscape. Anything can trigger this transportation, but understanding whether 

it is based on descriptive, affective, or cognitive triggers may indicate how this reminiscent, 

imaginative process occurs. The ways in which a person communicates these triggers may 

point to the why: citing a book reference as opposed to a film reference may indicate a 

@AOENA PK DECDHECDP PDA HEPAN=NU SKNGé J=IEJC = 3A=H 8KNH@ LH=?A SEPD = ñCKK@ò KN ñAREHò .E@@HA-

A=NPD LH=?A I=U EJ@E?=PA = LANOKJòO JAA@ KN @AOENA PK ?=PACKNEVA =J@ QJ@ANOP=J@ = ?D=KPE? 

and ambiguous Real World. 

One way to investigate the question of how people use media to give meaning to 

place, then, involves finding records of this experience that contain the trigger as well as 

some indication of the responding recollection. One potentially rich record is the 

photograph (Barthes n.d., Hayes 2002, Rose 2000, Sontag 1977) and particularly a 

photograph posted publicly to social media sites like Flickr (www.flickr.org). Posting images 

with  accompanying text and chronological and geospatial information to social media is a 

multi-layered performance of place and identity, regardless of the goals of the poster2 

(Manovich 2018, Lo and McKercher 2015, Richter and Schadler 2009). The photograph 

contains visual evidence of the trigger, and the accompanying text may very well contain 

clues to the type of response, while the chronological and geospatial information provide 

context about the Real World time and place and spatiality of the photographers. The 

multiplicity of data contained in these records allows the experience to be analyzed from 

various angles, which strengthens the validity of the findings. 

 During a few weeks in February of 2020, I gathered a collection of such records, 

eventually whittled to 1,251 in all, as evidence in the form of a snapshot of the phenomenon. 

I first analyzed several of these multimedia records in-depth, by which I gained an 

appreciation for the multiple, nuanced ways different individuals have recorded their 

Middle-earth-on-Earth experiences. In turn I developed a list of themes, or codes, during 

this process, which I then applied to a quantitative assessment of the entire collectionĂboth 

 
2 ñ1KOPANò in this context is a person who uploads images, video, or text to a social media site, also the 

ñKSJANò of the photograph. 
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text and photograph3Ăand finally I explored the geospatial qualities of both the Real World 

and the Fantastical World. As the title of my research suggests, the Fantastical World in 

MQAOPEKJ EO 5KHGEAJòO .E@@HA-earth.  

 

A Travel Itinerary: Research Questions and Purpose 

 Self-knowledge is one of the foundations of humanism and like humanism transcends the 

boundaries of academic disciplines and intellectual traditions. (Relph 1977, 179) 

 

Keeping me metaphorically on the road (and not stuck in the weeds) is my primary 

research question: ó)KS =J@ SDU @K LAKLHA QOA B=JP=OU BEHI =J@ HEPAN=PQNA PK CERA IA=JEJC PK 

3A=H 8KNH@ LH=?AOçô Firstly, I can refine this question into more pointed ones about the 

geography of the Real World and the Fantastical World, as in, ó8D=P .E@@HA-earth places do 

people take pictures of? Why these places? Are they places prominent in the films or the books, 

=J@ SD=P ?=J PD=P PAHH QO =>KQP PDA IA@E= LAKLHA CN=REP=PA PKS=N@çô These questions relate 

more to why people might see meaning in specific places or through specific media in part 

because Middle-earth places have explicit meanings created by Tolkien. Choosing to 

=OOK?E=PA ñCKK@ò KN ñAREHò .E@@HA-earth places with Real World ones may indicate either a 

desire to understand the Real World or to have a more grounded image of the Middle-earth 

one. Secondly, as I am interested in how people describe their Middle-earth-on-Earth 

experiences and how this phenomenon is represented in different media, I can ask 

questions relevant to both PDA ñDKSò =J@ PDA ñSDUò, such asê óHow do people describe their 

Middle-earth-on-Earth experiences through text and photographs? Do they focus on physical 

descriptions or affective or cognitive responses?ô ó*J PDAEN RAN>=H =J@ LDKPKCN=LDE? 

communications, is there evidence in explicit or implicit statements to suggest why they have 

I=@A PDEO =OOK?E=PEKJçô The answers to these questions potentially reveal the cognitive 

LNK?AOOAO PD=P K??QN EJ PDA IKIAJP KN EJ LKJ@ANEJC PDA =OOK?E=PEKJ ĄPDA ñDKSòą =J@ OLA?EBE? 

statements may even illuminate why a photographer has made an association. Finally, I am 

curious about the Middle-earth-on-Earth phenomenon and identity creation, so I wonder 

 
3 I use screencaps of photographs or photopages that have limited use (Creative Commons) licenses 

or I use my own photographs that approximate a photograph from a record or records in order to 

illustrate a point and to preserve a LDKPKCN=LDANòO copyright. 
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óHow do text and photographs of a Middle-earth-on-Earth experience reveal the creation and 

performance of identity?ô 1ANP=EJEJC PK ñSDUòè * =OG ó*O PDANA EILHE?EP KN ATLHE?EP ARE@AJ?A EJ PDA 

verbal statements or photographs that suggest people post these Real WorldĂFantastical World 

=OOK?E=PEKJO PK OK?E=H IA@E= EJ KN@AN PK ?KIIQJE?=PA PDAEN E@AJPEPUçô  

The primary purpose of this research, then, is to find evidence in social media posts 

PD=P ?KIIQJE?=PAO PDA ñ.E@@HA-earth-on-E=NPDò LDAJKIAJKJ =J@ PK =J=HUVA =J@ EJPANLNAP 

this evidence through qualitative, quantitative, and geospatial means. In doing so, my 

primary goal is to understand how and why people use fantasy film and literature to give 

meaning to places in the Real World, but also to understand what this phenomenon tells us 

about the relationships we have between place, identity, and media. * SKJòP >A able to tell 

whether we use stories to order the Real World or use the Real World to give grounding or 

details to a Fantastical place, as it seems we do both simultaneously. But I do know we each 

have unique versions of both the Primary (Real World) and Secondary (Fantastical World) in 

our minds as memories of ourselves in places. 

I recognize that this mixed-methods approach means the integration of several 

research paradigmsĂhumanistic, qualitative and quantitative social science, and 

quantitative geospatialĂand the resultant incorporation of research questions, purpose and 

goals, which are often vague or unwritten  in the humanities and quite specific in the 

qualitative and quantitative fields. A secondary goal of this research, then, is to develop 

ways of integrating various research paradigms, methodologies, and methods of data 

collection and analysis as a way of understanding a human phenomenon from multiple, 

integrated, perspectives. In this research, the social media posts I have collected contain 

text, photographic imagery, and time and place data that can be analyzed and interpreted 

from humanistic, social scientific, and geospatial means. 

From a humanistic perspective, the importance of this research is understood as 

knowledge of the human condition and our understanding of the places we inhabit. 

Learning something about ourselves can have far-reaching implications in myriad fields, and 

my research explores the place-identity-media facet of that vast disciplinary array. Often 

NABANNA@ PK =O ñPDA OL=PE=H PQNJèò DQI=JEOP @EO?ELHEJAO OQ?D =O -EPAN=NU 4PQ@EAOè 'EHI 4PQ@EAOè 

and History have, in the past several decades, begun to employ geographical concepts to 

better understand the impacts of literary works and historical events, asking and answering 
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MQAOPEKJO SEPD ó8DANAçô =O PDA I=EJ ?KILKJAJPè (Knowles, Westerveld and Strom 2015, 

Travis 2015, Conley 2007). Other scholars in various fields have begun to recognize the 

importance of geospatially coded data, particularly in the realm of social media (Leszczynski 

2014, Goodchild 2009, P. Robinson 2014). The spatial turn has also affected so-called 

ñ=OL=PE=Hò OK?E=H O?EAJ?AOè L=NPE?QH=NHU =JPDNKLKHKCUè SDANAè BKN AT=ILHAè ?KJ?ANPA@ OPQ@EAO KB 

local relationships counter earlier modes of representational work, and others in sociology 

and philosophy debate the concepts of space and place alongside their geography 

colleagues (Nieuwenhuis and Crouch 2017, xiv-xv). No longer mere lists of countries and 

capital cities, geographical thoughtĂPDA ?KJOE@AN=PEKJ KB ó8DANAçôĂhas become a key tenet 

in understanding how people understand the world around them and, in turn, understand 

themselves.  

I see my research adding to the theoretical and practical aspects of several 

disciplines, perhaps commenting on longstanding geographical notions of how sense of 

place is created and Other Worlds inhabited through the media we consume, thus 

underscoring the value of geographical research in popular cultural forms. In cognitive and 

environmental psychology, my research may inform how Secondary, Other Worlds change 

our perceptions of the Real World, and how the Real World changes or fixes those Other 

World places of the imagination. For media tourism, my reversing of the axis of current 

research may lead to new ways of considering the impact of media on place representation 

and action, while information studies may benefit from a more serious look at how 

entertainment and information can become fused, confused, or at least complicated in our 

minds. In new and emerging media, people are continuously adding to the wealth of online, 

publicly accessible, geocoded information about ourselves and our attachments to places, 

and we are only beginning to understand the implications. Another goal of this research, 

then, is to better understand how and why people use fantasy film and literature to give 

meaning to Real World places as a way of exploring the nature of the place-identity-media 

relationship; more specifically >U >NEJCEJC PDA E@A=O KB ñPDA OL=PE=H PQNJò PK PDA NA=HI KB OK?E=H 

media and harnessing this wealth of online information through an interdisciplinary 

approach.  

This research has the potential to inform a wide variety of academic disciplines, 

PDKOA * IAJPEKJA@ PD=P D=RA P=GAJ PDA ñOL=PE=H PQNJòè >QP =HOK PDKOA SEPD ?KJJA?PEKJO PK the 
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entertainment, communications, and tourist industries as we understand how people relate 

to media and use it to define themselves. The more people have access to entertainment 

and to their choice of entertainment (Castells 2000) the more we need to understand how 

this may affect the actions people take in the Real World (Baron 2021). In the example of my 

favourite hiking trail, my associating it with Lothlórien might spark me to environmental 

action, but what might associating the Trump Tower in New York with Mordor garner? If 

ñgoodò and ñevilò are so clearly defined as they often are in the fantasy genre, how might these 

themes become manifest in social and political lifeĂor is it already manifesting as in a 

perceived demonization of an opposing political party KN OKIAKJA SDK EO ñ@EBBANAJPò? Dill-

Shackleford (2016) notes how easily we can ascribe values to racial and ethnic groups based 

on media representation, what, if anything, is different about a similar process for places? 

Revealing something about ourselves and informing academic disciplines, industries, and 

the general public are the main goals of this research, but another objective is to conduct 

this research in somewhat non-traditional ways by expanding the notion of research 

methods and methodologies through fantasy and photography. Though both fantasy and 

photography are well-researched in and of themselves, there are fewer attempts to use 

them as evidence in research. I hope to establish that fantasy film and literature are valuable 

routes for exploring the place-identity-media experience, and that photographs have a 

unique ability to record aspects of that experience that might not otherwise be discovered.  

 This introduction began with a story of me walking through a Real World forest and 

finding myself in a Fantastical one. As it turns out, I am not the only ñ8orlds Traveller.ò Over 

1,000 posters to Flickr have had a similar experience and shared it. Whether they were 

consciously seeking ósomething elseô, as Jini Reddy has done in Wanderland (2020) below, or 

they stumbled upon it =??E@AJP=HHUè *ò@ HEGA PK GJKS DKS and why it happens. 

 

Call me sentimental but I wanted something more than to walk through an alluring 

landscape and admire its beauty. I wanted something more porousë * @E@JòP S=JP PK >A 

burdened by needing to know the name of every bird, creature, tree and petal. No, I 

wanted something else, something a bit Other and a bit mystical evenĂthe seeking of 

it was what truly excited me. (Reddy 2020, 12) 
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Chapter II: Worlds Traveller: Interdisciplinary Approaches to Identity 

Creation 

* D=RA >AAJ NABANNEJC PK PDA LDAJKIAJKJ =P PDA DA=NP KB PDEO NAOA=N?D =O ñ.E@@HA-

earth-on-&=NPDòë *P EO = ?QI>ANOKIA designation, but it accurately depicts the experience. A 

person associates a place in the Real World with a place from 5KHGEAJòO .E@@HA-earth. Put 

another way, a Tolkien fan is able to see the Real World through a Middle-earth lens, 

recognizing correspondences between the Real World and the Other World. However, I am 

aware other fandoms exist. So, while I talk about ñMiddle-earth-on-Earthò, someone else 

IECDP ATLANEAJ?A ñ%QJA-on-&=NPDò KN ñ4P=N-Wars-on-&=NPDòê PDA lens, and therefore the 

correspondences recognized, depend on the fandom an individual gravitates toward. For 

example, Dune and Star Wars afficionados likely see Real World deserts quite differently 

than would Middle-earth fans as that type of environment has different mythic roles in their 

respective stories. The overall process of recognizing correspondences, of travelling 

between the Real World and one of these Other Worlds, otherwise would be the same.  

If what I am calling the phenomenon is cumbersome, then equally cumbersome are 

the number of disciplines that speak to this phenomenon: geography, cognitive and 

environmental psychology, literature and film studies, photography, and information 

OPQ@EAOë 6JSEAH@Uè UAOè >QP A=?D KB PDAOA @EO?ELHEJAO ?KJP=EJ R=HQ=>HA EJOECDP EJPK PDA DKSòO 

=J@ SDUòO KB PDEO LDAJKIAJKJè L=NPE?QH=NHU EJ DKS PDA NA?ELNK?=H =?P KB >AOPKSEJC IA=JEJC 

on a place relates to our identity. In this chapter I weave together the salient aspects of 

these disciplines, telling the story of how I came to this research and what has influenced my 

thinking since its inception. From the beginning, I felt this phenomenon was about what 

human geographers would call ñsense of placeò and how places shape identity (and vice-

versa), so we begin this chapter with how geography sees identity created through places. It 

was not until I delved into cognitive and environmental psychology that I understood the 

role memory plays in creating our sense of self, and what role places play in our memories, 

so we move next to cognitive psychology and how memories shape identities. But most of 

us do not just live in the Real World, we also live in fantastical Other Worlds dreamed by 

authors and filmmakers as John Caughey suggests (Reijnders 2010), therefore the next 

OA?PEKJ @A=HO SEPD DKS SA ?NA=PA KQN B=JP=OPE?=H ñKPDANò OAHRAO. In many ways, these Other 
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Worlds we co-create with their authors are as real to us as the Real World landscapes we 

inhabit everyday. They become part of our memories and, in turn, how we see ourselves in 

the world. The chapter ends with how the concept of escape, recovery, and renewal (ERR) is 

= NA?KJJA?PEKJ SEPD KJAòO KSJ E@AJPEPU =J@ DKS SA ?=J BEJ@ PD=P &33 EJ J=PQN=H LH=?AO =O 

well as narrative, mediated Other Worlds. 

  

Geography: Creating Identity through Places 

To live is to live locally, and know is first of all to know the place one is in.  

Edward Casey, as cited in (Cresswell, Place: An Introduction 2014, 38) 

 

Place and identity are intertwined, therefore understanding what Middle-earth 

places people recallĂand what Real World places trigger the recollectionĂtell us something 

=>KQP PDA ñ)KSç =J@ ñ8DUçò KB PDA ATLANEAJ?Aë Philosophers and human geographers see the 

relationship between place and identity through a geographical perspective: everything 

exists somewhere. To human geographers, this is the difference between ñOL=?Aò =J@ ñLH=?Aòè 

SDANA ñOL=?Aò EO CAJAN=HHU ?KJOE@ANA@ JAQPN=H =J@ QJ@EBBANAJPE=PA@è OKIAPDEng a person 

moves through (Tuan 1977)è SDEHA ñLH=?Aò NALNAOAJPO = LANOKJòO NA?KCJEPEKJ KB PDA 

intersection of meaning, nature, and social relations that bound and define a place (Sack 

1997)ë 'KN AT=ILHAè * I=U ?=HH = LH=?A = ñB=RKQNEPA DEGEJC OLKPò ĄIA=JEJCą >A?=QOA PDA LDUOE?=H 

environment (nature) is attractive to me in some way, and in this location hiking and nature 

walks are encouraged through signage and the presence of trails and footpaths (social 

relations). Furthermore, I may give this place additional meaning because I associate it with 

positive memories of past walks, or its resemblance to another place, real or imagined, 

through shared physical appearance, emotional reaction, or meaning. Relph (1977) posited 

PD=P >U CEREJC IA=JEJC PK PDEO LH=?Aè * JKS D=RA PDA BAAHEJC KB ñATEOPAJPE=H EJOE@AJAOOò 

ĄOKIAPEIAO NABANNA@ PK =O ñATEOPAJPE=H EJOE@erJAOOòąë * GJKS OKIAPDEJC =>KQP PDEO LH=?Aè BAAH 

=PP=?DA@ PK EPè ARAJ = L=NP KB EPê EJ PDEO LH=?A * =I =J ñEJOE@ANèò =O KLLKOA@ PK =J KQPOE@AN 

somewhere else where my connection is not as strong. bell hooks (2009) further evokes 

EJOE@AJAOO SDAJ ODA @AO?NE>AO DAN DKIA EJ ,AJPQ?GU =O = ñLH=?A KB >AHKJCEJCëò It is 

important to note here that being an insider to a place does not necessarily connote a 

positive experience, or one that is wholly positive or negative. People can experience and 
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know places that conjure feelings and associations that are decidedly unpleasant or 

uncomfortable, such as visiting a hospital waiting room or being lost deep in forest at night.  

It is also important to think about how we find (or lose) places of belonging and 

whether they exist in the Real World at allë 3A@@UòO description at the end of Chapter I of 

finding that elusive Other place stems from her description of self that seems to also elude 

common categories of nature- and place->=OA@ E@AJPEPUê ó* KBPAJ BAHP PKK ?KJRAJPEKJ=H BKN 

the pagans, too esoteric for the hardcore wildlife tribe, not deep enough for the deep 

A?KHKCEOPOè JKP HKCE?=H AJKQCD BKN PDA O?EAJPEOPOè JKP ñHEOPUò AJKQCh for the birder types, not 

AJKQCD KB = ñCNAAJ PDQI>ò BKN PDA C=N@AJANOëô (2020, 13) Not able to categorize herself 

through the usual social markers that demonstrate a relationship with place, Reddy looks 

for a way to find meaning on her own terms. If we search for this place of belonging, hoping 

for that instinctive attachment as Reddy does, we might consider other concepts such as 

fernweh Ą(ANI=Jê ñB=NOE?GJAOOòą KN HKJCEJC BKN = LH=?A UKQ D=RA JARAN REOEPA@ (Beckstead 

2010, Dries, Sjoerd and Strecker 2015), hiraeth Ą8AHODê ñDKIAOE?GJAOO BKN = DKIA PD=P AEPDAN 

JARAN S=O KN PD=P UKQ ?=JJKP NAPQNJ PKòą (Ndlovu 2018), and solastalgia, a neologism that 

describes the longing for a home that no longer exists because its environment has 

significantly changed (Albrecht 2006). These nuances of hopeful future place attachment, 

and potential future de-attachment, introduce the possibility that places of belonging can 

exist for some people as affective or cognitive constructs as physical locations exist for 

others. 

Everything that happens to a person happens somewhere, and the place in which it 

happens is as important as who the person is experiencing it. Place and identity 

simultaneously shape one another: an individual will give meaning to a given place in 

concert with their background and memories, but as well the place, with its own physicality 

and socio-cultural stamp, will affect that person. A place can be of any scale, from a staircase 

landing to a country (Manzo 2005, Scannell and Gifford 2017) and it can be a mundane, 

highly personal site or one that is known to many. To reflect the complexities of this 

NAH=PEKJODELè LDEHKOKLDANO =J@ DQI=J CAKCN=LDANO D=RA >QEHP KJ )AE@ACCANòO JKPEKJ KB 
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dasein,4 theorizing that our personal identities are formed through our experiences in, and 

with, places (Cresswell 2014, J. Malpas 1999, Relph 1977, Tuan 1977). A different person 

walking along my favourite hiking trail will have different imaginings because they carry with 

them different personal histories, likes and dislikes, and are likely experiencing a different 

emotional state. The associations they make with their surroundingsĂthe memories they 

recallĂmay be triggered by descriptive, affective, or cognitive factors. They may not even be 

a Tolkien fan. Whatever the quality of association, when people experience a place, they 

create what human geographers call a sense of place. The basic elements of sense of place 

=NA &JRENKJIAJPè OKIAPEIAO NABANNA@ PK =O ñ/=PQNAòé 4K?E=H 3AH=PEKJOè KN ñ0PDANOòé =J@ 

Meaning. The diagram below demonstrates the interrelatedness of these characteristics 

(see Figure 1.) 

 

Figure 1: Basic elements of Sense of Place.  

Adapted from (Sack 1997) 

 

This interrelatedness of meaning, nature, and social relations is reflected in many 

Indigenous ways of knowing, with some Western scholars recognizing this deep 

connectedness of person and place =O ó>KPD SE@AOLNA=@ =J@ ATLHE?EPô in Indigenous 

communities worldwide (J. Malpas 2018, 5). "O PDEO PDAOEO S=O SNEPPAJ EJ .EòGI=òGEè EP EO NECDP 

PK =?GJKSHA@CA PDA ?KJ?ALP KB .òOEP /KòGI=Mè KNè =O translated BNKI .EòGI=M PK &JCHEOD ó=HH 

 
4 This is how Cresswell, Malpas, and others have modified )AE@ACCANòO idea of dasein as a way of 

relating place to self through experience. Related terms are )AE@ACCANòO clearing (lichtung) ā and/or 

)QOOANHòO ideas of indexical experiences. 
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IU NAH=PEKJOô AJ?KIL=OOEJC JKP KJHU PDA NAH=PEKJO >APSAAJ LAKLHA >QP =HH =OLA?PO KB PDA 

Earth (M'sit No'kmaq, et al. 2021). Perhaps some people have lost this deep connectedness 

in Western societies, or perhaps individuals find their own ways of connecting to places, not 

through knowledge passed down through cultural storytellers, but through narrative, 

fictional Other Worlds. Returning to my favourite hiking trail: I recognize that my travel 

between Worlds has brought me closer to this Real World place. C=HHEJC EP ñ-KPDH®NEAJò EO = 

shorthand that clarifies my relationship with this place and affirms my sense of self, but I still 

wonder what cognitive processes make this travel between Worlds possible. 

 

Cognitive Psychology: Creating Identity through Memory 

 Walking through the woods and feeling I have been transported to Middle-earth 

involves the recognition of correspondences between the Real World and a Fantastical 

Other World. This recognition is based on memory: memory of reading the books, watching 

the films, or imagining what different Middle-earth places look like. These imaginings 

emerge when our brains cobble together recalled places that fit, in our minds, the place 

descriptions in the text or resemble the images on screen. For the Middle-earth-on-Earth 

phenomenon, the physical, aesthetic, affective, or cognitive details we recognize in the Real 

World trigger the recollection of the Fantastical Other World and, because no one else has 

our past experiences or our understandings of our favourite stories, they are unique 

markers of our identities. 

 

Autobiographical Memory and the Self -Memory System (SMS) 

If something in the Real World reminds us of a Secondary, Other, World, we are in 

the realm of memory. In Camera Lucida, Roland Barthes describes the desire to live in a 

LDKPKCN=LDë *P S=O óìB=JP=OI=PE?è @ANEREJC BNKI = GEJ@ KB OA?KJ@ OECDP SDE?D OAAIO PK >A=N 

IA BKNS=N@ PK = QPKLE=J PEIAè KN PK ?=NNU IA >=?G PK OKIASDANA EJ IUOAHBô (n.d., 38-9). 

#=NPDAOò MQKPA LKAPE?=HHU EJPNK@Q?AO =QPK>EKCN=LDE?=H IAIKNUè SDE?D @AO?NE>AO the 

knowledge and schemata that form the basis of the self. It is the processes by which a 

person recalls and recognizes life events (Baddeley 1992, 14) and is concerned with the 

?=L=?EPU PK NA?KHHA?P KJAòO KSJ HEBAè PDA ?KJ?ALP KB OAHBè PDA NAH=PEKJ KB OAHB PK OK?EAPUè =J@ PDA 

use of past life experiences as a framework for future experiences, i.e., our imaginations (26, 
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Corkin 2013, 229). Conway and Pleydell-Pearce describe autobiographical memories as 

óPN=JOEPKNU @UJ=IE? IAJP=H ?KJOPNQ?PEKJOô (2000, 261), meaning they can be altered, 

especially during the process of recollection, either by sensory experiences (bottom-up) or 

by cognition (top-down). Autobiographical memories are part of the Self-Memory System 

(SMS), which comprises general knowledge, lifetime periods, and event-specific knowledge, 

as well as the working self. The working self guides our thinking and subsequent actions 

through working-memory control processes, models, and goal hierarchies (265). In effect, 

we use personally crafted internal representations of self and the world to understand the 

world and our place in it. 

5DA 4.4 EO ?KJOPNQ?PA@ =J@ NA?KJOPNQ?PA@ PDNKQCDKQP = LANOKJòO HEBAè LNKRE@EJC = 

coherent sense of self and world through context. Each new experience reactivates separate 

events from the past, resulting in a rich, associated representation (Corkin 2013, 129). This 

context is created ecologically from various life experiences, but it is also constrained by 

them  (Barclay 1995). Tuan illustrates: if you have never read adventure stories, you cannot 

EI=CEJA PD=P UKQN >=?GU=N@ EO =J =@RAJPQNANòO SEH@ANJAOO (2011, 130). In this example, both 

reading an adventure story creates a memory as much as playing in your backyard (Dill-

Shackleford 2016, 38-9). Brockmeier takes a wider stance on memory by referring to the 

SKNG KB LOU?DKHKCEOP 'NA@ANE?G #=NPHAPP EJ PDA ÇÏÉÆOê óìARANU@=U HEBA NAIAI>ANEJC IQOP >A 

understood as a socially and linguisticallyĂthat is, culturallyĂmediated process, and not just 

as an act of context-BNAA PNQPD BEJ@EJCìô (Brockmeier 2015, 58). In short, this culturally 

mediated context is important to my research because it is integral to the process of 

remembering, not only what we remember but what might trigger memory recall, which in 

turn creates our sense of identity and governs our actions. Our perceptions of ourselves 

and the Real World are informed by our experiences, memories, and imaginings, including 

those influenced by fictional, even fantastical, Other Worlds. In effect, Other Worlds provide 

a type of context that frame our understandings of ourselves and the Real World. 

 

The Self-Memory System (SMS) and Context : Context Guides Recall 

Context affects the SMS through a complex model of framing, instantiation, 

subjectification, and contextual restructuring (Barclay 1995, 100-1). Framing brings the 

?KJPATP PK ?KJO?EKQOJAOOê EJ 5Q=JòO AT=ILHA PDA ?KJPATP SKQH@ >A =@RAJPQNA OPKNEAOè EJ 
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#=NPDAOò EP SKQH@ >A PDA LDKPKCN=LD Alhambraè EJ PDA ?=OA KB IU OPQ@U EP EO 5KHGEAJòO .E@@HA-

earth. Instantiation brings metaphorical and metonymic objective meaning to context: 

=@RAJPQNA OPKNEAO >A?KIA ñNEOG-P=GEJCò, Alhambra >A?KIAO ñ= LH=?A PK EJD=>EPò, and Middle-

earth places take on their individual mythic roles. Subjectification involves consensus-

building and the refashioning of cultural patterns and symbols to create personal imagery. 

ñ3EOG-P=GEJCò =J@ @AOENEJC PK EJD=>EP = LH=?AĂbe it Alhambra or Middle-earthĂare presented 

as positive themes. If these evaluations do not conflict with = LANOKJòO existing internal 

models, the experiences are incorporated into a sense of self and the world. Finally, 

contextual restructuring is the process by which recalling autobiographical memories can 

change the context itself: perhaps a walk through a local park becomes an adventure, or 

Lothlórien, and the Alhambra exists a bit closer to PDA REASANòO 3A=H 8KNH@ home.  

Context guides and constrains the processes of autobiographical remembering and 

cognitive modeling that govern thought and action through the goals of the working self. At 

any given time, the working self reconstructs potentially relevant autobiographical 

memories.  For example, a person looking at the photograph Alhambra and wanting to live 

PDANA EO =??AOOEJC IAIKNEAO PEA@ PK ñEJD=>EPEJC = LH=?Aòè SDEHA PDA O=IA LANOKJ S=HGEJC 

PDNKQCD = L=NG =J@ NA?=HHEJC =J =@RAJPQNA OPKNU EO =??AOOEJC ñNEOG-P=GEJCò IAIKNies. Idealized 

?KCJEPERA IK@AHO =NA I=LLA@ PDNKQCD óEI=CA O?DAI=PE? LNKFA?PEKJOôê QJERANO=H NABANAJPOè KN 

ñ?KJP=EJANOò SDE?D ?KJJA?P PK PDA ó?NA=PEKJ KB IA=JEJC EJ IAP=LDKN =J@ IAPKJUIUô (Barclay 

1995, 96). As an integral part of the cognitive processes of autobiographical memory 

construction and reconstruction, and working memory goals, context creates and modifies 

our internal models of self and the world, a re-framing resulting in renewed perspectives. 

One aspect of context that seems to be top of mind is place. 

 

Memories Inhabit Places/Places Ground Memories 

 In addition to the relationship of place and identity described in the preceding 

sectionsè LH=?AO =NA EILKNP=JP PK = LANOKJòO E@AJPEPU >A?=QOA PDAU =NA EJOPNQIAJP=H EJ 

reconstructing memories. 5K #=N?H=UòO ó=BBA?PERAè EJPANLANOKJ=Hè OK?EK?QHPQN=Hè =J@ DEOPKNE?=H 

?KJPATPOô (1995, 94)è * SKQH@ =@@ óCAKCN=LDE?=Hôè as would Knez (2014, 2006), not only 

because everything happens somewhere, but because the part of the brain known to 

reconstruct autobiographical memories, the hippocampus, is also the centre for visuo-
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spatial memory (Corkin 2013). In fact, we might go so far as to say that the hippocampus 

helps us navigate around the world (O'Keefe and Nadel 1978). Personal memories are 

grouped around places, incorporating person-place transactions and life chapters. Places 

emerge as mental representations affectively and cognitively associated with the self: 

autobiographical places of mine (Knez 2014)ë ó"HH =OLA?PO KB E@AJPEPU SEHHè PK = CNA=PAN KN HAOOAN 

extent, have place-NAH=PA@ EILHE?=PEKJOô EJ?HQ@EJC @EOPEJ?PERAJAOOè OAHB-esteem, self-efficacy, 

and reference and congruence (Knez 2006, 361-2)ë 1DUOE?=H LH=?AO >A?KIA óPDAI=PE? 

pathways guiding reminiscence and self-knowing consciousness as we recollect details of 

LAN?ALPQ=Hè OAI=JPE?è =J@ AIKPEKJ=Hô ?D=N=?PAN (2006, 359-60)ë -EGA #=N?H=UòO QJERANO=H 

ñ?KJP=EJANOòè LH=?A IKNLDO BNKI CAJAN=H ?KJ?ALP PK KRAN=N?DEJC PDAIA EJRKHREJC LANOKJ=Hè 

social, and cultural transactions (Knez 2014, 174). Knez stresses physical, Real World places, 

but Barthes and Tuan suggest fictional, imagined places can serve the same function. 

 

ó" B=RKNEPA LH=?A I=U >A = GEJ@ KB LH=?A O?DAI= KB LH=?A-related knowledge and 

>AHEABOè SDE?D QHPEI=PAHU NALNAOAJPO PDA OLA?E=H ?D=N=?PAN KB PDA LH=?A =J@ KJAòO 

personal connections to it. In turn, these cognitions can become incorporated into 

KJAòO OAHB-concept. (Scannell and Gifford 2010, 3) 

 

 Scannell and Gifford (2010, 2) outline a tripartite framework of place attachment 

involving the person (culture or individual), the place (social or physical), and the process 

(affect, cognition, behaviour). 4?=JJAHH =J@ (EBBKN@òO BN=IASKNG reflects aspects of 4=?GòO 

model of place construction consisting of Meaning, Nature, and Social Relations, described 

above, and both are helpful in parsing the elements involved in place attachment and sense 

of place. In Chapter III, I will bring elements of these two frameworks together through 

models formulated by Gustafson (2001) and Ohta (2001), showing how Media might be 

included to guide the process of remembering. For now, I can see my favourite hiking trail 

=O 4?=JJAHH =J@ (EBBKN@òO LH=?A O?DAI=ë *J IU IEJ@òO AUAè PDA L=PD EO ?HA=N >QP J=NNKSè PDA 

trees are healthy and sheltering (but not so close as to be suffocating.) I feel happy, even 

joyful. Procedurally, intense affective responses like this promote recall of autobiographical 

memories (Talarico, LaBar and Rubin 2004), and may draw us to, or repel us from, certain 

places according to the goals of the working self. Clearly, I am attracted to this trail, but I 
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sense other forces at work, like those found in $KKLAN .=N?QOò study on places in our youth 

(1992), which suggest behavioural processes are at play. The ability to manipulate a space 

for psychological comfort and self-E@AJPEPU =NA = ?DEH@òO LNEI=NU CK=HO BKN ?DKKOEJC = special, 

secret spot. Intriguing is the desire for this secret spot to be located away from others. In 

other words, children seek escape, particularly from adults (92-3), where different aspects 

of the self can be tested and future roles played out in what might be called the creation of 

cognitive models (95). Children find places where they can learn to be themselves and it may 

be that that impulse stays with us into adulthood. Children seemingly travel between the 

Real World and Other Worlds freely; adults may find the distance between the Worlds 

further apart and harder to traverse. The Middle-earth-on-Earth phenomenon, or any other 

Other-World-on-Earth, may be how adults find secret places where we reconnect with 

ourselves, or with aspects of ourselves that we wish to rekindle.  

 

With the Time That is Given to Us 

 The heading of this section contains dialogue from The Lord of the Rings, spoken by 

the character Gandalf, and introduces the concept of time to the Middle-earth-on-Earth 

phenomenon. Until this point, I have insinuated that recollecting a Fantastical Other World 

is instantaneous, but that may not necessarily be the case. Time may be considered as the 

duration of the Middle-earth-on-Earth experience, the time spent in any given Real World 

place, or the time spent immersed in Other World media or imaginings. 5DA ñPEIAò PD=P 

Gandalf refers to is expansive, including places, people and events, and further highlights 

how closely intertwined time and space, or place, are. As events happen to us in the Real 

World, the context of those experiences, including place, is stored with the sensory, 

emotional, and cognitive aspects of the experience, and in turn the memories of these 

experiences create who we are. Almost anything can prompt the recollection of a memory: 

affect, valuation, sense, an entire landscape, or the smallest detail within that landscape, and 

those prompts can change the memories themselves (Corkin 2013). Reading a book or 

watching a film can produce memories that contribute to our mental models of self and the 

world (Zeidman and Maguire 2016), and Real World places can prompt those memories, 

whether they are memories of reading or watching a film or memories of imagining a 

Secondary World landscape. In a scene from the feature film Dead Poets Society (1989), 
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OPQ@AJP /AEH 1ANNU ODKSO DEO PA=?DANè .Në ,A=PEJCè ,A=PEJCòO KH@ O?DKKH =JJQ=H =J@ =OGO DEI 

about his affiliation with the titular organization. Keating responds: 

Spirits soared, women swooned, and gods were created, gentlemen. Not a bad way to 

spend an evening, eh? 

Thank you, Mr. Perry, for this stroll down amnesia lane. 

Robin Williams (Mr. Keating), Dead Poets Society (1989) 

 

This scene illustrates the role memory plays in creation of self and of place. Mr. 

Keating recalls an autobiographical memory that associates a physical place, specifically the 

ñKH@ *J@E=J ?=RAò EJ PDA BKNAOP KQPOE@A PDA O?DKKH CNKQJ@Oè SEPD PDA OK?E=H NAH=PEKJO PD=P PKKG 

place there and the meaning it still has for him as a place of creativity and imagination. The 

context of his students asking him about it may have altered the memory in some way, 

LAND=LO = >EP KB AT=CCAN=PEKJ KJ .Në ,A=PEJCòO L=NP PK EJOLire the students crowded around 

him. That he uses the word ñamnesiaò instead of the usual ñmemoryò PK IK@EBU ñlaneò may be 

more than a clever play on words. Perhaps he has forgotten something prompted by Mr. 

1ANNUòO MQANUê OKIAPDEJC DA S=JPA@ PK BKNCAPè HEGA DEO LDKPKCN=LD EJ PDA =JJQ=H KN KB LN=JGO 

he used to play as the editor of that volume (such as, EJOANPEJC PDA SKN@O ó5DECD .=Jô QJ@AN 

his photograph), or perhaps something he wished he had not forgotten, like the feelings 

associated with soaring spirits and swooning women. Nonetheless, .Në ,A=PEJCòO 

recollection is an autobiographical memory, making it part of Conway and Pleydell-1A=N?AòO 

Self-Memory System, (2000). Not only do autobiographical memories change as we gain 

new experiences in order to maintain a coherent sense of Self, but they are episodic 

memories (Conway 2009, Hassabis, Kumaran and Maguire 2007), long-term, fully 

contextual, personal experiences that can be recollectively recalled (i.e., the details of the 

cave where the meetings took place, as well as the senses, emotions, and perceptions of the 

experience) and made understandable by connection to semantic memory, or recalled 

statement of fact (i.e., Keating recalls he was a member of the Dead Poets Society). In this 

example, Mr. Keating recalls a memory with a fully developed sense of self and, 

simultaneously, a sense of time and place. 

Human geographers, philosophers, and environmental psychologists further 

identify specific types of relationships with place, making sense of place an overarching term 
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for the phenomenon of place, experience, meaning, and identity. Place attachment is most 

often used in the field of environmental psychology to refer to an emotional association, 

while place dependence is a utilitarian definition, suggesting the kinds of activities a person 

would do in a place (Ratcliffe and Korpela 2016). Place identity usually means a more 

cognitive assessment of place as it relates to the individual (Manzo 2005, Ohta 2001). To 

return to the trail-in-the-forest example, I might say that my place attachment to the forest 

is one of feeling relaxed, my place identity is one of sanctuary, and my place dependence is 

where I go for a relaxing walk. While it is tempting to work with each of these definitions of 

place relationships as separate entities, in truth they are intricately interwoven and can be 

subject to timeĂeither the number of times a person experiences a place or the duration of 

a single visitĂand agency of the individual having the experience (Knez 2014). Through time 

and agency Knez effectively brings these nuances back together with the idea of a place of 

mine.  

But time is an interesting factor. The time that passes between childhood and 

adulthood, the time to recall a memory, the time spent in a given place: all these versions of 

time have an impact on our relationship with place, but the nature of that impact is not well 

understood. An attraction to a place might inspire research into its history, KN KJAòO B=IEHU 

DEOPKNUè SDEHA EJ?NA=OA@ HAJCPD KB OP=U EJ = LH=?A HA=@O PK %=RE@ 4A=I=JòO ñLH=?A >=HHAPòê PDA 

routines we acquire in the places we live (Lewicka 2014). The latter exercises 

autobiographical and procedural memory systems, the former builds on our general 

knowledge base (Lewicka 2014, 51), which, when made meaningful, sticks with us (Corkin 

2013, 261).  

Lewicka contends that it takes time to develop a sense of place (2014), but what if 

the place is a fantastical one? Having read, listened to, or watched stories of Middle-earth 

from a very young age, I have a keenly developed sense of some of the places within it, but I 

also realize that the characteristics of these places morph as I encounter more and varied 

places in both Real and Fantastical Worlds. The Lothlórien of my youth is not the same one I 

envision today. On the other hand, to associate a Real World place with one from Middle-

earth may take the briefest moment and the minutest detail. Perhaps, on my first visit to 

what eventually becomes my favourite hiking trail, I see a gold leaf that instantaneously 

sparked an association with Middle-earth, which allowed me to feel a sense of belonging, 
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encouraging me to return and spend more time there. It is in these ways that place-making 

can be momentary or developed over time through long duration or repeated experience. 

We are our memories: personal narratives of past experiences in places of mine that govern 

our sense of self, the world, and our place in it. If those memories are meaningful, if they 

conform to our established internal models of how to be, then they become a part of us 

whether they lasted a moment or much longer. 

Malpas, in Place and Experience, discusses the coexistence of time and place through 

Marcel 1NKQOPòO E?KJE? NAPAHHEJC KB PDA P=OPA KB = tea-soaked madeleine (2018, 162-4). Malpas 

NA?KQJPO 1NKQOPòOò =OOANPEKJ that the process of remembering is a regaining of lost time 

(hence the title: À la recherche du temps perdu), while introducing a counterpoint in George 

PouletòO suggestion that 1NKQOP EO =HOK OA=N?DEJC BKN = HKOP LH=?Aë *J@AA@è 1NKQOPòO 

recollection is of the times in his life when he tasted Aunt LéKJEAòO I=@AHAEJA @ELLA@ EJ PA=è 

but the descriptionĂwhat he remembersĂis clearly of a place:  

 

ì the old grey house upon the street, where her room was, rose up like a stage set to 

attach itself to the little pavilion opening on to the garden ì and with the house the 

town, from morning to night and in all weathers, the Square where I used to be sent 

before lunch, the streets along which I used to run errands, the country roads we took 

SDAJ EP S=O BEJA ì =HH PDA BHKSANO EJ KQN C=N@AJ =J@ EJ .ë 4S=JJòO L=NGè =J@ PDA S=PAN-

lilies on the Vivonne and the good folk of the village and their little dwellings and the 

parish church and the whole of Combray and of its surroundings, taking on shape and 

solidity, sprang into being, town and garden alike, from my cup of tea. (Proust, as cited 

in Malpas 2018, 162) 

 

What springs to my mind reading this passage is the idea of regaining, or recovery, which is 

a concept I discuss below as part of a process of escape, recovery, and renewal (ERR). If the 

process of remembering is bound in our identities, then perhaps remembering is at its core 

a reminder of places we have seen or been and what we did there, in essence, a reminder of 

who we once were, who we are, and who we wish to be. Some memory scholars contend 

that not only are memory and imagination the same process, but so is perception, and that 

this process gives us the tools we need to make decisions about our future, based on our 
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past experiences (Brockmeier 2015). 8=HHANòO OPQ@U KB SDU SA NANA=@ >KKGO BNKI KQN 

childhood concludes something very similar. We do not reread these books to recreate a 

memory or out of some sense of nostalgia, we reread them to regain a sense of who we are, 

because in those books something spoke to our younger selves and we incorporated that 

quality into our being. Now, we reread those stories as adults to regain that quality (Waller 

2019). 

 

To summarize, the Middle-earth-on-Earth experience is predicated on memory 

guided by Real World and Other World places. Our memories of places form part of our 

Self-Memory System (SMS), which govern how we act in the Real World, but I am 

suggesting that the Real World is not the only place in which we exist. Many of us frequently 

visit places of our imagination and experience them vicariously through film and literature 

and these visits, too, become part of who we areè PDNKQCD #=N?H=UòO LNK?AOO KB BN=IEJC, 

instantiation, subjectification, and contextual restructuring. Memories form the basis for our 

mental models of self and the world and can be triggeredĂand alteredĂby various cues. 

When something in a Real World landscape triggers an association with an Other World, we 

are recollecting our previous imaginings of that Other World place and forming a 

correspondence between the Real and the Other. What triggers this correspondence is an 

important marker of our identity. In this trigger, or point of contact, lies the key to what we 

retained from the Other World, be it physical or aesthetic qualities of objects in the 

landscape, affective responses to the landscape, or mythic roles the landscape plays in the 

story. As Other World imaginings are created from our past experiences of and in places, 

they are unique to us even as they are guided by the authors of the Other World through 

textual descriptions and cinematic images. Therefore, an expression of a Middle-earth-on-

Earth, or any other Fandom-on-Earth, experience would be an expression of identity, of a 

personòO NAH=PEKJODEL SEPD PDA 3A=H 8KNH@ =J@ =J 0PDAN 8KNH@ KB PDAEN EI=CEJEJCë 

Associations between the Real World and fictional Other Worlds are evidence that 

fictional stories infiltrate our mental models, but what remains to be seen is whether we 

form these associations based solely on physical or aesthetic appearances or on affective 

responses or cognitive mythic roles. If emotion and meaning can also trigger the Middle-

earth-on-Earth experience, this might indicate that the larger narrative messages of film and 
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literature become part of the mental models that govern who we are and how we act in the 

world. To illustrate this idea, I return to my AT=ILHA KB = ñB=RKQNEPA DEGEJC PN=EHò. The 

correspondence between the trail and Lothlórien may be purely descriptive (I notice a gold 

leaf, or a silver tree trunk), or it may be affective and cognitive as a place of serenity, rest, 

and restoration. As a Tolkien fan, I might go so far as to associate both the trail and 

-KPDH®NEAJ SEPD ñ(KK@ò =J@ P=GA =?PEKJ EB * LAN?AERA@ the trail to be under attack (for 

example, if it was slated to undergo development). Furthermore, as it is my favourite trail, I 

visit it frequently, and each visit informs my seJOA KB ñ-KPDH®NEAJòè IU OAJOA KB PDEO 3A=H 

World place, and my sense of self. To further understand this process, however, I need to 

know what the likely points of contact are in the Other World that would trigger this 

association and correspondence: why is this place Lothlórien to me? 

 

Mediating Identity: Creating Other World Selves through Literature and Film 

* >AHEARA OKIAPDEJC OLA?E=H D=LLAJO KJ HK?=PEKJè EJ PDA NA=H LH=?Aì8DAJ * =I EJ PDA LH=?A * 

have set the film, all five of my senses are working.  

Filmmaker Theo Angelopoulos, as quoted in (Bordwell 2005, 144). 

 

Dill-Shackleford contends that the media we consume become part of our psyche, 

to the point that some of us would want to live in an Other World, quoting James Cameron 

ó1AKLHA S=JP = LANOEOPAJP =HPANJ=PA NA=HEPU EJ EJRAOP PDAIOAHRAO EJ =J@ PDAU S=JP PDA @AP=EH 

PD=P I=GAO EP NE?D =J@ SKNPD PDAEN PEIAë 5DAU S=JP PK HERA OKIASDANA AHOAëô (2016, 41) As I 

will elaborate in the methodology chapter, this research EO = ?=OA OPQ@U SEPD +ë3ë3ë 5KHGEAJòO 

=J@ 1APAN +=?GOKJòO Middle-earths as the exemplar the Other World fans want to live in. 

And, since I am looking at online evidence of correspondences between the Real World and 

a Middle-earth Other World, it is necessary to understand this Other World source material, 

beginning with a brief overview of the scope and impacts of media tourism before focusing 

on fantasy literature and film and finally a deeper dive into the ways in which Tolkien crafted 

the stories surrounding Middle-earth itself. By understanding the impact of entertainment, 

the ways in which fantasy allows us to see the Real World from a new perspective, and how 

Tolkien used place, language, and myth to create his Other, Secondary, World, we can 
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recognize the correspondences and associations others make when they have and share 

records of a Middle-earth-on-Earth experience. 

Rarely in Western society do we only have direct experiences with places. The 

places in which we live and work are littered with signage, both physical and virtual, that 

influences how we think and feel and current Western culture is largely based on viewing 

television, film, and online videos (Dill-Shackleford 2016). Even our idea of ñDKIAò ?=J >A 

changed or challenged by anything from real estate signs to images of families on billboards. 

Reijnders (2011, 2016) and others (Jansson 2007, Brooker 2007, Couldry 2003, Crouch, 

Jackson and Thompson 2005) focus on how and why we travel to certain places that we 

LNAREKQOHU ATLANEAJ?A@ RE?=NEKQOHU PDNKQCD IA@E=ê BEHIEJC HK?=PEKJOè =QPDKNOò DKIAOè =J@ 

packaged commercial tourist sites, such as the popular Doctor Who Experience (Hills 2016). 

These explorations ask why we seek to experience these places directly, perhaps as 

Angelopoulos describes in the quotation aboveè ABBA?PERAHU =@@EJC ñIA@E=ò PK PDA LH=?A-

identity relationship. In doing so, media tourism poses interesting questions for travel 

between the Real World and the medial Other World, particularly for fantasy and science 

fiction. How does directly experiencing places meant to be in Fantastical Other Worlds, 

when the filming locations are very rooted in the Real?  

With both the entertainment and tourist industries seeing sustained yearly increases 

prior to the covid-19 pandemic, the effects of media tourism are becoming more significant: 

growth in virtual reality and streaming content at 22% and 17% respectively (PwC 2017-

2020) while leisure tourism was currently 58% of all travel with the highest categorical 

growth rate at 5% prior to 2020 (United Nations World Tourism Organization n.d.).  Growth 

of media tourism is understandably having Real World effects. Fans of the fantasy television 

series Game of Thrones are reshaping Northern Ireland from a landscape associated with 

OA?P=NE=J REKHAJ?A PK KJA =OOK?E=PA@ SEPD PKQNEOI Ąó%SECDPôè LANOKJ=H ?KIIQJE?=PEKJè +QHU 

30, 2017) to the tune of millions of pounds (Cable 2014). The same could also be said for 

Dubrovnik, Croatia, another place known historically for the Yugoslav wars and now 

EJ?NA=OEJCHU GJKSJ =O ñ,EJCòO -=J@EJCèò = LNKIEJAJP HK?=PEKJ EJ PDA Game of Thrones world.5 

 
5 Interesting questions beyond the scope of this research are what happens to these places as 

tourists flood them and what happens once the spark of interest has worn off? Another question is 
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*J HECDP KB 1APAN +=?GOKJòO The Lord of the Rings (2001, 2002, 2003) and The Hobbit (2012, 2013, 

2014) trilogies, media tourism to New Zealand rose over 6% from 2012 to 2013, garnering 

$11.8B in 2015 (New Zealand Institute of Economic Research 2014, Tourism New Zealand 

2015) LNKILPEJC PDA CKRANJIAJP KB PD=P ?KQJPNU PK @A?H=NA EPOAHB ñ)KIA KB .E@@HA-A=NPDëò 

(New Zealand Tourism n.d.)  

Researching in the field of media tourism can help us understand why people might 

CK PK /AS ;A=H=J@ PK @ENA?PHU ATLANEAJ?A PDA BEHIEJC HK?=PEKJO KB +=?GOKJòO B=JP=OPE?=H BEHIOè 

but not all Tolkien fans see New Zealand as Middle-earth (Power 2013): in fact, some prefer 

to find it a little closer to home. The focus of media tourism research has so far been 

unidirectional: media inspires travel to the place. I am interested in how place inspires 

mental travel to the media. Instead of asking why and how people travel to authorized 

tourist sites based on the media they consume, I want to know why and how mundane or 

otherwise unrelated places inspire memory or imagination of a fantastical world in the place 

an individual happens to be. Returning once agaEJ PK PDA ñB=RKQNEPA DEGEJC PN=EHò AT=ILHAè 

current research explores the action of seeking out that trail because it was a filming location 

for a favourite film. The question I am asking is how does a person suddenly feel 

transported into a beloved film or book while hiking a trail that has never been associated 

with that work? The answers to this question can shed light on why authorized, commercial 

media tourist sites sometimes fail to connect with fans and can contribute to the theoretical 

perspectives of how we associate the Real World with a fictional, or fantastical, world. 

Media tourism can encompass any medium and any genre, but certain aspects of fantasy 

stories make them particularly useful for uncovering the why? and how? of the place-

identity-media relationship. 

 

The Fantasy Advantage 

Fantasy, of course, starts out with an advantage: arresting strangeness. (Tolkien, On Fairy-

Stories 2001, 49) 

 

 
the paradox of an HBO show known for its violence changing how people perceive of two places 

known for Real World violence. 
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 The advantage Tolkien speaks of in the above quotation is in the ability of fantasy 

stories to break us out of the ordinary Real World and to become enchanted in the Other 

8KNH@ KB '=ANEAë 5KHGEAJ QOAO PDA SKN@ ñAJ?D=JPIAJPòé PDA AJRENKJIAJP=H LOU?DKHKCEOPs I 

NABAN PK EJ PDA JATP OA?PEKJ SKQH@ O=U ñB=O?EJ=PEKJòë #KPD PANIO NABAN PK PDA =>EHEPU PK PN=RAH PK 

an immersive Other World where we reconnect with ourselves, or aspects of our identities 

we wish to rekindle. According to Tolkien, travel prompted by fantasy stories occurs 

PDNKQCD ñ=NNAOPEJC OPN=JCAJAOOòè SDE?D also ?KQH@ >A ?=HHA@ ñKJPKHKCE?=H NQLPQNAOòê PDKOA 

signals that tell us we are no longer in the Real World, at which point we either walk through 

the portal into the Fantastical Other World or, if we are not so inclined, we metaphorically 

(or literally) close the book and return to the mundane. This arresting strangeness is a gift 

from Faerie, it allows us to be Worlds Travellers and in so doing become enchanted, or as 

Tolkien also contends, to recover so that we may return to the Real World renewed. This 

process does not happen automatically or with every story, however. Putting aside personal 

generic tastes, not just any ontological rupture will do the trick. For fantasy to work its 

magic, it must be believable and somehow familiar. 

 #NE=J "PPA>ANU OAAO B=JP=OU =O = S=U KB NABN=IEJC IUPDè >U óNA@ABEJEJC PDA 

NAH=PEKJODEL >APSAAJ ?KJPAILKN=NU NA=@ANO =J@ IUPDE? PATPOô (2014, 4). It has this ability 

because there is a both a playfulness and a serious side to fantasy, that speaks to 

contemporary readers and the brings the truths of myth into the present (Attebery 2014, 2-

3, Rabkin 1979)ë )ANAè "PPA>ANU ?EPAO 5KHGEAJòO Mythopoeia, a response to a debate with C.S. 

Lewis NAC=N@EJC PDA ñPNQPDò KB IUPD, wherein humans knew the world before science began 

dissecting itë *J PDA BKHHKSEJC HEJAO * EJPANLNAP 5KHGEAJòO IAOO=CA PK >A PD=P SA BENOP SKJ@AN 

about those things we later call stars, before we know what they are and, in that wondering, 

we already understand something of their nature.  

 

He sees no stars who does not see them first 

of living silver made that sudden burst 

to flame like flowers beneath an ancient song, 

whose very echo after-music long 

has since pursued. (Tolkien, Mythopoeia 2001, 87) 
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*P EO PDAOA PNQPDOè =>KQP OP=NOè PNAAOè =J@ PDA óH=NCA OHKS K@@EPU KB ?KSOô (86), that Attebery 

and, earlier, Rabkin (1979), believe come through written fantasy stories, especially for 

ó.K@ANJOô SDK CAP PDAEN IUPDO JKP BNKI KN=H OPKNEAO KN PN=@EPEKJ=H LN=?PE?A but from written 

works and for whom answers to worldly questions often come from science and history 

(Attebery 2014, 10). For those who access myth through text, Attebery credits the idea of a 

IAIKN=PA PK >NE@CA PDA C=L >APSAAJ PDA IUPD =O LNAOAJPA@ EJ B=JP=OU OPKNEAO =J@ ñKN@EJ=NU 

HEBAò (38-9). That, though many of us are not directly connected to myths, SA óìNAOLKJ@ ARAJ 

PK PN=?AO KB IUPD =J@ HKKG BKN S=UO PK EJPACN=PA OQ?D IUPDOìô EJPK KQN SKNH@REASO 

(Attebery 2014, 115-6). Integrating myths into our lives involves understanding how an 

author can help us place ourselves inside the story and as we interpret our Real World 

=?PEKJO EJ PANIO KB PDA '=JP=OPE?=H 8KNH@è óìSA PN=JOBKNI IAIKNU =J@ ATLANEAJ?A EJPK 

IAIKN=PAô (116) , a personal, experiential form of mythmaking. In many ways, I am seeking 

ARE@AJ?A BKN "PPA>ANUòO =OOQILPEKJê LAND=LO LAKLHA SDK OAA .E@@HA-earth-on-Earth 

recognize the truths that Tolkien has written into stories like The Lord of the Rings and The 

Hobbit and seek to bring a bit of mystery back into the Real World. But something in fantasy 

OPKNEAO IQOP KLAJ PDA NA=@ANòO KN BEHI REASANòO AUAO PK PDAOA PNQPDOë 

Katharine Fowkes suggests that all films transport spectators into an alternate 

reality, but fantasy óìAT=CCAN=PAO =OLA?PO KB PDEO LHA=OQNA =J@ I=GAO EP ATLHE?EP EJ EPO 

?KJPAJPô (2010, 5-7), further suggesting that these exaggerations inspire an ontological 

rupture with the Real World. According to Tolkien, it is the ontological rupture, the ability to 

remove oneself from the Real World, which makes fantasy especially important for adults, 

even more so than for children. By entering a Fantastical World, adults may recover from 

the ills of the Real World and return to it with a renewed perspective, perhaps with an 

EJOLEN=PEKJ PK I=GA ?D=JCAO EJ EP BKN PDA >APPANë #QP BKN PDEO ñAO?=LAò6 and recovery to work, a 

successful Secondary World must have significant ties to the Real: óFor creative Fantasy is 

founded upon the hard recognition that things are so in the world as it appears under the 

OQJé KJ = NA?KCJEPEKJ KB B=?Pè >QP JKP = OH=RANU PK EPëô (Tolkien, On Fairy-Stories 2001, 55) This 

OAJPEIAJP EO A?DKA@ >U B=JP=OU SNEPAN 6NOQH= -A (QEJè SDK @AO?NE>AO B=JP=OU =O óJKP 

 
6 Tolkien takes issue with certain definitions of the word ñAO?=LAò as applied to fantasy, though he 

uses it throughout  On Fairy-Stories. Other words that might convey meanings similar are ñPN=JOLKNPò 

or ñ@ERANOEKJòë 
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NA=HEOPE?è >QP OQNNA=HEOPE?è OQLANNA=HEOPE?é = DAECDPAJEJC KB NA=HEPUëôè =O ?EPA@ EJ (Morgan 2010, 

388).  

Studies in the cognitive sciences are beginning to confirm what these writers already 

know about fantasy fiction in general: testing the bounds of what is possible, understanding 

what is real and what is fantastical, helps us understand our world (Weisberg 2016, Gosetti-

Ferencei 2014). The interesting tension here is that fantasy must break somehow with reality 

but maintain sufficient connection to reality for fans to form associations between the two 

worlds =J@ "PPA>ANUòO IUPDE? PNQPDO PK >A NARA=HA@. For Tolkien, it is creating a believable 

Secondary World that is internally cohesive,7 for Ekman (2013), it is creating a fantastical 

landscape that shapes the story through setting boundaries, creating distinctions between 

J=PQNA =J@ ?QHPQNAè =J@ NABHA?PEJC PDA R=HQAO KB OK?EAPUë -A (QEJòO DAECDPAJEJC KB NA=HEPU 

exaggerates and simplifies themes ĄñIUPDE? PNQPDOòą present in the Fantastical World, making 

PDAI OP=J@ KQP =J@ LAND=LO IKNA HEGAHU PK =BBA?P ?D=JCA EJ PDA 4.4ë 5DA ñQJNA=HEPUò KB 

fantasy also helps distinguish when someone is referring to a Fantastical World rather than 

the Real one. So, whether Real World places look like descriptions in a fantasy story or 

evoke feelings or cognitions related to transgressing physical, cultural, or moral 

boundariesĂor other associations beyond these that affect the SMSĂthe ability to make 

connections between Real and Fantastical worlds exists and contributes to how we 

understand ourselves and the world. 

 

Middle-earth: a Familiar Kind of Fantastical World  

*PòO PDA SKNH@ EPOAHB PD=P ARANU NA=@AN B=HHO EJ HKRA SEPDë 

Darkstone, as cited in (Grek Martin 2011, 32) 

 

 I have categorized this research as a case study and this section details the 

characteristics of the Other World that bounds this study and the reasons why I chose 

Middle-earth to be the exemplar. For a Tolkien fan like Darkstone quoted above the 

answers to the question ó8DU .E@@HA-A=NPDô could be legion, but several are salient for this 

 
7 This is 5KHGEAJòO well-known ñCNAAJ OQJò argument. If the Secondary World has a green sun, then 

effort  must be made to keep this fact internally consistent to the world  and familiar to the reader. 
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NAOA=N?Dê ?NEPE?O NA?KCJEVA 5KHGEAJ =O ñ=ò KN ñPDAò GAU =QPDKN KB PDA B=JP=OU CAJNAé B=JO KB 

Middle-earth are global and multi-CAJAN=PEKJ=Hé EP EO LKOOE>HA PK GJKS 5KHGEAJòO IKPER=PEKJO 

through his academic writings; Middle-earth is a fully realized Secondary World with 

legends and carefully crafted languages that allow cognitive associations with landscape in 

=@@EPEKJ PK LDUOE?=H @AO?NELPEKJOé =J@ 1APAN +=?GOKJòO BEHI PNEHKCEAO =HHKS NAOA=N?D EJ PDA 

impacts of multimedia storytelling, which will be discussed in a subsequent section. All 

these features make Middle-earth an enticing case study. 

The Lord of the Rings is maintained by many as the key influence on the fantasy, 

particularly the high fantasy, genre (Ekman 2013, Attebery 2014, Saler 2012, Rabkin 1979). 

Brian Attebery suggests the work is a genre prototype, containing three important 

featuresĂthe impossible, a comedic structure with sense of closure, and a sense of 

recoveryĂPD=P óD=RA >A?KIA @KIEJ=JP EJ IK@ANJ B=JP=OUô Ą=O MQKPA@ EJ &GI=J ÈÆÇÉè Ìąë 

Attebery also brands Tolkien a mythopoetic fantasist, and credits him in part as the reason 

fantasy becomes a commercial genre in the publishing industry in the 1960s (2014, 97) Gary 

K. Wolfe  calls The Lord of the Rings PDA ó?AJPN=H E@AKHKCE?=H HUJ?DLEJô KB B=JP=OU Ą=O MQKPA@ EJ 

Ekman 2013, 9) and Max Hunt Gardner describes Tolkien as the centre of the hourglass, 

condensing all the fantasy, myth, romanticism that came before and becoming the 

inspiration for fantasy afterward (personal communication, 26 October 2018). Influence on 

the genre may explain in part its popularity and global appeal.  The Lord of the Rings has 

been translated into over 60 different languages (Wikipedia 2020) and a recent online 

international survey on The Hobbit films was translated into 35 languages and garnered over 

36,000 responses worldwide, making it the largest international film survey conducted at 

the time (World Hobbit Project, 2016). Popularity can lead to longevity: The Lord of the Rings 

and The Hobbit =LLA=N KJ JQIANKQO ñIQOP NA=@ò KN ñIKOP LKLQH=Nò >KKG HEOPOè SDEHA 1APAN 

+=?GOKJòO PSK BEHI PNEHKCEAOè NAHA=OA@ ÊÌ UA=NO =BPAN PDA LQ>HE?=PEKJ KB The Lord of the Rings 

and over 70 years after the publication of The Hobbit ensure multigenerational fans of 

Middle-earth.8 More recently, the lure of the franchise prompted Amazon to produce the 

 
8 The Lord of the Rings was listed as the 6th most ñBANRAJPò fan base, with 10.4 million Facebook 

followers as of 2012 (Dill-Shackleford 2016, 50) and more films under Peter +=?GOKJòO umbrella are set 

to be released as of 2026 (Maas 2024) 
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fantastically expensive Rings of Power (2022) series, thus, ensuring future Tolkien fans 

further adventures in Middle-earth.  

 Part of the popularity of The Lord of the Rings stems from its contributions to the 

genre, but also to its ability to summon a believable but fantastical Secondary World in the 

minds of its readers. "O 4=HAN LKJ@ANOê ó8DU SANA PDA I=NRAHKQO CAKCN=LDEAO KB "NPDQN 

Conan Doyle, H. P. Lovecraft and J. R. R. Tolkien among the first to be collectively inhabited 

=J@ K>OAOOERAHU AH=>KN=PA@ >U NA=@ANOè ìçô (Saler 2012, 6) Saler goes on to describe in these 

=QPDKNO = BEJA >=H=J?A >APSAAJ PDA '=JP=OPE?=H Ąñ=O EBò this could happeną =J@ PDA 3A=H ĄñFQOP 

OKòą PD=P =HHKSO LAKLHA PK IKNA A=OEHU ?KJ?AERA KB PSK SKNH@O =P KJ?Aè SD=P Saler refers to as 

the ñironic imaginationò and what Dill-4D=?GHABKN@ SNEPAO =O EI=CEJEJC ñSD=P EB?ò, as in ñwhat if 

the message of the story were trueò (2016, 10-12). As mentioned previously, Tolkien 

considered fantasy valuable for adults as a way to remove themselves from the Real World 

in order to see it anew. In the same work (2001) he develops the idea of an author as sub-

creator of Secondary Worlds, in relation to the Primary (Real) World and, importantly, in the 

minds of the readers. For Tolkien, readers must be able to imagine the Secondary World of 

the story, to recognize it and make it their own in a kind of co-?NA=PEKJ EJ PDAEN IEJ@òO AUA. 

MacLeod and Smol suggest it is how he describes places, people, and objects that facilitates 

the imagination: his descriptions are general but familiar (2017), allowing personal memories 

to fill in the imagery for a gloomy dark forest or a gleaming white city. Tolkien provides just 

AJKQCD @AP=EH PK ?KJFQNA PDA NECDP OKNP KB EI=CANU EJ PDA IEJ@òO AUAĂgeneral colours and 

formsĂ?KJPEJQ=HHU @N=SEJC BNKI DEO ñCauldron of SPKNUò SDANA >EPO KB PDAIAOè LH=?AOè 

characters, and images from myths, legends, and stories wait to be ladled into their newest 

iteration (Tolkien, On Fairy-Stories 2001).   

 As such, Tolkien used Real World landscapes, languages, and myth to build the 

aesthetics of Middle-earth. An annotated map displayed as part of the Tolkien: Maker of 

Middle-earth exhibition at the Bodleian Libraries Weston Library in 2018 assigns Hobbiton to 

the latitude of Oxford, Minas Tirith to Ravenna, and the southernmost point on the map to 

+ANQO=HAIë 5KHGEAJ ARAJ ?KIIAJPA@ PD=P ó* JARAN I=@A =JUKJA CK B=NPDAN PD=J DA ?KQH@ KJ 

= CERAJ @=Uëô (Baynes and Tolkien 1969) Saler credits Middle-A=NPDòO =LLA=H PK 5KHGEAJòO 

óHKCE?=H NECKN =J@ AILENE?=H @AP=EHë  *PO I=LOè CHKOO=NEAOè ?DNKJKHKCEAOè =J@ KPDAN O?DKH=NHU 

elements fostered an analytic mindset as well as a sense of wonder.ô (2012, 16) Familiar, but 
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not identical: unlike some fantasy works set in more or less the present-day Real World (an 

example would be the Harry Potter series) setting Middle-earth in a mythic past ensures a 

distinction between worlds that is useful for this study. The ancient setting makes the 

fantastical world somewhat more believable (i.e., it could have happened, and we have no 

ATP=JP ARE@AJ?A PK PDA ?KJPN=NUìą as it is possible to encounter similar ñOPN=JCAHU B=IEHE=Nò 

things in the Real World today. (L. Campbell 2011) Furthermore, Tolkien believed in the 

=AOPDAPE?O KB H=JCQ=CA EPOAHBè PD=P KQN ñJ=PERAò H=JCQ=CAO =NA PDKOA SA HKRA PDA OKQJ@ KB =J@ 

feel familiar with, even though they I=U JKP >A KQN ñIKPDAN-PKJCQAòè =O 5KHGEAJ DEIOAHB BAHP 

about the Welsh language (Phelpstead 2011, 39-41). He deftly used language to evoke myth, 

pairing archaic forms with certain characters or races, and to evoke an ancient, almost 

geologic sense of place (Phelpstead 2011, 53). Middle-earth, essentially, is a world where 

5KHGEAJòO H=JCQ=CAO I=GA OAJOA EJ PANIO KB LAKLHAè ?QHPQNAè DEOPKNUè =J@ H=J@ë 

 

ó5D=Pè * CQAOOè EO PDA H=JCQ=CA KB PDA 3KDENNEIèô O=E@ -ACKH=Oé óBKN EP EO HEGA PK PDEO H=J@ 

itself; rich and rolling in part, and else hard and stern as the mountains. But I cannot 

guess what it means, save that it is laden with the sadness of Mortal Men.ô (Tolkien, 

LotR 1987 [1966], "The King of the Golden Hall", III, 6) 

 

 Universal themes throughout The Lord of the Rings P=L EJPK NA=@ANOò IAJP=H ?KCJEPERA 

models, much in the way Attebery suggests fantasy evokes myth (2014). References to stars 

and shadows in opposition metaphorically relate to ñgoodò and ñevilò (Shippey 1982, 85-6). 

Luck and courage, particularly courage in the face of certain defeat, harkens to Scandinavian 

myth and legends, such as The Edda (Garth 2003)è SDEHA KPDAN PDAIAO ARKGA = IKNA ñ$AHPE?ò 

air (Phelpstead 2011). These themes were carefully paired with complementary landscapes: 

in Middle-A=NPD PDANA =NA PDA KBPAJ >HA=G =J@ @=JCANKQO ñJKNPDANJò H=J@O NAIEJEO?AJP KB 

Iceland and Scandinavia in contrast to more clement areas resembling Ireland and Celtic 

Britain (Burns 2005). But we must be wary of what those themes and landscapes represent. 

Tolkien famously eschewed allegory, insisting he was more interested in applicability. 

Allegory privileges the past, while applicability brings the continuity of human nature to bear 

on the present (Shippey 1982, 126-7). Through familiar geographic, mythic, and linguistic 

forms readers feel attached to places in Middle-earth in ways that call to mind our past 
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experiences, but also through a sense of deep historical rootedness. In reading Tolkien, we 

might experience the Welsh notion of cynefin: the wholeness of language, memory, and 

landscape (Phelpstead 2011), which allows for multiple avenues of personal Middle-earth-

on-Earth experiences: descriptive, affective, and cognitive. 

 I began this adventure with a walk in the woods but found I have travelled between 

Worlds, and it is increasingly clear that, as a Worlds Traveller, I reaffirm my sense of self by 

creating places of mine. By bringing the Worlds together in this way I am enchanting the Real 

World through an Other World lens and discovering the Other World has solid ground. But 

a walk in the woods is not just a place but an embodied activity, something that is often 

associated with exercise or leisure and increasingly with health, as in Shinrin-yoku KN ñBKNAOP 

>=PDEJCò (Park, et al. 2010). Other recreational activities include reading and watching films, 

particularly those works categorized as entertainment, rather than educational. The 

descriptive term PD=P >NEJCO PDAOA =?PEREPEAO PKCAPDAN EO NA?NA=PEKJ KN ñNA-?NA=PEKJòé PDA 

escape (transportation, diversion) from the familiar that brings about recovery and renewal. 

A closer look at the process of Escape, Recovery, Renewal (ERR) in natural settings can shed 

light on a similar process that may take place in literary and cinematic fictional, even 

fantastical, settings.  

 

Environmental Psychology: To ERR (Escape, Recovery, Renewal) is Human 

Much of what inspired this research is autobiographical: I walked through the woods 

and found I was in Lothlórien. I understand how to live simultaneously in two Worlds, the 

Real and a Fantastical Other, and have experienced the connection to self that Tolkien, 

Attebery, Saler, and Barthes (below) proclaim. I also frequent natural or wild landscapes to 

ñCAP =S=U BNKI EP =HHò and through this research I realize that the twoĂReal World natural 

environments and Other WorldsĂare perhaps related in their ability PK HAP ñBAAH HEGA 

KQNOAHRAO =C=EJòë Any story genre may promote the idea of the Worlds Traveller, but fantasy 

stories have yet another advantage: they often feature a natural world that is more present 

and abundant than our Real World may be. If in the Middle-earth-on-Earth experience 

Tolkien fans are recognizing aspects of the landscape as physical or aesthetic, affective, or 

cognitive points of contact that create a Real World-Other World correspondence, then we 

need to understand what aspects of natural environments facilitate that correspondence. 
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In Camera Lucida, Roland Barthes describes the desire to live in a photograph (n.d., 

38-9). Of course, Barthes did not want to live in a photograph, he wished to travel to the 

SKNH@ PD=P $D=NHAO $HEBBKN@òO Alhambra (1854) inspired in his mind. Travel to Other Worlds 

can be triggered by mediaĂliterature, photography, filmĂor by certain aspects of the Real 

World, particularly natural environmentsĂand can result in a sense of recovery and 

renewed perspective. The phenomenon of escape, recovery, and renewal (ERR) is a term I 

?KEJ SEPD IQ?D DAHL BNKI 5KHGEAJòO On Fairy-stories (2001). Like Tolkien, I see fantasy as a 

way to look at the Real World in a new lightĂnot as someone escaping from prisonĂbut as 

someone needing time and place away in order to recover from the ills of the Real World, to 

see the good in it and perhaps to find authentic9 ways of acting and interacting in the Real 

World. I use the acronym ERR as a term to stand for a set of specific cognitive processes 

wherein we become enchanted or fascinated in places and in stories and find a renewed 

sense of self and our place in the world.  

 

ERR in Real World  Wilderness 

 Children look for secret places they can escape to be themselves (Cooper Marcus 

1992), and natural environments may perform a similar function for many adults. To clarify, 

ñJ=PQN=H AJRENKJIAJPò EJ LOU?DKHKCU ?EN?HAO QOQ=HHU NABANO PK PDA LNAOAJ?A KB RACAP=PEKJ =J@ 

water (Ulrich 1983), or to landscapes defined in comparison to built environments, with 

caveats that many natural environments have had substantial human intervention (Hartig 

and Evans 1993, 428). The immersive properties of a natural environment, e.g., hiking 

through a wilderness area, can also be distinguished from having a nature experience, e.g., 

watching a sunset. Environmental psychologists and landscape architects have long been 

interested in our cognitive and affective responses to certain landscapes, determined 

through the qualitative methods of viewing of photographs or photographic slides (Ohta 

2001, Purcell and Lamb 1998), photographs and audio-video clips (Pheasant, Fisher, et al. 

2010, Pheasant and Watts 2015), a combination of photographs and in situ (Wells and 

Baldwin 2012), and in situ (A. Purcell, et al. 1994, Sevenant and Antrop 2009), as well as 

quantitative surveys using computer-generated landscapes (Ode, et al. 2009) and literature 

 
9 Here, I use the term ñ=QPDAJPE?ò deliberately to mean ñ?KJBKNIEJC to KJAòO identity or sense of self. 
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reviews (Foley and Kistemann 2015), including reviews focused specifically on experimental 

methods of visual assessment (Ulrich 1983). One common thread from such studies is that 

spectacular landscapes, such as dramatic mountains peaks (think: Matterhorn or Everest), 

valleys (like the Grand Canyon), or waterways (such as the Nile or Kerepakupai MerúĂ

formerly Angel FallsĂin Venezuela) tend to generate more intense affective responses, 

which may be more clearly recalled (Ulrich 1983). To be clear, a spectacular landscape need 

not be an attractive or a preferred landscape, but one that is extreme or ñKQP-of-the-

KN@EJ=NUò BKN IKOP LAKLHAë "@@EPEKJ=HHUè people statistically prefer natural environments to 

predominately urban ones (Ulrich 1983, 110, A. Purcell, et al. 1994)è PDKQCD ñLNABANAJ?Aò I=U 

be categorical and related to the focus of the participant and scene types, rather than 

specific landscapes (A. Purcell, et al. 1994). Certain preferenda, or specific aesthetic 

properties, generate consistently positive responses, particularly if they are perceived as 

more natural than human-made: 

Á moderately to highly complex environments, but with  structure or gestalt and focal 

point,  

Á even, smooth ground surface that promotes movement and depth perception, 

Á depth of vision, 

Á deflected vistas that promote curiosity, 

Á presence of water, and 

Á no obvious threats. 

Although affect is usually portrayed as a response to seeing or experiencing these 

preferenda in a natural environment, it could also be in response to an imagined 

environment or a vivid memory of a natural setting (Ulrich 1983, 90). 

 Through the SMS, previous experiences guide our attention to a landscape, eliciting 

an affective response based on preferenda. Our affective state influences arousal (whether 

we are calmed or animated), cognition, and finally motivation. Our autobiographical 

knowledge base guides cognition, which may change our psychophysical state and motivate 

us to act (Hartig and Evans 1993, 441-2)ë 5DA L=NPE?EL=JPO EJ )=NPEC =J@ &R=JOò OPQ@U 

experienced escape through natural environments, but more importantly they experienced 

recovery.  To account for the emotional and attentional restoration, they looked to learning 
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models, which suggested natural environments, compared to peopled, built environments, 

affect us in the following ways (448-50): 

Á challenge accustomed behaviour patterns, particularly problem-solving skills, 

Á are impartial: allow self-expression without  judgement, 

Á give unambiguous feedback, 

Á are relatively predictable and manipulatable, 

Á allow a greater sense of control, or lack of need for control, and 

Á eliminate the need for coping mechanisms necessary for information-intensive, high 

stimulus environments.  

Natural environments, particularly wilderness, offer escape that forces a change in routine 

and ways of thinking. Simpler surroundings inspire recovery: clear, non-judgemental 

feedback, greater sense of control, and fewer stimuli. These factors reinforce cognitive 

clarity, which contributes to a sense of cohesive self identity. Interestingly, Hartig and Evans 

also found that a certain amount of complexity in the natural environment provides the 

strongest affective responses, resulting in a tension between coherence and complexity. 

Apparently, we need a little mystery in order to fully escape and recover. 

The psychological dimensions of an immersive wilderness experience include 

enjoyment, sense of belonging to something larger than oneself, sense of awe, ability to 

notice details, fascination, and perceptual changes, as well as tranquility, privacy, bravery, 

and self-confidence (Kaplan and Frey Talbot 1983, 179-80). Among these, fascination, or 

ABBKNPHAOO =PPAJPEKJ @ENA?PA@ =P = H=NCAN L=PPANJ KN ñKPDAN SKNH@òè OAAIO PK AJ?=LOQH=PA PDA 

process of reframing. Distinct from mere distraction, the Other World that we escape into 

should have pattern coherence and continuity, but effectively be large enough for us to get 

lost in. As we become more fascinated with the Other World, we sense connections to the 

Real World. At first, we place fragments of the Other World in a mental map, as we become 

more immersed, we fit the new patterns of the Other World to our established knowledge 

base and cognitive models (189-90). Fascinated, we form new perspectives of ourselves and 

the world. In this light, fascination begins to sound remarkably like the enchantment 

experienced through fantasy stories. 

Just as not every story promotes enchantment, not every environment promotes 

fascination. The fascinating 0PDAN 8KNH@ JAA@O PK >A ?KIL=PE>HA SEPD PDA EJ@ERE@Q=HòO 
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EJ?HEJ=PEKJO =J@ >EC AJKQCD PK =>OKN> PDA LANOKJòO EI=CEJEJCO =J@ AJANCU (Kaplan and Frey 

Talbot 1983, 195-6). Natural features should dominate the environment: built features can be 

LNAOAJPè >QP JK ñ?NA=PQNA ?KIBKNPOò KN IK@ANJ S=UO SA ?KLA SEPD J=PQNAë ">OAJPè PKKè =NA 

human-imposed demands on behaviour (199). Reflection suffers with increasingly 

information-rich environments: the simpler nature of natural environments invites 

reflection and more efficient and effective information processing (190-1). A person begins 

to see patterns and create cognitive maps, which generate a sense of relatedness and 

participation; and a sense of competence, but decreased need for absolute control; resulting 

in a greater, more stable, less conflicted sense of self. This identity feels integrated with 

something larger, more eternal (193-5). These findings reflect the ways in which the SMS 

maintains a coherent, continuous sense of self through reactions to life events. Natural 

environments invite a person to disentangle themselves from a demanding, information-

intense Real World by becoming fascinated with a vast, coherent, but simpler, Other World. 

Once there, reflection and recognition of Other World patterns re-establish a sense of self 

that relates to the Other World and eventually the Real World. These processes cognitively 

define ERR and how we perceive and react to natural environments. Additionally, the 

preferenda that consistently describe such Real World natural environments may be those 

points of contact that, for Tolkien fans, correspond to the qualities of a Middle-earth place, 

thus facilitating a Middle-earth-on-Earth experience that promotes ERR. 

 

ERR in Narrative  Other Worlds  

In reviewing the preferenda qualities needed for a Real World ERR experience listed 

above, I am struck by how many of them also describe a Fantastical Other World like 

Middle-earth. These Fantastical Other Worlds of literature and film are vast and coherent 

(through the symbolism and mythic roles assigned by its author/creator), but simpler, 

allowing us to stabilize and re-establish our own sense of identity. Our identities are the 

narratives we construct from our personal history (Corkin 2013). With a stable, coherent 

sense of self and mental models of the world, we can comprehend and react to new 

experiences we may encounter in the Real World. But new experiences, such as those 

experienced though ERR, can also re-shape our models and memories. We can initiate ERR 

by escaping into an immersive natural environment, but environmental psychologists, 
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geographers, and literary scholars suggest imaginary environments may perform the same 

function (Ulrich 1983, Tuan 1977, Attebery 2014, Saler 2012, Gosetti-Ferencei 2014, Green, et 

al. 2008). We previously identified one property of imagined environments that prompts 

ERR, that of the ontological rupture, but other aspects of imagined environmentsĂ

particularly literature and filmĂinvoke ERR through the properties of narrative, the process 

of defamiliarization, and the impact of realism. 

 

OTHER WORLD NARRATIVE STRUCTURES MAKE SENSE (OF THE REAL WORLD)ì 

Real World natural places inspire ERR in part because their simpler natures allow 

reflection, resulting in identification of Other World patterns and greater sense of self. 

'E?PEKJ=H OPKNEAO =NA OD=NLANè ?D=N=?PANO ñ>APPANòè PDKQCD PDA OPQ@U KB PDA LOU?DKHKCE?=H 

effects of narrative are still relatively young (Dill-Shackleford 2016, 31-33). Narrative 

structures are the Real World simplified: their events and meanings made clear, provided 

we are attracted to the genre and to the aesthetic and mythic elements of the story. Both 

the Real World and the Other World places, then, hold meaning for us, and we are likely to 

spend time in these places, though it is still a question of where we go when we are 

immersed in a story (Dill-Shackleford 2016, 36, Green, et al. 2008). Lewicka stressed that 

time in a Real World place strengthens emotional and cognitive bonds, so we could also say 

that we also spend time in Other Worlds: re-reading a book, reviewing an image, or re-

watching a film (Levy 2012, O'Brien 2019). Comparing the processes and goals of the SMS 

and place attachment and the properties of Real World natural environments to those of 

Other World narratives can help determine how mediated environments inspire ERR. 

Narrative literature and film are part of the sociocultural contexts Barclay associates 

with autobiographical remembering. Reading and viewing are complex, integrated activities: 

understanding a narrative involves anticipating, hypothesizing, and checking events against 

emerging patterns (Bordwell 1985). Evaluations, such as affective valent responses like ñthis 

plan went wellò, ñthat event made this character sadò, =J@ ñPDEO LH=?A I=GAO PDA ?D=N=?PANO 

QJA=OUò give clear meaning to narrative places and events. Good temporal organization and 

explanatory systems also make stories make sense to us (Barclay 1995). Coherent narratives 

tend to have logical flow and a high amount of informationĂBarclay compares the detailed 

descriptions of 5DKI=O )=N@UòO H=J@O?=LAO PK PDose of Virginia WoolfĂmore detail tends to 
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create more cohesive stories. It is possible to have too much information, but the story 

needs enough to be interesting (106). Tolkien, as mentioned previously, took great pains to 

make sure the internal logic of the story made sense ĄPDA ñCNAAJ OQJò =NCQIAJPą =J@ PDA 

=IKQJP KB @EOP=J?A LAKLHA ?KQH@ NA=OKJ=>HU ?KRAN EJ @=UòO PEIAë  Saler might suggest that 

?KDANAJP J=NN=PERAO EJRKHRA = >=H=J?A KB 3A=H 8KNH@ @AP=EH ĄPDA ñFQOP OKò AHAIAJPO KB PDA 

OPKNUą =J@ PDA LKOOE>HAè KN ñ=O EBò AHAIAJPO KB PDA '=JP=OPE?=H 8KNH@ PD=P LNKIKPA = OAJOA KB 

ó=JEIEOPE? NA=OKJô (2012, 16), which allows us to see both worlds at once. If the story engages 

us and creates an expansive, internally cohesive Other World into which we can escape, 

clear meanings and narrative organization (Dill-Shackleford 2016, Gosetti-Ferencei 2014) 

provide the recovery and re-establishment of self and the world. We are then more likely to 

incorporate meaning from the story into our internal mental models.  

Authors and artists convey narrative meaning in various ways. Most of us are 

B=IEHE=N SEPD OEIEHA Ąñ9ò EO HEGA ñ:òą =J@ IAP=LDKN Ąñ9ò EO ñ:òą =J@ both can be very efficient 

ways10 of sharing meaning on a more universal level (Barclay 1995, 96). In this way Barclay 

also refers to metonym, which may be less familiar to some. Metz elaborates on metonym in 

the example óPDA LAJ EO IECDPEAN PD=J PDA OSKN@ôë  5DA SKN@O ñLAJò =J@ ñOSKN@ò ?KJFQNA =HH 

the meanings associated with each, with efficiency and possibility of personalization ([1977] 

1982). ñ1AJò IECDP >A PDA =?P KB OECJEJC KJAòO J=IA KN = SKNG KB OK?E=H KN LKHEPE?=H importance, 

be it a nation-OP=PAòO ?KJOPEPQPEKJ KN CN=BBEPEë *P IECDP PDA SKNG KB @ELHKI=PO KN O?DKH=NOë 

ñ4SKN@ò ?KJFQNAO EI=CAO KB =CCNAOOEKJê ARANUPDEJC BNKI H=NCA-scale war to a personal duel. 

"P EPO DA=NPè óPDA LAJ EO IECDPEAN PD=J PDA OSKN@ô OQCCAOPO verbal discussion and debate lead 

to long-lasting and stronger outcomes than violence. As Metz suggests, the author may offer 

a metonym in a narrative, but it is up to the reader to decide its more specific meaning. 

Finally, some meanings become naturalized to the level of myth, such as our cultural 

preferences for scenic environments (Barthes [1957] 1972). At this level, we can talk about 

how we tend to romanticize nature but stigmatize the built (Hartig and Evans 1993, 431). We 

learn from numerous media that natural environments are positive places for leisure and 

recreation, as in my own example in Chapter I of a walk through a forest, but built 

environments might be seen as hectic, dirty, or dangerous, or they might even be seen as 

 
10 De Certeau cites the original meaning of metaphor as ñI=OO PN=JOEPò (1984, 115). 
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divorced from nature and therefore inherently negative.  This dichotomy may ring true 

especially for Tolkien fans, who may find his affinity for the pre-industrial natural world 

similarly appealing. 

Semiotics in its many guises is not the focus of this thesis, but it deserves some 

mention here to allow for the possibility that Tolkien fans are seeing RW-OW 

correspondences based on symbolic values and meanings. For example, a gold leaf might 

remind a person of Lothlórien because of the colour, but describing the quality of light in a 

forest might refer to LothlóNEAJ =O = LH=?A KB ñ(KK@òë 1AEN?AòO SKNG (Wollen 1972) outlines 

three main relationships between signs and objects (signifiers): signs can be icons (similar to 

object), indexes (shares bond with object), or symbols (arbitrary association with object 

through convention). In my previous work with online message boards, I noted at least one 

forum member who made the connection between the warm orange colour of a pumpkin 

=J@ PDA E@A= KB ñDKIAò EJ = )K>>EP O?AJA BNKI LotR (Grek Martin 2011). Truthfully, whether 

this connection can be properly defined as an index or symbol is less important to my work 

than the fact that the connection was made at all by the forum member, as it shows an 

awareness of symbolic meanings. Whether, too, we as readers or viewers consciously 

acknowledge the role symbols play in media, we are affected by them (Dill-Shackleford 

2016). If creators present places in their stories as having mythic roles, the more readers and 

moviegoers can findĂby purpose or by accidentĂReal World analogies that create 

memorates, or personal, narrative accounts of a folkloric or legendary experience. In 

Middle-A=NPDè PDA 4DENA EO ñDKIAò =J@ .KN@KN EO ñ?KNNQLPEKJ =J@ AREHòè PDANABKNA LH=?AO EJ PDA 

Real World that fulfill those roles may be identified with Middle-earth toponyms as a kind of 

ODKNPD=J@ë " ?KIBKNP=>HAè LHA=O=JP 3A=H 8KNH@ REHH=CA PD=P BAAHO ñDKIAUò ?=J >A ?=HHA@ PDA 

Shire and places of power, like political edifices or centres of business, become Mordor. 

Perhaps, then, Middle-earth-on-Earth experiences posted to social media area a kind of 

memorate, a narrative account of a how the modern world became re-enchanted for that 

individual (Saler 2012, 5-6). 

&O?=LAè NA?KRANUè =J@ NAJAS=H Ą&33ą EO = NA?KJJA?PEKJ SEPD KJAòO KSJ E@AJPEPUè 

therefore things that inspire ERR can tell us much about ourselves. 8AòRA @EO?QOOA@ DKS 

natural environments inspire ERR, but it is becoming clear how narratives perform a similar 

function. They are part of our sociocultural contexts and are similar to the personal 
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narratives that constitute our identity. Narratives walk the line between too much 

information and not enough, creating worlds that are coherent but expansive enough to 

hold our fascination. They provide clear meaning through evaluative affective responses to 

events and through universal themes and symbols, allowing us to incorporate the lessons of 

the story into our personal mental models of self and the world. By comparing narrative 

features to SMS processes and natural environment preferenda we can see how narrative-

based mediated environments provide physical and aesthetic, and affective and cognitive, 

points of contact through which the symbolic meanings and mythic roles of the Other 

World could be assigned to the Real World, thus rendering the Real World more 

QJ@ANOP=J@=>HA =J@ ñAJ?D=JPA@ò. Narratives affect our cognitive models by providing 

context that makes sense, but in order for us to regain our sense of self through 

accomplishment, we crave a bit of mystery to solve. 

 

ìBUT CLEVER NARRATIVES LEAVE SOMETHING TO OUR IMAGINATIONS 

In landscapes and narratives, we look for a balance between coherence and 

complexity, legibility and mystery. We want to understand the gestalt of the Other World 

we escape to but also crave problems to solve once we are there. Missing pieces present 

opportunities for top -down processing of information. Deflected vistas are gaps in natural 

environments that offer the thrill of anticipation, exploration, and discovery (see Figure 2).  

Similarly, narrative gaps such as delayed exposition engage us cognitively as we try to 

anticipate events before they unfold. Other gaps are descriptive, allowing the reader or 

OLA?P=PKN PK =??AOO =J@ LANOKJ=HEVA PDA OPKNUè =O EJ ñFQOP AJKQCDò @AO?NELPions of characters 

KN H=J@O?=LAO PD=P =NA BEHHA@ EJ SEPD KQN IEJ@òO AUAë Saler seizes on these notions as ways of 

explaining how fantasy can re-AJ?D=JP PDA IK@ANJ SKNH@è ATL=J@EJC KJ 5KHGEAJòO KSJ E@A= 

PD=P EP EO PDA óìQJPKH@ OPKNEAO PD=P =NA PDA IKOP IKREJCëô Ą5KHGEAJè =O MQKPA@ EJ 4=HANè ÈÆÇÈè 

ÉÉąê ó*B ARKHQPEKJ=NU LOU?DKHKCEOPO =NA NECDP PK =NCQA PD=P DQI=JO J=PQN=HHU CN=REP=PA PKS=N@ 

finding mysterious essences of reality, both the idiosyncratic details and the strategic gaps 

of an imaginary world might serve as irresistible lures for ongoing explorations of its 

QJ@ANHUEJC BKQJ@=PEKJOô (Saler 2012, 33). Informational gaps engage our imaginations 

through hypothesis-testing, a way of educating ourselves about the fictional Other World 

and how it works. Sometimes, though, the information we receive is not what we expect. 
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Figure 2: Deflected vista, with  smooth ground surface, complexity, and depth.  

Photograph by Jennifer M. Grek Martin. The Puzzlewood, England, 2018. 

 

ó5DA LNAOAJ?A KB = I=NRAHHKQO KN B=JP=OPE? MQ=HEPU EJ BEHIè B=N BNKI EJR=HE@=PEJC PDA 

NA=HEOI KB PDA EI=CAè EO PDA IKOP ?KJ?HQOERA ARE@AJ?A KB EPô (Bazin 2009, 196-7). Fantastical 

elements highlight the real by defamiliarizing it: offsetting the familiar so we can see the Real 

World in a different light. They grab our attention and ask us to puzzle out the signs and 

symbols, metaphors, metonyms, and myths, of the underlying themes the Other World 

presents. Fantastic art convinces (Metz [1974] 1991), suggesting we adopt the message of the 

art into our cognitive models, while Tuan argues that religious aesthetics inspire ERR 

PDNKQCD @AB=IEHE=NEV=PEKJê ó5DA OAPPEJC =J@ PDA NEPQ=HO AJ?KQN=CA PDA SKNODELLAN PK @EOP=J?A 

himself from life so that he can bePPAN ?KJPAILH=PA EP QJBHEJ?DEJCHUô (1979, 99). 5Q=JòO QOA KB 

NAHECEKJ =O =J AT=ILHA L=N=HHAHO 4=HANòO ?KJPAJPEKJ PD=Pè EJ 5KHGEAJòO OPKNEAOè NA=@ANO BKQJ@ = 

GEJ@ KB óOA?QH=N BKNI KB OLENEPQ=HEPUè KN =P HA=OP AJ?D=JPIAJPìô PD=P óì@KAO JKP LNA?HQ@A 
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PN=@EPEKJ=H NAHECEKQO >AHEABìô (2012, 164), suggesting that religion and spirituality may be 

another way to access a sense of ERR. Perhaps the ability of defamiliarization to highlight 

alternate ways of seeing the world through universal themes is the reason why many of us 

enjoy stories and film from the more fantastical genres, or perhaps it is merely what is 

?QNNAJPHU ñEJ RKCQAò KN PK KQN HEGEJCë .usicals, westerns, and slapstick were popular in the 

past: they were set in the Real World but contained elements that might have satisfied 

4=HANòO ENKJE? EI=CEJ=PEKJ, the ability to conceive of two Worlds at once. People do not 

occasionally break into a song-and-dance number in the Real World, nor do they kill the bad 

guy and save the damsel in a lawless one-horse town, and nor can they withstand the 

comedically grotesque physicality of slapstick. In the past, musicals, westerns, and slapstick 

were popular, more recently science fiction and fantasy rule print and the box office 

(Thompson 2007, 274-5) but perhaps all these genres rely on some sort of defamiliarization 

that allows us to re-enchant the Real World. 

 

MIDDLE-EARTH IS REAL(ISTIC) 

*J @EO?QOOEJC &33 EJ *I=CEJA@ 0PDAN 8KNH@Oè * D=RA =LLHEA@ PDA PANI ñJ=NN=PERAò 

broadly to encompass any story, regardless of media. In this section, I discuss another 

quality of narrative that inspires ERR: realism, but specifically as it applies to textual Middle-

earth. I do this to underscore how different media can inspire episodes of ERR, but also to 

provide stable touchpoints for how Tolkien fans might be seeing correspondences between 

the Real World and Middle-earth. Of course, 5KHGEAJòO OPKNEAO =NA not the only fantasy 

OPKNEAO PK ?KJP=EJ NA=HEOPE? BA=PQNAO PD=P GAAL PDA NA=@AN KJ B=IEHE=N CNKQJ@ë $ë4ë -ASEOò 

Narnia series, Andr½AF 4=LKSOGEòO The Witcher series, 3K>ANP +KN@=JòO The Wheel of Time 

series, and 6NOQH= -A(QEJòO Earthsea series, among countless others, contain places that 

could exist in the Real World, not to mention realistic places in Other World stories outside 

the fantasy genre. Additionally, my rationale for homing in on Middle-earth is to serve as a 

reminder that this research is a case study and the places in question are bounded by the 

physical and aesthetic attributes of that Other World and the mythic roles they play. 

One of the most influential fantasy works in the English language, and in many other 

H=JCQ=CAOè EO +ë3ë3ë 5KHGEAJòO The Lord of the Rings, the most comprehensive story to come 

from his Other World of Middle-earth. What may surprise some is that Tolkien wrote it to 
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be a myth dedicated to England, to restore to England stories that give its places depth 

(Phelpstead 2011, 69). Real World mythical origins give the story universality and a sense of 

DEOPKNUë 'KN 5KHGEAJè óIK@ANJ OEJO D=RA =J?EAJP KNECEJOô (Shippey 1982, 180) and he drew 

from many, namely The Mabinogion, Sir Orfeo, The Arthurian legends, Beowulf, The Edda, and 

The Kalevala (Phelpstead 2011; Shippey 1982). 5KHGEAJòO EJRAJPA@ H=JCQ=CAO =NA =HOK >=OA@ EJ 

the Real World: Welsh, Finnish, Latin, Greek, Semitic languages, Old English, and Old Norse 

(Phelpstead 2011). Places in Middle-earth, too, are based on Real World places and the 

entirety of Middle-earth is meant to be seen as an ancient and legendary Europe (Garth 

2020). Fantastical creatures, races, and a hint of magic paint a more romantic setting, but as 

one wise character suggests, prophecies can prove to be true (Tolkien, The Hobbit 1966 

[1937], "The Last Stage") =J@ óNKI=J?A =J@ NA=HEPU =NA @EBBANAJ?AO KB LNAOAJP=PEKJ JKP KB B=?Pô 

(Shippey 1982, 92). 

Tolkien balances rKI=J?Aè KN ñ=O EBò, KJ PDA KJA D=J@ =J@ NA=HEPUè KN ñFQOP OKò, on the 

other so that the reader lives in two worlds at once. As Saler ?H=EIOê ó.E@@HA-earth was a 

marvelous example of world-building, proving more detail and consistency than many 

genuine works of history. But the reader was also reminded of the artificial nature of this 

SKNH@ PDNKQCD OQ>PHA ?QAOô (2012, 32)ë $QAO OQ?D =O ñI=CE?ò NEJCO =J@ OPN=JCA ?NA=PQNAOè UAOè 

>QP =HOK ?KJRANO=PEKJO >APSAAJ ?D=N=?PANO 4=I =J@ 'NK@K =>KQP >AEJC óLQP EJPK OKJCO KN 

P=HAOô Ą=O MQKPA@ EJ 4=HANè ÈÆÇÈè ÉÈą KN DKS KPDAN ?D=N=?PANO OQCCAOP =JU CERAJ OPKNU IECDP 

have multiple versions (187). It is the detail and the internal consistency, as well as the 

fantastical and defamiliarized elements, that allow immersion into Middle-earth as easily as 

we might immerse ourselves in Nature whilst hiking along a forest path. Both may result in 

escape, recovery, and renewal (ERR), that critical state of mind that re-frames the self and 

brings two Worlds together. 

Reading The Edda today without training in Icelandic sagas is difficult for most of us. 

If Tolkien had cleaved closer to mythic forms, as he did with The Silmarillion, The Lord of the 

Rings might not have been as successful. Instead, Tolkien updated the myth (Garth 2003), 

preferring applicability over allegory11, interweaving his own time and using form, language, 

 
11 Tolkien preferred applicability as it privileged the NA=@ANòO interpretation, rather than allegory, óìEJ 

which the application is the =QPDKNòO own and meant to @KIEJ=PAëô (Tolkien, as quoted in Saler, 2012, 

,187) 
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and place to convey familiarity and depth. During the first Middle-earth heyday in the 1960s, 

PDKOA OPAALA@ EJ /AS "CA =J@ *J@ECAJKQO LDEHKOKLDEAO =J@ IUOPANEAO OKQCDP KQP 5KHGEAJòO 

IUPDE? H=J@O?=LAO EJ PDA 3A=H 8KNH@è OAAGEJC = OAJOA KB PDA ñNA=Hò =J@ PDA ò=QPDAJPE?ò 

(Attebery 2014, 97). Many cite Tolkien as overly descriptive, especially of landscapes, but a 

?HKOAN HKKG OQCCAOPO óKJA ?=J @N=S LE?PQNAO BNKI DEO SKN@Oè >QP PDA LE?PQNAO =NA KJAòO KSJè 

JKP DEOô (Lobdell 1981, 44-5). Lobdell and MacLeod and Smol (2017) NABAN PK C=LO EJ 5KHGEAJòO 

descriptions: he gives readers enough for a general sense, but pictures from our memories 

provide the details. Middle-earth is an Other World: it has historical depth and is large 

enough to get lost in; it is familiar enough to resonate, but with hints of fantasy that offset 

NA=HEPU ñFQOP AJKQCDòé EP EO PKH@ EJ = ?KDANAJP J=NN=PERA SEPD NA?KCJEV=>HAè QJERANO=H PDAIAO OAP 

in natural environments generally described so we can imagine it through our memories 

and make it our own. It has all the elements of ERR with values and mythic roles that 

coincide with Real World natural landscapes. Perhaps it is no wonder numerous readers 

have become fascinated with Middle-earth, and many have thanked Tolkien for saving them 

(see Figure 3). 

 

ERR in Still Images 

In addition to reading fantasy stories, various media can inspire ERR, including 

illustrations, maps, and photographs. Tolkien: Maker of Middle-earth was an exhibition 

presented by the Bodleian Library in 2018 that showcased his talents as an illustrator and 

cartographer. Hammond and Scull describe his illustrations much like Lobdell described his 

SKN@Oê ó>=?GCNKQJ@O KJ SDE?D NA=@ANO ?=J L=EJP PDAEN KSJ IAJP=H LE?PQNAOô (Hammond and 

Scull 1995, 98), with the best illustrations themselves suggesting a narrative. Photographs 

(and, too, illustrations) have magical meaning because they are not linear, not cause and 

effect (Flusser 1984), which suggests we can imagine cause and effect, giving meaning to the 

image. Unfortunately, the study of 5KHGEAJòO =J@ 5KHGEAJ B=JOò EHHQOPN=PEKJO =J@ I=LO EO 

beyond the scope of this study. However, I must communicate the ability of still 

photographs to inspire a sense of ERR. 

First, I need to create some distance between an illustration and a photograph. 

Conceptually, the difference between illustrations and photographs is the difference 

between creations and records. Artists create even very realistic illustrations (sketches, 
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paintings) through their artistic vision and a desired medium (pencil, paint), while 

photographers record what is in front of the lens through a mechanical or digital process. 

How light registers on film or digitally can of course be manipulated, but the manipulation 

happens, in large part, to the objects in the Real World, including camera apertures and 

lenses. In effect, photographers capture traces of the Real World (Barthes n.d., 76-7); reality 

in detail, legible three-dimensional space, and differentiation between subject and 

background (Manovich 2018, 69)ë 'KN #=NPDAOè PDEO NA?KN@ KB NA=HEPU I=U NARA=H = ñLQJ?PQIòè 

KN ó=NNAOPEJC OL=NGô (n.d., 25) that inspires a deeper meaning and wider world for the viewer. 

Memory is useful in perceiving the punctum. It triggers a passage of the gap between 

photograph and viewer, creating a world beyond the photograph that mediates truth (57-9). 

Images can therefore inspire ERR because we have language (Tuan 1979, 93-4) and, like 

#=NPDAOò NA=?PEKJ PK Alhambra, construct personal narratives for them. 

Photography fixes and preserves reality, (Sontag 1977) but defamiliarizes it as well.  

Close-ups, stop-action, and views taken from uncommon vantage points allow us to literally 

see reality from a different angle. From these new perspectives, our imaginations allow us 

to re-project photographic images back to the Real World, giving meaning to the 

photograph, which we later transfer to a corresponding Real World landscape (Flusser 1984, 

6-7)ë 1DKPKCN=LDO óAJ=>HA QOè EB KJHU >NEABHUè PK OPAL KQP KB KQN KH@ E@A=O =>KQP KN@EJ=NU 

NA=HEPEAO =J@ ATLANEAJ?A PDAI EJ = BNAODANè IKNA RERE@ S=Uô (Schwartz 2011, 230), an ability 

we have also heard said about nature and fantasy stories. The Real World punctum triggers 

an autobiographical memory, creating a narrative Other World for the photograph, the 

meanings of which weĂthe photographer or the photograph viewerĂadd to our cognitive 

models. Still images and especially photographs, therefore, can inspire ERR in much the 

same way preferenda do for natural environments and narrative structures do for fantasy 

stories. I will discuss photography further in the coming chapter, for it is time to see what 

happens when the photographs ì move. 
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Figure 3: Letters and tokens left at the Tolkien gravesite, Oxford, England.  

Letters refer to how reading The Lord of the Rings saved someone at a particularly difficult time of life. 

Further evidence of similar letters was displayed the Bodleian exhibit: Tolkien: Maker of Middle-earth (1 

June- 28 October 2018, Weston Library, Oxford, England, UK) Photograph by Jennifer M. Grek Martin, 

2018. 

 

ERR in $EJAI=PE? ñ3AAHò 8KNH@O 

With Middle-earth as a case study for this research, it is necessary to consider the 

physical and aesthetic points of contact created through both the original text and the more 

recent film adaptations directed by Peter Jackson. Filmic representations of an Other World 

have similar qualities to literature and photographs. Like literature, film provides narrative 

structure. Like photographs, film captures the reality in front of the lens, or at least a version 

of it (i.e., the profilmic event). Like both literature and photographs, film influences the 

creation of places of mine through settings (Knez 2006, 170). Realism in film, however, has 

certain characteristics that could contribute to ERR. To explore these characteristics, I look 
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specifically at NA=HEOI EJ 1APAN +=?GOKJòO =@=LP=PEKJ KB 5KHGEAJòO The Lord of the Rings (2001, 

2002, 2003). Film creates an Other World through multisensory experienceĂvisuals, 

movement, soundĂexercising more axes of perception simultaneously than literature or 

photographs (Metz [1977] 1982, 42-3)ë 'KN PDEO NA=OKJè #=VEJ PDKQCDP ?EJAI= ?KQH@ ?NA=PA ó=J 

E@A=H QJERANOA EJ PDA EI=CA KB NA=HEPUô (2009, 3-4) through aesthetics and meaning that would 

respect our physical and intellectual perceptions of reality (80). The realist strain in film 

theory recognizes the full potential of cinema when we believe the events of the film to be 

real, while knowing they are fiction. This idea, again, reflects the ironic imagination, or the 

ability to hold two thoughts, Two Worlds, in mind at once. Meaning comes from the way the 

real and the imaginary are integrated (83), and negotiated through generic expectations 

(Neale 2000, 32) and fidelity to source texts. Film, simply put, provides myriad ways for 

spectators to access and connect to a realistic, filmic Other World. 

A film cues specific cognitive processes that help us perceive its cinematic Other 

World (Bordwell 1985). We understand film due to our perception of continuous light 

(actually, flashing at various frames or fields per second), our prior experiences and 

knowledge (the SMS), and the structure of the film itself. Filmmakers can introduce realism 

into the syuzhet, or plotting, of the narrative fabula, or story. The syuzhet can conform to 

many generic conventions, which ensure the spectator understands the story logic through 

the events that happen on screen (Grant 2007, 8-10). Realism can also be introduced 

stylistically through believable characters, settings, events, duration, cause and effect 

relationships, narrative logic, and the communicativeness of the information. Stylistic 

techniques perform the syuzhet tasks, but different techniques have different effects on 

perception and cognition, encouraging the spectator to construct a consistent time and 

space for the narrative of the fabula to occur. Realism in filmmaking helps the spectator 

construct form and meaning from knowledge, memory, and inference (Bordwell 1985).  

Film creates a realistic, believable narrative through the creation of a large, cohesive 

Other World and the structure of the story, but other techniques help film stick in our 

IAIKNEAOë (K@=N@ IQOA@ PD=P óSA NAIAI>AN EI=CAO PEA@ PK AIKPEKJOô as quoted in 

(Mulvey 2006, 145)ë 5DA ?KI>EJ=PEKJ KB REOQ=H OAPPEJCè OKQJ@PN=?Gè =J@ =?PKNOò B=?E=H 

expressions and vocal modulations can impress upon us an emotional response that goes 

beyond the written word. Gaps are also present in film. They engage the spectator by 
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inviting them to solve tactical problems presented by syuzhet construction, a process clearly 

illustrated in the crime genre. Delayed communication of information creates suspense as 

the spectator tries to solve the crime before the cinematic detective. Gaps can be temporary 

or permanent, focused or unfocused, flaunted or suppressed, while exposition can be 

preliminary and concentrated (i.e., the primacy effect) or delayed and distributed. Both 

trigger different inferential cognitive activities (Bordwell 1985) that engage the SMS of the 

spectator and potentially affect our memories and mental models of the world. 

Many films are adapted from literary, graphic novel, and video game source texts, in 

effect, accessing three realities: the Real World, the filmic Other World, and the source text. 

The measure of success of an adaptation, however, has little consensus. For Bazin, a good 

adaptation includes aesthetic and intellectual fidelity (Bazin 2000), while Metz cautions that 

=@=LP=PEKJ NEOGO =Q@EAJ?A @EO?KJJA?PEKJ >U LNAOAJPEJC OKIAKJA AHOAòO B=JP=OU ([1977] 1982). 

1AND=LO ñ@EO?KJJA?PEKJò EO PKK OPNKJC = SKN@è >QP I=JU B=JO SDK NA=@ The Lord of the Rings 

=BPAN D=REJC S=P?DA@ +=?GOKJòO BEHIO, i.e., those who had the cinematic representations of 

Middle-earth places in mind while they read the books, mentally changed the way places in 

Middle-A=NPD HKKGA@ EJ PDAEN IEJ@òO AUAO (Grek Martin 2011), which may suggest that 

5KHGEAJòO =>EHEPU PK AJC=CA PDA NA=@AN EJ 4A?KJ@=NU 8KNH@ ?NA=PEKJ ?=J KRAN?KIA PDA =HHQNA 

of the cinematic experience. Leitch sees adaptation as critical reading: fidelity to the source 

text can be limiting and difficult to pin down (2007). Adaptations that draw on myth, 

folklore, and fairy tales access universal issues and the consequences of transgressing 

established social, cultural, geographical, and temporal boundaries (Sanders 2006, 82-3). 

8EPD 1APAN +=?GOKJòO ?EJAI=PE? =@=LP=PEKJ KB 5KHGEAJòO OPKNEAOè DKSARANè PDANA EO =JKPDAN 

complicating elementĂ5KHGEAJòO NAHE=J?A KJ PDA 8AHOD JKPEKJ KB cynefin, the combination of 

myth, language, and placeĂthat influences the spectator and which may not be present in 

the films. " BEHI =@=LP=PEKJòO Bidelity to aesthetics or meaning helps spectators connect to 

the Other World of the source text, but perhaps there are ways films further fix the Other 

World in the Real World (Stam 2005, 13). One way that is relevant to this study is realism in 

setting: if places in the cinematic Other World feel habitable, more opportunities arise to 

create correspondences between the Other World and the Real World. 
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THE SEMIOTICS OF CINEMATIC SETTINGS 

RA=HEOI ?=J >A EJDANAJP EJ PDA LDUOE?=Hè =AOPDAPE? =OLA?PO KB PDA BEHIòO 0PDAN 8KNH@ 

and the meaning or mythic roles the settings play in the film. As such, indexical and iconic 

signsĂsigns that have the most connection to the real objects they representĂtend to be 

the most powerful (Wollen 1972, 140). As with signs present in other media, our ability to 

decode filmic signs depends on context. A complicating factor is that no film has one code 

due to the multiple rolesĂdirectors, producers, screenwriters, cinematographers, editors, 

and actorsĂrequired to make the film (Schatz 2003, 92). However, one element of film has 

great potential as an indexical or iconic sign: setting. In film, establishing shots of sweeping 

landscapes and claustrophobic caves shot on site inform the Other World, sometimes 

playing leading roles (Bazin 2009, 247, footnote 4). The use of the Real World (as opposed to 

a set) whenever possible ensures better connections to the filmic Other World if for no 

other reason it feels more Realë *B = BEHIòO OAPPEJC @KAO JKP feel Real to its spectators, then we 

@KJòP >AHEARA EJ PDA OL=?Aè AëCëè PDA ?KJ?NAPA BKNAOP KB Die Niebelungen (see Figure 4) and, I 

SKQH@ OQCCAOP BKN PDA O=IA NA=OKJè 1APAN +=?GOKJòO $=N=O (=H=@DKJ ĄOAA Figure 5). On the 

KPDAN D=J@è PDA EJP=JCE>HA MQ=HEPEAO KB = 3A=H 8KNH@ BKNAOP OLA=G PK QOè EJ #=VEJòO SKN@Oê óPDA 

rustling of a single sunlit birch branch in the wind is enough to suggest every forest in the 

SKNH@ô (199). 
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Figure 4: Still image from Fritz Lang's Die Niebelungen (1924).  

Image source:  https://silentlondon.co.uk 

 

#=VEJòO OQJHEP >N=J?D EO #=NPDAOò punctumè PDA ñ>KPPKI-QLò OAJOKNU PNECCAN BKN 

autobiographical memory, but not every scene or object in a film has its practical Real World 

equivalent. Film sets can mimic plenteous, deep space through principles of geometry and 

gestalt (Bordwell 1985), and realistic objects on screen draw us in to a recognizable world 

beyond the screen. We cognitively map these elements onto a three-dimensional Other 

World (104, 114) because the bottom-up variables have been manipulated to produce depth, 

much as cartographers do through overlapping contours, textures, atmosphere, size, light 

and shade, and colour temperature (Bertin [1967, 1983] 2010, Bordwell 1985). Depth of field 

recreates how we see (Bazin 2009, 101), which is enhanced by perspective created by 
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different camera lenses, figure movement, camera movement, sonic space, and the space 

created by editing (Bordwell 1985, 113). Realistic settings allow the spectator to believe the 

physicality and integrity of the Other World: óThe screen thus reproduces the ebb and flow 

KB KQN EI=CEJ=PEKJè SDE?D @N=SO KJ NA=HEPU =O EP OAAGO PK OQ>OPEPQPA BKN EPì$KJRANOAHUè 

DKSARANè PDA EI=CEJ=NU SKNH@ ODKSJ KJ PDA O?NAAJ IQOP D=RA PDA OL=PE=H @AJOEPU KB NA=HEPUëô 

(Bazin 2009, 80) As we believe in the physicality of a cinematic Other World, we may not be 

surprised to recognize similar physical and aesthetic qualities in the Real World. When we 

do, the memory recollection process is triggered, and we recognize a correspondence 

between the Real World and a fictional or Fantastical Other World. 

The physical and aesthetic qualities of a filmic setting further act as indexical and 

iconic signs, reinforcing affective responses to and mythic roles of narrative events and 

places. The interpretations of these indexical and iconic signs can be guided somewhat by 

genre. Genre is a way to categorize literature and film, but its definition and the definition of 

a particular genre (fantasy, Western, horror, etc.,) are slippery (Altman 1999, Neale 2000). 

Genre can be aesthetic: fantasy is often set in the past with creatures from myth and 

folklore who use magic, in contrast with science fiction, which is usually future-oriented 

with interplanetary alien races who wield technology. On another level, some themes and 

structures are expected in certain genres. Fantasy privileges heroic quests in the face of 

certain defeat, while science fiction examines the human condition in comparison to 

technology and other cultural value systems. Whether aesthetically or thematically a 

spectator needs to be inclined to a film genre if it is to offer an opportunity for ERR. Or to 

summarize Bazin: a viewer must want to participate in the adventure (2009, 201-2).  

With many genres, there is usually something offset or far-fetched that signals we 

are entering an Other World. Magic and mythical creatures in fantasy, laser guns and aliens 

in science fiction, and an alarming murder rate in small British towns.  These cues provide a 

LKNP=H EJPK =J 0PDAN 8KNH@è SDEHA PDA BEHIòO J=NN=PERA =J@ OL=PE=H ?KDAOERAJAOO DAHL ?NA=PA 

an environment for restoration and renewed perspectives. Mulvey likens these cinematic 

@AB=IEHE=NEVEJC AHAIAJPO PK #=GDPEJòO SKNG KJ IA@EAR=H ?=NJER=Hë Beyond its function as a 

social safety vale (the escape) it can be seen as a feast of becoming, change, and renewal 

(2009, 180). Thompson suggests that with a neoformalist approach any element of a film, 

from device to organization, can be defamiliarizing: spectators react emotionally to what 
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they experience, which engages cognition (1988). When generic fantastic elements work, 

PDAU OEILHEBU =J@ ?H=NEBU 3A=H 8KNH@ OEPQ=PEKJO OK SA ?=J IKNA A=OEHU EJ?KNLKN=PA PDA BEHIòO 

lessons into our mental models. Genres become mass-mediated contemporary myth (Grant 

2007, 29). But while filmic elements can promote fascination, they can also fail, producing an 

uncanny feeling (Neale 2000, 35) that violates realism and disconnects us from the film 

narrative. In order for the audience to stay connected, the ontological rupture that signals 

we are in an Other World must neither lose internal consistency in that Other World (no 

laser beams in Middle-earth, for instance,) nor lose all familiarity with the Real World. 

#=VEJòO IUPD KB 5KP=H $EJAI= S=O PDA >AHEAB PD=P SA SEHH D=RA PDA =>EHEPU PK BQHHU 

represent the Real World in sound, movement, and three dimensions (2009, 226). 

Therefore, any technology that makes cinema more real theoretically should be embraced. 

Perhaps Metz was wiser, sometimes too real is not real enough ([1974] 1991). Cinematic 

advancements in computer generated graphics (CGI), 3D, and high frame rates have not 

always lived up to expectations (Manovich 2013, Gaudreault, Marion and Barnard 2015, 

Baltruschat, Grek Martin and Mathijs 2016)ë 8DEHA 1APAN +=?GOKJòO QOA KB .=OOERA OKBPS=NA PK 

simulate armies in the thousands and the CGI character Gollum enjoyed success, his use of 

high frame rate (HFR) for The Hobbit trilogy did not (Gaudreault, Marion and Barnard 2015, 

71). Enhanced 3D technology has not caught on, and less savvy use of CGI leaves some 

REASANO EJ @EO>AHEAB KN HKOP EJ PDA ñQJ?=JJU R=HHAUò (Mulvey 2006). For CGI the problem is 

KBPAJ JKP ñAJKQCDò NA=HEOIè JKN PDA ñNECDPò NA=HEOIè >QP LAND=LOè =O /A=HA OQCCAOPA@è EP EO =HOK 

JKP PDA NECDP GEJ@ KB ñ@AB=IEHE=Nòë )'3 =J@ É% D=RA PDA KLLKOEPA LNK>HAIê PDAU =NA ñPKK NA=Hòë 

HFR lessens the gaps between new images ĄPDA ñBHE?GANòąè I=GEJC PDA O?NAAJ OAAI RANU IQ?D 

like a window onto reality, but onto a reality has seams. Spectators notice costuming and 

scenery details that take them out of the Other World and into the profilmic event 

(Gaudreault, Marion and Barnard 2015). As digital media promises immersion into Other 

Worlds, but also access to information as to how the Other Worlds are created, such as 

making-of documentaries (MODs), realism in (digital) film may take on a different meaning 

(Manovich 2001). In comparison to literature, film has many tools with which to guide our 

imaginations but, particularly with adaptations of literary works, runs the risk of not 

conforming to audience expectations. In a sense, film has many opportunities to convince its 

spectators they are entering an Other World, but it also has many opportunities to fail. 
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MIDDLE-EARTH IS REEL FANTASY 

1APAN +=?GOKJ BEHIA@ PDA ñQJBEHI=>HAòê 5KHGEAJòO The Lord of the Rings. Did technology 

make it possible, or was it his ability to control nearly every aspect of production? 

5DKILOKJòO @AP=EHA@ =??KQJP KB PDA I=GEJC KB +=?GOKJòO ?EJAI=PE? PNEHKCU KBBANO ?KJREJ?EJC 

evidence of both (2007)è >QP LAND=LO DEO OQ??AOO =HOK ?KIAO BNKI óAT?ALPEKJ=H BE@AHEPUô PK 

the physical aesthetics, if not the philosophical messages, of the source text (Leitch 2007, 

chap. 6). In the extensive MODs included with the cinematic and special edition versions of 

PDA BEHIOò %7%Oè OLA?P=PKNO ?=J SEPJAOO PDA AJKNIKQO =PPAJPEKJ PK @AP=EH PD=P SAJP EJPK =HH 

aspects of filming: interpretation and adherence to the source texts, costume and prop 

design and creation, and selection of filming locations, all of which took place in his home 

country of New Zealand. For Jackson, New Zealand was Middle-earth. His production team 

quoted lines from the books, created chain mail and steel swords, and scoured New 

Zealand for the perfect location for a Hobbit hole. Despite a few fiberglass forests and CGI 

trees (see Figure 5), the realistic elements Jackson brought to the films gave fans a cinematic 

venue for ERR.  

Additionally, fantasy films began to be taken seriously in the 2000s, with fantasy 

literature and film now increasingly entering the sphere of wider popular culture 

(Thompson 2007). Fantasy is no longer alternative (Saler 2012, 3), and the ways in which 

fantasy films tell their storiesĂaesthetically and intellectually, through myth and historyĂ

have a broader communality of understanding (Sanders 2006, 45). Like Tolkien, Jackson saw 

fantasy as historical (Thompson 2007). Costume and architecture were designed from 

historical Real World forms and CGI was used to place ruins in otherwise unbuilt New 

Zealand landscapes. Also, like Tolkien, Sanders sees myth as existing to be appropriated to 

fit the current time (2006), begging the question whether Jackson perverted the 

LDEHKOKLDE?=H IAOO=CAO 5KHGEAJòO PATP ?KJRAUOè KN =@=LPA@ PDAI PK BEP ?QNNAJP IK@AO KB 

thought. In any event, the ways in which fantasy offsets reality and promotes renewed 

perspectives are gaining groun@ë *J #=NPDAOò PANIOè B=JP=OU EO >A?KIEJC J=PQN=HEVA@è IKNA 

universal as it spreads ([1957] 1972). While not everyone has read or seen The Lord of the  
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Figure 5: Computer-generated Lothlórien and fabricated trees.  

Top, CGI Lothlórien. (Image source: https://lotr.fandom.com/wiki/Lothlorien ) Bottom, fabricated 

ñMallorn treeò, showing extent (yellow arrow). Image source: 

https://www.councilofelrond.com/imagegallery/002-leaving-lothlorien/  

 

Rings or The Hobbitè PDA OPKNEAOò ?D=N=?PANO =J@ LH=?AO =NA L=NP KB PDA CHK>=H VAEPCAEOPè *J PDA 

case of Middle-A=NPDè 5KHGEAJòO IUPD EO >A?KIEJC #=NPDAOò QJERANO=H IUPDë *J PANIO KB PDEO 

study, then, it is likely that Middle-earth places could be used as a type of shorthand to 

https://lotr.fandom.com/wiki/Lothlorien
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describe Real World places, through essential physical and aesthetic qualities that denote 

affective or mythic roles. 

 

Places of Mine: Re-creating Identity through ERR 

 We are our memories. We have experiences that each happen in a specific place and 

time, and we recall those memories when something in our present moment triggers them. 

Those triggers may be emotional, meaningful, or based on the physical attributes of 

something in the environment, and they have the capacity to alter the existing memory 

accordingly. The various types of memory, semantic, episodic, autobiographical, and 

working self, form the Self Memory System that maintains our sense of identity through 

changing places, times, and experiences. Furthermore, memory is memory when it is past-

looking; it is imagination when we cast our minds forward in time. Therefore, when we read 

stories of Fantastical Other Worlds, we can imagine those places in the same way we recall 

memories of past experiences, using places we have inhabited, visited, or only seen in a 

photograph. Films can help us visualize those places, but, unless those images become 

su>FA?PEBEA@ EJ KQN 4.4 =O PDA ñNA=Hò 0PDAN 8KNH@è SA ?NA=PA KQN KSJ 0PDAN 8KNH@ LH=?AOë 

Whether we have Real World experiences or experiences derived from reading or watching 

stories taking place in a Fantastical World makes no difference; experiences happen in 

places and those places are important contexts for our memories.  

We are our memories, including memories of those places and times we experience 

escape, recovery, and renewal of perspectives. We not only incorporate renewed 

perspectives into our sense of self and the world, but we incorporate fascinating Other 

Worlds as places of mine. The environmentsĂmediated or RealĂthat inspire those moments 

seem to have similar qualities: predominately natural environments that are vast enough to 

absorb our imaginings, but attractive enough to inspire positive affective reactions. The 

Other World should be complex enough to exercise our cognitive powers with gaps and 

moments of defamiliarization, but simple enough that we can recognize signs, metaphors, 

metonyms, and myths and apply them back to the Real World. Realist elements in mediated 

forms ensure connections between Other World and Real World. Whether a reciprocal 

relationship promotes ERR between natural and mediated environments and between 

Other and Real World is worthy of further discovery, with one question being whether ERR 
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can occur in the modern built environment. Verlyn Flieger declared that both war and Faerie 

can change perceptions of the world (Garth 2003, 296-7). Of the two, Faerie, or a Fantastical 

Other World, is not without its dangers, but its landscapes promote enchantment and 

fascination, helping us understand a chaotic and changing Real World and regaining a sense 

of our identity. In this chapter, I discussed the nature of place and identity and some of the 

memory processes that govern how we might associate the Real World with a Fantastical 

Other World. Perceptions of both Worlds are shaped by our personal experiences, 

memories, and imaginings, though certain aspects of the Other World provide meaningful 

points of contact, or puncta, through which we see correspondences with the Real World. In 

the next chapter, I will discuss where we might find evidence of these puncta and how we 

?=J E@AJPEBU PDAI PDNKQCD OKIAKJA AHOAòO KJHEJA OK?E=H IA@E= LKOPë 
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Chapter III: Travel Souvenirs: Recognizing the Middle-earth-on-Earth 

Experience 

This study is part of an Interdisciplinary PhD (IDPhD) research program, and as such 

it synthesizes themes and theories from several fields, namely geography, cognitive and 

environmental psychology, literary studies, film studies, photography, and information 

studies. From geography comes the idea of and theories around ñOAJOA KB LH=?Aò =J@ PDA 

simultaneous creation of place and identity through experiences and memory. Cognitive 

and environmental psychology help us understand how this simultaneous creation happens: 

as we experience events in place, we create memories where place is the lynchpin that 

holds aspects of the memoryĂdetails of landscape, affective reactions, and recognition of 

meaningĂtogether. Our consumption of media creates memories as well. Reading books 

and watching films, fiction or non-fiction, produce memories of the characters and places in 

= OPKNUòO 4A?KJ@=NU 8KNH@ë When we imagine a place in a Fantastical, Secondary Other 

World, we access our memories of how we visualized these places when we were reading 

the book or watching the film. As much as we have our own experiences in and memories 

and interpretations of places the Real World, we have our own visualizations of places in 

Other Worlds, guided by the descriptions, affective responses, and mythic roles devised by 

their creators. 

Our fascination with stories promotes more immersive interactions with a given 

Other, or Secondary, World and some of us engage in activities such as fan art, cosplay, and 

media tourism. As mentioned above, some of want to inhabit that Fantastical Other World 

=J@ OK?E=H =J@ ?KCJEPERA LOU?DKHKCEOPO ?KJOE@AN SDANA EP EO SA CK SDAJ SA ñCAP HKOPò EJ = 

story (Dill-Shackleford 2016). The study of media tourism provides insight into what might 

inspire a person to, say, travel to the filming location of a favourite literary or cinematic 

storyĂto explore the place in the Primary World that was deliberately fashioned into a 

Secondary World place. Much of this literature suggests that direct experience with place 

and closeness to the beloved story is part of why a person would do this (Reijnders, 2014), 

but what if we transpose the variables and ask how and why people use a Secondary World 

place to give meaning to an unrelated place in the Primary World? Can we recreate a 
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Fantastical Other World in a Real World place of mine where, instead of becoming a 

character in the story, we remain ourselves? 

One way to explore this question is to examine the photographs and text people 

post to social media sites. Social media, a topic increasingly central to the field of 

information studies, not only gives people fora for self-identification (Lo and McKercher 

2015, Richter and Schadler 2009, Manovich 2018), but also for making sense of the world 

(Kennedy, et al. 2007). I am drawn to social media for these reasons, but also for its ability to 

foster spontaneous self-expression. I do not need to ask people whether they see an Other 

World somewhere in the Real World, I know they do. A cursory search of the photograph-

sharing social media site Flickr (www.flickr.com) reveals that some members have taken 

photographs of Real World places and have labeled and described them as places from 

fictional, fantastical, or mythical Other Worlds. Of course, using social media is like wielding 

a double-edged sword: while the posters are not influenced by the survey or interview 

questions posed by a researcher, I cannot delve as deeply into their rationales as surveys or 

interviews might. However, some social media posts contain more information than a mere 

240 characters, which is why I have chosen a platform where photographs are 

supplemented by text, dates, and geographical coordinates. In this study, I bring 

photographs as well as fantasy to the foreground as research data.  

The following pages outline my rationale for using photographs, fantasy, and social 

media in this research, beginning with the nature of photography and its value as research 

data (as opposed to being a subject of research). Next, I discuss how fictional stories can be 

sources of meaning ĄEëAëè ñIUPDE? NKHAOòą in both literary and filmic contexts. Finally, I explain 

how naming a place in the Real, Primary World with that of an Other, Secondary World 

creates an association between the two and bestows meaning for both places and for the 

person making the association. This process enchants the Real World with meaning through 

PDA 0PDAN 8KNH@òO IUPDE? NKHAO =J@ =HHKSO PDA ATLANEAJ?AN PK EJD=>EP PDA 0PDAN 8KNH@ EJ =HH 

five senses, creating a place of mine. I then suggest that photographing this association and 

LKOPEJC EP PK OK?E=H IA@E= EO =J =?P KB LANBKNIEJC KJAòO E@AJPEPU =J@ KJAòO QJ@ANOP=J@EJC KB 

the world and therefore can be understood as a way of answering how and why people use 

fantasy film and literature to give meaning to Real World places. Finally, I chart a course for a 



58 

 

mixed-methods, case study approach as a fitting methodology for exploring this 

phenomenon. 

 

Photography: Capturing the Spark of Recognition 

ìPK P=GA = LDKPKCN=LD IA=JO PK NA?KN@Ăsimultaneously and within a fraction of a secondĂ

both the fact itself and the rigorous organization of visually perceived forms that give it 

IA=JEJCë *P EO LQPPEJC KJAòO DA=@è KJAòO AUAè =J@ KJAòO DA=NP KJ PDA O=IA =TEOë  

Henri Cartier Bresson, as cited in (Hayes 2002, 526) 

 

 Fan art, fan fiction, cosplay, LARPing, media tourism: people find multiple, 

fascinating ways to bring Fantasy and the Real World closer together, to be able to 

experience simultaneously the meaning they discover through media and the sensory 

experience of the Real World. In cursory explorations of social media sites like Flickr, I found 

another activity captures the imagination: taking photographs. Photography has been the 

subject of much discussion, from general theories of photographs and photography 

(Barthes n.d., Hayes 2002, Petterson 2011, Holm 2008, Sontag 1977), to the performance of 

posting photographs online (Manovich 2018, Lo and McKercher 2015, Richter and Schadler 

2009, Smith 2018), to how photography captures the tourist gaze (Crawshaw and Urry 1997, 

Lo and McKercher 2015, Stylianou-Lambert 2012), tourist landscape photography (Lund 

2023), and in understanding photography and place (Rose 2000, Schwartz 2011, 1996). From 

these sources several key themes emerge that make photographs, particularly those posted 

to social media sites, potentially interesting records of the Middle-earth-on-Earth 

ATLANEAJ?Aê P=GEJC = LDKPKCN=LD BETAO =J@ NA?KN@O PDA LDKPKCN=LDANòO RANOEKJs of the Real 

and Other Worldsè AHAIAJPO KB = LDKPKCN=LD LNKRE@A ?HQAO PK PDA LDKPKCN=LDANòO E@AJPEPU 

and the natures of those Worlds, and these clues can be confirmed when photographers 

share photographs online with accompanying, descriptive text.  

 

Travel Souvenirs: What a Photograph Captures 

Ć1DKPKCN=LDO =NAć OAJPEIAJP=H =J@ EILHE?EPHU I=CE?=Hì=PPAILPO PK ?KJP=?P KN H=U ?H=EI PK 

another reality. 

(Sontag 1977, 16)  
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Since the invention of photography and, subsequently, the accessibility of cameras, 

people have taken photographs to capture and fix an ever-changing and often chaotic 

world. The act of taking a photograph produces a record of the visual traces of objects and 

events present at that moment, and in that place, in digital or analog format. Why do we do 

this? Barthes would argue we are attempting to fix our world and, in so doing, no longer 

need to recall the details of that person, place, or event with memories that change in the 

NA?KHHA?PEKJë *J = LDKPKCN=LDè QJHEGA KQN I=HHA=>HA IAIKNEAOè = LANOKJòO B=?A @KAO JKP =CAè 

JKN @KAO PDA OJKSB=HH IA=OQNA@ =C=EJOP PDA BNKJP @KKN KJ = SEJPANòO @=U CAP =JU @AALANë 

#=NPDAOò LDKPKCN=LD EO =J =E@A-memoire (Barthes n.d., 76-7). We store these photographs 

for future reference and the more organized among us have dedicated albums and digital 

BEHEJC OUOPAIO ?=L=>HA KB LNK@Q?EJC PDA S=JPA@ LDKPKCN=LD =P = IKIAJPòO JKPE?Aë #QP 

perhaps it is more that that. What we photograph is determined by our sense of self, the 

SKNH@è =J@ KQN LH=?A EJ EPê óLDKPKCN=LDO ?=J >A QOA@ EJ @EBBANAJP S=UOìè =O )=UAO OQCCAOPOè 

ó>QP SD=P AIANCAO ?HA=NHU EO EPO EJPNEJOE? ?KJJA?PEKJ PK QJ?KJO?EKQO LNK?AOOAOô (2002, 532).  

*B SA P=GA )=UAOò ñQJ?KJO?EKQO LNK?AOOAOò PK NKQCDHU ?KNNAOLKJ@ PK PDA 4AHB-Memory 

System, then photography potentially captures connections between our cognitive mental 

models and the objects in front of the lens. For the photographer documenting a Middle-

earth-on-Earth experience, capturing that aspect of Middle-earth glimpsed in the Real 

8KNH@ EO L=N=IKQJPè P=JP=IKQJP PK #=VEJòO óOQJHEP >EN?D >N=J?Dô PD=P NA?=HHO óARANU BKNAOP EJ 

PDA SKNH@ô (2009, 199). We can also think of that sunlit branch as the spark of meaning, or 

punctum, of the photograph (Barthes n.d.), where the punctum can be a physical element in 

the landscape, or an affective or cognitive association made by the photographer.  Sontag 

?KJ?A@AO PD=P LDKPKCN=LDO ?=LPQNA óSD=P IENNKNO KQN IEJ@ =P PD=P L=NPE?QH=N PEIAô (1977, 

197): I would amend that. I would say that photographs fix PDA LDKPKCN=LDANòO RANOEKJ KB the 

world in that moment. The instantaneous nature of photographyĂas described in Cartier 

#NAOOKJòO SKN@OĂcombined with a reflection of the mental models of the photographer and 

the traces of the Real World in what was photographed indicate that photographs have the 

capacity to capture elements of our experiences, including the Middle-earth-on-Earth 

experience. Indeed, the connections a photograph captures are reminiscent of the 
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relationships between meaning, nature, and social relations in places of belonging or the 

creation of a sense of place or place of mine. 

Photographs can fix the spark, the punctum, that the photographer recalled and 

recognized in the moment, but for someone else viewing the photograph, that association 

may be more obscure. Sontag suggests there is distance between professional photography 

=J@ PDA 3A=H 8KNH@è PDA óì QOQ=HHU OD=@U ?KIIAN?A >APSAAJ =NP =J@ PNQPDô =J@ PD=P 

LNKBAOOEKJ=H LDKPKCN=LDANO óì=NA OPEHH D=QJPA@ >U P=?EP EILAN=PERAO KB P=OPA =J@ ?KJO?EAJ?Aô 

(1977, 6). Professional photographers are not just taking pictures for themselves, but for the 

C=HHANUè PDA =NP ?NEPE?è KN BKN KPDANè QJ@EO?HKOA@ IKPER=PEKJOë 'KN 4KJP=Cè PDEO óOD=@U 

?KIIAN?Aô IA=JO PDA SKNH@ LNAOAJPA@ EJ PDA LDKPKCN=LD ?=J >A @EOPKNPA@è ñQJPNQAòé but I 

contend that each of us, as members of society, has social markers that guide our mental 

models. For amateur or casual photographers documenting their own Middle-earth-on-

E=NPD IKIAJPè PDA OK?E=H I=NGANO I=U >A PDA BEHIOè KPDAN B=JOò KN LDKPKCN=LDANOò 

interpretations of this Fantastical World, or how the connection they perceive will be 

received online. Whether it is the art critic or the fan critic, the social relations of place affect 

how we all see ourselves and the world around us; we are all to varying degrees social 

creatures. This fact makes the distance between truth and art that concerns Sontag both 

present and absent in every photograph, regardless of the skill and occupation of the 

photographer. A certain amount of distance might be present for the viewer of the 

photograph, as they may not know the context of taking the photograph, but this distance is 

simultaneously absent for the photographer. For example, if, on my favourite hiking trail 

mentioned in previous chapters, I take a picture of the woods and title it ñ-KPDH®NEAJò, there is 

no guarantee that a viewer of the photograph would see the connection. Perhaps they are 

QJB=IEHE=N SEPD 5KHGEAJòO SKNGOè KNè LAND=LO BKN PDAI -KPDH®NEAJ HKKGO JKPDEJC HEGA PDA 

forest in my photograph. For the viewer, we can recognize a distance between art (the 

photograph) and truth (that the forest in the photograph is Lothlórien). For the 

photographer documenting their Real World-Other World correspondence, however, there 

is no distance. Going back to my example above, in that moment the Real World was for me 

5KHGEAJòO Lothlórien and the photograph I took is a glimpse into how I see the Fantastical 

and the Real come together. It will be interesting, then, to see whether the Flickr 
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photographers in my study describe their Real World-Other World associations or let the 

viewers discover the connections themselves. 

 

Travel Surrogates: What a Photograph Viewer Perceives 

To understand what elements may capture the woodland experience I described 

above, and how a random viewer might understand them, we turn from taking photographs 

to looking at them. Petterson (2011) argues for a phenomenological approach to viewing 

photographs: that because we believe photographs are traces of the Real World, we believe 

what we see in photographs more than we would other artistic forms. There are seemingly 

few ways a photographer couldĂcertainly in the days before PhotoshopĂalter the reality in 

front of the lens. There is a mechanistic, scientific side to photography that fuels a belief that 

the people, objects, and events in a photograph exist or existed at one time. Proven or not, 

this belief in the reality of photography contrasts with generally understood views of other 

artistic endeavours like painting or sketching, where, quite literally, the hand of the artist in 

PDA BKNI KB >NQOD =J@ LAJ?EH OPNKGAO EO IKNA K>REKQOë 5D=P SA ñOAA EJPKò LDKPKCN=LDOè IQ?D 

like seeing objects before us in the Real World, assumes a certain closeness to those objects 

that translates into belief, and we isolate certain elements that make the photograph 

meaningful (Petterson 2011).  

Photographs provide evidence that the reality in the photograph once existed 

(Sontag 1977, 5-7) but photographs are also static. They effectively stop time so we can 

reflect on the people, places, and events the photograph depicts (Bazin 2009), recalling 

associated meanings and affective responses. Here I cite again #=NPDAOò @AOENA PK HERA EJ = 

LDKPKCN=LDè $D=NHAO $HEBBKN@òO Alhambra (1854) to be precise (n.d., 38-9), or rather to travel 

to the world Alhambra inspired in his mind. For Schwartz (1996)è #=NPDAOò ATLANEAJ?A 

explains DKS ATKPE? KN @EOP=JP LH=?AO >A?KIA ñGJKSJò to us through photographs: 

photographs become surrogates for travel and integral to the creation of imagined 

geographies. This point is relevant to this study, particularly if my results reveal that the 

photographers do not elaborate the Real World-Other World correspondence and instead 

rely on a one-to-KJA ?KIL=NEOKJè AëCëè ó5DEO LH=?A EO .KN@KNôë In this case, 4?DS=NPVòO 

explanation would seem to hold true. Furthermore, while it may be difficult to travel to 

some places on Earth, but it is possible. But to physically travel to a fantastical Secondary 
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World, for some, is truly impossible. For others, it may be as simple as catching a glimpse of 

a sunlit branch and not seeing all the forests of the world as Metz suggests but seeing a 

forest of a fictional Secondary World. SomethingĂin fact, anythingĂin the landscape can 

inspire a Tolkien fan to have a Middle-earth-on-Earth experience: if in that moment the fan 

clicks the shutter, they capture that thing. Therefore, an inventory of what is depicted in a 

photographĂthe details of objects, quality of light, and settingĂcan inform the connections 

between the Middle-A=NPD KB PDA IEJ@òO AUA =J@ PDA 3A=H 8KNH@ë  #QP SDEHA PDAOA AHAIAJPO 

are obvious to the photographer, we the viewers need guidance as to which elements and 

what they mean: we need context.  

What is missing from earlier days of photographic analysis is assurance of the 

context of the photograph (Rose 2000). Apart from enigmatic dates and names scrawled on 

the backs of images, researchers could only rely on the content of the photograph, or 

perhaps the conditions in which it was found, to learn something of the person who took it 

and why. Early researchers r=PEKJ=HEVA@ QOEJC LDKPKCN=LDOè DKSARANè >A?=QOA óEP EO =O EB PDA 

1DKPKCN=LD =HS=UO ?=NNEAO EPO NABANAJP SEPD EPô Ą#=NPDAOè =O ?EPA@ EJ 3KOAè ÈÆÆÆè Lë ËËËą, i.e., 

the photograph contains the Real World subject of the photograph. But photographs also 

contain evidence of the person behind the lens in the frame of the shot, the subject, the 

setting, the lighting, and the perspective. Sontag @AO?NE>AO = LDKPKCN=LD =O PDA óNAOQHP KB =J 

AJ?KQJPAN >APSAAJ =J ARAJP =J@ = LDKPKCN=LDANô (Sontag 1977, 11) giving perhaps a bit 

more weight to the scene being photographed. But the specifics of the photographer, the 

ARAJPè KN PDA AJ?KQJPAN JAA@ IKNA ATLHE?EP @AO?NELPEKJ @QA PK PDA REASANòO @EOP=J?A >APSAAJ 

art and truth I previously described. The subject of the photograph, the setting, and the 

framing of the photograph can reveal generalities of how photographers view themselves 

and the world around them. Do they photograph trees, mountains, people, or buildings? Do 

they prefer urban or wild settings? Specific weather or times of day? Answers to these 

questions might reveal general aesthetic preferences or moods. Close-up photography 

might point to a desire for intimacy and an egocentric perspective; wide vistas suggest 

distance from a more allocentric view. To go beyond the general statement one can make 

from subject, framing, and perspective, however, necessitates context. Hayes (2002) 

describes several instances where student photographs have suggested underlying 

psychological or physical conditions, but exactly what condition needed further disclosure. 
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We the viewer, or researcher, need to know what elements of a photograph matter and why 

if we want more specific answers: details of landscape or the overall atmosphere might be 

PDA EJOLEN=PEKJ BKN PDA ?HE?G KB = ODQPPANë #=NPDAOò punctum is in there somewhere, but what is 

it and what does it mean?  

 

Photography Performs Identity  

 

5DA EI=CA IQOP ATEOP EJ PDA IEJ@òO AUA BKN = CKK@ LDKPKCN=LD (Sontag 1977, 117).  

 

ó'KN PDA ?QHPQN=H CAKCN=LDANè PDA LANBKNI=PERA PQNJ D=O AJ=>HA@ = IKNA @UJ=IE? 

QJ@ANOP=J@EJC KB H=J@O?=LA =O >KPD PATP =J@ AI>K@EA@ OL=?A =J@ OEPAô (Sanders 2011, 297), 

meaning we understand places when we understand how people move through and inhabit 

them. For de Certeau, walking is like speech and language (1984). Where people go, what 

they choose to look at, what paths they take, and what boundaries they transgress indicate 

OKIAPDEJC KB = LANOKJòO E@AJPEPUë 8DEHA DA NABANO PK S=HGEJC EJ PDA ?EPUè S=HGEJC =JUSDANA 

can bring to mind local, individual myths created PDNKQCD = LANOKJòO J=IEJC =J@ CEREJC 

meaning to secret corners of the landscape (Rabkin 1979). Referring to a bend in a woodland 

path as Lothlórien or a tall skyscraper as Barad-dûr are tactics people use to make places 

PDAEN KSJë ó5DA IAIKN=>HA EO PD=P SDE?D ?=J >A @NA=IA@ =>KQP = LH=?Aô (Certeau, 109). We 

?=J NA=@ @A $ANPA=QòO ñ@NA=IA@ò =O ñEI=CEJA@ò and apply it to the process of recalling specific 

aspects of Real World and Other World places because they are meaningful to us. Memories 

lead to activities like photography and story-telling (Baddeley 1992), suggesting a 

performance of identity, either for oneself or, as in social media, for oneself and the benefit 

of others (see Figure 6). 

A photograph is an event (Barthes n.d., 4-5). It is also a record of an event: something 

that sparked a connection for the photographer and an urge to take a picture, capturing the 

genuineness or uniqueness of a subject that we recognize instinctively and instantaneously 

(Sontag 1977, 69, 77). Barthes further suggests we can read the myths in the photograph 

(n.d., 25)è QJ@ANOP=J@EJC ñPDA IEJ@òO AUAò KB PDA LDKPKCN=LDAN SDK PKKG PD=P LE?PQNAë 

Ordinary objects change meaning depending on content, aesthetics, as in the text of Figure 

6, and context (Manovich 2018, 39). Landscape photographs may be doubly contested, since 
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PDAU I=U =LLA=N ñIKNA NA=Hò >QP ?=J >A =HPANA@ =J@ PDA BN=IEJC =J@ LANOLA?PERA =JCHA@ EJ 

such a way as to eliminate unwanted elements. In these ways, photographs may be fiction 

to a viewer but communicate truth to the photographer. They are simultaneously mediated 

and mimetic, the meaning of which may be found in the content of the image, in the 

difference between what the photograph is of and what it is about, or in an act of 

communication (Schwartz 2011). 

 

 

Figure 6: Examples of Flickr photopages. 

Two images and accompanying text from a search of 'Lothlorien' on social media site Flickr (Image 

partial sources in screencaps). 

 

Reading a photograph necessitates understanding how the photograph is used 

(Sontag 1977), while Gorin and Godard claim photographs talk through the text that 

accompany them (108). The presence of titles, descriptions, and conversations certainly help 

us understand what the photographs are for their users (Certeau 1984), as in Figure 6, but 

the meanings we infer may still be relative and discipline-dependent. A photograph can be 



65 

 

indicative (A = A), imperative (A ought to be A), or optative (let A be A), but ultimately 

meaning is determined by how it is distributed (Flusser 1984, 38-40). Social media sites like 

Flickr (http://www.flickr.com) or Instagram (https://www.instagram.com/) present publicly 

available photographs and accompanying text, which offers opportunities for the poster to 

combine visual and textual document analysis in the same record: in effect, the poster 

reveals EJOECDPO PD=P CQE@A = REASANòO EJPANLNAP=PEKJë  

 

Social Media Photographs  Communicate the Performance  

For this study we not only have the photographer-provided context, but time and 

place metadata for the photograph and a wealth of research on why people post 

photographs to social media sites. Taking a photograph is an experience itself and a record 

of an experience (Stawarska 2005), but photographs need context for someone else to 

understand why the photograph was taken. Photographs posted to social media sites offer 

such context. Metadata, in this case information about the photograph, can be posted to 

social media sites in conjunction with the photograph. This metadata can be camera-

specific, geospatial, chronological, or explanatory in the form of titles, descriptions, and 

keyword tags. With the help of this descriptive metadata, a photograph can be a reasonable 

indication of the LDKPKCN=LDANòO REAS KB PDAIOAHRAO =J@ PDA SKNH@ >A?=QOA PDA ?KJPATP KB 

the photograph is explicit. In particular, the textual elements, title, descriptions, and 

keyword tags, allow the photographers to further define their place-identity experiences, 

confirming their personal context in which the picture was taken. For example, a study of 

tourist photographs on Google maps indicates people recall affective memories in relation 

to these images (P. Robinson 2014). If the subject of a photograph is a Primary World 

landscape, and the descriptive metadata provided by the photographer suggests a 

Secondary World, this could be compelling evidence of the Middle-earth-on-Earth 

phenomenon. 

In the past photographs would need to have been printed and stored in albums to 

be reviewed (and relived) later, or to be shown to friends and family as proof of exciting 

adventures. Now, digital photographs can be immediately uploaded to social media sites 

like Flickr or Instagram: both, effectively, global photo albums. By distributing photographs 

in this way, people are not only sharing these records of their experiences, but they are also 
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sharing something of themselves, both through the photographs and through the nature of 

social media (Lo and McKercher 2015, Holm 2008, Richter and Schadler 2009, Manovich 

2018). Sharing can be done publicly, where anyone online can see the photograph and the 

corresponding metadata, or they can be restricted by username and passwords. With 

publicly available records, descriptive text and keywords allow viewers to search for place-

identity terms that might be familiar to their own experiences, thus connecting themselves 

to like-IEJ@A@ LAKLHAë )ANAè 4KJP=CòO NA?KCJEPEKJ KB PDA SE@AN IEHEAQ EJ SDE?D 

photographers operate is important: photographers who post photographs of Middle-

earth-on-Earth to social media sites are performing their identity, but also seeking 

NAOLKJOAO BNKI =J =Q@EAJ?Aë 6OEJC 'HE?GNòO 8KNH@ .=L ĄDPPLêûûSSSëBHE?GNë?KIûI=Lą 

function, I found myself scrolling through hundreds of photographs of Middle-earth, all 

located in the Real World. I never had to guess what Middle-earth place an image depicted, 

because the titles or tags told me. What I did not immediately know was why the 

photographer thought this forest was Lothlórien and not Fangorn, or why one building 

suggests Mordor, while other photographers saw Mordor in a sunset.  

Photographs posted to social media sites such as Instagram (Smith 2018) and Flickr 

perform various functions. Some photographs are effectively digital photo albums, allowing 

the photographer to store and display records of daily experiences or trips abroad. Storing 

the photographs privately (i.e., password-protected, not accessible to the general public) 

potentially facilitates personal reflection, while making the photograph collections public 

(i.e., viewable by anyone online) is akin to inviting everyone over to see the slide show of 

your latest vacation. Making photographs accessible to anyone online also denotes a certain 

@ACNAA KB LANBKNI=PEREPUê =?PEJC KQP KJAòO E@AJPEPUè KBPAJ BKN R=HE@=PEKJ KN ?KJBENI=PEKJè =J@ 

association with like-minded people. 

Photographers who post their photographs online curate the content and context of 

the photographs through the inclusion of geospatial coordinates; time and date; title, tags, 

and descriptions; inclusion into albums, groups, and streams; and even the type of camera 

and settings used to take the picture. What the photographer emphasizes, either in the 

photograph or in the contextualizing information, tells us what is important to the 

photographer and what a viewer might associate with the place being photographed. In this 

way, public photographic collections could be compared to modern travel-writing, with the 
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photographer influencing how others view places around the world and encouraging viewer 

expectations of these places. 

*J PDEO RAEJ 4IEPD HEGAJO *JOP=CN=I PK óì= GEJ@ KB OP=CA SDE?D PKQNEOPO REOQ=HHU J=NN=PA 

PDAEN PN=RAH ATLANEAJ?AOô (Smith 2018, 175); and in ways that propagate colonial tropes 

regarding tourist and host. Smith further notes that tourists use social media to foster 

ATLA?P=PEKJO KB LH=?AOè SDE?D PDAU NALHE?=PA QLKJ AJPANEJC O=E@ LH=?Aê ó5KQNEOPO HA=RA DKIA 

in pursuit of the experiences they have witnessed on social media, which they will secure for 

PDAIOAHRAO >U LANBKNIEJC OEIEH=N KNEAJP=PEKJO =J@ =?PEKJO KJ?A =P PDA @AOPEJ=PEKJô (2018, 

175). For some photographers who post records of the Middle-earth-on-Earth experience, 

then, it may be that theyĂconsciously or notĂseek to market their version of Middle-earth 

to others. 

Sontag may have critiqued how the pressures of the art world may supress the 

professional photographer, but social media may be altering this landscape as well. Photo-

sharing websites like Flickr can be seen as kiosks advertising the skills of professional 

photographers and serious hobbyists alike. These websites in turn reach wider audiences 

with varying artistic tastes; catering to the art critic or the gallery is no longer explicitly 

required. Furthermore, as photographs proliferate on social media sites as records of 

experiences, they increasingly act to perform identity and place, not to ignore them (Holm 

2008, Richter and Schadler 2009). And while the connections between photography and 

experience are still a topic of much research, one area that has already received much 

attention is tourist photography. If social media is about sharing ourselves and our 

experiences with an online audience, then when we post photographs of places to social 

media, we are, as Smith (2018) notes, effectively sharing our travel photos. Therefore, 

understanding tourist photography may give us some insight into photographs of a Middle-

earth-on-Earth experience. 

 

Tourist Photographs  Capture Evidence of ñPlace-IUPDOò  

If a tourist photo is a record of where we have been, then a photograph of a Middle-

earth-on-Earth experience documents our travels in both the Real World and a Fantastical 

Other World. Tourist photography is well understood as an action as much about proof of 

the experience as it is about preserving memories (Crawshaw and Urry 1997, Crang 1997, 
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Noy 2014, Stylianou-Lambert 2012). Even if the tourist is not in the photograph (very often 

they are the photographer), possession of the image is evidence and reminder of the 

AI>K@EA@ ATLANEAJ?Aè AOLA?E=HHU EB EP S=O @AAIA@ ñ=QPDAJPE?ò (MacCannell 1973). As in other 

situations, what is photographable is culturally determined: the content (Barthes [1957] 1972, 

Noy 2014), how the content should be photographed (Stylianou-Lambert 2012, 1819) and 

how the photographs should be displayed (Manovich 2018)ë -EGA $KKLAN .=N?QOò SKNG KJ 

childhood secret places (1992), tourist locations allow people to enact different aspects of 

their personalities or try different roles. They may be attracted to certain localities that have 

@ARAHKLA@ ñLH=?A-IUPDOòè OKIAPEIAO >=OA@ KJ DEOPKNE?=H KN ?QHPQN=H IUPDOè =J@ PD=P =LLA=H 

to certain personas (Stylianou-Lambert 2012)ë 0JA AT=ILHA KB = ñLH=?A-IUPDò CNAS BNKI 

EJ?NA=OA@ PKQNEOI PK /AS ;A=H=J@ =BPAN PDA NAHA=OA KB 1APAN +=?GOKJòO The Lord of the Rings 

?EJAI=PE? PNEHKCUê B=JO @AOENA@ PK OAA BEHIEJC HK?=PEKJO =J@ PK >A ñEJ .E@@HA-A=NPDò 

(Thompson 2007). Photographs of New Zealand filming locations would certainly fix the 

LNKBEHIE? ARAJP EJ OLA?P=PKNOò IEJ@Oè >QP @K PDAU BET PDA B=JP=OPE?=H 4A?KJ@=NU 8KNH@ KB 

+=?GOKJòOè 5KHGEAJòOè KN PDA PKQNEOP-B=JòO .E@@HA-earth? 

Authenticity12 is an interesting dimension discussed frequently in tourism and tourist 

photography studies. I previously noted that not all Tolkien fans see New Zealand as 

Middle-earthĂit could be said that, to them, New Zealand is not authentically Middle-earth. 

4Kè SD=P 1NEI=NU 8KNH@ LH=?Aè EB =JUè SKQH@ >Aç *P I=U >A QOABQHè DANAè PK >NEJC EJ "QC¤òO 

concept of non-places (1995[1992], Bogost 2020)è =J@ #=Q@NEHH=N@òO hyperreality and 

simulacrum (Macionis 2004), as explanations for why people might seek out their personal 

Middle-earth experience. If we are truly creating a world of indistinguishable places that 

hold little or no meaning, then finding those poignant, personal places is necessary for our 

memory formation and well-being. To the ardent fantasy fan, highly personal places might 

be those where the Primary and Secondary Worlds more readily come together. If tourist 

locations feel inauthentic as simulacra, copies without originals, then where are we to find 

places where our fantasy selves can authentically inhabit the Real World, if not in the 

mundane places of our lives? It is just as likely, however, that the opposite is true. Perhaps 

 
12 ñ"QPDAJPE?EPUò is a term with many nuances of meaning. Here, I use it as an umbrella term to refer to 

an EJ@ERE@Q=HòO understanding of whether a given place corresponds to the Fantastical place in their 

imagination. In effect, authenticity in this case is in the eye of the beholder. 
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some tourists do not find Middle-earth in New Zealand but do find it vacationing in Paris or 

Yosemite National Park. On the one hand, the mundane places we continually inhabit are 

familiar, personal, and have potential to resonate as authentic. On the other hand, places 

away from home give us license to be someone other than our usual, mundane selvesĂto 

>A KQN ñB=JP=OPE?=H OAHRAOòë &T=IEJEJC PDA LDKPKCN=LDE? OQ>FA?POè OAPPEJCOè =J@ IAP=@=P= KB 

social media records of the Middle-earth-on-Earth experience, therefore, has the potential 

to give us a sense of where and in what context people more often see a Fantasy World and 

the Real World meet. 

Another overarching pattern seenĂor in fact not seenĂin tourist photographs is the 

presence of people (Stylianou-Lambert 2012). If at all possible, most tourists photographing 

an iconic landscape will attempt to exclude people from their photographs, unless of course 

a bustling street scene is the intended subject. There may be many reasons for this practice: 

the desire to limit ñREOQ=H ?HQPPANòè PDA NA=OKJ EJ B=?P BKN IA P=GEJC PDEO L=NPE?QH=N LDKPKCN=LD 

of Stonehenge in 2018 (see Figure 7), or the appearance of having an iconic tourist 

@AOPEJ=PEKJ ñ=HH PK KJAOAHBòë #QP PDANA EO =JKPDAN LKOOE>HA ATLH=J=PEKJ PD=P BEPO SAHH SEPD PDA 

idea of glimpsing Secondary, Fantastical Worlds in amongst the Real. Since tourist locations 

allow people to enact different aspects of their personalities or try different roles in the 

AIANCEJC ñLH=?A-IUPDò >=OA@ KJ DEOPKNE?=H KN ?QHPQN=H OPKNEAO KPDAN LAKLHAĂespecially other 

touristsĂmight interrupt the magic of the place-myth moment. It would be difficult, say, to 

imagine Aphrodite emerging from the waves with a throng of people with cameras milling 

about (Stylianou-Lambert 2012). So, for photographs meant to depict something mythic, 

fantastic, or otherwise otherworldly, the presence of people may in fact be a detriment. 

Perhaps people experiencing a Middle-earth-on-Earth moment do so more easily with 

fewer people present to interruptĂor to witnessĂthe experience. In photographs, then, 

fewer people mean higher likelihood of wanting to express a unique and personal place of 

mine.  
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Figure 7: Stonehenge.   

Photograph by Jennifer M. Grek Martin, 2018. After numerous photographs of this iconic monument, I 

finally got one with (almost) no people. 

 

Tourist photography lends several key ideas to my emerging methodology: the idea 

KB PDA ñLH=?A-IUPDò PD=P I=U ATLH=EJ SDU OKIA LAKLHA ?=LPQNA PDA .E@@HA-earth-on-Earth 

experience while away from home, the authenticity piece that might suggest why people 

would find this experience in more mundane, personal locales, and the presence (or 

absence) of people in the frame. This information can be found in the photograph itself, or 

in the metadata supplied by the photographer when the photograph was posted online. So, 

if tourists do not, or try not, to take photographs of people (especially other tourists), and 

they are taking photographs to document their travels and their identities, then they must 

be photographing places. 

 

Landscape Photographs  Bridge the Visible and the Invisible 

Landscapes harbour puncta, those essential physical and aesthetic qualities that 

trigger Real World-Other World associations in our minds. If we have a camera handy, 

photographs can fix that moment. Reviewing the photograph allows us to reflect on the 
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associations that came to mind in that place and time, hardwiring those cognitions to the 

photograph and the place in the photograph, bringing us closer to both. We can then 

AJREOEKJ PDA H=J@O?=LA =O QJ?D=JCA@ =J@ QJ?D=JCEJCê óPDA L=OP EO NA>KNJ EJ PDA IEJ@òO AUAô 

(Lowenthal 2011, 221), and the photograph becomes a screen: mediating and representing 

the world as we understand it (Flusser 1984, 7).  

Most of the previous research on photography centres on family photos or tourist 

photography, while studies of landscape photography often focus on a single 

photographer-artist. A few, such as Lund (2023), combine the tourist and the landscape 

elements of photography, which seems most applicable to my research and the idea of a 

Worlds Traveller or Middle-earth-on-Earth experience. Lund contends that previous 

research mistakenly rests solely on what we see (Crawshaw and Urry 1997), but that the act 

of taking a photograph is an embodied experience using all five senses. Lund suggests that 

LDKPKCN=LDEJC PDA óIKNA-than-DQI=Jô AJRENKJIAJP EO = LNK?AOO KB KNC=JEVEJC =J@ I=GEJC 

sense of the Real World in a way that allows story-telling (2023, 147); a statement that seems 

to reflect the role of fantasy stories in Real World-Other World correspondences. This idea 

?=HHO PK IEJ@ .òOEP /KòGI=Mè SDANAEJ PDA LDKPKCN=LD ?=LPQNAO ó=HH PDA NAH=PEKJOô (M'sit 

No'kmaq, et al. 2021). Elizabeth Edwards 1997 work on photography and anthropology is 

worth noting here as well, as quoted in (Lund 2023, 147):  

 

1DKPKCN=LDU ?=J ?KIIQJE?=PA =>KQP ?QHPQNAè LAKLHAòO HERAOè ATLANEAJ?AO =J@ >AHEABOè 

not at the level of surface description but as a visual metaphor which bridges that 

space between the visible and invisible, which communicates not through the realist 

paradigm but through lyrical expressiveness. 

 

What Edwards is saying, then, is that photography communicates not just the Real World in 

BNKJP KB PDA HAJOè >QP PDA LDKPKCN=LDANòO QJ@ANOP=J@EJC KB PDA 3A=H 8KNH@ë *B PD=P 

understanding includes the aesthetics and mythic roles of an imagined or Fantastical Other 

World, then that correspondence between Real and Other is captured as well. For the 

tourist landscape photographer, taking a photograph captures a fully embodied experience 

that makes narrative sense. In doing so, the photographer has formed a kind of place 
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attachment with the photographed landscape through this embodied storytelling, with 

óHUNE?=H ATLNAOOERAJAOOô PD=P I=U EJ?HQ@A IUPDE? NKHAO BNKI '=JP=OPE?=H 0PDAN 8KNH@O. 

 Several studies in place attachment (Scannell and Gifford 2017), spatial cognition 

(Meneghetti, et al. 2017, Zeidman and Maguire 2016, Wells and Baldwin 2012, Joye and 

Dewitte 2016), memory recall (Talarico, LaBar and Rubin 2004), landscape aesthetics (Ohta 

2001, Pheasant and Watts 2015, A. Purcell, et al. 1994, Pheasant, Fisher, et al. 2010), and place 

and identity (Gustafson 2001) refer to characteristics or preferenda that relate to how a 

person might form associations between a Real World landscape and a Fantastical World 

place. To understand the scope of factors present in these studies, I assembled preliminary 

tables of landscape dimensions and preferenda to be used as evaluative criteria for the 

photographs and their textual and geospatial context: they appear in Appendix A. I 

eventually used a curated set of these preferenda for coding and classifying photographs of 

landscapes posted to Flickr with references to Middle-earth toponyms in the Title, 

Description, or Keyword Tags.  

As mentioned in the previous chapter, several studies in environmental psychology 

use photographs to measure participant responses instead of placing the participants in 

multiple landscapes (Ohta 2001, Pheasant and Watts 2015, Pheasant, Fisher, et al. 2010, 

Purcell and Lamb 1998). One might go so far as to say that these studies are researching our 

reactions to photographs of landscapes instead of reactions to landscape. I have repeated 

the list of preferenda, or specific aesthetic properties, from the previous chapter as they will 

guide the photographic analysis: 

Á moderately to highly complex environments, with gestalt and focal point,  

Á even, smooth ground surface that promotes sense of movement and depth 

perception, 

Á depth of vision, 

Á deflected vistas that promote curiosity, 

Á presence of water, and 

Á no obvious threats (including darkness, the inability to see clearly).  

To this list, I eventually added the following dimensions: 

Á presence of people 

Á weather 
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Á perspective (egocentric or allocentric) 

Á use of black and white photography (b/w) or Photoshop effects. 

This list conveys categories of photographic information that focus my analysis. Since many 

of these preferenda inspire positive reactions for ERRĂfor example, we tend to prefer 

complex environments as opposed to undifferentiated (i.e., ñ>KNEJCòą KJAOĂwe might see 

IKNA ?KILHAT AJRENKJIAJPO EJ @=P=OAPO PD=P >AHKJC PK ñ(KK@ò .E@@HA-earth places and 

BASAN EJ PDA ñ&REHò .E@@HA-earth places. In addition to complex environments, which offer 

multiple points of interest to be investigated, deflected vistas encourage mystery and 

exploration. For example, a deflected vista might be a path curving around a hillside and out 

of sight, as seen earlier in Figure 2. The path connotes a certain amount of safety associated 

with human activity, but we cannot see around the bend, which sparks our curiosity. I do 

not expect to see truly dangerous threats in the photographs for my study, e.g., wild animals 

attacking, but I could imagine collecting some photographs taken at night, which might be 

associated with certain Middle-earth places. When faced with a natural landscape that 

promoted ERR, we want enough information to know we are safe, but not so much 

information that there is nothing left to explore.  

I added to the list of preferenda in Chapter II, drawing on elements from tourism 

studies (presence of people), embodied characteristics (weather), and photographic 

techniques (perspective =J@ QOA KB >ûSąë (ERAJ DKS PDA LNAOAJ?A KB LAKLHA ñNQEJO PDA I=CE?ò 

of tourist photos, it seems likely that places associated with a Fantastical Other World will 

also have fewer people in the frame of the shot. Looking ahead a bit, I noticed as I examined 

the records during the cleaning phases that many photographs included large portions of 

the sky, which provides me with information regarding the weather the photographer 

experienced at the time. I will be curious to know whether the photographers comment on 

the conditions they experienced at the time they took the picture and whether I can see any 

connections between these comments and the associations between the Real World and 

Middle-earth. Finally, the perspective of the shot, either egocentric (close to the subject of 

the photograph, intimate) or allocentric (far away from the subject; an overview of a 

H=J@O?=LA KN ñI=L REASòąè and the use of photographic techniques such as black and white 

(b/w) photography may give further insight into why this Real World landscape stands in for 

= '=JP=OPE?=H KJA BKN = CERAJ LDKPKCN=LDANë 8A IECDP S=JP PK >A ñEJò = certain kind of  
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landscape and distance ourselves from other landscapes. Black and white photography 

either removes or does not record RGB (Red, Green, Blue) information and, since colour 

KBPAJ @AJKPAO ñHEBAòè >H=?G =J@ SDEPA LDKPKCN=LDU IECDP >A QOA@ more frequently to 

represent some Middle-earth places and not others. 

 

In summary, photographs of the Middle-earth-on-Earth experience are souvenirs of 

our travel between the Real World and Fantastical Other Worlds. These souvenirs are 

NA?KN@O KB = BQHHU AI>K@EA@ ATLANEAJ?A PD=P EJRKHRAO I=GEJC OAJOA KB PDA J=PQN=Hè KN ñIKNA-

than-DQI=Jòè AJRENKJIAJP PDNKQCD J=NN=PERA IA=JOë 5DA LDKPKCN=LD ?KJP=EJO 3A=H 8KNH@ 

physical and aesthetic qualities that attract our attention, and which are based on our 

previous experiences with Real World and Other World environments. We can therefore 

create stories involving the Real World landscape through similar physical and aesthetic 

qualities (preferenda) of Other World environments, potentially transferring the mythic roles 

of Other World places onto the Real World. 

One characteristic of fantasy stories is that they allow us to escape the Real World 

and potentially recover and be renewed through the ontological rupture and mythic roles of 

Other World places. Escape, recovery, and renewal can be found in certain natural 

environments that conform to established preferenda such as deflected vistas and presence 

of water or vegetation. One way to understand why a particular landscape evokes an Other 

World place would be to see which places are places of rest and recoveryĂdo photographs 

of Lothlórien and Rivendell contain the same landscape preferenda as the photographs of 

3A=H 8KNH@ LH=?AO BKQJ@ EJ 6HNE?DòO KN )=NPEC =J@ &R=JOò OPQ@EAOç *P SKQH@ >A QOABQHè PKKè PK 

see how often these preferenda I=P?D QL SEPD PDA LDKPKCN=LDANòO @AO?NELPEKJ KB PDA 

landscape in the rest of the social media record. Are the landscapes that people prefer in the 

Real World the same kinds of landscapes that they imagine for their Fantastical WorldĂor 

are there key differences? Before these questions can be answered, however, it is necessary 

to understand how we construct meaning through mythic roles presented to us in literature 

and film and how we subsequently bestow meaning onto places in the Real World. 

Recognizing Mythic Roles in Literature and Film 

We respond to places EJ ó=QPKI=PE? =J@ OQ>?KJO?EKQO S=UOô (Tuan 1979, 100) 

through cues gathered from Real and Other Worlds. Put perhaps a bit more scientifically: 
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ó8DAJ = OP=>HA L=PPANJ KB =?PER=PEKJ AI=J=PEJC BNKI &4, ĆARAJP-specific knowledge] 

becomes established and linked to working memory goals, a rememberer experiences 

OLKJP=JAKQO =J@ QJATLA?PA@ NA?=HH KB = IAIKNUë ìEJ NAOLKJOA PK OLA?EBE? ?QAO KB SDE?D PDA 

reIAI>ANAN EO H=PAN =S=NAô (Conway and Pleydell-Pearce 2000, 275). The memory can be of 

embodied past experiences or imagined mental visualizations of places created through 

literature or film. In reading (Certeau 1984, Gosetti-Ferencei 2014) and in film viewing 

(MacCabe 2003, Green, et al. 2008) the audience creates a realityĂ.APVòO JKJ-real real 

([1977] 1982, 140)Ăby building cues: imagining places from their memories and assigning 

meaning to places, characters, and events in the narrative. The ways we interact with the 

Real World, then, are informed by our personal narratives and cognitive models, even those 

moments that feel improvised and instantaneous (Barclay 1995, 95) and regardless of 

whether those cues originate in Primary (Real) World or Secondary (Other) World 

experiences.  

With experiences emanating from literary or filmic Secondary Worlds, physical and 

=AOPDAPE? ?QAO NAH=PA PK IUPDE? NKHAOè KBPAJ SEPD PDA DAHL KB ?D=N=?PANOò =BBA?PERA NAOLKJOAOë 

Compare 'NK@KòO reactions to Barad-dûr and Lothlórien, below:  

 

Then at last his gaze was held: wall upon wall, battlement upon battlement, black, 

immeasurably strong, mountain of iron, gate of steel, tower of adamant, he saw it: 

Barad-dûr, Fortress of Sauron. All hope left him. (The Fellowship of the Ring, Book 

5SKè $D=LPAN 9 ó5DA #NA=GEJC KB PDA 'AHHKSODELôą 

 

The others cast themselves down upon the fragrant grass, but Frodo stood awhile still 

lost in wonder. It seemed to him that he had stepped through a high window that 

looked on a vanished world. A light was upon it for which his language has no name. 

All that he saw was shapely, but the shapes seemed at once clear cut, as if they had 

been first conceived and drawn at the uncovering of his eyes and ancient as if they 

had endured for ever. He saw no colour but those he knew, gold and white and blue 

and green, but they were fresh and poignant, as if he had at that moment first 

perceived them and made for them names new and wonderful. In winter here no 
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heart could mourn for summer or for spring. (The Fellowship of the Ring, Book Two, 

$D=LPAN 7* ó-KPDH®NEAJôą 

 

'NK@KòO NA=?PEKJO DAHL PDA NA=@AN EJPANLNAP PDA IUPDE? NKHAO KB PDAOA PSK LH=?AOê #=N=@-dûr 

is to be feared, Lothlórien is a place of wonder and renewal. The physical objects, colours, 

and quality of light both describe these places so that the reader can visualize them, but 

PDAU =HOK OECJEBU PDA IUPDE? NKHAO KB PDAOA LH=?AOë 5DA J=IAO ñBarad-dûNò =J@ ñ-KPDHóNEAJò 

become shorthand for the mythic roles they play in the story. But before the reader 

encounters these places, genre IAP=LDKNE?=HHU ñLNEIAO PDA LQILòè CQE@EJC the creation of 

meaning of Other World places >U I=J=CEJC PDA NA=@ANòO ATLA?P=PEKJO. 

 

Genre Frames the Creation and Interpretation of Mythic Roles 

The genre of a work of literature or film primes our expectations and guides our 

understandings of the signs presented to us in the story. As mentioned in the previous 

chapter, if we know a work is science fiction, we expect technology and futuristic 

environments (even other planets) to be the physical and aesthetic characteristics that 

govern the mythic roles of the work. For example, technology may bring about solutions to 

a problem, but may incur unexpected and disastrous outcomes, while civilizations on other 

planets invite us to witness different ways of interacting in a society or with the 

environment. As fantasy tends to be past-looking and usually pre-Industrial, we expect to 

OAA I=CE? EJ PDA J=NN=PERA IET =J@ J=PQN=H OAPPEJCO NALNAOAJP=PERA KB ñ(KK@òè SDEHA DEJPO KB 

industry and mechanization are typically seen as corruption and foretelling of a wayward 

doom. 5DEO E@A= ?KIAO PDNKQCD EJ I=JU SKNGO KJ 5KHGEAJè >QP * BKQJ@ $QNNUòO (2004, 20) link 

between fantasy and a kind of rural nostalgia poignant in terms of mythic roles and the 

BAAHEJC KB AO?=LAè NA?KRANUè =J@ NAJAS=Hê ó5DA L=OPKN=H B=JP=OU JKOP=HCE= EJRAJPA@ EO =BPAN =HH 

an image of a world in which men and women feel at home with themselves, with each 

KPDANè =J@ SEPD J=PQNAè = SKNH@ EJ SDE?D D=NIKJU NAECJOë *P EO =J E@A=Hëô In my study, the 

?KJ@EPEKJ KB PDA J=PQN=H SKNH@ =J@ DKS EP EO PNA=PA@ =NA >=NKIAPANO KB ñ(KK@ò =J@ ñ&REHò =J@ 

repetition of those conditions in the photographs posted to Flickr may indicate whether the 

IUPDE? NKHAO KB 5KHGEAJòO OPKNEAO D=RA >AAJ EJPANJ=HEVA@ >U PDA LDKPKCN=LDANOë Physical and 
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aesthetic qualities of story settings are not value-neutral, they give us much needed clues to 

the OAPPEJCOò mythic roles and genre guides our interpretations of those clues.  

 Setting itself can be iconographical, a visual shorthand for meaning (Grant 2007, 12-

4) and certain settings often appear in particular literary and filmic genres. Fantasy often 

takes place in natural environments in a real or imagined past, while science fiction can be 

OAP KJ = OL=?AODEL B=N EJ PDA BQPQNAë (AJNAO =NA óI=OO-mediated contempoN=NU IUPDôè 

secular stories that help people solve problems through particular ideologies (29). They can 

help explain the significance of plot, characters, events, and settings through management 

of expectations and hypothesis-building (Neale 2000), as defined by studios and critics or 

GJKSHA@CA=>HA ñ?KJOPAHH=PA@ ?KIIQJEPEAOò (Altman 1999). The messages genre sends can be 

seen as text, and every text has multiple readers. The relationship between readers 

determines what the effects of multiple, potentially conflicting views, are or will be on the 

original (Altman 1999, 214). Fans increasingly interact with the authors of a text or directors 

KB = BEHI =J@ ?=J EJBHQAJ?A PDA BEJ=H KQP?KIAë 'KN AT=ILHAè +=?GOKJòO The Lord of the Rings 

was a veritable give and take with connected fans in terms of content and marketing 

(Thompson 2007). The upshot is genres are not static: the meanings they communicate are 

shaped by their audiences, but they also provide envelopes of meaning that situate a story 

and help audiences correctly interpret the mythic roles EJPAJ@A@ >U PDA OPKNEAOò ?NA=PKNOë 

 

Aesthetics and Mythic Roles of Other World  Literary  Places 

Readers bring fiction to life through the story, the physicality of the book, the 

meaning of the text, and the entanglement of narrator, author, and other readers. We 

experience stories by getting lost in them; in fact, readers experience the story-world as if it 

were happening to them, resulting in a very personal, embodied experience (Dill-

Shackleford 2016, 37). Novels guide their readers through style choices, descriptions, genre, 

and themes (Hones 2011). As with the Primary World, events in the story happen 

somewhere in the narrative Secondary World, and these places are usually crafted to 

enhance affective and cognitive associations. In this way, narratives give meaning to 
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H=J@O?=LAOè SDE?D >A?KIA IKNA OLA?EBE?è IKNA ñNA=Hò PK QOè13 through reconstructed 

autobiographical memories guided by our working self and cognitive mental models. We 

can sometimes recognize these landscapes in the Real World, and some of us photograph 

them and post them to social media sites. Using examples taken from literary and filmic The 

Lord of the Rings, we can see how the creation of different literary places establishes 

meaning.  

Authors use many devices to install meaning through descriptions of landscapes and 

places. Burns argues tD=P 5KHGEAJ AILHKUA@ R=NEKQO ñ$AHPE?ò H=J@O?=LAOè SDANA PDA PANN=EJ EO 

even and weather is clement, to stand for Elvish places, while harsher conditions found in 

/KN@E? ?KQJPNEAO PULEBEA@ I=JU KB PDA ñEJ->APSAAJò LH=?AO in Middle-earth. (Burns 2005) 

These places broadly signified places of rest, like Lothlórien and Rivendell, or places the 

protagonists were challenged, such as Caradhras. But the nature of the landscapes was not 

the only way Tolkien signified the mythic roles of Middle-earth places. He created this 

Fantastical Other World to be internally cohesive, where language, culture, history, and land 

were deliberately interwoven. His use of Real World languages, landscapes, and myths 

brings realism and depth to Middle-earth, but also fosters connections between Middle-

earth and the Primary World. (L. Campbell 2011) As a philologist, Tolkien was well aware of 

ñ=OPANEOG NA=HEPUòê PD=P SDE?D JK HKJCAN ATEOPO >QP ?=J >A EJBANNA@ (Shippey 1982, 17), where a 

CERAJ ATLH=J=PEKJ OEILHU ñBAAHO NECDPòë 5KHGEAJòO H=J@O?=LA @AO?NELPEKJO =NA CAJAN=H >QP 

familiar, and the tableaux of peoples and places further the plot (Shippey 1982, 93). To some, 

The Lord of the Rings harmonizes ethos, mythos, and lexis (167).  

Tolkien used common themes ladled from his Cauldron of Story (On Fairy-Stories 

2001) to build Middle-A=NPDè PDAIAO PD=P P=L EJPK NA=@ANOò IAJP=H ?KCJEPERA IK@AHO >A?=QOA 

they appear in various cultural guises throughout myriad myths, legends, and stories. 

Another way of describing the Cauldron of Story might be through #=GDPEJòO (1981) 

chronotope, which suggests that some elements of stories traverse time and space, and may 

explain how modern, international readers of The Lord of the Rings can identify with cultures 

and landscapes written in another time and place. Common themes are luck and courage, 

 
13 Patrick Curry (and surely others) describe how Middle-earth is more real to them than many places 

on Earth (Curry 2004, 21) 
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particularly courage in the face of certain defeat. Other Tolkienesque themes are more 

visual: references to stars and shadows in opposition metaphorically relate to ñgoodò and 

ñevilò (Shippey 1982, 85-6). Themes of ñgoodò and ñevilò echo his experience in WWI and his 

NAOQHPEJC PQNJ PK PDA IUPDE?ê óSDAJ PDA SKNH@ ?D=JCAOè =J@ NA=HEPU =OOQIAO =J QJB=IEHE=N 

B=?Aè PDA ALE? =J@ B=JP=OPE? EI=CEJ=PEKJ I=U PDNERAô (Garth 2003, 296). *J 5KHGEAJòO SKNH@è PDA 

J=PQN=H SKNH@ EO ñCKK@ò >A?=QOA EP =HHKSO QO PK óBAAH =P DKIAô (Curry 2004, 21), and 

mechanical things that seek to overthrow or subdue Nature run counter to this harmony 

=J@ =NA PDANABKNA ñAREHòë (Dickerson and Evans 2006, L. Campbell 2011, Burns 2005, 

Denekamp 2015, McGonagill 2015, Curry 2004) Perhaps people increasingly see a rapidly 

changing world as unfamiliar and look to fantasy, with its focus on the past, for guidance 

and reassurance.  

The contrasts of ancient but familiar forms and modern sensibilities act as cues for 

common themes readers can relate to EJ 5KHGEAJòO OPKNEAO.  But, perhaps oddly for a fantasy 

story, the answers in these messages are not always unproblematic. Chance can be 

understood as both providence and free will, ñevilò is both nothing and tangible (Shippey 

1982, 107-13). Perhaps in doing so, Tolkien has made the messages in LotR and TH more 

realistic and applicable in the Real World. In crafting these common themes, Tolkien walks a 

BEJA HEJA >APSAAJ AOOAJPE=H E@A=O =J@ LNKREOEKJé DA =LLA=HO PK PDKOA SDK JAA@ ñFQOP OKò 

stories with a clear message and those who need enough flexibility to apply the story to 

PDAEN KSJ ñ=O EBò OEPQ=PEKJ (Saler 2012). This balance might result in Tolkien fans seeing 

Middle-earth in the Real World, through essential physical object correspondences or 

through aesthetic qualities such colour (hue), light and dark, age, and height. 

To create landscapes that allow for the reader to participate in the Secondary World 

building, something Tolkien strongly believed (2001), he also needed to balance the level of 

detail. His descriptions are rich enough to inspire mental imagery, but vague enough to 

allow personalization of the places described (MacLeod and Smol 2017). This balance may 

also explain how aesthetic changes that Peter Jackson made in his film adaptation could still 

strike similar chords with viewers. Seeing the aesthetics of literary Middle-earth through an 

iconographical lens (Panofsky 1972) may help bring out the mythic roles that the reader or 

spectator understands in the story. For example, green, healthy vegetation in a forest might 

OQCCAOP ñ(KK@òè SDEHA @A=@ =J@ @UEJC PNAAO ?KQH@ LKEJP PK ñ&REHò KN =P HA=OP ?KNNQLPEKJ KB PDA 
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natural world. Furthermore, the colour gold separates the forest of Lothlórien from other 

Middle-earth forests and associates it with a colour that is warm and inviting, while Tolkien 

describes the forest of Mirkwood in dark colours, which suggests decay or the inability to 

see the road ahead (darkness). Revealing these symbolic and allegorical meanings 

AI>A@@A@ EJ ñ.E@@HA-earth-on-E=NPDò LDKPKCN=LDO ?KQH@ NARA=H IKNA KN @EBBANAJP =BBA?PERA 

and cognitive connections made between the Primary and Secondary Worlds.  

In The Lord of the Rings, Tolkien writes myth as an Edwardian adventure story, 

AILD=OEVEJC = OAJOA KB >AHKJCEJCê óSA BASè SA D=LLU BASô (Lobdell 1981, 76-7). The sense of 

belonging extends to Middle-earth itself. Through familiar linguistic forms, common themes 

that read as myth, and themes and descriptions that read both as essential and provisional, 

readers are perhaps more able to see Middle-earth on Earth. They feel attached to places in 

Middle-earth in ways that call to mind our past experiences, but that also invoke a sense of 

deep historical rootedness, which may be appealing in a world that has an increasingly 

ñunfamiliar face.ò In reading works like LotR, we might experience cynefin: the wholeness of 

language, memory, and landscape, which may translate to a glimpse of Middle-earth-on-

Earth and a photographable event that communicates how we see the Two Worlds: Real 

and Other.  

 

Aesthetics and Mythic Roles of Other World  Cinematic  Landscapes 

In contrast to literature, we do not need to visualize Other World places when 

watching a film, though we can use filmic images to further imagine the Other World. 

Moreover, film can influence place attachment by pairing the meaning of the story with 

moving visual (and audio) representations of places (Knez 2014). Cinematic landscapes 

contain numerous physical and aesthetic features that we may connect with the meanings 

and mythic roles presented in a filmic moment. These features can override our previous 

imaginings or fill in gaps we have not yet imagined. As we recall an Other World place 

through a Real World trigger, our autobiographical memories set off the dreaming process 

(Metz [1977] 1982), but dreams can have gaps or vagueness that film can fill. Like mental 

representations and other narrative media, films depict an imaginary Secondary World that 

is based on reality (Metz, 132-3). Cinematic language is narrative and descriptive, 

simultaneously a route (temporal, sequential) and a map (asequential), giving spectators 
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multiple ways to access a film and make associations with past experiences and mental 

models. This characteristic is especially true now that digital objects can be divided and 

reassembled almost at will. Film critics, historians, theorists, and filmologists may determine 

meaning in a film (Metz [1974] 1991), and individuals may recognize this meaning, but they 

can also create their own meanings from a given film or scene through past experiences 

with the Other World place (say, reading a book) or by seeing correspondences in a Real 

World place.  

5DA óLNA@KIEJ=JP NKHA KB EI=CANU EJ =QPK>EKCN=LDE?=H NAIAI>ANEJCô IA=JO BEHI 

may leave a more indelible mark (Conway and Pleydell-Pearce 2000, 263). We understand 

EI=CAOê BNKI "HLANO =J@ #=T=J@=HHòO ñLE?PKNE=H EJPAHHECAJ?Aòè PK #=VEJòO B=EPD EJ PDA EI=CA 

(Bordwell 2005, 10-1). Directors convey meaning through mise-en-scène (lighting, costume, 

make-up, and performance) as well as through cinematography and editing. In cinematic 

PANIOè ñOPUHAò NABANO PK PDA PA?DJEMQAO = @ENA?PKN ?DKKOAO PK ?KJPNKH IEOA-en-scène, which 

works in several ways: denoting through description of setting and characters, motives, 

presentation of dialogue and movement; displaying affect through lighting, colours, 

performances, music, and camera movements; and connoting through symbols (Bordwell 

2005, 33-5). Landscape as setting can be directed to convey meaning through lighting, 

colours, objects (symbols) and as a result of cinematography. Again, I am reminded of the 

preferenda of natural landscapes and narrative: these cinematic ways of presenting Other 

World places will be signs interpreted by the audience through the genre of the film and the 

events of the story. Meaning comes from the fact that the images onscreen are part of the 

narrative, therefore influential landscape imagery and persuasive narratives make films 

increasingly important to the relationship between place and identity.  

Greek filmmaker Theo "JCAHKLKQHKO JKPA@ê ó* >AHEARA OKIAPDEJC OLA?E=H D=LLAJO KJ 

HK?=PEKJè EJ PDA NA=H LH=?Aì8DAJ * =I EJ PDA LH=?A * D=RA OAP PDA BEHIè =HH BERA KB IU OAJOAO =NA 

SKNGEJCô (Bordwell 2005, 144). How the landscape develops cinematic meaning depends in 

L=NP KJ DKS EP EO ODKPë 1H=?A ?=J >A ñL=NP KB PDA O?AJANUò KN CERAJ LNEI=?Uê EJ N=NA BEHIO PDA 

story and characters are defined against it (Perez 2000, 141). If we believe the spectator is 

active, processing the film through perception, affective response, and cognition 

(Thompson 1988, 10), then cues about landscape may stick, be they physical preferenda or 

=BBA?P =J@ IA=JEJCë 'EHI ó?=J I=GA @NA=IO NA=HEOPE? =J@ NA=HEPU @NA=IHEGAôè CEREJC B=JP=OU 
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SD=P 4D=GAOLA=NA ?=HHA@ = óHK?=H D=>EP=PEKJ =J@ = J=IAô (Stam 2005, 13). For some, film 

adaptations of a verbal text help create the Secondary World that might have been difficult 

to visualize in the book (Grek Martin 2011). 

 An adaptation, however, EO OKIAKJA AHOAòO REOQ=HEV=PEKJ KB = PATPè =J@è SDAJ 

?KJBNKJPA@ SEPD OKIAKJA AHOAòO B=JP=OUè SA ?=J OKIAPEIAO HKOA KQN OLA?E=H NAH=PEKJ PK PDA 

text. Words are interpreted, scenes and characters imagined, but images are stable and 

specific (Stam 2000). Images may assist visualizations of the text, but if they oppose our 

mental imagery, we may alter our imaginings, or reject the adaptation. We may even seek 

out Real World places, photographing them to fill in the visual gaps. In this sense, Peter 

Jackson may be the ultimate Secondary World photographer. He saw Middle-earth in New 

Zealand, and through providence or will was able to realize that vision in film (Thompson 

2007). But danger lurks in adaption: infidelity to such a celebrated text can be physical or 

philosophical (Leitch 2007). Leitch contends Jackson was aesthetically faithful to Tolkien, 

EJOKB=N =O /AS ;A=H=J@ S=O ?=L=>HA Ą?KIL=NA PDA @AO?NELPEKJ KB 3KD=J >AHKS PK +=?GOKJòO 

Rohan in Figure 8) but questions his fidelity of message (139). For readers and spectators, it 

I=U >A @EBBE?QHP PK EI=CEJA 5KHGEAJòO 3KD=J EJ PDA B=?A KB +=?GOKJòOè CERAJ PDA NKHA EI=CANU 

plays in memory and imagination. 

 

At the bottom they came with a strange suddenness on the grass of Rohan. It 

swelled like a green sea up to the very foot of the Emyn Muil. The falling stream 

vanished into a deep growth of cresses and water-plants, and they could hear it 

tinkling away in green tunnels, down long gentle slopes towards the fens of 

Entwash Vale far away. (Tolkien, LotR 1987 [1966], "The Riders of Rohan", III, 2)  
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Figure 8: Legolas scans the plains of Jackson's Rohan.  

Ida Valley, NZ. (Image source: www.timewearegiven.com). 

 

Given that there are differences between the physical and aesthetic descriptions of Middle-

earth places from book to film, I wonder if it is possible to distinguish which media Flickr 

photographers use most often when they associate the Real World with Middle-earth. Are 

the moving pictures of film impossible to resist, or do people revert to their own imaginings 

and do mythic roles have a part to paly in that process?  

 

Bottom -up or Top-down? The Aesthetics and Mythic Roles of Other World Places 

Studies in place attachment suggest we react to preferenda in natural environments: 

complexity and depth of landscape, presence of vegetation and water, and possibility of 

exploration (Ulrich 1983). Our reactions are generally affective, with intensity and valence of 

emotional response triggering certain memories (Talarico, LaBar and Rubin 2004) and 

guiding our cognitive processes. Sensory triggers (sound, light, colour, form, and texture) 

indicate bottom-up processing of information, while cognitive triggers (meaning, metaphor) 

indicate top-down processing and affective (emotional states) might indicate a combination 

of both (Kalnova and Hamilton 2014). 8A IECDP D=RA = ñCQPò NA=?PEKJ PK OKIAPDEJCè KN SA 

might interpret physical bodily changes, like rapid heartbeat, as an indicator of a specific 

emotional state. For the fantasy fan, mythic roles of natural places may critique modern, 

post-industrial society, romanticizing nature and stigmatizing the built environment (Hartig 

and Evans 1993). Some even suggest the preferenda themselves are cognitively charged: 
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ó5DA IA=JEJC-mediated model of place attachment proposes that individuals do not 

become directly attached to the physical features of a place, but rather to the meaning that 

PDKOA BA=PQNAO NALNAOAJPô (Scannell and Gifford 2010, 5). Effectively, places comprise objects 

we perceive, which become bottom-up triggers, or imbued with signs, which become top-

down cues, for specific memories (Knez 2006, 375). The associations can be made through 

something as simple as a seeing a tree branch gleaming in the sunlight or recognizing a 

wilderness area as a place to escape and recover. Because landscapes in literature and film 

are clearly articulated with explicit context and meaning, they inspire us to build mental 

images that are clear but complex and full of cognitive and affective relations (Tuan 1979, 91-

3). 

 

Myths of Our Own Creating: Bestowing Meaning on Real World Places 

 We approach photographs =O óSEJ@KSO KJ PDA SKNH@ôê HKKGEJC =Pè PDNKQCDè =J@ SEPD 

them (Schwartz 2011). As we have seen in a previous section, photographing landscapes 

creates visual references and embodied stories through multiple ways of seeing that helps 

stabilize our memories and, subsequently, our sense of self and the world. Other Worlds 

contain places with clear and stable mythic roles buoyed by physical and aesthetic qualities 

and affective responses, which, when we associate with a Real World place allows the 

mythic roles of the Other World to transfer to the Real World. But do photography and film 

D=RA PDA =>EHEPU PK ?NA=PA óIA=JEJC =J@ AIKPEKJ KQPOE@A H=JCQ=CA EPOAHBô (Mulvey 2006, 166), 

or do images only bestow meaning because we have language (Tuan 1979, Chomsky 2016)? 

Visual images are circular, non-sequential; therefore, many are paired with text, which is 

ordered and sequential, to name or describe the people, events, and places in the 

photograph. The photograph is the visual reference to the Real World, the text confirms 

what meaning is bestowed through language, naming, and narrative. In my study, I have the 

luxury of both textual and photographic ARE@AJ?A KB PDA LDKPKCN=LDANòO OPKNU inherently 

connected through their posts to social media. The following sections explain the process of 

bestowing meaning through the media of language (text) and photography, thereby giving 

BKQJ@=PEKJO PK IU OPQ@UòO IAPDK@KHKCUè IAPDK@O KB @=P= ?KHHA?PEKJè =J@ =J=HUOEO KB NAOQHPOë 
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Naming Places Bestows Meaning 

Language is an unbounded array of expressions, governed by thought and 

hierarchically structured, that receive two interpretations: sensorimotor (the ear) and 

conceptual (internal cognitive processes) (Chomsky 2016, 4). Not everyone uses the same 

language system (Barthes [1957] 1972), and no one has the same personal language (I-

language) as another (Chomsky 1988). Simple expressions can have intricate meanings 

associated with I-H=JCQ=CAè AëCëè ñIU -KJ@KJò (Chomsky 2016, 44). Referring simply to 

ñ-KJ@KJò Ą&JCH=J@ą OQCCAOPO = IKNA CAJAN=H LH=?A ĄPDA ?=LEP=H KB PDA 6JEPA@ ,EJC@KIè BKN 

example), but, even then, the exact meaning might inhabit different corners of the cognitive 

envelope depending on the person. My London will never be the same London as your 

London because you and I are not the same people and have not had the same experiences. 

In truth, we may not be referring to the same place as I have also visited London, Ontario, in 

$=J=@=ë 8EPD ñmy -KJ@KJòè PDA IA=JEJC * =OOociate with this place emanates from my 

autobiographical memories associated with it and which may be affected by strong 

emotional or cognitive attachments. To give you or anyone else a sense of the meaning of 

ñIU -KJ@KJò SKQH@ AJP=EH @AO?NELPEKJO KB IU NAcollections (i.e., text) and possibly drawings 

or photographs; something quite similar to a post to a social media site like Flickr. 

There are several schools of thought when it comes to language, particularly for 

words and how words affect the meaning of the object or concept they symbolize. For 

Chomsky, the words themselves are abstract collections of letters and have no inherent 

association with the things they represent. Toward the opposite end of the spectrum might 

sit J. R. R. Tolkien, who was first and foremost a philologist. He believed that land, language, 

and myth are inextricably connected: that myths are associated with the land and naturally 

expressed in language (Phelpstead 2011). In this model, a living language depends on the 

legends it conveys by tradition (Garth 2003, 85), therefore Tolkien worried about language 

extinction, particularly of small, local languages and dialects that would accurately represent 

the people using them. As languages fall out of use, the world becomes a less diverse and 

EJPANAOPEJC LH=?Aê óìA=?D H=JCQ=CA LNAOAJPO = @EBBANAJP REOEKJ KB HEBAô (115). Some might 

suggest this interpretation of language can be represented by the more well-known Sapir-

Whorf Hypothesis, that the structure of words and language affect the cognitive processes 

of the user, but Tolkien is not so literal: he cared more for language as a form of cultural 
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preservation (Lobdell 1981, 5). If people lost the mythical and place-based meanings of their 

H=JCQ=CAè PDAU SKQH@ HKOA = OAJOA KB SDK PDAU =NAè = OAJPEIAJP PD=P BQAHA@ 5KHGEAJòO 

writings throughout his life (Shippey 1982, 26-8). With the advent of modern society, where 

myth seemingly fades in the light of science, fantasy stories and the places described in 

them may be a way for people craving this sensibility to reclaim mythical meanings for Real 

World places. 

Tolkien created Middle-A=NPD >=OA@ KJ PDA óB=OPAJEJC @KSJ KB H=J@O?=LA PK LKLQH=N 

?KJO?EKQOJAOO >U PDA D=>EP KB J=IEJC LH=?AOô (Shippey 1982, 23). He recognized that many 

Real World names once described place, but the meanings have since faded (77). An 

AT=ILHA EO PDA =BKNAIAJPEKJA@ ñ-KJ@KJòë "??KN@EJC PK A Dictionary of British Place Names, 

scholars still debate its origin, with the latest consensus being a blend of pre-Celtic root and 

$AHPE? OQBBETAO IA=JEJC óòLH=?A =P PDA J=REC=>HA KN QJBKN@=>HA NERANòô (Mills 2011, 305). It is not 

hard to believe that few today think of this meaning when they refer to London (though, it 

may be part of my -KJ@KJ BNKI JKS KJìąë 'KN 5KHGEAJè DKSARANè J=IEJC LH=?AO ?NA=PA@ PDA 

landscape of his Secondary World: Hobbiton was where the Hobbits lived; Mordor, with its 

OEIEH=NEPU PK PDA &JCHEOD SKN@ ñIQN@ANò =J@ EPO *J@K-European roots, was likely not a nice 

place. Geographers understand this idea as well, describing landscapes as narrative 

representations of the sociocultural events that have happened in that place over time 

(Olwig 2011). Place is not static, does not have impermeable boundaries, nor a single, unique 

identifier, but this does not mean places cannot be unique (Massey 1997) and therefore 

cannot have a meaningful name. Naming a place bestows meaning, even if the naming is 

ñQJKBBE?E=Hò =J@ PDA IA=JEJC EO KJHU PNQHU QJ@ANOPKK@ >U KJA EJ@ERE@Q=H (Rabkin 1979). In this 

sense, photographing and renaming Real World places may be attempts to establish a more 

personal meaning in the landscape, perhaps one that reinvigorates place and fantasy or 

myth. What remains to be seen is where that meaning comes from, and how is it associated 

with a particular place. 

 4LEJKV=òO PDAKNU KB H=JCQ=CA LAND=LO EJD=>EPO = IE@@HA CNKQJ@ >APSAAJ 5KHGEAJ =J@ 

Chomsky, wherein words have a current cultural meaning that we access in addition to 

personal I-languages. A soldier seeing hoofprints in the sand will read: horse, soldier on 

horseback, battle (Sticchi 2018). A farmer, courier, or noble seeing the same hoofprints will 

have different interpretations and conclusions. In this theory of language, meaning depends 
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on the context of the signs as well as the past experiences of the individual. To carry the 

London example a bit further: I have visited both London, Ontario, and London, England: if I 

am in Ontario and refer to London, I likely mean London, Ontario. Conversely, if I am in the 

UK and refer to London, I likely mean London, England. If, however, a visitor from the UK 

refers to London whilst visiting Ontario, they likely mean London, England, as London, 

Ontario is not yet in their cultural consciousness. In this sense, someone who is a Middle-

A=NPD B=J I=U A=OEHU I=GA =OOK?E=PEKJO >APSAAJ LH=?A =J@ IA=JEJC PD=P =??AOO 5KHGEAJòO 

LH=?A J=IAOë 5DAU SKQH@ OAA =J =J?EAJPè KRANCNKSJ =J@ SEH@ BKNAOP =J@ PDEJG ñ'=JCKNJòè 

SDANA=O = B=J KB "J@NVAF 4=LGKSOGEòO The Witcher OANEAO IECDP PDEJG ñ#NKGEHKJòè KNè PK OPAL 

out of the fantastical for a moment, an environmentalist might think of climate change. Past 

events experienced in the Real World or vicariously through characters in a Secondary 

World story result in personal narratives and cognitive models that guide us through each 

new context we encounter, ascribing meaning to people, places, and objects often through 

techniques found in narrative constructions: metaphors, metonyms, and myths.   

Metaphor and metonym relate respectively to the linguistic concepts of syntagma, 

the speech act, and paradigm, the language system in which the syntagm exists (Metz [1977] 

1982). For literature and film narratives, the syntagmĂwords on the page or images on the 

screenĂis explicit. The paradigm, or the ideas and meanings, is implicit (Manovich 2001, 231). 

Metonym and metaphor are referential, their meanings fully realized only after analysis. 

.APKJUI ATLHE?EPHU @EOLH=?AOê óSDAJ * =I SA=NUè * CK PK -KPDH®NEAJèô SDANA -KPDH®NEAJ OP=J@O 

in for a place of escape, recovery, and renewal. Metaphor implicitly con@AJOAOê = óOQJHEP 

>EN?D >N=J?Dô NA?=HHO PDA LNKLANPEAO KB PDA AJPENA PNAA KN KB óARANU BKNAOP EJ PDA SKNH@ô (Bazin 

2009, 199). Metaphors and metonyms work as signifiers, but especially through larger, 

universal themes. A tree described, for instance, by Tolkien, is not just a tree (Barthes [1957] 

1972, 109-10), but a simultaneous love of the natural world and a critique of industrialization.  

 Words anchor meaning but leave descriptive gaps: images are more imperative 

(Wollen 1972)ë *B *è PK NABANAJ?A 3K>EJOKJòO =J@ #=NPV 1AP?DAJEGòO AT=ILHAè O=U ĄKN SNEPAą PDA 

SKN@O óH=NCAè NA@ ?D=ENô PDAJ IU =Q@EAJ?A SEHH BKNI =J EI=CA EJ PDAEN IEJ@ KB = H=NCAè NA@ 

chair from their past experiences. However, if I, however, present a photograph of large, red 

chair, then my audience will have that chair in mind, at least at first. Text is discursive, while 

imagery (photography) is presentational. (Robinson and Bartz Petchenik 1976, 48) 
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Cognitively speaking, the executive part of our brains governs decisions, visual information, 

and language (Corkin 2013). For example, as we read The Lord of the Rings, we construct 

IAJP=H EI=CANU BNKI KQN IAIKNEAOè CQE@A@ >U KQN SKNGEJC OAHB =J@ 5KHGEAJòO SKN@O =J@ 

connotations. Language rests on linguistic objectives, values, relationships, and actions: 

ñJ=REC=PEKJòè JKP KRAN=>QJ@=J?A KB @AP=EHë 5KHGEAJ CERAO FQOP AJKugh description for us to use 

our memories KB LH=?AO PK EI=CEJA PDA H=J@O?=LA =J@ =OOECJ EP 5KHGEAJòO IA=JEJC (Lobdell 

1981, 44-7). His attempt to restore myth to England through common themes rooted in the 

local (Phelpstead 2011), to restore language, land, and memory (cynefin) (Pearson 2011), can 

>A OAAJ EJ 3KD=JòO >=JJANè =ëGë=ëè PDA 6BBEJCPKJ 8DEPA )KNOA, a prehistoric earthworks in 

Oxfordshire and part of the Berkshire Downs (see Figure 9). The similarities between 

5KHGEAJòO @AO?NELPEKJ =J@ +=?GOKJòO @ALE?PEKJ ĄOAA Figure 10) are not accidental and further 

support Middle-earth as a past age of the Real World. 5KHGEAJòO readers can do the reverse, 

however, and use Fantastical Other Worlds to give meaning to the Real World through 

mythic roles of narrative places. (Attebery 2014, Saler 2012) 

 

Suddenly the king cried to Snowmane and the horse sprang away. Behind him his 

banner blew in the wind, white horse upon a field of green, (Tolkien, LotR 1987 

[1966], "The Ride of the Rohirrim", V, 5) 
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Figure 9: The White Horse on a ñCNAAJò field.  

The year 2018 was a particularly dry year for the UK. Photograph by Jennifer M. Grek Martin, 

Uffington, England, 2018. Inset is an aerial view of the Uffington White Horse, image source: 

https://en.wikipedia.org/wiki/Uffington_White_Horse 

 

In the scene referenced in the quotation above, King Théoden effectively becomes the 

banner, calling the Rohirrim to the Battle of the Pelennor Fields and leading the charge:  

 

ì'AU DA OAAIA@è KN PDA >=PPHA-fury of his fathers ran like new fire in his veins, and he 

was borne up on Snowmane like a god of old, even as Oromë the Great in the battle 

of the Valar when the world was young. His golden shield was uncovered, and lo! it 

shone like an image of the Sun, and the grass flamed into green about the white feet 

of his steed. (Tolkien, LotR 1987 [1966], "The Ride of the Rohirrim", V, 5) 

 

The result of the battle has Théoden and Snowmane fatally wounded on the battlefield and 

the symbolism of a white horse (and rider) on a green field comes full circle. 
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Figure 10: Jackson's interpretation  of 3KD=JòO banner. 

This still is from the set of Edoras, Mount Sunday, NZ. (Image source: www.4imagination.co.uk) 

 

 "JKPDAN O?AJA BNKI PDA >KKGO DEJPO =P 5KHGEAJòO >HAJ@EJC KB H=JCQ=CAè H=J@è =J@ 

myth. In this scene, Éomer of Rohan is skeptical of the validity of myth in explaining places 

and events in the story.  

 

ó%K SA S=HG EJ HACAJ@O KN KJ PDA CNAAJ A=NPD EJ PDA @=UHECDPçô 

ó" I=J I=U @K >KPDèô O=E@ "N=CKNJë ó'KN JKP SA >QP PDKOA SDK ?KIA =BPAN SEHH 

make the legends of our time. The green earth, say you? That is a mighty matter of 

HACAJ@è PDKQCD UKQ PNA=@ EP QJ@AN PDA HECDP KB @=Uåô (Tolkien, LotR 1987 [1966], "The 

Riders of Rohan", III, 2) 

 

For Aragorn, those who know and believe the legends may do both, which is of course what 

Tolkien is asking us to do as the reader. Conceptually, this scene ATAILHEBEAO 4=HANòO ENKJE? 

imagination (Saler 2012) and Tolkien himself discusses this blend of myth and reality more 

fully in Mythopoeia described in Chapter II above (Tolkien 2001). For some of us, we can, and 

perhaps prefer, to live in the Real World and a Fantastical Other World at the same time. 

 

http://www.4imagination.co.uk/
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Photographing Places Bestows Meaning 

*J PDA OA?PEKJ ñ-=J@O?=LA LDKPKCN=LDUò * @EO?QOO DKS LDKPKCN=LDEJC = 3A=H 8KNH@ 

landscape is like a travel souvenir for someone discovering the Real World through the lens 

of a Fantastical Other World. The photograph is a way of fixing an image of the 

photKCN=LDANòO OPKNU =>KQP PDA 3A=H 8KNH@ H=J@O?=LA EJ BNKJP KB PDA HAJOë *B PD=P OPKNU 

involves references to physical or aesthetic aspects of, emotional responses to, or mythic 

roles ascribed to an Other World place, then the photographer is using an Other World 

place to bestow meaning on a Real World one. In this way, photographing a Real World 

LH=?A EO =J =?P KB >AOPKSEJC IA=JEJCè >QP A=?D LDKPKCN=LDANòO ATLANEAJ?AOè IAIKNEAOè =J@ 

imaginings are unique, therefore, so are the meanings bestowed upon these Real World 

places. 

I illustrate the importance of bestowing meaning on the Real World through 

photographs by turning to my case study. In Middle-earth, language and myth give meaning 

to the landscape, but the landscape itself reinforces belief (Shippey 1982, 164). Given the 

power meaning and social interaction have over a given landscape in the Real World, we 

may agree with Lefebvre: our imagination grounds reality (1991, 139). Photographing a Real 

World place and, as we saw above, naming it changes the relationship between person and 

place, because every time they encounter that place, they now enter a myth of their own 

creating, their own place of mine. Every time we re-read The Lord of the Rings or re-watch 

the films, and recall a Real World place, we transfer meaning to the Real World and we 

stabilize the physical and aesthetic aspects of the Secondary Other World visually and, 

perhaps more importantly, experientially. Bestowing meaning on a Real World place from a 

Fantastical Other World creates a reciprocal relationship, whether that relationship is only 

óBEPBQHHU CHEILOA@ô (Shippey 1982, 132) or is one that has been maintained throughout a 

lifetime. The Real World stabilizes the Other World and the Fantastical Other breathes life 

into an otherwise mundane or disorienting landscape.  

This reciprocal relationship begins in a Real World place, therefore we can credit the 

place, as Cresswell (2011) asserts, as making the relationship possible. Photographing the 

inspiration of this relationship documents it, stabilizing the narrative created in the moment 

(Lund 2023). The mythic roles imparted to the Real World place by these narratives need not 

echo the physicality of the Real World place. Physicality of a Real World location determines 
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the spatial practices that happen there and the institutional representations of place, but not 

necessarily the imagined Other World practices. The physicality also determines 

representational spaces: the lived places created by individuals in concert with, or in 

opposition to, widely perceived representations (Lefebvre 1991, 33). De Certeau names 

these strategies and tactics, focusing on the individual as a consumer of culture, but also as 

someone who plots their own trajectories in order to make personal the strategies 

EJOPEPQPEKJO EILKOA KJ OK?EAPUë 5=?PE?O AIANCA BNKI = LANOKJòO EJPANAOPO =J@ @AOENAOè 

informed from a sense of self, and resulting in the differential use of the products produced 

for them (Certeau 1984)ë +=?GOKJòO The Lord of the Rings presents numerous examples of 

strategy and tactics. One is his partnership with New Zealand tourism, suggesting multiple 

journeys: the journey of the Fellowship through New Zealand-as-Middle-A=NPD =J@ B=JOò 

fated journeys to New Zealand to see where the trilogy was filmed. But for those who 

tactically see Middle-earth in more mundane landscapes, whether through an unbeknownst 

quest for authenticity or through a more conscious rejection of New Zealand-as-Middle-

earth, their own woodland paths become Lothlórien, metaphorically speaking. Put another 

way, photographing an iconic landmark like the Eiffel Tower would be in keeping with the 

societal norms regarding tourist photography, but naming it Barad-dûr would be a tactic for 

turning the iconic into a personal, embodied narrative. 

 

Bestowing Meaning on Places Stabilizes Identit ies through Places of Mine 

Reciprocal relationships between the Primary World and a Secondary World, 

created through personal narratives and cognitive models guided by emotional response to 

place, stabilize identity through places of mineë #AOPKSEJC IA=JEJC PK LH=?AO óCERAĆOć 

meaning to our lives ì leads to culturally recognized coherent stories structured by known 

canonical forms because affect conveys how subjective experiences should be interpreted 

=J@ QJ@ANOPKK@ô (Barclay 1995, 95). Bestowing meaning on a Real World place is gaining 

control over space for positive sense of self-identity, manipulating that place to reflect who 

we think we are, and maintaining continuity with places in our past. Childhood places are 

psychic anchors (Cooper Marcus 1992) and it seems imagined places in favourites books and 

films can be as well (Ulrich 1983, 90). Rereading favourite childhood booksĂmany of which 

are fantastical in some senseĂmay be less out of a desire for nostalgia and more out of a 
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reconnection with some aspect of our identity that we recognized earlier in our lives and 

want to revisit and rekindle (Waller 2019). Furthermore, fascination with a Secondary World 

can allow us to escape from the Primary one, recover, and renew our perspectives, 

producing individuals who feel less conflicted, more integrated with something larger than 

themselves, and more competent and trusting (Kaplan and Frey Talbot 1983). Places of mine 

created through reciprocal relationships between Primary and Secondary Worlds can be 

memorial markers that remind us who we are and how we relate to the world.  

 

Figure 11: Diagram showing the cognitive process of RW-FW associations. 

Adaptation of Ohta's landscape recognition diagram (2001), including (QOP=BOKJòO ĄÈÆÆÇą OAHBè J=PQNAè 

and social relations and Knez's places of mine (2014). 

 

%N=SEJC KJ 0DP=òO MQ=HEP=PERA OPQ@U KB NA=?PEKJO PK H=J@O?=LAO =J@ (QOP=BOKJòO 

categories of relating Self to Landscape gives a basis for how to relate the Real World 

photographs to the Middle-earth places they are meant to depict. Figure 11 P=GAO 0DP=òO 

model and adds a comparative dimension to a Fantastical World. In this model, an 

AJ?KQJPAN SEPD = 3A=H 8KNH@ H=J@O?=LA EO OAAJ PDNKQCD (QOP=BOKJòO ?=PACKNEAO KB 4AHBè 

Nature, and Others, which determines affective or cognitive associations. The time 

dimension is variable: it may be an association made in an instant, or a well-worn path 

visited often, for long duration, or both. Time may affect the strength of the association: 
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instantaneous associations may be weak but strengthened by further affective or cognitive 

connections. Looking at the Flickr photographs and using this model of preferenda, textual 

and locative context, and iconographical analysis provides a rich picture of how stories 

contribute to the Self-Memory System, how fantasy fans see themselves and interact with 

the world, how they perform their identities and interact with others online, as well as 

insights into the nature of media reception and tourism, and the place-identity-media 

relationship generally. 

When we bestow meaning and create a place of mine, the relationship between 

person and place is altered and memories effectively strengthened and changed. 

Autobiographical memories are the application of recollections to the subjects about 

themselves: in a word, they are reconstructed. Memories can thus lead to activities like 

taking photographs and telling stories, even the use of metaphor (Barclay 1995). These 

=?PEREPEAO DAHL BET IAIKNUè =O EJ /KN=òO lieux de memoire (Lewicka 2014, 53). But multiple 

associations also change our memories upon recollection. Going back to the woodland path 

AT=ILHAê EB PDA O=IA B=J S=P?DAO 1APAN +=?GOKJòO BEHI =@=LP=PEKJè PDA EI=CAO KB ?EJAI=PE? 

Lothlórien will influence the appearance of the Real World woodland path in their memory. 

This process helps maintain continuity (Lewicka 2014) by associating the same visual 

preferenda with the same narrative meaning, fixing the concepts of our selves and place. The 

restructuring of past events is then used as a framework for future interactions (Baddeley 

1992, 20). The evidence of this reciprocal relationship between a visual, experiential Primary 

World and a meaningful Secondary World for a given person can therefore be found in the 

photographs they take that record this experience, particularly if such records are posted to 

social media sites like Flickr. However, we are not looking at photographs in an isolated, 

albeit digital, album, we are immersed in a world of new media objects (NMOs) that may 

funnel or repel our cognitive associations.   

 

Sharing Travel Souvenirs: Places of Mine Online 

This study centres on data collected from social media, a source of data for more 

research in a variety of fields, including the expansion of traditional ethnography into online 
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ñJAPJKCN=LDUò14 (Kozinets 2020). Regarding the data that informs such studies, Kozinets 

describes the videos, audio files, photographs, and text people leave behind when they post 

PK OK?E=H IA@E= =O ñKJHEJA PN=?AOò (2020, 16). There are many avenues of research using social 

media data but some, such as this study, are more focused on the content of these online 

traces than they are on the people who have made them (203). People create online traces 

through their interactions with others, media, and life events and, for the purposes of this 

study, are not reacting to prompts from a researcher. They are acting as connected or 

networked individuals (Kozinets 2020, 122-23) with complex and fluid identities 

encompassing blends of hobbies, beliefs, lifestyles, subcultures and other professional and 

personal interests (Kozinets 2020, 123). Social media, particularly websites with targeted 

audiences like Flickr, are not representative of everyone; in fact, it is even important to 

separate those who post publicly from those who restrict access to their online traces, as 

the motivations and character of their performativity would likely garner different results 

(Kozinets 2020, 204). However, the technology allows these networked individuals to 

óLNKFA?P PDAEN REOEKJ =J@ RKE?A PK ATPAJ@A@ =Q@EAJ?AOô (Kozinets 2020, 122), which in this 

study translates into the communication of place, memory, media, and identity. 

Kozinets distinguishes between the concept of connected or networked individuals 

and being a member of an embedded group (2020, 120), but does social media reward 

?KJBKNIEPU KN >AHKJCEJCç .=JKRE?DòO (2018) studies of Instagram suggest conformity, but the 

proliferation and continual transformation of chatrooms, blogs, websites, message boards, 

and fan sites suggest there may be some capacity for belonging. Perhaps it is somewhat 

KLPEIEOPE?è >QP 5KHGEAJ SNKPA DEO IUPD SEPD =J AILD=OEO KJ ñSAò JKP ñ*ò (Lobdell 1981, 76-7), 

=J@ LAKLHA SEHH =HS=UO QOA P=?PE?O PK ñI=GA @Kòè QOEJC PA?DJKHKCU EJ PDAEN KSJ S=UO (Certeau 

1984). Over twenty years ago Castells suggested an action like posting images to social 

media could reintegrate life experiences with the screen, promoting memory and reflection 

much like home videos and photo albums did previously (2000, 366).  Perhaps this study 

and others like it can further  comment on the validity of $=OPAHHOò prediction and whether 

reintegrating life experiences amounts to conformity or to a sense of belonging. 

 
14 My study is not technically a ñJAPJKCN=LDUòè though it does have elements of data collection, 

analysis, and ethics that have much in common with  this group of research methods. 
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New Media Objects and the Information Society  

Since Socrates thought writing would spoil our memories (Plato n.d.), we have 

wondered how technology will change the ways in which we think and remember. The 

integration of alphabetic and audiovisual media in a digital, online format has altered the 

nature of communication (Castells 2000, 350). Postman, as cited in Castells (360), describes 

literature as systematic exposition, conceptual thought, and deduction, while television is a 

casual conversation. The impact of the combination of the two, however, is that the 

IAOO=CA EO JKS óIETA@ EJ = IQlti-OAI=JPE? PATP SDKOA OUJP=T EO ATPNAIAHU H=Tëô *JBKNI=PEKJè 

entertainment, education, propaganda, relaxation, and hypnosis are blurred, as are the 

media themselves (Castells 2000, 364-5). For example, the visual grammar of video games 

and movies are bleeding together (Thompson 2007, 249). Whether this blurring interferes 

with how we assign meaning and to what, is similarly unclear. Traditional mediaĂpainting, 

writing, filmĂhelp us form cognitive models of self and the world through personal 

reflection. But New Media Objects (NMOs), multimedia messages composed of numerical 

codes transmitted through online networks, modify and constrain cultural forms. Instead of 

reflecting on a text and recalling images from our memories, we can click on the offered 

hyperlink, which directs our attention to a new piece of information (Manovich 2001, 46). 

Our cognitive associations are now no longer personal, but prescribed, which has 

potentially deleterious effects on creating sense of self. Perhaps we should remember 

Aristotle and concern ourselves with the changing relationship between technology, 

aesthetics, and consciousness (Gandy 2011).  

ó1AKLHA EJ?NA=OEJCHU KNC=JEVA PDAEN IA=JEJC JKP =NKQJ@ SD=P PDAU @K >QP KJ PDA 

>=OEO KB SD=P PDAU =NAè KN >AHEARA PDAU =NAô (Castells 2000, 3). The destructing of traditional 

institutions and constructing of new identities depends on the production and control of 

GJKSHA@CA =J@ =??AOO PK EJBKNI=PEKJè SD=P $=OPAHHO ?=HHO PDA ñEJBKNI=PEKJ=H OK?EAPUò KN 

ñGJKSHA@CA A?KJKIUò (Castells 2000). Manovich and Castells reckon we distribute this new 

OAJOA KB OAHB PDNKQCD /.0O RE= PDA ñOL=?A KB BHKSOò = CHK>=H JAPSKNG KB O?NAAJOè KBBANEJC = 

virtual world as seen, like photographs, through a window, door, or mirror (Schwartz 2011). 

The promise of immersion in the virtual world (Manovich 2001, 183) has not been fully 

realized, however, perhaps prompting embodied experiences based on sense of self and 

LH=?A ?NA=PA@ BNKI IA=JEJC CHA=JA@ BNKI BE?PEKJ=H 4A?KJ@=NU 8KNH@Oë *B $=OPAHHOò 
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globalization and AugéòO ñJKJ-LH=?AOò =J@ ,QJOPHANòO ñJK-LH=?AOò =NA EJ B=?P HA=@EJC PK 

individualism, home-centredness, and regionalism (Castells 2000), was the fact that The 

Lord of the Rings was a New Zealand production, a film with geographic identity, part of the 

reason for its success?  

5D=P =JU IA@E= K>FA?P ?=J C=NJAN SKNH@SE@A LKLQH=NEPU PK PDA OP=PQO KB #=NPDAOò 

myth is increasingly surprising, given the changing nature of mass media. Castells regards 

mass media as referring to the technology that permits a global, digital, networked society, 

not to the form of culture. With modern technology, we can be immersed in a media 

environment but can also choose to respond to only those aspects of it that speak to our 

identities (Castells 2000, 364). Mass media can longer be described as having similar 

content: a proliferation of cable and now streaming channels satisfy an increasingly diverse 

audience. Messages, which might have been seen by everyone with a television set or an FM 

radio become decentralized, diversified, and customizable, even with increased investment 

in media and formation of communications mega-groups. The audience can choose the 

messages they receive, and it will not be the same messages as everyone else (Castells 

2000, 367-9). In this environment, genres may proliferate and become more specific myths, 

or they may have less of an impact on meaning-I=GEJCë -EGA #=NPDAOò ?KJ?ALP KB IUPDè 

genre naturalizes culture. However, modern access to information may be deconstructing 

these myths. 

8A HERA EJ = óSDENHSEJ@ KB IKREJC EI=CAOô (Gaudreault, Marion and Barnard 2015). 

'NKI #=VEJòO /AS .A@E= PK .=JKRE?DòO /AS .A@E= 0>FA?PO SA =NA EIIANOA@ EJ PDA 

ñARANU@=U-JAOOò KB IKREJC EI=CAO (Bazin 2014, 55) but also in information. Audiences now 

have more access to knowledge about their entertainment: they browse, move laterally, and 

remix different media and information sources, and they can construct their own meanings 

from the enhanced information they receive, (see Figure 12) (Manovich 2013, 35, Gaudreault, 

Marion and Barnard 2015)ë #=NPDAOò punctum ?=J >A AJ@HAOOHU NAJASA@ê óQOANOè HKKGEJC =P 

PDAEN @KIAOPE? O?NAAJOè ?=J CERA =JU BHAAPEJC IKIAJP >=?G EPO REP=H MQ=HEPUô (Gaudreault, 

Marion and Barnard 2015, 82). Spectators can fast forward, rewind, skip, and change the 

OAMQAJ?A EJ SDE?D PDEJCO D=LLAJè ?NA=PEJC ñPEIAHAOO PEIAò (Castells 2000, 494). In this 

environment, understanding how these new digital media objects function is important, 
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particularly how they represent physical space and matter (Manovich 2001). (Digital) film no 

longer completely fixes reality and the virtual world can be as chaotic as the Real one.  

How we interact with media, new or otherwise, is the subject of studies in 

information sciences, behavioural sciences, and social psychology. From the differences 

between skimming, deep reading, and close reading (Baron 2021) to the benefits and 

cautions of reading and consuming multimedia fiction (Baron 2021, Dill-Shackleford 2016), it 

is clear that media affects us in various ways. The media consumed by the photographers in 

my OPQ@U =NA PDA SKNGO KB +ë3ë3ë 5KHGEAJ =J@ûKN 1APAN +=?GOKJé EJ JAEPDAN ?=OA =NA PDAU ñODKNP 

NA=@Oò =J@ they stand in stark comparison to the social media posts that comprise the data 

corpus and are how these networked individuals communicate. Longer narratives promote 

reading comprehension and vocabulary development (Baron 2021, 27), especially contrasted 

with  the shorter text posts of social media. Fiction narratives can transport us to Other 

Worlds where we feel part of the story, particularly if the story moves us emotionally or 

through psychological challenges (Dill-Shackleford 2016, 13, 11). It is interesting, then, to see 

how Flickr photographers communicate their relationships with Middle-earth places that 

were born of a thousand pages of text and ten hours of film through this relatively new, 

relatively instantaneous, media.  
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Figure 12: LotR internet meme: ó5=GEJC the Hobbits to *OAJC=N@åôë 

This meme was originally a GIF with sound and video clips. Image source: www.imgur.com 

 

Performing Identity: Sharing New Media Objects on Social Media 

"P PDA PEIA KB .=JKRE?DòO OPQ@Uè *JOP=CN=I H=NCAHU ODKS?=OA@ OI=NPLDKJA 

LDKPKCN=LDOê =O *PK =J@ %=EOQGA LQP EPè PDA ó?=IAN= LDKJA ?=LPQNAO PDA IKNA BHAAPEJC =J@ 

QJATLA?PA@ IKIAJPO KB OQNLNEOAè >A=QPU =J@ =@KN=PEKJ EJ PDA ARANU@=Uô (2018, 32). 

Manovich chose a mixed-methods approach: qualitative methods of visual content analysis 

generated hypotheses that could be checked with quantitative methods or described 

patterns that would be difficult to do quantitatively (22). His study suggested that image 

cultures are defined by technology and the way people use it, as well as by cultural 

languages: conventions and visual techniques around subjects, narratives, editing, 

composition, and lighting (18). Quantitative methods grouped images geographically, 

RANEBUEJC HK?=H L=PPANJO KB EI=CA ?QHPQNAO BKQJ@ EJ = UKQJCANè CHK>=H CAJAN=PEKJòO ?KIIKJ 

photographic content.   
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.=JKRE?DòO OPQ@U EO = IK@AH BKN 4A?KJ@=NU 8KNH@ LDKPKCN=LDOè >QP ?=QPEKJ EO 

warranted. The creation and sharing of identities through New Media Objects (NMOs) and 

networked social media sites is complicated. Multitudinous versions of any given NMO 

support choice: we can choose our lifestyles and ideologies while believing we are unique 

(Manovich 2001, 42). Choice eventually becomes a burden, leading to anxietyĂwith all this 

?DKE?Aè SEHH * ?DKKOA PDA ñNECDPò KJAçĂwhile uniqueness can be a mirage. We can also decide 

to blend or filter our identity based on the social media platforms we choose (Kozinets 

2020). The ontology, epistemology, and pragmatics of the digital world alter how NMOs 

model and represent the world, as well as the choices they offer. For example, certain visual 

cultures on Instagram use nostalgia as narrative genres that sell lifestyles, suggesting an 

interesting relationship between memory and identity (Manovich 2018, 111-2). This process 

mimics Hollywood genre definition: multiple, unique copies of films promote an 

understanding of the generality of a genre, but with enough distinction for each film (in this 

case, photograph) to be interesting (Neale 2000). Social media urges conformity, including 

tutorials for how to photograph and post in order to gain cultural capital, appropriating 

subcultures in the process (Manovich 2018, 114-117, 127). Managing media has become as 

?AJPN=H PK = LANOKJòO ?QHPQN=H HEBA =O ?NA=PEJC PDA ?KJPAJP (Manovich 2013, 26). 

Belief is membership and modality: it is mobile and not dependent on content, 

finding refuge now in media and leisure (Certeau 1984, 179-80). With traditional identity 

markers such as nationality, religion, and political affiliation in question, entertainment can 

provide narratives that inform sense of self and the world. With so many choices, however, 

many turn to social media to confirm or validate emerging meaning and identity. In this way, 

social media and the informational society blur the boundaries between private and public 

(Manovich 2013, 28, Kozinets 2020), SEPD LDKPKCN=LDU BQAHEJC PDA BENAê ó* S=JP PK QPPAN 

EJPANEKNEPU SEPDKQP UEAH@EJC EJPEI=?Uô (Barthes n.d., 98). We increasingly wish to externalize 

PDA EJPANJ=Hè >QP KQN LANOKJ=H NABHA?PEKJO I=U >A CQE@A@ PDNKQCD = OKBPS=NAòO ?K@EJC 

(Manovich 2001, 61). The Middle-earth-on-Earth experience is inherently personal, but social 

IA@E= IECDP LNKRE@A S=UO PK R=HE@=PA PD=P ATLANEAJ?A Ą=J@è PDQOè KJAòO E@AJPEPUą =J@ 

entertainment might introduce ways in which the experience reflects common themes or 

imagery, signifying a sense of belonging. 
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Sharing Records of Places of Mine 

 Photographs of Real World places, particularly combined with context provided by 

the photographer, can reveal many things: the physical appearance of a landscape, the 

identity of the photographer, and what the photographer sees in the landscape. If the 

photographer decides to post a photograph publicly to a social media site, there exists a 

desire to share the photograph and the experience with others, akin to the photo albums 

and home slide shows of yore. Of course, the culture of that social media site has written 

and unwritten rules of engagement, which guide what and how the photographer posts. 

However, the flexibility of social media and our patterns of relationship with technology also 

suggest that posters are able to bend the rules from time to time, allowing the poster to 

perform their identityĂor a version of itĂonline. 

 Photographs posted to social media that contain evidence of the Middle-earth-on-

Earth phenomenon, the association between a Primary and a Secondary World place, can 

therefore be compelling evidence as to how and why people make these associations. The 

act of taking a photograph is a performance of identity: what is photographed and how is 

largely determined by the Primary and Secondary World experiences of the photographer. 

The ways in which an author describes a place in a text, or a director guides the filming of a 

landscape, offer cues to the narrative meanings associated with those landscapes. Cues 

inherent in Secondary World places, from the physical objects in the landscape to the 

emotional reactions of characters and the meaning the place holds in the overall narrative, 

may be recognized in the Primary World. Perhaps a woodland path physically looks like the 

LothlóNEAJ KB PDA LDKPKCN=LDANòO EI=CEJ=PEKJè KN LAND=LO PDA 3A=H 8KNH@ BKNAOPè =O = place of 

mine, holds affective or cognitive meaning. When those cues are recognized and the 

association between Primary and Secondary Worlds made, the photographer at once 

bestows meaning on the Real World place. The resulting photograph (if there is one) 

contains both sets of cues, in fact, contains the punctum that inspired the association. By 

analyzing the photographs and accompanying texts and metadata of posts that clearly 

reflect an association of Primary and Secondary Worlds, it may be possible to better 

understand the Middle-earth-on-Earth phenomenon.  
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Chapter IV: A Methodology Roadmap 

   óì*P EO MQEPA LKOOE>HAìPD=P SA SEHH =HS=UO HA=NJ IKNA =>KQP DQI=J HEBA =J@ DQI=J 

LANOKJ=HEPU BNKI JKRAHO PD=J BNKI O?EAJPEBE? LOU?DKHKCUô (Chomsky 1988, 159) 

 

* IECDP JKP =CNAA SEPD PDA SKN@ ñIKNAòè >QP SD=P SA ?=J HA=NJ =>KQP KQNOAHRAO BNKI 

= OPQ@U KB HEPAN=PQNA =J@ BEHI EO ?ANP=EJHU ñ@EBBANAJPò =J@è EILKNP=JPHUè ?KILHAIAJP=NU PK PD=P 

of scientific psychology. Seeing a phenomenon from micro and macro perspectivesĂfrom 

the detailed qualitative analysis of one case to the quantifiable patterns found in many 

casesĂcan give us a more holistic picture of a phenomenon (Irwin 2008). In bridging the 

disciplinary paradigms, I find it thrilling to see humanistic inquiry paired with quantitative 

methods in the social and physical sciences (Travis 2015), and be brought together through a 

narrative way of writing. Furthermore, we can learn much from a single case study, so when 

Daniels states that human geographic inquiry can be gleaned from evidence from specific 

times and places (1997), it seems he was speaking to my research. These combined methods 

are particularly beneficial when the phenomenon is not well understood; qualitative 

methods provide nuance and complexity, whereas quantitative methods provide 

generalizability, and a case study provides boundaries but also encourages transferability. 

Given that this research has interdisciplinary roots, it seems fitting, then, that the methods 

of analysis should encompass multiple avenues as well.  

In this chapter, I discuss my rationale for using photographs posted to the social 

media site Flickr that exhibit the Middle-earth-on-Earth phenomenon and why I chose to 

QOA 5KHGEAJòO .E@@HA-earth as a case study. I continue by explaining why I chose to use an 

embedded mixed-methods approach for this research, with thematic analysis for the 

qualitative method and both text and photograph coding and geospatial analysis for the 

quantitative methods. Finally, I wrap up these pages with three statements on ethics, 

limitations, and reflexivity, and I close with the methodological roadmap I have used to 

gather and analyze the data in this research. 
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Finding and Identifying Flickr Fantasy Fans 

A cursory search of image social media site Flickr (www.flickr.com) would reveal that 

some members have taken photographs of Real World places and labeled and described 

them as places from fictional, fantastical, or mythical Secondary Worlds. Understanding why 

and how this happens entails an exploration of why people take landscape photographs and 

how labeling these landscapes imparts meaning to place. These actions change the nature 

of the relationship between photographer and place as they fix the landscape aesthetically 

and semiotically, while simultaneously stabilize sense of self and identity. Memory plays a 

central role in this phenomenon, from the incorporation of narrative literature and film into 

cognitive mental models, to mental imagery of Other and Real World places, and to the 

creation of personal narratives that govern sense of self (see Figure 13). That people post 

images to sites like Flickr provides evidence of the phenomenon that can be analyzed 

through qualitative and quantitative means, and further research into how people choose 

and perform their identities in an online, networked, informational society.  

 

Figure 13: Diagram showing the cognitive process of RW-FW associations. 

Adaptation of Ohta's landscape recognition diagram (2001), including ), including (QOP=BOKJòO ĄÈÆÆÇą 

self, nature, and social relations and Knez's places of mine (2014). This is a duplicate of Figure 11, for 

ease of reference. 
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Many studies in social media focus on text; I wanted to augment that focus, and, at 

the time I conceived of this study, photographs were the obvious choice. However, 

photographs need context to confirm the intention of the photographer. For my study, then, 

a social media site like Flickr is ideal, as it is essentially a catalogue of records where, in 

photographs and text, photographers share fantastical places of mine with an online 

audience. Themes present in the photographs and texts can then be compared to 

environmental preferenda, or to affective or cognitive markers, any of which could be 

mapped onto the meanings of the associated Secondary World, much like how directors 

create meaning through mise-en-scène. Through geospatial coordinates, the photographs 

can also be mapped onto the Real World, to see if certain Secondary World places or 

preferenda act as metonyms or metaphors for different areas of the world. We can ask, and 

hopefully answer, ó8DANA EO PDEO D=LLAJEJCçô ó8D=P H=J@O?=LAO =NA =OOK?E=PA@ SEth what 

IA=JEJCOè IAP=LDKNOè KN IAPKJUIOçô ó"NA PDAU =OOK?E=PA@ EJ PKL-down, or bottom-QL S=UOçô 

Through textual and photographic analysis, it should also be clear whether the 

photographer accessed memories of the film or the literature. 

Because I wanted the photographs to be as informative as the text, I needed a social 

media platform that gave photographs a bit more weight. Flickr (https://www.flickr.com/) 

was my first choice. 8EPD LDKPKCN=LDO =O PDA ?AJPN=H BK?QO KB PDA LH=PBKNIè 'HE?GNòO EJPANB=?A 

accommodated the storage and exhibiting of photographs in the forms of private online 

ñB=IEHU LDKPK =H>QIOò =J@ LQ>HE? C=HHANEAO BKN LNKBAOOEKJ=HO =J@ OANEKQO DK>>UEOPO (Kozinets 

2020, 88). I might have also chosen Instagram (https://www.instagram.com) but there are 

key differences, the first being the privacy settings. On Instagram, everything began as a 

public post, which normalized a kind of online celebrity status that Flickr still has not 

achieved (Kozinets 2020, 89)ë 5DEO ?AHA>NEPUè KN ñEJBHQAJ?ANòè OP=PQO HA@ PK PDA ñ*JOP=CN=I HKKGò 

described by Manovich as highly produced images and curated galleries that conform to the 

contemporary tastes of the Instagram audience, even EJOLENEJC ñDKS PKò SA>OEPAO PD=P 

EJOPNQ?PA@ LKOPANO EJ ?NA=PEJC ñ*JOP=CN=I-SKNPDUò EI=CAO =J@ I=EJP=EJEJC =J =Q@EAJ?A 

(2018). As I searched Instagram for landscape images representing Middle-earth places, I 

instead found numerous artistic renderings (usually digital art) of characters or photographs 

of actors or cosplay, but very few photographs of Real World places. However, I noted that 

several photographs in my eventual data corpus display the trademark square frame format 
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of an Instagram image, which suggests some Flickr posters also post to Instagram and vice-

versa. In the end, my searches for landscape images of Real World places tagged or titled 

with Middle-earth names was far more successful on Flickr than Instagram and my choice of 

social media platform for data gathering became clear. 

As it turned out, this was a fortunate decision. The social media landscape rarely 

remains static and in October 2019 Instagram limited use to account holders, forcing users 

to login to see content past a specific number of posts (Wikipedia 2023). In 2021, Adam 

Mosseri announced via Twitter and Instagram that Instagram would focus on creators, 

video, shopping, and messaging (Tweet, June 30, 2021, 3:02pm; (Mosseri 2021)), effectively 

losing its status as a photo-sharing application. Flickr, on the other hand, was owned by 

Yahoo! in 2017 and had over 1,550,000 public, geotagged images available to view through 

EPO ñ&TLHKNAò =J@ ó8KNH@ .=Lò BQJ?PEKJO (Flickr n.d.). This number changed in 2019, when 

Flickr changed corporate hands and limited the number of photographs per free account to 

ÇÆÆÆë 8DAJ * >AC=J ?KHHA?PEJC @=P= PDNKQCD 'HE?GNòO "1* EJ 'A>NQ=NU ÈÆÈÆè PDA JQI>AN KB 

publicly accessible geotagged images hosted on the site was consistently at or just below 

1,000,000. The balance, again, was in favour of Flickr. By the time I was ready to gather data, 

Instagram was requiring a login to see all the available content, which would have 

introduced expectation of privacy concerns into the picture and a resulting question around 

the audience for whom Instagram users would be performing. Meanwhile, Flickr limited 

content for the free accounts, which likely affected the amount and kind of data I eventually 

gathered, but the public accounts were still freely seen by anyone online, which minimized 

the resulting expectation of privacy and the subsequent sense of performativity. I can be 

reasonably certain that Flickr members in February 2020 understood that any photograph 

theU LKOPA@ LQ>HE?HU ?KQH@ >A BKQJ@ PDNKQCD = 'HE?GNòO ñ&TLHKNAò =J@ ñ8KNH@ .=Lò BQJ?PEKJOè 

or even a random Google search.  

I have provided some general information about Flickr users through a discussion of 

the platform they have chosen, but a bit more information is useful in understanding this 

population. While it is not necessary in my study to know personal information about Flickr 
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members15, it is useful to know some broad-based demographics. For instance, Flickr 

posters in 2015 tend to be slightly more male than female (on a gender binary scale), appear 

fairly evenly distributed through all age categories from 18-19 through to 70+, and are more 

likely to make more than $50,000 a year (US) than to make less than that amount (Verto 

Analytics 2015). These statistics have not changed significantly in 2023, with a gender 

distribution of roughly 60% male and 40% female (again, given a gender binary scale), that 

roughly mimics global gender distribution of Internet use (International Telecommunication 

Union 2023). Additional statistical data for Flickr demographics can be seen in Table 1 

(Photutorial 2023). As a photo-sharing site, Flickr continues to be recommended to 

professional photographers and serious hobbyists (Hacker 2021), while the total number of 

users suggests it is also widely used by non-professionals (see Table 1).  

 

Table 1: Age Distribution  of Flickr Users (2023).  

These percentages refer to over 112 million users from 72 countries. Popularity by country: USA 

(31.03%), UK (9.83%), Germany (5.26%), France (4.62%), Canada (4.17%), others (45.09%). Source: 

Photutorial (2023). 

Age  18-24 25-34 35-44 45-54 55-64 65+ 

Percent 19.62% 28.21% 18.98% 14.27% 11.03% 7.89% 

 

Not only am I limiting the participants in this study to Flickr users, but I am also 

limiting them to Tolkien fans, insofar as they must reference a Middle-earth place in the 

Flickr post. Therefore, the range of fan devotion spans from those with cursory knowledge 

of the films or booksĂperhaps even only second-hand knowledge from a friend or 

relativeĂto those with encyclopaedic knowledge of Tolkien close to hand. Another axis of 

fandom is whether someone might be considered an archaeological fan (i.e., a ñ?KHHA?PKNò) or 

a diegetic fan (i.e., someone who immerses themselves in a particular world, an ñEJRAOPKNòą 

(Wu 2003, 97, Dill-Shackleford 2016, 31-2). The collector amasses versions and adaptations 

of the story and franchise memorabilia, often with a strong sense of what is canon and what 

 
15 The personal information  I need is already provided by the photographers: that they are Tolkien 

fans and that they have had a place-identity-media experience that they have recorded and shared 

with others. 
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is not. The investor enters the world created by the author or filmmaker, often imagining 

themselves as a character, canon or otherwise, and potentially changing aspects of the story 

to fit their vision. Dill-Shackleford (2016) discusses the difference between personal and 

participatory fans, where the personal fan experiences their favourite fandom on an 

intimate basis and the participatory fans engages with other fans to celebrate a work. 

Personal and investor fans have similar characteristics in that they are more likely to want to 

inhabit an Other World place or be an Other World character. A Middle-earth-on-Earth 

experience therefore is a personal/investor fan experience where, instead of being 

transported while reading the story, a person is transported through the recollection of a 

story place via Real World triggers or points of contact.  

Saler discusses fantasy fans at length, in PDA ?KJPATP KB ñIK@ANJòè 8AOPANJ LAKLHA 

using fiction film and literature in place of myth, legend, and folktale (2012) but also in the 

?KJPATP KB ñAHA?PERA >AHKJCEJCò (Saler 2012, 18). ñ&HA?PERA >AHKJCEJCò D=LLAJO SDAJ PDA 

trappings of the Real World that define our identitiesĂlike a religion, nation-state, or 

ethnicityĂcan be seen as just as imaginary16 as worlds from fantasy and science fiction (Saler 

2012, 19). When the Real World trappings no longer seem to fit us, and when we realize that 

we must imagine how various aspects of the Real World work and how we relate to them, 

then belonging to a Fantastical Other World is not so big a leap, especially if something 

about that Other World fits our sense of Self more completely. Social media records do not 

often contain much depth of information, therefore the level of fandom, or elective 

belonging, in the Flickr posts may be hard to ascertain. I may need to depend on the 

photographer definEJC EP PDAIOAHRAO ĄAëCëè ó* =I = DQCA 5KHGEAJ B=Jôą or including obscure 

knowledge of Middle-earth that only a dedicated fan would know. The collector fan may 

also be difficult to spot, but it is possible that investors might be obvious if they describe 

their Real World Middle-earth in ways that @EBBAN I=NGA@HU BNKI 5KHGEAJòO KN +=?GOKJòO 

descriptions. Level of elective belonging and type of fan would be useful in understanding 

PDA ñSDUò KB PDA .E@@HA-earth-on-Earth phenomenon, but there are other ways in which I 

might be able to answer that question. 

 
16 Here, Saler references Benedict "J@ANOKJòO Imagined Communities: Reflections on the Origin and 

Spread of Nationalism (1991, London: Verso). 
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With both books and film telling the stories of Middle-earth, it is my hope that these 

social media records will reveal whether the photographers refer to the text or the films. 

Quoting passages from the books, or using nomenclature only found there, suggests a 

privileging of the text andĂgiven the length of the book and its complexityĂperhaps a more 

dedicated fan (or one who wishes to appear that way). It may also suggest a desire to fix the 

mental imagery formed primarily from the text: imagery that may change based on memory 

triggers and experiences. On the other hand, images that have stronger visual cues to the 

films may suggest stronger ties to visual media generally, or to the immediacy effect (what 

was experienced last is what is more quickly recalled). Furthermore, textual description and 

locative information can help contextualize these records (P. Robinson 2014), allowing an 

analysis of preferenda found in the records to be confidently paired with Middle-earth place 

@AO?NELPEKJO BKQJ@ EJ 5KHGEAJòO SNEPEJC =J@ +=?GOKJòO BEHIOë  

ñ)KSò LAKLHA ATLANEAJ?A PN=JOLKNP=PEKJ PK = 4A?KJ@=NU 8KNH@ OAAIO PK >A = 

complex blend of memory and of Real World physical, emotional, and/or cognitive triggers. 

ñ8DUò LAKLHA ATLANEAJ?A PDEO LDAJKIAJKJ I=U >A IKNA AHQOERA =J@ QJEMQA PK A=?D LANOKJé 

perhaps it is a combination of their Primary World experiences with their preferred 

Secondary World media. Even so, there may be discernable patterns that allow us to better 

understand why people use fantasy as a way of giving meaning to the Real World. 

Experiencing the Middle-earth-on-Earth phenomenon can be effortless; but answering the 

how and why questions of it demand multiple methods used in concert. The remaining 

sections of this chapter further outline the rationale for using a mixed-methods, case study 

approach and, as well, what the data collected can tell us about the phenomenon and how 

they will be interpreted in the analysis. 

 

Middle-earth is a Case Study 

Sense of place, feeling transported, and taking and sharing photographs are all 

experiences, and to explore the nature of why and how people give meaning to Real World 

places through fantasy film and literature, I have chosen a phenomenological approach. It is, 

as van Manen stated, as cited in (Creswell and Poth 2018, 75)è =J =PPAILP PK ñCN=OLì PDA RANU 

J=PQNAô KB PDEO ATLANEAJ?A KB CEREJC IA=JEJC PK LH=?Aë #QP * =HOK OAA PDEO LNKFA?P =O = ?=OA 

study. As the title of my research suggests, I have limited my inquiries to author J. R. R. 
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5KHGEAJòO .E@@HA-A=NPDè 1APAN +=?GOKJòO BEHI =@=LP=PEKJOè =J@ .E@@HA-A=NPDòO BKHHKSANOè17 

thereby imposing a firm boundary around which fantastical world I will include (Creswell 

and Poth 2018, 97). I chose this alternate world because I am very familiar with 5KHGEAJòO 

works, the world he created, and its fans (Grek Martin, 2011), but I am keenly aware that I 

chose it from a staggering number of possible alternate worlds: everything from science 

fiction to fantasy, and from alternate worlds that differ completely from the Real World to 

those that vary only slightly. Even limiting alternate worlds to the fantasy genre as I have 

done means including a multitude of different fans that may have various ways of bringing 

fantasy and the Real together.  

 However, I have also chosen a rich case study that may have the capacity to say 

OKIAPDEJC =>KQP = SE@AN B=JP=OU =Q@EAJ?Aê SD=P 4P=GA ?=HHO ñEJOPNQIAJP=Hò =O ?EPA@ EJ 

(Creswell and Poth 2018, 98). Tolkien created a very complex, holistic world, not only 

geographically, but historically and linguistically. Culture and nature are intertwined in 

Middle-earth and this connection affords me multiple avenues of interpretation.18 

Additionally, Tolkien is widely recognized as one of the greatest influences on the high 

fantasy genre (Ekman, 2013), which means that the results of this research may have wider 

application to fans of other fantastical worlds. Modern fantasy literature and filmĂeven 

role-play and video gamingĂhave taken their cues from the peoples and places of Middle-

earth. Essentially, popular fantasy fandoms like Game of Thrones or The Witcher would not 

have been Game of Thrones or The Witcher without Tolkien. What can be learned in this 

study, then, may be transferable to other fantasy fandoms and other fandoms with strong 

fantasy or science fiction elements and structures. 

 

 
17 For this study, a Tolkien fan will  be self-identified as someone who possesses enough knowledge 

about his stories to use Middle-earth toponyms in the titles, descriptions or tags associated with  

photographs posted to Flickr. I understand that this definition  of ñ5KHGEAJ B=Jò will  produce a pool of 

fans with a range of knowledge and dedication from the casual to the intense. 
18 Tolkien wrote  affiliations between certain races of Middle-earth and the landscapes they inhabited. 

For instance, Hobbits preferred landscapes of sustainable agriculture, Dwarves preferred rocks and 

caves, and many Elves preferred forests. These affiliations mean that references to different  Middle-

earth cultures may also indicate different  landscapes. 
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Mixed-methods Mirrors the Ironic Imagination 

   In their own ways Saler (2012) and Kuhn (2022) discuss our ability to hold two 

thoughtsĂeven two irreconcilably competing thoughtsĂin our minds at the same time. 

4=HAN SNEPAO PD=P B=JO HERA EJ B=JP=OPE?=H SKNH@O PDNKQCD PDA óìENKJE? EI=CEJ=PEKJè = @KQ>HA-

IEJ@A@ ?KJO?EKQOJAOO PD=P ì  LANIEPO =J AIKPEKJ=H EIIANOEKJ EJè =J@ N=PEKJ=H NABHA?PEKJ KJè 

imaginary worlds, yielding a form of modANJ AJ?D=JPIAJP PD=P @AHECDPO SEPDKQP @AHQ@EJCô 

(Saler 2012, 30). While Saler focuses on the mental inhabiting of known fictional worlds, 

,QDJ @AO?NE>AO PDA QOA KB ñI=CE?=H PDEJGEJCòè SDE?D ?=J >A QOA@ PK LNKRE@A ATLH=J=PEKJO BKN 

QJGJKSJ LDAJKIAJ= KN >A OQLLNAOOA@ ODKQH@ =J =??ALP=>HA ñN=PEKJ=Hò ATLH=J=PEKJ >A 

revealedë *JPANAOPEJCHUè .=HEJKSOGEè =O ?EPA@ EJ ,QDJè LKOEPO PD=P óì I=CE?=H >AHEABO =J@ 

superstitious behaviors allow people to reduce the tension created by uncertainty and help 

BEHH PDA RKE@ KB PDA QJGJKSJëô (2022, para. 5), not unlike the calming effects of ERR. Mixed-

methods approaches mirror these dual thinking situations by studying a phenomenon 

through two or more paradigms; most commonly researchers use both quantitative and 

qualitative methods. The quantitative allows for statistical analyses, both descriptive and 

inferential, while the qualitative urges the researcher to tease out the nuances and 

complexities of a phenomenon. Many different models of mixed-methods exist, and novel 

methods crop up as we discover new ways to express ourselves (e.g., NMOs) and new 

technologies and applications with which to collect, store, and analyze these expressions.  

To gain a wide variety of information about this under-researched topic, I will use a 

mixed-IAPDK@O =LLNK=?D SEPD = @E=HA?PE? LANOLA?PERA PD=P NA?KCJEVAO PD=P PDA óQOA KB 

IQHPELHA L=N=@ECIO HA=@O PK >APPAN QJ@ANOP=J@EJCOëô (Greene and Caracelli 2003, 96) 

Multiple paradigms can be combined in various ways: Triangulation, where qualitative and 

quantitative methods are used in tandem to compare or relate results; Embedded, where 

qualitative or quantitative methods are used to enhance or supplement the results found in 

the other; Explanatory, where qualitative is used to give depth to the quantitative; and 

Exploratory where quantitative is used to generalize the results of the qualitative (Plano 

Clark, et al. 2008, 372, Kozinets 2020, 313). For this study, I began with an embedded 

approach as it seemed the most useful, and, as this phenomenon has not been widely 

studied, it was not clear what method or methods would garner the most informative 

results. The plan for data collection and analysis, and the interrelated processes of the 
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qualitative and quantitative measures, can be seen in Figure 14. An embedded approach 

suggests that there is no prescribed chronological order to the analyses: quantitative 

(including thematic and geospatial) and qualitative are iterative processes where the 

methods are explored simultaneously, each informing the other (see Figure 14). However, it 

is necessary to start somewhere, and I began with an in-depth qualitative analysis of several 

records shortly after collecting the data and sorting the records into datasets. 

 

Figure 14: Methodology 'roadmap", embedded mixed-methods approach. 

 

Beginning with a qualitative analysis allowed me to develop a set of preliminary 

thematic codes for use in the quantitative analyses. I chose thematic analysis for both the 

qualitative and quantitative methods as this phenomenon has not been widely researched. 

True to its moniker, thematic analysis focuses on themes, or patterns, but there is no onus 

on the researcher to assume these patterns can be grouped into more well-defined units of 

analysis. For example, a potential theme emerging from this study migDP >A ñAJRENKJIAJP=H 

?KIIAJP=NUòè >QP * SKQH@ JKP JA?AOO=NEHU NALNAOAJP PDEO PDAIA =O L=NP KB = @EO?KQNOAè =O EJ 

discourse analysis. This gives thematic analysis, sometimes called descriptive analysis, a 

?ANP=EJ BHATE>EHEPUê EP EO = IAPDK@ PD=P óì?=J >A =Lplied across a range of theoretical and 

ALEOPAIKHKCE?=H =LLNK=?DAOëô (Braun and Clarke 2006, 78)  By using thematic analysis across 

the qualitative, quantitative, and, to some extent, the geospatial methods, the analyses 
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arising from these methods will have common threads that bind them together, making it 

possible for each method to enhance or supplement the findings of another. 

5DA QOA KB IQHPELHA EJBKNI=PEKJ OKQN?AO EJ = CAKCN=LDE? ?KJPATP EO =GEJ PK #=QO?DòO 

idea of scapelore, (2015) = S=U KB C=PDANEJC =J QJ@ANOP=J@EJC KB LH=?A >=OA@ KJ )=NPODKNJAòO 

óOUJPDAPE? NACEKJ=H @AO?NELPEKJëô ĄÇÏÉÏè =O MQKPA@ EJ #=QO?Dè ÈÆÇËąë &OOAJPE=HHUè Ocapelore is a 

way of creating a narrative of a place based on elements of the physical landscape, how that 

LH=?A NAH=PAO PK OK?EAPUè =J@ PDA R=NEKQO IA=JEJCO LAKLHA CERA PK PDA LH=?Aë *J #=QO?DòO 

SKN@Oè EP EO = S=U KB ñ>NA=PDEJC HEBA EJPK H=J@O?=LAOò (103) to the level of a more harmonious 

SDKHAë 0PDAN @EO?ELHEJAOè OQ?D =O =N?D=AKHKCUè =NA ?KJOE@ANEJC OEIEH=N ñ@AAL I=LLEJCò 

practices, and finding ways to tell rich stories of place (Earley-Spadoni 2017, Least Heat-

Moon 1991). So, while I am not building a scapelore of a particular place, I recognize that 

5KHGEAJ B=JO I=U >A ñ>NA=PDEJC HEBAò EJPK PDAEN IQJ@=JA LH=?A ATLANEAJ?AO >U >AOPKSEJC 

upon their places of mine meanings from their favourite fantastical stories. If so, this study 

may ultimately be an atlas of scapelores, where fantasy stories become the modern myths 

and legends people invoke to enchant the Real World. I am curious to find out how and why 

they do it and how I can use different methods of analysis to tell their stories. 

 

Qualitative Thematic Analysis 

Once I had collected the records from Flickr to form the data corpus, I cleaned the 

data and prepared it for analysis. True to many qualitative methods, I noted emerging 

themes as I collected and cleaned the data and I set aside potential records for in-depth 

MQ=HEP=PERA =J=HUOEOë )ANA EP EO EILKNP=JP PK JKPA PD=P ñAIANCEJCò PDAIAO =NA CQE@A@ >U PDA 

research questions and theoretical foundations of the researcher (Braun and Clarke 2006, 

80)ë /ARANPDAHAOOè * S=O KLAJ PK =JU EJ@E?=PEKJ KB ñGAUJAOOòè = PDAIAòO =>EHEPU PK ?=LPQNA 

óOKIAPDEJC EILKNP=JP EJ NAH=PEKJ PK PDA KRAN=HH NAOA=N?D MQAOPEKJô (Braun and Clarke 2006, 

82). The framework for the qualitative analysis encompassed a phenomenological 

exploration of selected records based on the association the photographer has made 

verbally between the Primary World and the Secondary World, what I refer to as the 

ñCorrespondenceòë .KNA OLA?EBE?=HHUè * J=NNKSA@ PDA O?KLA KB PDA =J=HUOEO QOEJC = IK@AH * 

adapted from Gustafson and Ohta (Figure 13 and Figure 15) and preferenda developed by 

Ulrich (1983) and others (see Appendix A). Only when I felt I had a significant understanding 
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of the data corpus did I decide which records to explore further. This process of 

B=IEHE=NEV=PEKJ EO =J EILKNP=JP L=NP KB #N=QJ =J@ $H=NGAòO LNK?A@QNAO BKN PDAI=PE? =J=HUOEO 

(2006, 87), and after several rounds examining the data corpus I proceeded to Phase 2 and 

identified some initial codes (p. 88). For the qualitative thematic analysis for both text and 

LDKPKCN=LDO * BKHHKSA@ #N=QJ =J@ $H=NGAOò (2006) steps, outlined below with explanations in 

( ). 

Á Phase 1: Familiarize oneself with  the data. (Creating the data corpus, datasets; setting 

aside records for in-depth qualitative analysis by examining the records multiple 

times throughout  the data collection and cleaning processes.) 

Á Phase 2: Generate initial codes. (Asking questions of the chosen records according 

to phenomenological óCorrespondence codesô and preferenda.) 

Á Phase 3: Search for themes. (Collating codes into potential themes.) 

Á Phase 4: Review themes. (Ensuring themes remain relevant to the research 

questions and to the records in the data corpus.) 

Á Phase 5: Define and name themes. (Relating themes specifically to physical 

description, affect, or cognition; deciding whether additional themes are warranted.) 

Á Phase 6: Use themes to proceed to quantitative thematic coding and analysis. 

 

The purpose behind the qualitative analysis at this stage is threefold: to get a sense of how 

Flickr photographers described the relationship between the Real World place in the 

photograph and the Middle-earth place they referenced, to understand the relationship 

between the photograph and the text of a Flickr post, and to develop a set of codes that 

would be used in the quantitative thematic coding method of analysis. 

I cannot reasonably examine all the records I collected in the depth needed for a 

typical phenomenological study. Therefore, I used purposeful sampling (Creswell and Poth 

2018, 159) to identify a subset of records, predominately in English or with photographer-

provided English translations,19 that I will explore further. A specific kind of purposeful 

 
19 My first language is English, and since this aspect of the qualitative study focuses on text, I would be 

most comfortable interpreting title, descriptions, and tags in English. However, I noticed that most 

descriptions in a language other than English often included an English translation provided by the 

photographer.  
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sampling, maximum variation sampling, allowed me to select records from the data corpus 

with a wide variety of Correspondence codes, ensuring I have a range of experiences. 

Coding these records using thematic analysis provided valuable insights into multiple ways 

people may be using fantasy to give meaning to the Real World and afforded me a larger set 

of codes for use in the next stage of the analysis. A standard number of participants for 

phenomenological studies that use extensive interviews is roughly ten to twelve, however a 

photographic analysis may need more (or require fewer) samples per dataset to achieve a 

sense of saturation, which is achieved when additional records no longer provide new 

information. For instance, Holm (2008) used four to six photographs from 13 participants, 

but this study also employed research assistants to help with the analysis. With the 

knowledge that I would be revisiting the qualitative analysis in tandem with the quantitative 

analysis, I did not begin the qualitative examination with a specific number of records in 

mind. Rather, I estimated two to three records per dataset and relied on the idea of 

saturation to determine when I should move to the quantitative phase of the research.  

I chose thematic analysis because this phenomenon has not been widely studied, 

but also because of the nature of the data collected. Photographs may be difficult to pin 

down for anything more fine-grained than a theme and the accompanying texts are often 

short, not allowing for a full phenomenological analysis (L. Goldberg, personal 

communication, October 5, 2017). The texts can, however, be indicative of themes that can 

be further analyzed, guided by the model in Figure 15 adapted from Gustafson (2001) and 

Ohta (2001). Descriptive titles and tags suggest more semantic, or bottom-up mental 

processes, while affective and cognitive themes found in title or descriptions may suggest 

top-down processes. Emotional or cognitive reactions may indicate more engagement with 

the story, while semantic cues may allude to superficial, but more intimate, focus. As I 

examined each set of texts in the qualitative phase, I noted such themes and continually 

reviewed them as I moved from record to record and from dataset to dataset. As Braun and 

Clarke suggest, the analysis involves a óconstant moving back and forward between the data 

set, the coded extract of the data that you are analysing, and the analysis of the data that 

UKQ =NA LNK@Q?EJCëô (2006, 86) This process is one way to ensure a rigorous approach to the 

data and trustworthiness of analysis =J@ EO BEPO SAHH EJPK ,KVEJAPOò (2020, 332-3) scheme of 
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Collating (preparing data for coding), Coding, Combining (bringing related codes together), 

Counting (for quantitative analysis), and Charting (visualizing results).  

 

Figure 15: Real World landscape cognition.  

"J =@=LP=PEKJ KB (QOP=BOKJòO 5NE=JCHA ĄÈÆÆÇą SEPD added aspects of 0DP=òO J=PQN=H H=J@O?=LA 

?KCJEPEKJ ĄÈÆÆÇą < ,JAVòO places of mine (2014) 

 

 Since the text and image are explicitly connected by the photographer, I used the 

results of the textual thematic analysis in concert with the photographic analysis. Indeed, I 

let the participantsò SKN@O =J@ LDKPKCN=LDO PAHH PDA OPKNU =J@è CERAJ PDA JQI>AN KB ñ.E@@HA-

earth-on-Earthò photographs I observed on Flickr, I saw no need to prompt posters to post 

further records of their experiences. For each photograph, I asked a series of questions 

designed to establish key elements and characteristics of the image. The Faculty of Health 

and Applied Sciences at the University of the West of England (2017) developed a list of 

questions and a brief online tutorial that was a useful starting place; the questions I then 

modified to better suit the types of photographs I would be analyzing: 

Á What is the setting of the photograph? 

Á What is the likely time of year and day? 

Á What is the subject of the photograph? 

Á Does it include people, animals, buildings and/or scenery? 

Á What is the main activity in the photograph? 

Á Does there seem to be a theme to a set of photographs? 
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I ultimately tailored this list further as I familiarized myself with the photographs in the data 

corpus, noting colours, use of black and white photography, or other aspects of the 

photograph that contribute to mood, such as weather.  

$KHKQN =J@ IKK@è KN =PIKOLDANAè NAH=PA PK 1=JKBOGUòO PDAKNU KB E?KJKCN=LDU (1972), 

which is used in art history and film studies to uncover the meanings found in visual forms. 

Used with the theories around tourist photography I may be able to relate elements in the 

LDKPKCN=LDO SEPD ñAOOAJPE=H MQ=HEPEAOò KB H=J@O?=LA =J@ LH=?A BKQJ@ EJ 5KHGEAJòO PATP KN 

+=?GOKJòO ?EJAI=PE? EI=CAOë *J =J E?KJKCN=LDE?=H =J=HUOEOè ?KHKQNO @AO?NE>A@ =O ñ@AHE?=PAò 

might suggest a serene environment. Greens, golds, and browns might indicate a healthy 

natural environment, while the absence of colour (i.e., black and white photography) might 

indicate absence of life. The presence of certain vegetation as the setting or subject, like tall 

trees or mosses, and clement weather, like filtered sunlight, might contribute to a serene 

AJRENKJIAJP EJ GAALEJC SEPD 5KHGEAJòs descriptions of, say, Lothlórien. But perhaps the trees 

EJ PDA LDKPKCN=LD @K JKP ?KJBKNI PK 5KHGEAJòO @AO?NELPEKJ KB OIKKPDè CNAU >=NG JKN =NA 

PDANA óIKQJ@O KB CNAAJ CN=OO OPQ@@A@ SEPD UAHHKS BHKSANOô Ą-KP3è *è REąè SDE?D I=U OQCCAOP 

that the Real World JAA@ JKP ?KJBKNI PK = LANBA?P PATPQ=H @AO?NELPEKJ PK >A ñ-KPDH®NEAJò PK 

the photographer.  

 While it is always important to allow themes to emerge in thematic analysis, I had 

initial thoughts as to the nature of this phenomenon. I surmised that some people would 

have the experience of using a fantastical place to give meaning to a Real World one 

because the scene before them reminds them physically, or descriptively, of a passage from 

the text or a scene from the film. I also considered the possibility that a person makes a 

connection on a more emotional level: perhaps the feeling they had at the moment of taking 

the photograph was similar to the one felt when they read a certain passage or watched a 

particular scene (see the tables of potential terms and themes in Appendix B). At any given 

time, a part of the Self-Memory System known as the working self decides what 

autobiographical memories should be reconstructed, based on the triggers and the goals of 

PDA 4AHB =P PD=P IKIAJPë *@A=HEVA@ ?KCJEPERA IK@AHO =NA I=LLA@ PDNKQCD óEI=ge schematic 

LNKFA?PEKJOôê QJERANO=H NABANAJPOè KN ñ?KJP=EJANOò SDE?D ?KJJA?P PK PDA ó?NA=PEKJ KB IA=JEJC 

EJ IAP=LDKN =J@ IAPKJUIUô (Barclay 1995, 96). As an integral part of the cognitive 

processes of autobiographical memory construction and reconstruction, and working 
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memory goals, context creates and modifies our internal models of self and the world, a re-

framing resulting in renewed perspectives. This process is how something in the landscape 

can trigger a memory of a fantastical place, which then becomes part of the memory and 

part of the sense of self and meaning given to place. That some places promote renewed 

perspectives is long studied in environmental psychology (Hartig and Evans 1993, Kaplan 

and Frey Talbot 1983, Ulrich 1983). Psychological dimensions of an immersive restorative 

experience include enjoyment, sense of belonging to something larger than oneself, sense 

of awe, ability to notice details, fascination, and perceptual changes, as well as tranquility, 

privacy, bravery, and self-confidence (Kaplan and Frey Talbot 1983, 179-80). These 

dimensions will be incorporated into the analysis as cues for affective and cognitive 

associations. 

 I performed several in-depth qualitative analyses of records from the data corpus 

and created a list of codes relating to the role of the working self in the Self-Memory System 

(see Appendix B). Once I felt I had reached a saturation with the qualitative analysis, I began 

the quantitative coding and analysis. Again, the mixed-methods approach I am using for this 

study is an embedded approach, which means that although I began the quantitative 

analysisĂwhich also encompasses the geospatial analysesĂI worked back and forth 

between the quantitative and the qualitative analyses in an iterative process. 

 

Quantitative Methods: A Digital Humanities Project  

QUANTITATIVE CODING: TEXT AND PHOTOGRAPH 

The quantitative approach I have chosen would be best described as a Digital 

Humanities project, where humanistic themes embedded in fantasy film and literature and 

in ascribing meaning to place are collected, analyzed, and visualized through digital means. 

As in my previous work (Grek Martin 2011), I explored publicly available information posted 

to social media sites, but instead of examining posts to online message boards, I explored 

publicly available, geotagged photographs20 and their texts posted with references to 

 
20 Not all photographs posted to Flickr are geotagged, and not all of 'HE?GNòO geotagged images are 

publicly available. I recognize, therefore, that I am accessing a subset of 'HE?GNòO images. As of January 

2020, the number of publicly accessible, geotagged images was under 1 million, down from March 

2016 (over 1.6 million) likely due to changing social media habits and limits on the number of images 
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Middle-earth places. I chose publicly available records as they suggested that the 

photographer wished to perform their identity for others and geotagging as it allowed me to 

perform geospatial analyses, which in the case of this research, will be predominately 

quantitative in nature.  

I applied the codes I created during the qualitative analysis to a quantitative thematic 

analysis of the entire data corpus. The data corpus comprises several datasets, with each 

dataset consisting of multiple records that all relate to a single Middle-earth toponym, but 

that potentially represent multiple Real World places and Correspondence codes. This 

organization allowed me to compare the results of the quantitative and geospatial analyses 

for each Middle-earth place with each other, using descriptive statistics to see which themes 

are most relevant. As each Middle-earth place will have its own characteristics: 

environment, culture, and valence, among others, it was useful to see if, for example, all 

ñ(KK@ò LH=?AO D=RA OEIEH=N 3A=H 8KNH@ ?D=N=?PANEOPE?O =J@ SD=P PDKOA ?D=N=?PANEOPE?O =NAë 'KN 

the quantitative coding, I used the qualitative analysis software NVivo (version 12.6.0959) for 

several reasons: it is convenient and available to faculty and students at my institution; it is a 

popular software for doing qualitative research and therefore furthers my skills as a 

researcher; and it is flexible, allowing multiple file types (including image files) and relative 

ease of coding. Having said this, I could have used other software designed specifically for 

quantitative social media research; for example, I used Netlytic 

(https://netlytic.org/index.pDLą BKN IU I=OPANòO NAOA=N?Dë #QP PDAOA =LLHE?=PEKJO QOQ=HHU HA=J 

on automatic word recognition, and I wanted to manually code each record according to my 

understanding of the emergent themes. I also wanted to be sure that the meaningĂ

especially the meaning of the CorrespondenceĂwas as precise as possible, a feature that, in 

my experience, can be unreliable with automatic word recognition.  

 

 

 
housed on Flickr per account. The number changes as owners add or delete images, so this is also a 

snapshot in time. 
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QUANTITATIVE GEOSPATIAL ANALYSIS 

Each record in the data corpus contains latitude and longitude coordinates of the 

location in which the photograph was taken, therefore was able to upload the data corpus 

into the geographic information systems (GIS) software ArcGIS Pro (version 3.1.2) as a point 

(vector) shapefile (Serdyukov, Murdock and van Zwol 2009). GIS allows me to present the 

records in the data corpus locationally, as a whole or as toponymic datasets, similar in some 

ways PK 'HE?GNòO 8KNH@ .=Lë )KSARANè SEPD = (*4 ?KIAO PDA LKPAJPE=H BKN IKNA EJPANAOPEJC 

geospatial analyses (Brown, Raymond and Corcoran 2015, Lakshmi Steinberg and Steinberg 

2015). Once I amalgamated the toponymic excel files and converted the resulting excel file to 

a geospatial vector file, I could use feature-based analyses, such as buffering, spatial queries, 

and spatial statistics, to learn more about the locations of the Middle-earth-on-Earth 

experiences. I could also use overlay-based vector operations like point-in-polygon 

(intersect through a spatial join operation), which can determine whether an image location 

lies within, or within a certain distance of, a geographical feature. There are numerous 

geospatial operations and open-source datasets that might have been useful for this study, 

but I decided to limit the geographical analyses to three variables, environmental biomes, 

protected areas, and urban areas, and one operation, poin-in-polygon. In this way I can 

reveal in what biomes different Middle-earth places are located or whether the photograph 

was taken in a predominately urban or rural area, though, admittedly, further geospatial 

analyses would surely yield interesting results.  

This geospatial analysis may be limited, but the variables and operation I chose can 

OPEHH LNKRE@A ?KJPATP PD=P DAHLO =JOSAN PDA MQAOPEKJ ó8DANAçô I concentrated on global data 

BKN PSK NA=OKJOê BENOPè * =I JKP HEIEPEJC PDA OA=N?D BKN ñ.E@@HA-earth-on-&=NPDò PK =JU KJA 

HK?=PEKJë *JEPE=H OA=N?DAO KB 'HE?GNòO 8KNH@ .=L BA=PQNA EJ@E?=PA@ PD=P LAKLHA D=RA @EO?KRANA@ 

Middle-A=NPD KJ =HIKOP ARANU ?KJPEJAJP Ą* D=RA JKP BKQJ@ =JU NABANAJ?AO PK "JP=N?PE?=ìUAPåą 

Second, in order for results from geospatial analyses to be useable, I needed the data to be 

at compatible resolutions, projections, and quality. These conditions excluded any fine-

grained topographical data from North America or Europe, but it also ensured that all the 

comparisons I made were valid. I downloaded datasets from Natural Earth 

(http://www.naturalearthdata.com/), an open data resource hosted by the University of 

Wisconsin-Madison, and ESRI (http://www.arcgis.com/home/), both recognized resources 
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with high data accuracy standards and reliable metadata. Both sites provided vector 

shapefiles21 that describe cultural and natural geographic features, many of which would be 

useful starting points for my analysis. Several key data layers that became the basemaps and 

provided geospatial information on key landscape features are listed in Appendix C. 

As I coded the text and photographs of the Flickr records, I observed a variety of 

natural environments were represented in the photographs. I noted, too, that some 

forested environments were tropical or subtropical, not at all like the European forests 

Tolkien took inspiration from (Garth 2020). These observations led me to wonder in what 

vegetative biomes Middle-earth-on-Earth occurs most frequently. I downloaded the 

Ecoregions2017 dataset from RESOLVE (https://ecoregions.appspot.com/), which represents 

fourteen major biomes as a vector shapefile, see Appendix C). The second question I had 

while I was coding the photograph settings was that many of the photographs in the Flickr 

records seemed to be in natural, even wild, settings, but were they? Perhaps the 

photographer had found a park in an otherwise urban area and framed the photograph to 

make the setting appear natural. If so, this could mean that finding Middle-earth natural 

places need not require a trip to a remote wilderness area. To answer this question, I used 

/=PQN=H &=NPDòO QN>=J =NA=O OD=LABEHA Ąhttps://www.naturalearthdata.com/downloads/10m-

cultural-vectors/10m-urban-area/) to identify major urban areas around the world. To 

DECDHECDP PDA KLLKOEPA KB PDA >QEHP AJRENKJIAJPOè SEH@ANJAOO H=J@O?=LAOè * QOA@ &43*òO 8KNH@ 

Database of Protected Areas (WDPA), which I found at the following url: 

https://www.arcgis.com/home/item.html?id=ae78aeb913a343d69e950b53e29076f7 . 

I started with the Ecoregions2017 dataset, noting that each ecoregion is classified as 

one of fourteen larger biomes. For example, the Canary Islands are classified as the Canary 

Islands Dry Woodlands and Forests ecoregion, but this ecoregion is a sub-class of the 

Mediterranean Forests, Woodlands & Scrub biome. Classifying 1251 records into 847 specific 

ecoregions would not be as informative as classifying the records into general types of 

climate and vegetation, so I dissolved the ecoregion boundaries (847) with their respective 

 
21 * EJPAJ@ PK QOA &43*òO "N?Pro to manage and analysis the datasets, therefore any vector or raster 

imagery will have to be compatible with that software. Like NVivo, ArcPro was chosen because it is 

available through my institution, it is the standard for geospatial analyses, and it satisfies my desire to 

expand my skills in using it. 
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biome boundaries (14) using the ArcGIS Pro Dissolve function. I then used the point-in-

polygon operation to see in which biomes the study photographs were taken. Initially, 1197 

records were placed within one of the fourteen biomes. I investigated the remaining 54 

records (4.5%), noting slight discrepancies along coastlines due to the Ecoregions2017 layer 

having a coarser resolution than the geospatial coordinates locating the source of the 

photographs (see Figure 98, Appendix C). In all 54 cases only one biome was in close 

proximity to the coordinates of the photograph, therefore I was able to manually classify all 

54 records. 

I also wanted to know which photographs were taken within an urban area so I 

could compare them to how I coded the photographsò OAPPEJCOè EëAëè whether they appeared 

to be in urban, mixed, or wild settings. The Urban Areas dataset is freely available through 

Natural Earth, a University of Wisconsin-Madison open data project, though the data 

supporting this layer was derived from 2002-2003 MODIS satellite data at one kilometre 

resolution and therefore may be out of date or lacking fine enough boundary detail. I 

discuss the limitations of the datasets in a following section, but, given that the date range of 

my data corpus records spans from 2003 to 2019, I decided the currency of this dataset was 

acceptable. Again, I used the poin-in-polygon operation to find which records were taken 

within the boundaries of an urban area. From here, I compared the photographs taken in 

urban areas to how I coded the settings of the photographs to determine whether people 

were cropping out the built environments of their Middle-earth-on-Earth places. 

 The Protected Areas databaseè &43*òO 8KNH@ %=P=>=OA KB 1NKPA?PA@ "NA=O Ą8%1"ąè is 

updated continuously, so I have the opposite problem of what I described above: 

photographs may have been taken in an area that was not a protected area at the time. This 

@=P=OAP EO I=J=CA@ >U PDA óìUN Environment World Conservation Monitoring Centre 

(UNEP-WCMC), in collaboration with governments, non-governmental organisations, 

=?=@AIE= =J@ EJ@QOPNUô (ESRI 2024) an is a trusted resource for study in marine and 

terrestrial biodiversityë * =?MQENA@ PDA 8%1" PDNKQCD %=HDKQOEA 6JERANOEPUòO A@Q?=PEKJ=H 

license for ArcPro GIS in August of 2024, so the database would be current as of that date. I 

used the point-in-polygon operation to find which records were taken within the 

boundaries of a protected area and, in doing so, can be assured that these photographs 

were taken in natural or wild settings. Of course, it does not mean that there are no built 



122 

 

features nearby, nor does it mean a remote location for the photograph, therefore, further 

geospatial analyses would be needed to determine the degree of wildness and remoteness 

of these records. However, when combined with the photographs taken in urban areas, we 

can start to get a picture of where Middle-earth-on-Earth happens, regarding urban and 

rural or wild areas.   

 

Ethical Implications 

I used only publicly available, geotagged photographs and their corresponding texts 

from 'HE?GN BKN IU OPQ@Uë "??KN@EJC PK %=HDKQOEA 6JERANOEPUòO 3AOA=N?D &PDE?O #K=N@ KBBE?ANè 

Angela Hersey, this means that the study did not need Ethics Board Review or Approval 

(personal communication, November 24, 2017). Authors such as Kozinets (2020) suggest a 

study like mine would be low risk, as it is investigative, on a public site where the theme of 

engagement is not sensitive, there are no vulnerable populations represented, and the 

results are anonymized22 through alphanumeric codes (178-9). Social media is an endless 

font of information about people, places, and ideas, much of which has been made publicly 

available. I will speak to the limitations of using social media elsewhere, but the fact that 

there are numerous photographs already available validates an important aspect of my 

research question: people who post their images publicly are interested in sharing their 

place experiences and in sharing something about themselves with others. While it may not 

occur to someone posting their image on Flickr that the image might be used in a study, 

they are certainly aware that they are posting their images publicly =J@ PDANA EO óJK 

NA=OKJ=>HA ATLA?P=PEKJ KB LNER=?Uô (Kozinets 2020, 197). The fact that many of the posters 

have copyrighted their photographs further attests to their understanding, which is why I 

have not reproduced any photographs posted to Flickr, apart from a few partial screencaps 

with the url bar partially intact.23  

 
22 Kozinets uses the term ñ?HK=GA@òë I have also not included complete urls or pseudonyms, though I 

acknowledge that any quotes or images could be found using a web browser as all records were 

publicly available at the time of data collection. 
23 This practice walks a fine line between respecting the any future copyright changes a photographer 

might make and cloaking an identity (Kozinets 2020). As all of the photographs were publicly available 

at the time of data collection, I have chosen to err on the side of copyright.  



123 

 

That people have posted photographs with Middle-earth names also suggests that 

people have experienced this phenomenon of their own accord; they are not being 

prompted by a researcher to reflect on such an experience. However, I acknowledge that 

although the data are created by people unknown to me, I have gathered data based on 

certain criteria. Therefore, the online traces made by Flickr photographers are shaped by my 

research questions, decisions, interests, and interpretations. While many qualitative studies 

rely on extensive interviews to fully understand the nature of a phenomenological problem, 

there is always the question of how much the researcher influences the people they 

interview. I see value in the interview process and may even add interviews to an expanded 

RANOEKJ KB PDEO LNKFA?P EJ BQPQNAè >QP * =HOK OAA R=HQA EJ ATLHKNEJC PDA NA?KN@O KB LAKLHAòO 

experiences that they have already provided. Finally, I did not collect personal information 

about the photographer, other than their usernames, thrKQCD 'HE?GNòO "1*è JKN @E@ * ?KHHA?P 

comments about a photograph nor personal information about Flickr members who 

commented on a photograph. Therefore, no direct personal information has been collected 

or tied to the records in any way, unless the poster has used their own name as their Flickr 

username. Since I am only using records that people have knowingly posted publicly to a 

social media site, and because no personal information will be tied to the records, apart 

from the publicly available username oN ñD=J@HAèò24 I anticipate no risks to study participants. 

 

Limitations 

Beyond the philosophical critiques, however, there are several limitations to this 

study, but the first of which is the fact that it is a case study. I am only looking at how fans of 

5KHGEAJòO .E@@HA-earth who have posted photographs to Flickr use the books and films to 

give meaning to the Real World, therefore the specific results I will get pertain to the 

physicality and the mythic roles of that Secondary World. At most, I could see the results 

reflected in several other fantasy fandoms, aO 5KHGEAJ EO ?KJOE@ANA@ >U I=JU PK >A PDA ñBENOP 

sub-?NA=PKNò KB IK@ANJ DECD B=JP=OUë )KSARANè B=JO KB O?EAJ?A BE?PEKJè OQ?D =O *O==? 

"OEIKRòO SKNH@Oè PDA Star Wars or Star Trek universes, and other literature and film genres, 

 
24 Social media sites like Flickr have members create a ñD=J@HAò that is used online. Sometimes these 

handles are a LANOKJòO name, and therefore I will  make every effort  to exclude Flickr or Instagram 

handles from any published material. 
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would see different aspects of the Real World and ascribe different values or mythic roles. 

For example, Real World deserts are not common in my Tolkien-inspired study and when 

they are, they are usually associated with the antagonist of the story. But a study focusing 

on the Star Wars KN 'N=JG )AN>ANPòO Dune fandoms might see more Real World desertsĂand 

ascribe more positive meanings associated with themĂas the main planets in those 

Secondary Worlds are primarily deserts. So, while the specific results of this case study 

relate directly to Tolkien and perhaps other fantasy fans, the way in which I have collected 

and analyzed the data may be used by any researcher in the context of any fandom. 

Furthermore, the general cognitive and place-based processes around Real World-Other 

World correspondences should be the same for any Other World fandom. 

Because I focused on Tolkien fans and because I was interested in photographs of 

places and geospatial analysis, the way in which I collected the data has a few limitations: 

the question over demographics and the choice of Middle-earth places. While it is unlikely 

that members of Flickr have radically changed their online identities, we cannot be sure who 

PDA ñNA=Hò LANOKJ EO >ADEJ@ =J KJHEJA LOAQ@KJUI (Kozinets 2020, 204). While this fact is 

arguably secondary to my goal, i.e., I am interested in the online traces rather than the 

demographics, I cannot be completely sure of the contexts the photographers have 

provided. However, reliability of responses is a common limitation for all who engage in 

human behavioural research.  

The most unfortunate limitation was that I was not able to tease out the Middle-

earth Shire from all the Real World Shires and -shires, therefore this key Middle-earth place 

is not represented in the study, apart from its association with Hobbiton. Furthermore, I was 

similarly unable to include Gondor and Rohan, also key places in Middle-earth. I imposed a 

cutoff of twenty records per toponym dataset but results from some of the smaller datasets 

may have changed the nature of a few results. While those results may have been 

interesting, I needed to balance that value with the validity of the quantitative analyses. 

Other limitations of note include the lack of personal information that comes with working 

with social media, the possible complexities of working with photographs as opposed to 

other methods (like interviews), the inability to generalize the results of the study beyond 

the study participants, and my personal limitations. A significant downside to working with 

social media is that it is impossible to connect personal information with, in this case, the 
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texts and photographs. This type of information would reveal interesting patterns or themes 

related to certain age groups or where in the Real World people live. However, it is possible 

to find broad-based demographic information about social media sites. For instance, Flickr 

posters, according to Verto Analytics, tend to be slightly more male than female (on a 

gender binary scale), appear fairly evenly distributed through all age categories from 18-19 

through to 70+, and are more likely to make more than $50,000 a year (US) than to make 

less than that amount (2015). While it might be useful to include more exact information, the 

personal information I am interested in is something already provided by the 

photographers: that they are Tolkien fans and that they have had a place-identity-media 

experience that they have recorded and shared with others. While the photographs will 

provide a rich and unique set of texts to interpret, accurately interpreting the images will be 

difficult, because they will not be paired with in-depth explanations, as in methods like 

Photovoice.25 One of the strengths of my research is that the photographers who post their 

images to Flickr have done so without my prompting, which gives me uninfluenced access 

to their experiences. But one of the limitations of this approach is that I cannot ask them to 

explain why they took that particular photograph in the level of detail I might need to 

accurately interpret the image. 

 Because of the nature of this study, it is not possible to extend the results to a 

general population beyond Tolkien fans on Flickr who have posted their photographs 

publicly. I mentioned before that this is a rich case study and that the high fantasy genre has 

been greatly influenced by Tolkien. The most I can say with the results, then, is that it is 

likely that Tolkien, and perhaps even fantasy, fans may experience this phenomenon in the 

ways my results will suggest. However, it is just as likely that these results are unique to only 

those fans who post to social media, or even unique only to those fans who post to Flickr. 

For this last point, I am particularly conscious of the performative aspects of posted publicly 

to a photograph-sharing site. Finally, I  conducted this study within the framework of a PhD 

committee, but without the aid of research assistants. While the members of my committee 

reviewed my themes and interpretations, I collected and analyzed all the data in this study. 

 
25In Photovoice, researchers ask study participants to take photographs as a way of answering the 

researcheròs questions. Participants then typically describe the photographs, giving researchers a 

more thorough explanation of what is in the photograph and why it is important.  
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In this I recognize that I may make errors in creating the data corpus, or that my knowledge 

of TolkienòO SKNGO =J@ IU HKRA BKN PDA B=JP=OU =J@ O?EAJ?A BE?PEKJ CAJNAs may affect my 

interpretations. Having worked previously with social media, I know that these sites change 

frequently, so my systematic approach to data collection means I can only take a snapshot 

of the Flickr catalogue at a certain time. If I had collected the data at a different time, 

doubtless I would have had slightly differentĂor very differentĂresults. Despite these 

limitations, I am confident the results of this research give us insight into the place-identity-

media relationship. 

 

Reflexivity 

* S=O BENOP EJPNK@Q?A@ PK 5KHGEAJòO SKNGO =NKQJ@ PDA =CA KB five or six, when my 

parents presented me with a picture book and record set of The Hobbit. It was not long 

before I graduated to the full-length version of the story and later to the longer The Lord of 

the Rings and still later The Silmarillion. Thus, I always carry a bit of Middle-earth in my 

EI=CEJ=PEKJë "O IAJPEKJA@ =>KRAè * SNKPA = .=OPANòO PDAOEO KJ 5KHGEAJ B=JOè OLA?EBE?=HHU DKS 

they discussed the mental images they created while reading The Lord of the Rings or 

S=P?DEJC 1APAN +=?GOKJòO =@=LP=PEKJO PDNKQCD PDA KJHEJA B=J OEPA 5DA0JA3EJCëJAP 

(http://www.theonering.net ) (Grek Martin 2011). My knowledge of Middle-earth and Tolkien 

fans is therefore extensive, which gives me insight into how people might relate Middle-

earth to the Real World, but also affords me encyclopaedic knowledge of place-names, 

regions, cultures and races, and other details that will be useful in carrying out this research. 

I am a geographer and practicing cartographer, which contribute to how I see things and 

DKS * @K PDEJCOë "O = CAKCN=LDANè * >AHEARA PD=P ñLH=?A I=PPANOò ĄPDA I=JPN= KB =HH 

geographers) and as a cartographer, I understand that in representing places sometimes a 

blend of science and art, of text and image, can give wonderfully powerful results. I also 

understand how uncritical we tend to be around visual images, and how little they are used 

in research. Furthermore, I am attracted to disciplines that are themselves interdisciplinary, 

like geography and information studies; I am drawn to synthesizing disparate types of 

information and find this often results in a more nuanced understanding of the problem. 

Finally, I like to push boundaries. While I find that fantasy and photography are themselves 
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well researched, they are not often used in research. I believe that fantasy can tell us a great 

deal about ourselves and that photography has a unique way of recording the message. 

 

Finding Fantastical Places of Mine: A Methodology 

Our experiences influence us in ways we often do not immediately realize or 

recognize (Corkin 2013, 198). The Other World of a favourite book or film quietly becomes 

part of our identity, until an aspect of it manifests before our eyes in the Real World. 

Recognizing the connection, we name the place. Revisiting and photographing the place 

brings the Real World and Other World into a reciprocal relationship wherein the Real 

manifests the Other and the Other gives meaning to the Real. This activity changes our 

relationship with place: we become attached to it, and it evolves into a place of mine both in 

the physical world and in our mental visualizations and cognitive models. We may choose to 

post the photograph online, performing and validating our identity in an increasingly chaotic 

informational and networked society. Manovich believes we have too much information and 

too few stories to make sense of it all (2001, 217). But a cursory glance online suggests 

people are using stories to make senseĂsense of themselves and the world around them. 

As we walk down the SKK@H=J@ L=PD =J@ óBEPBQHHU CHEILOAô =J 0PDANè IA=JEJCBQH SKNH@è SA 

realize that we have known ourselves and the world all along.  

This plan of study (see Figure 14ą EO = S=U PK QJ@ANOP=J@ PDA DKSòO =J@ PDA SDUòO KB 

the Middle-earth-on-Earth experience. Photographs render the world more accessible: 

8=HPAN #AJF=IEJ OQCCAOPO PDA óJAA@ PK >NEJC PDEJCO OL=PE=HHU =J@ DQI=JHU ñJA=NANò EO =HIKOP 

=J K>OAOOEKJô (Sontag 1977, 190-1)ë #=NPDAOò ?KJ?ALP KB punctum captures our attention, 

(n.d.), drawing us in and bringing us closer to the image. It contains traces of the Real World 

among which lies the punctum, a spark of recognition identified by the working self, and 

clues to how the punctum and autobiographical memories of a fantastical place are 

connected (see Figure 13). To find these clues I have analyzed text and photographs 

according to the physical preferenda developed by environmental psychologists to 

understand place attachment, as well as factors that indicate emotional and cognitive 

associations (Sevenant and Antrop 2009) through iconographical analysis (Appendix A). 

Accompanying text confidently places the Real World photograph in Middle-earth and, 

given the content of the text, can provide further evidence of descriptive, affective, or 
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cognitive associations. I have drawn out these themes through thematic analysis of titles, 

tags, and descriptions of photographs. The photographs and accompanying text have been 

grouped by Middle-earth toponym, which further revealed patterns of landscape type, 

culture and valence as associated with each place, as well as the value and type of response 

(descriptive, affective, or cognitive). Qualitative analysis provided depth and nuance, 

highlighting the ways in which photographers captured the experience. Quantitative 

thematic analysis revealed common patterns and geospatial analysis revealed where the 

phenomenon took place.  

Multiple ways of looking at the Middle-earth-on-Earth experience mean a richer, more 

nuanced understanding of this phenomenon, answering not only how and why people use 

fantasy film and literature to give meaning to Real World places, but questions about what 

people photograph and how they talk about that experience. These answers give insight 

into how fantasy, and indeed how entertainment generally, affects our understanding of 

ourselves and the world. 
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Chapter V: Data Collection 

This chapter begins with a brief section that defines key terms I will continue to use 

throughout the data collection, results and analysis, and discussion chapters (record, 

dataset, data corpus), followed by two sections each corresponding to a phase of the data 

collection. In the first phase I explored the social media site Flickr for evidence of the 

Middle-earth-on-Earth phenomenon and in the second phase I collected data from Flickr 

and prepared it for analysis. Overall, I BKHHKSA@ ,KVEJAPOò (2020, 215) scheme of Simplify 

(generate a set of search terms), Search, Scout (examine results from a search and narrow 

or filter search terms), Select (choose data to collect), and Save, which was how I stabilized 

PDA @=P= ?KNLQO PDNKQCD PDA QOA KB 'HE?GNòO "LLHE?=PEKJ 1NKCN=IIEJC *JPANB=?A Ą"1*ąë Finally, I 

describe the processes of cleaning the data, to ensure I am only analyzing records of the 

Middle-earth-on-Earth experience, and I then describe how I chose the records I would use 

in the qualitative analysis. The close of this chapter sets up the following one, Chapter VI: 

Qualitative Analysis and Results, which then leads into Chapter VII: Quantitative Analysis 

and Results. It is important to note, however, that in an embedded mixed-methods 

approach the methods iteratively interact with one another, even if the discussion of the 

methods happens sequentially.  

 

Defining Key Terms 

All three methods of analysis, qualitative thematic, quantitative thematic, and 

geospatial, depended on one data corpus, which I collected via the Flickr application 

programming interface (API) during two weeks in February 2020. I used Middle-earth 

toponyms (place names) as search terms to collocate photographs hosted on Flickr where 

the photographer used one of these toponyms to name or describe a Real World place. In 

turn, I used the toponyms to divide the data corpus into datasets, each comprised of a 

number of records. Each record consists of a Photograph (screencapture), Photo ID 

number, a User ID number, Latitude and Longitude coordinates, Title, Description, Tags, 

Date Taken and Date Posted (to Flickr), License information, and Photo urls (see Figure 16). 

The data corpus for this study contains roughly 1250 records, separated into twelve datasets 

with each dataset corresponding to one Middle-earth place. Throughout this and 
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OQ>OAMQAJP ?D=LPANOè PDA PANI ñNA?KN@ò SEHH NABAN PK = LDKPKCN=LD =J@ EPO =??KIL=JUEJC 

PATPQ=Hè ?DNKJKHKCE?=Hè =J@ CAKOL=PE=H @=P=é PDA PANI ñ@=P=OAPò SEHH NABAN PK PDA NA?KN@O 

retrieved under a single search term (i.e., Middle-A=NPD PKLKJUIąè =J@ ñ@=P= ?KNLQOò SEHH NABAN 

to all datasets and their corresponding records. 

 

Figure 16: The first rows of the 'Fangorn' dataset in an MS Excel worksheet. 

 

Data Collection Phase One: Exploration 

In the first phase of data collection, I estimated the number of records that might be 

collected using various Middle-earth place names entered via 'HE?GNòO KJHEJA OA=N?D 

functions. My goal during the first phase was not to collect data, but to determine whether 

evidence of the Middle-earth-on-Earth phenomenon existed on this website. I was curious 

to see whether Flickr could provide the data I sought for and, if so, which search terms 

would yield the most fruitful results. The second phase involved automatic data collection 

via Python script and 'HE?GNòO KSJ "1*é NA?KN@O SANA ?KHHA?PA@ =J@ OKNPA@ EJPK @=P=OAPOè 

cleaned, and saved on a personal computer. An outline of the entire data collection and 

cleaning process can be seen in Figure 17. 
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Figure 17: The creation of the Data Corpus. 

This process formed the foundation of the qualitative, quantitative, and geospatial analyses.  

 



132 

 

Exploring Flickr  

Initially, I considered gathering records from both Flickr (www.flickr.com) and 

Instagram (www.instagram.com) for this research. Using Middle-earth place names as 

search terms, I sifted through the publicly available records of both social media platforms 

hoping to find Real World places described or labelled as Middle-earth places, a condition 

that suggests evidence of the Middle-earth-on-Earth experience. The records returned on 

Instagram returned few that satisfied this condition; the subjects of the photographs were 

fan art, cosplay, action figures, graphic designs, and the characters, or the actors who played 

PDAIè EJ +=?GOKJòO BEHIOë26 While these social media posts would be an interesting collection 

to study, they were not what I was looking for. Flickr, however, contained far more 

occurrences of Real World places described or labeled as places in Middle-earth, therefore I 

limited the pool of potential participants to records containing publicly accessible 

geotagged photographs on the Flickr platform. I wanted publicly available records, i.e., 

records available without registration, username, or password, because their accessibility 

suggested the photographer wished to communicate something about themselves and the 

landscape to a wider audience. This performativity suggests a link between naming a 

H=J@O?=LA =J@ ?NA=PEJC KJAòO KSJ E@AJPEPUë  

Once I had decided to limit the potential participant pool to Flickr posts (henceforth 

NABANNA@ PK =O ñNA?KN@Oòą PD=P NABHA?P PDA .E@@HA-earth-on-Earth experience, I began 

OUOPAI=PE?=HHU ATLHKNEJC 'HE?GNòO NA?KN@O PDNKQCD EPO KSJ ñ8KNH@ .=Lò =LLHE?=PEKJ 

(https://www.flickr.com/map, see Figure 18). World Map is an online web map user interface 

SEPD = GAUSKN@ OA=N?Dë 4A=N?DAO LANBKNIA@ PDNKQCD PDEO EJPANB=?A NAPQNJè BNKI 'HE?GNòO 

collection, publicly accessible records containing visual, textual, and geospatial information 

where the search term appears in one or more of the textual fields. At this point I should 

?H=NEBU PDA PANI ñ?KHHA?PEKJòë .Q?D HEGA = L=NPE?QH=N OQ>OAP KB >KKGO EJ = HE>N=NU I=U >A ?=HHA@ = 

ñ?KHHA?PEKJòè PDA NA?KN@O PD=P ?=J >A =??AOOA@ PDNKQCD 8KNH@ .=L ?KJOPEPQPA = OQ>OAP KB =HH 

the records posted to Flickr. Therefore, for ease of reference, I will henceforth refer to the 

 
26 Note: I explored Instagram before it was necessary to have an account to view their records. Now, 

it would be impossible to use this platform without  registering with  a username and password. At the 

time of my data collection, unregistered Flickr users could view the photographs and photopages of 

publicly accessible images on Flickr. 
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LQ>HE?HU =??AOOE>HA CAKP=CCA@ NA?KN@O BKQJ@ PDNKQCD 'HE?GNòO 8KNH@ .=L EJPANB=?A =O = 

ñ?KHHA?PEKJòë  

 

 

Figure 18: Screencapture of FlickròO World Map.  

This screencapture shows my initial search for 'emyn muil' on 25 February 2020, showing twenty-

seven results. Image source: https://www.flickr.com/map. 

 

When someone performs a search through World Map, Flickr displays the number 

of records returned for a given term and represents where the photographic element of the 

record was taken in the Real World through location dots and photographic thumbnail 

images (See Figure 18). Searches are not case-sensitive nor diacritic-sensitive, e.g., a search 

for lothlorien returns lothlórien, Lothlórien, and Lothlorien. Boolean operators filter results 

somewhat, returning a different number of records if the searcher enters Minas Tirith or 

Minas AND Tirithë )KSARANè IU ATLANEAJ?A SEPD 8KNH@ .=L OQCCAOPO PD=P 'HE?GNòO OA=N?D 

engine is rather generous in its interpretations, for example a search for Edoras also 

returned Edora, a ski resort in Colorado with no explicit references to TolkienòO ?EPU EJ 

Rohan. Clicking on one of the thumbnail images displayed on the results screen (again, see 

Figure 18ą P=GAO PDA REOEPKN PK PDA EI=CAòO LDKPKL=CAè SDANA PDAU ?=J REAS = H=NCAN RANOEKJ KB 

the photograph and any other visual, textual, chronological, geospatial, and licensing 

information associated with it. An example of a photopage can be seen in Figure 19. 



134 

 

 

 

Figure 19: ó8=HHO of .KN@KNô photopage. 

An example of the upper section of a Flickr Photopage, showing visual, textual, chronological, 

locational, and licensing data. All screencaps used in this thesis are of photographs and photopages 

that have limited use licenses, unless otherwise stated. The data collected for this record can be 

found in Table 3 BNKI PDA ñ.KN@KNò @=P=OAPë Image source: 

https://www.flickr.com/photos/zachd1_618/4816596349/. 

 

Flickr Photographs and Metadata 

Though discovery and retrieval can be performed through a keyword, i.e., textual, 

search, the purpose of Flickr is to allow members to showcase their photographs27 and so 

photographs are the main attraction of this social media platform. Other information posted 

in conjunction with the photograph is metadata pertaining to the photograph, which 

 
27 Flickr members can post other images, such as graphic art, but overwhelmingly the most common 

image type in the public collection are photographs. 
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includes titles, descriptions, and keyword tags that were created and uploaded by the Flickr 

member who is presumably the same person who took the photograph. While it is entirely 

possible that the person who took the photograph and the person who uploaded the 

photograph to Flickr are not the same person, I did not encounter any obvious indications 

of this situationĂOQ?D =O OP=PAIAJPO HEGAê ó5DEO EO JKP IU LE?PQNAè >QPìôĂthrough the data 

cleaning process. For the purposes of my study, the photographs were also the main 

attraction; they would be key elements of the qualitative and quantitative thematic coding 

and analysis. 

Before I detail the process of data collection further, it is useful to understand where 

the data in the records originates. Some elements of the record were created by Flickr: 

Photo ID number, User ID number, Date Posted, Date Updated, and the Photo urls. These 

elements are used by Flickr and by users of Flickr to identify specific photographs and 

photographers. All other elements of the record are supplied by the person who uploaded 

the information to Flickr; the photographer either created the data specifically for the post 

(Photograph, Title, Description, Tags, License) or the camera automatically created the data 

through the act of taking the photograph. The latter data can be found in the metadata of 

the digital file (e.g., Latitude and Longitude, and Date Taken), which is harvested by Flickr 

upon upload.  

Additionally, it is also useful to describe what the data in each record represents. 

The Photo ID number is a unique identifier supplied by Flickr, this number only ever applies 

to one and only one record. The User ID is a single photographer. This number was useful in 

determining if a single photographer took multiple photographs, which was the case in 

nearly all the datasets. The Photo urls point the user to either the photograph or to the 

Flickr Photopage. The photograph is just thatĂa webpage displaying the photograph with 

no other information. The Photopage, however, displays the photograph in the top portion 

of the webpage with all the metadata relating to the photograph displayed below, including 

Title, Description, Tags, location, license, and even conversations threads (if applicable) 

posted by other Flickr members (see Figure 19). The Dates are useful, as most Flickr posters 

seem to post photographs days, weeks, or even years after taking the photograph and the 

latitude and longitude coordinates locate where the photograph was taken through a GPS 

application in the camera. Finally, the Title is the title of the photograph, the Description is 



136 

 

an opportunity for the photographer to provide further information about the photograph, 

and Tags are keywords supplied by the photographer that may describe the photograph 

and its context and can be used to collocate photographs with similar characteristics. Given 

the origin and nature of each element of a record, it became clear that the Photograph, Title, 

Description, and Tags would be part of the qualitative and quantitative thematic coding for 

this study, while the other elements, particularly Data Taken and Date Posted, and Latitude 

and Longitude, would be used as filters, context, and for geospatial analyses. 

Flickr collects a raft of metadata for each record, some of which I did not use or did 

not collect. I initially thought I would use Albums; Albums are groups of photographs with a 

common set of characteristics that are created solely by the photographer. However, it 

became clear that Tags provided more relevant and reliable metadata for the photographs 

and the information found in Albums either duplicated the Tags or were too vague to be 

useful. For example, often the title for an Album was the location the photographs were 

taken, information that could be found in the Tags or the geospatial coordinates. So, while I 

collected the Album metadata, I did not analyze it. Another metadata category I could have 

collected, but did not, was Groups. There are several Groups in Flickr that are very useful 

BKN @EO?KRANEJC PDA DKSòO =J@ SDUòO KB PDA .E@@HA-earth-on-Earth phenomenon, including 

Middle EarthĂNo real film location please (https://www.flickr.com/groups/themiddleearth/). 

However, any member can post any photograph to a Group in Flickr, which might mean that 

some records in any given Group might not meet the criteria of the phenomenon. 

Furthermore, some records in this group did not contain specific Middle-earth places. I also 

did not collect Comments or conversation threads posted by members about a photograph. 

Comments are separate entities in the Flickr API and, given my focus is on the 

LDKPKCN=LDANòO =OOK?E=PEKJ KB = .E@@HA-earth place with a Real World one, not worth the 

prohibitive and time-consuming process of collecting them. Finally, automatically generated 

metadata regarding the details of the camera and camera settings used to take the 

photograph can be part of a Flickr record, but I decided this information was not essential to 

the Middle-earth-on-Earth phenomenon and did not collect it. 

By exploring Flickr this way, I was able to quickly confirm that Flickr was the best 

resource for data collection, and which search terms and metadata fields would yield the 

IKOP BNQEPBQH =J@ ?KJOEOPAJP NAOQHPOë " ñNAOQHPòè EJ IU ?=OAè SKQH@ >A = LDKPKCN=Lh of a Real 
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World place that has been named or described by the photographer as a place appearing in 

5KHGEAJòO OPKNEAO =J@ E@AJPEBE=>HA >U PDA QOA KB = .E@@HA-earth toponym. Therefore, I used 

Middle-A=NPD LH=?A J=IAO =O OA=N?D PANIO KJ 'HE?GNòO 8KNH@ .=L EJPANB=?Aè =Jd, in so doing, 

I was able to get a sense of the number of records each term elicited and the kinds of visual, 

textual, and geospatial information they contained (see Appendix D for a complete list of 

search terms). During this phase of the data collection, I was merely looking for evidence of 

the Middle-earth-on-Earth experience, and through the publicly accessible geotagged 

NA?KN@O EJ 'HE?GNòO ?KHHA?PEKJè * BKQJ@ EPë 

 

Data Collection Phase Two: Creating the Data Corpus  

"BPAN ATLHKNEJC 'HE?GNòO LQ>HE?HU =??AOOE>HA CAKP=CCA@ ?KHHA?PEKJ =J@ =OOAOOEJC SD=P 

toponyms would yield the most promising data, I began assembling the data corpus. This 

LNK?AOO EJRKHRA@ QOEJC = O?NELP ?NA=PA@ EJ 1UPDKJè SDE?D =??AOOA@ 'HE?GNòO "1* =J@ ?ollected 

a set of records (a dataset) based on a toponymic search term. The corpus comprises 

several of these datasets, each corresponding to a Middle-earth place and containing 

multiple records comprised of visual, textual, chronological, and geospatial data. I then 

cleaned the data in two ways. First, for each dataset, I ensured that the data for each record 

ended up in the proper fields and assessed whether the records I gathered were 

representative of the Middle-earth-on-Earth experience using verbal descriptions and 

geographic coordinates. Next, I compared the photographs and verbal descriptions of each 

record to ensure they represented the Middle-earth-on-Earth experience. This latter 

process continued throughout the qualitative and quantitative thematic coding. The 

resulting datasets comprised the data corpus for the qualitative and quantitative thematic 

analyses and the geospatial analyses. For a conceptual diagram of the data collection 

process, see Figure 17. 

While Flickr proved to have the kinds of records I was looking for, it is a dynamic 

site. As an organization it has had various owners over the last few years and though the 

functioning of the API has not changed, a few user policies have. One policy that likely 

affected this research was the limiting of the number of photographs a user could post with 

a free membership to 1,000 (previously they had no limit.) This policy likely encouraged 

users to take down records to meet the free membership cut-off. Additionally, registered 
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users can upload or take down records at any time, which meant the collection of publicly 

available geotagged records varied daily. This problem is common for researchers in social 

media, including my previous research with TheOneRing.net (Grek Martin 2011). To mitigate 

PDA R=NE=PEKJè EP EO QOABQH PK P=GA = ñOJ=LODKPò KB PDA OEPA >U ?KHHA?PEJC PDA @=P= @QNEJC = ODKNP 

LANEK@ KB PEIAé EJ ABBA?P PDEO EO = N=J@KI O=ILHEJC KB 'HE?GNòO ?=P=HKCQAë 'KN PDEO LNKFA?Pè @=P= 

collection took place between 12 and 25 February 2020 with roughly 985,000 publicly 

available geotagged records available at any one time. Also, as part of the API code of 

conduct, the actual photographic files themselves could be collected alongside the textual, 

chronological, and geospatial metadata, however, they could not be stored on a device. To 

ensure I had a stable set of photographs for the visual thematic analysis, I screencaptured 

each photograph on its Photopage and added the screencaptures to the data corpus. I 

included the url bar in the screencap to ensure I could always connect the photograph to its 

metadata during the coding and analysis. 

 

Inclusion Criteria  

As I explored the records on Flickr in phase one, I began developing the inclusion 

?NEPANE= * SKQH@ QOA PK =OOAOO AHECE>EHEPU EJ PDA OPQ@Uë * OA=N?DA@ 'HE?GNòO 8KNH@ .=L QOEJC 

Middle-earth place names, noting the number of records returned per place name, the 

spatial diversity of where the photographs were taken, the diversity of subjects 

photographed, whether landscapes constituted a primary focus of the photographs, and 

any Boolean operators I used. I varied the searches by trying place names from only the 

books and from both books and films. I also used place names representing different 

physical and cultural environments found in Middle-earth, striving for a variety of natural 

=J@ ?QHPQN=H AJRENKJIAJPOë (ERAJ 5KHGEAJòO QJ@ANHUEJC AJRENKJIAJP=H APDE? PDNKughout his 

works, I wondered if the type or valence of the environment would shed light on how 

people assign meaning to Real World places through their Middle-earth counterparts.  

 After searching sixty-one Middle-earth place names and experiencing increasingly 

diminishing returns as the names became more book-focused and obscure, I assessed 

which terms would create eligible datasets. For each dataset, I ideally wanted a number of 

geospatially diverse records containing photographs with place, as opposed to people, as 

the subject. As the datasets would be grouped by Middle-earth toponym, I also hoped for a 
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range of datasets that represented diverse Middle-earth placesĂ>QEHP RO J=PQN=Hè ñCKK@ò ROë 

ñAREHèò =J@ OI=HH RO H=NCA LH=?AO, but I relied on the criteria below to determine the datasets 

and data corpus. A complete set of search terms and number of resulting records can be 

found in Appendix D.  

The most important inclusion criterion was whether the records returned on a 

OA=N?D D=@ LH=?A =O PDA BK?QO KB PDA NA?KN@òO LDKPKCN=LDE? REOQ=H AHAIAJPë 1H=?A EO PDA 

crucial aspect of this research; therefore, I excluded datasets that returned few or no 

records where landscapes were the focus of the photograph. A second criterion was 

number of records: more records meant more data points for the quantitative analysis and a 

richer pool from which to choose photographs for the qualitative analysis. Thirty-nine place 

names (i.e., search terms) returned datasets of over twenty records, therefore I used twenty 

as an initial cut-off number: any searches resulting in fewer than twenty records would be 

excluded from the data corpus. Further inclusion criteria were diversity of Real World 

locations and of photographers: both criteria would increase the validity and generalizability 

of the analyses (see Figure 17è ?EN?HA ñ4'òąë 'KN AT=ILHAè * AT?HQ@A@ Dimholt as a viable dataset. 

It contained seventy photographs, but sixty-nine of them were taken by one photographer 

during one trip to The Pinnacles (a geologic formation and filming location in New Zealand). 

However, I initially included Emyn Muil as it contained twenty-seven photographs taken by 

different photographers in multiple locations. This stage of the data collection process 

included the following inclusion criteria: search terms must elicit datasets that included over 

20 publicly available, geotagged records of places; must include multiple photographers; 

and must include diversity of place. Applying these inclusion criteria, I excluded forty-five 

datasets from further consideration. 

As I assessed the datasets, I quickly realized some common Middle-earth places 

would be noticeably absent from my analysis: Rohan, Gondor, Bree, and The Shire. These 

Middle-earth toponyms have Real World equivalents from which they could not be easily 

disentangled, even with Boolean operators, resulting in tens or hundreds of thousands of 

ENNAHAR=JP NA?KN@Oë ñ3KD=Jò EO = ?AHA>N=PA@ B=IEHU J=IA EJ #NAP=CJAé ñ(KJ@KNò LE?GA@ QL 

(KJ@Kè 4L=EJè =J@ ñ#NAAò =J@ ñ4DENAò =LLA=N EJ ?KQJPHAOO 3eal World toponyms. Given these 

difficulties and that the resulting datasets would contain very few applicable records, I did 

not include these toponyms in the final data corpus. Other place names familiar to Tolkien 
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fans did not yield sufficient (or any) records, particularly lesser-known regional names like 

ñ&NE=@KNò =J@ ñ3DKR=JEKJò =J@ I=JU >KKG-only toponyms. However, some of these places 

appeared in the text fields of other searches: The Shire appeared in the Hobbiton search, 

Eriador in Rivendell, and Rhovanion in Mirkwood and Mordor.  

Through this process I observed that places featured in both book and film yielded 

the highest numbers of records. That film-centred terms were prevalent in Flickr is not 

surprising: locations featured in the films are among the most common names in the books. 

Additionally, many records depicted filming locations in New Zealand, which may point to 

the primacy of cinematic media and emphasis on media tourism.28  

 

Ensuring a Variety of Places 

After applying the inclusion criteria, I arrived at the sixteen datasets outlined in Table 

2. To demonstrate the variety of Middle-earth places represented in these datasets, I 

classified each place according to culture, type, scale, valence, and environmental stance. 

ñ$QHPQNAèò NABANO PK PDA LNEI=NU .E@@HA-earth inhabitants of the place in question. Most 

cultures were straightforward to classify, as Tolkien described them clearly, but I hesitated 

PK QOA ñQJEJD=>EPA@ò PK @AO?NE>A =NA=O SEPD JK LAKLHAë &JPOè =JEI=HOè PNAAOè =J@ OPKJA SKQH@ 

D=RA >AAJ =O EILKNP=JP PK 5KHGEAJòO OAJOA KB D=>EP=PEKJ =O Elves, Hobbits, Humans, 

%S=NRAOè =J@ ĄARAJą 0N?Oè PDANABKNA * QOA@ ñ/=PQNAò =O PDA PANI BKN PDA ?QHPQNA KB SEH@ 

H=J@O?=LAOë * QOA@ ñ4=QNKJò PK ?D=N=?PANEVA =NA=O QJ@AN DEO PDN=HH >QP ?DKOA ñ8EV=N@ò BKN =NA=O 

QJ@AN 4=NQI=JòO NQHA EJ 5DA 8EV=N@òO 7=HA Ą/=J $QNQJíNąë ñ8EV=N@ò JKP KJHU A?DKAO PDA J=IA 

of the valley but also makes for an easier distinction between terms in this category as 

ñ4=NQI=Jò =J@ ñ4=QNKJò =NA LDKJAPE?=HHU OEIEH=N =J@ KBPAJ ANNKJAKQOHU EJPAN?D=JCA@ë 5SK 

other cultural categorizations should be clarified: Mirkwood and Weathertop. Mirkwood 

appears in both The Hobbit and LotR and is a massive area, parts of which are overseen by 

IQHPELHA ?QHPQNAO =P @EBBANAJP PEIAOè EJ?HQ@EJC ,EJC 5DN=J@QEHòO &HRAOè PDA /A?NKI=J?AN 

Ą4=QNKJąè =J@ PDA CAJAN=H SEH@JAOO KB /=PQNAë * ?DKOA ñ.ETA@ò PK =HHKS BKN =JU RANOEKJ KB 

Mirkwood in the Flickr pDKPKCN=LDANòO EI=CEJ=PEKJë 8A=PDANPKL EO = /=PQN=H AJRENKJIAJP EJ 

 
28 Below, I discuss how I bracketed all records with  photographs from New Zealand as they 

represented filming sites and not the ñ.E@@HA-earth-on-E=NPDò experience.  
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the stories, but the ruins of the tower of Amon Sûl figure largely in the books and films and 

NAIEJ@ PDA NA=@ANûOLA?P=PKN KB EPO DEOPKNE? )QI=J D=>EP=PEKJë ñ5ULAèò EO =J =PPAILP PK 

 

Table 2: Potential Datasets, per 'HE?GNòO World Map search function. 

Toponym culture type scale* valence environmental 
stance 

Anduin Nature river continental neutral Feraculture 

Barad-dûr Sauron tower large evil Ruined 

Caradhras Nature mountain massive neutral Feraculture 

Edoras Human village medium good Agrarian 

Emyn Muil Nature hill medium neutral Feraculture to 

Ruined 

Fangorn Nature forest medium neutral Feraculture 

Hobbiton Hobbit  village medium good Agrarian 

Isengard Wizard valley small evil Horticulture to 

Ruined 

Lothlórien Elf forest small good Horticulture  

Minas Tirith Human city large good Agrarian*** 

Mirkwood  Mixed forest massive mixed Mixed 

Mordor Sauron region massive evil Ruined 

Orodruin Sauron mountain large evil Ruined 

Orthanc Wizard tower medium evil Horticulture to 

Ruined 

Rivendell Elf house** small good Horticulture  

Weathertop Nature/Human hill small neutral Feraculture 

 * Scale should be read in conjunction with Type: Caradhras is a massive mountain compared to 

Orodruin, which is a large mountain. 

** According to Tolkien, Rivendell is the Last Homely House: a large house, yes, but not the 

REHH=CA KN ?KILKQJ@ @ALE?PA@ EJ +=?GOKJòO BEHIOë 

*** Dickerson and Evans do not definitively describe the environmental stances taken by human 

settlements. However, in Letters, (179) 5KHGEAJ @AO?NE>AO PDA &JPSERAO =O OQNREREJC óëëKJHU EJ PDA 
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ñ=CNE?QHPQNAò PN=JOIEPPA@ PK .AJ Ą=J@ )K>>EPOąëô 'QNPDAN EJ@E?=PEKJ KB DQI=J =CNE?QHPQN=H 

LN=?PE?AO EO EJ 5KHGEAJòO description of the Pelennor Fields and southern Gondor. However, Minas 

Tirith is the most urban settlement in Middle-earth and I would change the environmental stance 

in the quantitative coding, analysis, and results. 

 

categorize the place in terms of natural and cultural features. Again, most places fell into 

their respective categories easily, but there were exceptions. Isengard was difficult to 

classify as it is the walled area surrounding the tower Orthanc. It is neither a small village, 

JKN =O H=NCA =O = NACEKJë ñ7=HHAUò OAAIA@ IKOP =LPè >QP PDEO ?=PACKNEV=PEKJ ?KQH@ >A 

misinterpreted as applying to the entire valley of which Isengard is only a part. Rivendell was 

also ambiguous. It is clearly described as a large house in both The Hobbit and LotR, but in 

+=?GOKJòO BEHIO EP OAAIO IKNA HEGA = OI=HH REHH=CA KN H=NCA IQHPE-structure estate. The 

?D=N=?PANEOPE?O KB ñO?=HAò =J@ ñR=HAJ?Aò ODKS PDA N=JCA KB OEVAO =J@ IKN=H OP=J?AO KB PDA 

?DKOAJ LH=?AOë * @AAIA@ J=PQN=H LH=?AO ñJAQPN=Hò CERAJ 5KHGEAJòO J=PQre-centric outlook and 

KJA =NA=è .ENGSKK@ =O ñIETA@ò =O IQHPELHA EJBHQAJ?AO =BBA?P EPë 5DA BEJ=H ?KHQIJ EJ Table 2, 

ñAJRENKJIAJP=H OP=J?Aèò NABANO PK %E?GANOKJ =J@ &R=JOò ?=PACKNEAO KB AJRENKJIAJP=HEOIè SEPD 

PDA =@@EPEKJ=H ?=PACKNEAO KB ñ3QEJA@ò =J@ ñ.ETA@òë ñ3QEJA@ò NALNAOAJPO =NA=O KB ATPNAIA 

AJRENKJIAJP=H @ACN=@=PEKJè SDEHA ñ.ETA@ò =LLHEAO PK =NA=O H=NCA AJKQCD PK contain more 

than one category. For example, Mirkwood is a vast forest that contains the Ruined area of 

%KH (QH@QNè >QP =HOK PDA )KNPE?QHPQN=H =NA= KB 5DN=J@QEHòO &HRAO =J@ = 'AN=?QHPQNA EJ 

ñQJEJD=>EPA@ò L=NPOë ñ'AN=?QHPQNAò EO = PANI QOA@ >U %E?GANOKJ =J@ &R=JO PK @AO?NE>A 5KHGEAJòO 

BKJ@JAOO BKN ñSEH@ J=PQNAò =J@ PDA =>EHEPU KB J=PQNA PK EJ ABBA?P OLA=G BKN EPOAHB PDNKQCD PDA 

Ents (2006). Altogether, this table facilitates clearer understanding of the places represented 

in the datasets and, thus, future comparisons between datasets in the analysis phase. 

At this stage, the potential datasets covered a range of cultures, types, scales, 

valances, and environmental stances, allowing for multiple comparisons between them in 

the analysis. Most of these aspects of place are fixed, while those for Weathertop, 

MirGSKK@è 0NPD=J?è =J@ *OAJC=N@ ?D=JCA PDNKQCD PDA ?KQNOA KB 5KHGEAJòO J=NN=PERAOè SDE?D 

may also bring about interesting results in the analysis. Do the Flickr photographers focus 

KJ PDA ñCKK@ò =OLA?PO KB PDAOA LH=?AO KN PDA ñAREHçô "HH PDA LH=?AO =LLA=N EJ both the books 

and the films, but some places, e.g., Lothlórien, are represented differently in both. These 
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differences might allow for book vs film comparisons in the analysis. With sixteen potential 

datasets representing a diverse range of places, I was ready to collect the data. 

 

Stabilizing the Data Corpus 

Up until this point, the datasets were online, dynamic, and ephemeral: I needed a 

way to collect this data into stable files in a format that I could store and analyze. I worked 

SEPD (NAC #=GANè = 3AOA=N?D *JOPNQIAJP 5A?DJE?E=J SEPD 4=EJP .=NUòO 6JERANOEPU Department 

of Geography and Environmental Studies29, who wrote a Python script to automate the data 

collection based on my research goals and parameters (Appendix E). We wanted the script 

PK OA=N?D PDNKQCD 'HE?GNòO "1* =J@ NAPQNJ NA?KN@O ?KJP=EJEJC REOQ=Hè PATPQ=Hè ?DNKJKHKCE?=Hè 

geographic coordinate, and licensing data according to a toponymic search term. We tested 

and refined the script multiple times to ensure the searches returned the desired records 

and that the data for those records appeared in the proper fields in the resulting files.  

To collect the data, I opened the fourth and final version of the script in IDLE, a 

1UPDKJ (N=LDE? 6OAN *JPANB=?A Ą(6*ą =R=EH=>HA PDNKQCD &43*òO "N?(*4 (AKCN=LDE? 

Information Systems software, version 10.5. Running the script prompted me to enter a 

search term, including Boolean operators30è SDE?D EJEPE=PAO PDA OA=N?D PDNKQCD 'HE?GNòO "1*ë 

The result of this process was a comma separated values (CSV) file saved in the same 

desktop folder as the script. Table 3 shows the data collected for each record in a dataset, 

QJ@AN PDA DA=@EJC ñ$KHQIJ /=IAòë Table 3 also describes what each piece of data 

NALNAOAJPO Ąñ%AO?NELPEKJòą =J@ E@AJPEBEAO PDA PULA KB @=P= Ąñ%=P= PULAòąë 5DA R=HQAO QJ@AN PDA 

BEJ=H ?KHQIJè ñ&T=ILHAòè NABAN PK PDA NA?KN@ NALNAOAJPA@ EJ Figure 19. I repeated this 

procedure for all sixteen place names, resulting in sixteen datasets, which were then ready 

to undergo two phases of data cleaning. Data collection took place between 12 and 25 

February 2020: I collected 2 datasets on 12 February, which I carefully examined to ensure 

the script was behaving as expected. I then gathered ten datasets between 16 and 21 

February, and an additional four from 23 to 25. Of 1,97231 individual photopages I examined 

 
29 To whom I am deeply indebted. 
30 Boolean operators used in searches include emyn AND muil, minas AND Tirith, and rivendell NOT 

bicycle.  
31 I reviewed 1,924 records during the photographic screening of the second phase of data cleaning, 

along with 48 additional records throughout  the course of the data cleaning process. 
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during March and April 2020, only two records had been removed from Flickr by the 

LDKPKCN=LDOò KSJANOè OQCCAOPEJC PDAOA @=P=OAPO SANA B=ENHU OP=>HA @QNEJC PDKOA IKJPDOè =J@ 

therefore stable during the period of data collection. 

 

Table 3: Metadata collected by the Python script through Flickr API. 

ñ$KHQIJ /=IAò NABANO PK PDA BEAH@ EJ PDA $47 BEHAë ñ%AO?NELPEKJò =J@ ñ%=P= PULAò @AO?NE>A PDA @=P= 

?KHHA?PA@è SDEHA ñ&T=ILHAò EO PDA @=P= PD=P S=O ?KHHA?PA@ BKN PDA NA?KN@ ODKSJ EJ Figure 19. Ellipses 

indicate more data present in actual record. 

Column Name Description  Data type Example 

SearchTerm place name Text Mordor 

PhotoID Unique record identifier Number 4816596349 

UserID Photographer identifier Text 35557234@N07 

Lat Latitude coordinate Coordinate 39.404897 

Lon Longitude coordinate Coordinate -106.137027 

GeoAcc Accuracy of coordinates  Number 14 

Title Title of photograph Text Walls of Mordor 

Desc Description of 

photograph 

Text Call me a super nerd (many 
have), but the entire time I 
saw these mountains I was 
just thinking of the LOTR. 
There was just something so 
harsh, rough, and 
intimidating about this 

NE@CAHEJAë ì 
Tags Tags associated with 

photograph 

Text colorado`mountains`epic`dr

amatic`B&W`black and 

SDEPAÛOD=NLÛD=NODÛì 

Album Albums photo appears in Text  

Groups Groups photo appears in Text Colorado!`Cool Outdoor 

Pics`!Catchy Colors`Rocky 

.KQJP=EJOÛì 

DateTaken Date & time taken Chronologic 2010-06-25  2:54:00 AM 

DateTakenG Accuracy of date & time Number 0 

DatePost Date posted to Flickr Chronologic 2010-07-22  2:13:00 AM 
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Column Name Description  Data type Example 

DateLUpdate Last date modified Chronologic 2014-03-17  12:06:00 AM 

License Type of license  Number 4 

PhotoURL url for photograph url https://farm5.staticflickr.com/

4081/4816596349...  

PhotoPageURL url for photopage on 

Flickr 

url https://www.flickr.com/phot

os/za... 

 

 

Data Cleaning 

Managing Automated Data 

With sixteen potential datasets in sixteen respective CSV files, the next step was to 

be sure the Python script accurately collected the data for each record. Automatically 

collecting digital online data necessitates rigorous cleaning practices, as the wrong character 

or symbol in the wrong place may mean the data is put in the wrong field or not captured at 

all. First, I checked that the data collected was put in the proper field by the script. A CSV file 

uses commas to separate the data fields, but many people use commas in titles, 

descriptions, and in album and group names. Baker and I therefore used a less common 

punctuation mark ( ` ) (see Table 3, Tags) in the Python script to mitigate this problem. Even 

so, this punctuation mark was used by Flickr posters from time to time, which caused the 

fields to shift to the next column in that row of the file. I manually scanned each CSV file in 

Microsoft ET?AH =J@ ?=QCDP PDKOA EJOP=J?AOè NABANNEJC PK PDA NA?KN@òO LDKPKL=CA PK AJOQNA * 

shifted the data back into the proper fields. The data also needed to be transformed from 

Western European (Windows) format to Unicode (UTF-8) to properly display punctuation 

=J@ @E=?NEPE? I=NGOë * LANBKNIA@ PDEO LNK?AOO PDNKQCD .E?NKOKBP &T?AHòO %=P= 5N=JOBKNI 

BQJ?PEKJ =J@ =JU ?K@AO JKP LNKLANHU PN=JOBKNIA@è J=IAHU ñ<=ILéò =J@ ñ<MQKPéòè SANA 

?D=JCA@ PK ñ<ò =J@ ñ ó ò  NAOLA?PERAHU PDNKQCD PDA 'EJ@ =J@ 3ALH=?A BQJ?PEKJë 

I recorded the number of images the Python script retrieved for each search term, 

noting any discrepancies between the number Python returned and the number I previously 

BKQJ@ QOEJC 'HE?GNòO 8KNH@ .=L BQJ?PEKJë %ALAJ@EJC KJ PDA OEVA KB PDA @=P=OAPOè 1UPDKJ 

retrieved +/- one image for the smaller datasets (~30 images), +/- twelve images for the 
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medium-sized datasets (200-300 images), and +/- fifty images for the largest datasets 

(2000+ images). With datasets ranging from twenty-seven records for Emyn Muil to nearly 

8000 for Hobbitonè =J@è CERAJ PD=P 'HE?GNòO OA=N?D KLAN=PEKJO =NA LNKLNEAP=NU EJBKNI=PEKJ 

and therefore unknown to Baker or me, I decided these minor gains or losses were 

acceptable. At this point, I had sixteen datasets totalling 17,365 records (see Figure 17, circle 

ñ%$òąë * D=@ =HH PDA @=P= EJ PDA LNKLAN ?KHQIJO BKN A=?D NA?KN@ =J@ * S=O NA=@U PK OP=NP 

screening the records for inclusion in the study. 

 

Data Cleaning Phase 1: Verbal and Geographic Screening 

Previously, while I explored Flickr using place name search terms, I noted records 

where the landscape was not the main subject of the visual photographic information. 

Instead, the photographs in these records might contain people, models, action figures, or 

other objects as the primary focus, with the Real World place either unclear or in a distant 

secondary role. I also noticed that certain keywords appeared in the titles, descriptions, and 

tags for these records, which offered a way to quickly identify a large number of records 

that could be excluded. For example, a record depicting a close-up of a LEGO model of 

0NPD=J?è IECDP D=RA PDA SKN@ ñHACKò =O KJA KB PDA P=COë 1ANBKNIEJC = GAUSKN@ OA=N?D KB PDA 

Orthanc dataset in MS Excel quickly isolated all the rA?KN@O SEPD PDA ñHACKò P=Cè =HHKSEJC IA 

to screen the records more rapidly. Additionally, I wanted all records that represented 

photographs taken in New Zealand to be separate (bracketed) from the datasets, as these 

records likely represented media tourism and not the Middle-earth-on-Earth experience. 

Phase one of the data cleaning process, then, involved screening the records of all sixteen 

datasets for eligibility through verbal descriptions and geographic coordinates (see Figure 

17è ?EN?HA ñ$HÇòąë 

For screening via verbal descriptions, I used the Find (Ctrl-F) and Filter Data 

functions in Microsoft Excel in the title, description, and tags columns, looking first for 

keywords common to multiple datasets: cosplay, cons, lego, and bricks. Some Tolkien fans 

AJC=CA EJ ?KOLH=U Ą?KOPQIA LH=Uą =?PEREPEAO =J@è OQNA AJKQCDè PDA GAUSKN@ ñ?KOLH=Uò NAPQNJA@ 

several records where the subject of the photograph was a person dressed as a character 

from Middle-earth. Middle-earth fans also attend conventions, usually NABANNA@ PK =O ñ?KJOëò * 

S=O =>HAè PDAJè PK AT?HQ@A = JQI>AN KB NA?KN@O =OOK?E=PA@ SEPD PDA GAUSKN@O ñ?KOLH=Uèò ñ?KJèò 
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KN ñ?KJOèò =O PDAOA NA?KN@O BK?QOA@ KJ LAKLHAè JKP LH=?AOè =O PDA OQ>FA?P KB PDA REOQ=H 

LDKPKCN=LDE? EJBKNI=PEKJë "J ñEJ@QOPNUò PANI BKN -&(0 IK@AH >QEH@EJC EO ñ>NE?GOò PDANABKNA * 

QOA@ >KPD ñHACKò =J@ ñ>NE?GOò PK E@AJPEBU =J@ AT?HQ@A NA?KN@O KB -&(0 IK@AHs, though I 

proceeded carefully as Ctrl-' BKN ñHACKò =HOK ?=QCDP ñ-ACKH=Oòè SDE?D EO KJA KB PDA I=EJ 

characters in LotR. If I had any doubts about excluding a record through purely textual 

means, I viewed the visual information on the record photopage to confirm place was not 

the primary subject of the photograph. 

While cosplay, cons, lego, and bricks were common keywords across most of the 

Datasets, some datasets had specific terms in the title, description, or tags that signaled 

LKPAJPE=HHU AT?HQ@=>HA NA?KN@Oë 'KN AT=ILHAè ñ3ERAJ@AHHò =LLHEAO PK = I=GA KB >E?U?HAè =J@è PK 

make identifying these records more difficult, the company uses other names Tolkien 

@AREOA@ BKN @EBBANAJP >E?U?HA IK@AHOè AëCëè ñ-ACKH=Oò =J@ ñ#KI>=@EHò ĄOAA Figure 20). Even using 

the search term Rivendell NOT bicycle in the Python script captured unwanted records and I 

excluded a large number of Rivendell bicycle records during this first screening. Other 

excluded records in the Rivendell dataset included numerous guest houses, a co-op, a 

library, and Rivendell boxes (radios). For the Lothlórien dataset, I excluded records of two 

different co-ops, a tall ship, and an apartment complex; for Mirkwood it was a 

neighbourhood in Maryland and the Mirkwood and Shire Café in Washington state. I 

excluded records of buildings or neighbourhoods named with Middle-earth place names 

because it was impossible to determine whether the photographer was merely tagging the 

name or referencing the Middle-earth place in the books or films. I recorded changes to the 

datasets, including the numbers of images retained and types of images removed (if any) 

during the cleaning passes. A list of the types of records removed for each dataset at this 

phase of the data cleaning process can be found in Appendix F. 
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Figure 20: Rivendell bicycle, 'Bombadil' model.  

Nothing on the photopage suggests a Middle-earth-on-Earth experience (though, I could imagine the 

.EOPU .KQJP=EJOìąë Image source: https://www.flickr.com/photos/42914481@N00/49196923783 CC 

BY-SA 2.0 

 

With a combination of MS Excel and ArcGIS I used geographic coordinates to 

>N=?GAP ÏèÈÍÈ NA?KN@O KB LDKPKCN=LDO P=GAJ EJ /AS ;A=H=J@ë ñ#N=?GAPEJCèò IA=JP PD=P * @E@ 

not delete the records, but saved them in separate files according to their original dataset. 

These records more likely represent film tourism than the Middle-earth-on-Earth 

phenomenon, but I wondered if they would prove useful as comparator datasets in the 

analyses. As it turned out, I did not use these records for this study, but I would consider 

them for future research. 

After this first phase of data cleaning, I excluded four datasets (Anduin, Edoras, 

Emyn Muil, and Orodruin) for having an insufficient number of records and insufficient 

diversity of place. Of these four, Edoras originally contained 512 records after the verbal 
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screening but retained only twelve after I bracketed the New Zealand records. Of these 

twelve, only eight would have been included after the second data cleaning phase. The 

Anduin dataset dwindled from 138 records to seven, Emyn Muil from twenty-seven to nine, 

and Orodruin from twenty -eight to seven. Like the bracketed images of New Zealand, I 

NAP=EJA@ PDA NA?KN@O BNKI PDA BKQN AT?HQ@A@ @=P=OAPO EJ = ñ.EO?AHH=JAKQOò BEHA =O LKOOE>HA 

illustrative or comparative devices, but I did not subject them to the same analysis as the 

remaining twelve datasets. Finally, I excluded 3,172 records from the remaining twelve 

datasets for not meeting the inclusion criteria of place being the primary focus of the 

photograph. With a more manageable number of datasets (twelve) and records within 

datasets (a total of 3,609 down from an original 16,558) I was ready to look at the 

photographic visual information associated with each record. 

 

Data Cleaning Phase 2: Visual Screening  

5DA OA?KJ@ OPAL KB @=P= ?HA=JEJC EJRKHRA@ HKKGEJC =P A=?D NA?KN@òO LDKPKCN=LDE? 

visual information on its Flickr photopage. Doing so allowed me to compare the visual, 

textual, and spatial (geographic coordinate) components of each record to determine if the 

record would be included in the analysis. For eleven of the datasets, the records in any one 

dataset ranged from 203 (Rivendell) to thirty-one (Caradhras) for a total of 1,724 records, 

which I deemed an acceptable number for this more time-consuming process. However, 

one dataset somewhat fittingly proved difficult (see Figure 17è ?EN?HA ñ$HÈòąë  

After the first phase of data cleaning, Mordor still contained 2,386 records. While I 

had no doubt that every record would be fascinating, I needed a way to make this dataset 

more manageable and more comparable to the number of records in the other datasets. I 

sorted the Mordor dataset by longitude coordinates to allow for geospatial diversity and 

used the RANDBETWEEN function in Microsoft Excel to create 200 random numbers 

between two and 2,38732, which would create a subset of the Mordor dataset that would 

compare numerically to Rivendell, the next largest dataset. Then, I examined the records 

?KNNAOLKJ@EJC PK PDA N=J@KI JQI>ANO PDNKQCD PDA NA?KN@òO LDKPKL=CA QNHOë 7ANU BAS KB PDA 

 
32 As the numbers would correspond to rows, number one would have been the header and was 

therefore excluded from the generated random numbers. 
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randomized records were not usable in some way: one record had been removed from 

Flickr, and, for the others, the random function had produced two of the same number. In 

these cases, I chose a record directly above or below the intended row. From this point 

onward, I treated the Mordor subset as one of the regular datasets in terms of additional 

cleaning and analysis, but I retained and bracketed the original dataset for potential 

quantitative and geospatial analyses. After I created the Mordor subset, I examined 1,924 

records in twelve datasets according to their photographic, textual, and geographic 

coordinate data. 

During this phase of data cleaning, it was easy to identify records of photographs 

taken in New Zealand and taken by the same photographer. Incidentally, multiple 

photographs by the same photographer appeared frequently in the New Zealand records, 

with any given photographer taking several (roughly 10-12) photographs of a single place 

and often naming the filming locations in the Description or Tags. These photographers also 

often appeared across multiple datasets in the same time frame, further suggesting that film 

tourism was the goal of taking the photographs found in these records. Once I bracketed 

the New Zealand records, however, multiple records with the same photographer occurring 

in a given dataset were much less frequent (see Figure 21) with two or three photographs 

per photographer accounting for eighty-two percent of the occurrences. Occurrences of 

four, five, or more records by the same photographer almost always indicated photographs 

that were also taken in the same place at roughly the same time, which may further suggest 

that the photographs were taken in a tourist context.  

Two photographers took substantially more than four or five photographs. One in 

the Mordor dataset took one hundred and eighty pictures of clouds in Bulgaria and one in 

the Lothlórien dataset took twenty-five of The Three-Hundred Steps, a national park in 

3KI=JE=ë 'KN .KN@KNè * GALP PDA BENOP PSAHRA EI=CAO ĄPDA O=IA =O = ñPULE?=Hò /AS ;A=H=J@ 

tourist) in the original dataset and excluded the rest for consistency in the quantitative 

analysis and for selection in the randomized subset. One record from this photographer in 

Bulgaria ended up in the subset. I also removed twenty-one records from the Lothlórien 

dataset, and between two and five from the Minas Tirith, Mirkwood, Orthanc, Rivendell, and 

Weathertop datasets so that no more than four records by the same photographer 

appeared in any given dataset. The purpose of this step was to maintain consistency in and 
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between the datasets for the quantitative thematic textual analysis, but to in turn keep a 

range of settings and subjects for the thematic visual analysis.33  

 

 

Figure 21: Unique photographers by dataset. 

This graph compares the number of records that have a unique photographer (i.e., a photographer 

who appears in only one record in a given dataset) to the total number of photographs in that 

dataset, as a percent. Note: the numbers used to create this graph were recorded before the final 

data cleaning. 

During this second phase of data cleaning, I excluded 669 records that did not meet 

the inclusion criteria of place being the primary focus of the photographs, see Figure 17, 

?EN?HA ñ$HÈòë * AT?HQ@A@ ANN=JP NA?KN@O * IEOOA@ @QNEJC PDA BENOP ?HA=JEJC LD=OAê -&(0Oè LAKLHAè 

models, and locations or buildings named with Middle-earth toponyms. I also removed 

NA?KN@O PD=P NABANNA@ PK = 3A=H 8KNH@ LH=?A =O 5KHGEAJòO EJOLEN=PEKJ BKN the Middle-earth 

place, as this statement was not describing the Middle-earth-on-Earth experience. As I 

examined each record during the second phase of data cleaning, I briefly described the 

photograph in a Notes field in that record and several characteristics of the photographic, 

 
33 In two cases, Fangorn and Barad-dûr, four photographs by the same photographer were all kept. In 

Fangorn, two of the photographs were taken several years after the first two and in Barad-dûr all 

four photographs had similar subjects, but different  perspectives, settings, and weather. 
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including whether the photograph was taken from an egocentric or allocentric perspective, 

if it was black and white, and whether it was landscape (oriented horizontally) or portrait  

(oriented vertically). After this phase of data cleaning the data corpus contained 1,255 

records in twelve datasets and was ready for the qualitative, quantitative, and geospatial 

analyses (Figure 22 and Figure 17è ?EN?HA ñ$HÈòąë 

 

 

Figure 22: Number of records per dataset, Phase 2. 

The number of Middle-earth-on-Earth experiences per dataset, as defined by the number of records 

included after two phases of data cleaning. The total number of records in the data corpus = 1255. 

(Later, four additional records would be removed during the quantitative analysis because they did 

not fit the inclusion criteria for a final total of 1251.) 

 

In adherence to Flickr API guidelines regarding the storage of photographic image 

files on personal computers, the Python script I used for data collection did not save any 

image files to my computer. So, while the textual, coordinate, chronological, and licensing 

information was stable, the visual information relied on urls to the Flickr photopages. This 

situation meant that, in the unlikely event a Flickr photographer removed a record, I would 

have everything but the visual information for that record. To ensure a stable pool of visual 

information for the quantitative and qualitative thematic analysis, I took a screencapture of 

PDA NA?KN@òO LDKPKL=CAè O=RA@ EP =O = ëLJC BEHAè =J@ NA?KN@A@ PDA BEHAJ=IA EJ PDA @=P=OAP BEHAë * 
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used screencaptures instead of downloading the photographs from the photopages 

because many photographers copyrighted their photographic images, even though they 

posted them with public access, including file download, to Flickr. I included the photopage 

url in the screencaptures, which, in addition to the filenames I recorded, maintained the link 

between the screencaptured visual information and the textual, chronological, and 

geographic coordinate information collected in the datasets.  

 

Choosing Records for Qualitative Analysis  

Qualitative methodologies have different parameters for choosing participants than 

qualitative methodologies. For this study, purposeful (or purposive) sampling was 

employed to choose the records that would be subjected to in-depth thematic analysis of 

visual and textual elements, concentrating on the connections between the two and what 

PDAIAO SANA CAJAN=PA@ EJ@Q?PERAHUë $NAOSAHH =J@ 1KPD @ABEJA LQNLKOABQH O=ILHEJC =O óìPDA 

LNEI=NU O=ILHEJC OPN=PACU QOA@ EJ MQ=HEP=PERA NAOA=N?Dô SDANA óìPDA EJMQENAN OAHA?Ps 

individuals and sites for study because they can purposefully inform an understanding of 

PDA NAOA=N?D LNK>HAI =J@ ?AJPN=H LDAJKIAJKJ EJ PDA OPQ@Uëô (2018, 326) Purposeful 

sampling finds people, sites, or documents that can best inform the researcher about the 

phenomenon; the intention is not like probability sampling in quantitative research that 

infers something about a larger population. (148) Purposeful sampling is used often in case 

studies and, as this case study seeks to understand a previously unstudied phenomenon, it 

makes sense to employ the popular variation of maximum variation sampling, in which the 

researcher determines, in advance, the criteria that might differentiate the participants and 

then selects participants based on those criteria. (Creswell and Poth 2018, 100, 158-9, 325) In 

my study, the main criterion is the different ways in which people experience the Middle-

earth-on-Earth phenomenon. Therefore, using maximum variation sampling to select 

records with a wide variety of Correspondence codes from the data corpus, and coding 

these records using thematic analysis, may provide valuable insights into multiple ways 

people may be using fantasy to give meaning to the Real World. Thematically coding the 

entirety of this sample of qualitative records also gave me an initial list of codes for the 

quantitative thematic analysis.  
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The diagram in Figure 34 at the end of Chapter VI reflects how I determined which 

records to include for in-depth qualitative analysis. Before I considered a photograph for 

either quantitative or qualitative thematic analysis, I determined if there was a person in the 

photograph who was facing the camera and who was close enough to the camera to elicit 

enough detail to be easily identified. For me, this was an ethical issue: I did not want to 

reference, let alone use in the dissertation, a photograph of a person without their 

permission. People appearing in the frame of the photograph is different than people 

appearing as the Subject of the photograph. People appearing in the frame may be part of 

the Setting, as in an urban area, whereas people facing and posing for the photographer in 

or near the centre of the photograph were deemed to be Subject. Prior to this step I had 

excluded photographs where people were clearly the Subject. Once I was satisfied that 

records with identifiable persons were excluded from the quantitative thematic analysis, I 

turned my attention to finding records that would yield comprehensive qualitative analyses. 

I wanted a broad range of well described experiences, so I first examined the 

Correspondence codes, looking for longer statements that more completely communicated 

PDA ATLANEAJ?A BNKI PDA LDKPKCN=LDANòO LANOLA?PERAë -KJCAN OP=PAIAJPO =HOK IKNA KBPAJ 

contained unique perspectives, which expanded the range of responses, in accordance with 

Creswell and PoPDòO CQE@AHEJAO BKN I=TEIQI R=NE=PEKJ O=ILHEJCë * =HOK ?KJOE@ANA@ PDA 

subject and setting of the photograph to account for diversity in the subject of the 

phenomenon as well as location. Finally, when faced with a decision between two otherwise 

comparable choices, I privileged fair use licenses, in case I wished to use the photograph in 

the dissertation.  

 

The Board is Set, the Pieces are Moving 

 At this point, the literature has been introduced, and the theoretical foundations are 

in place, the methodology explained, and the data collected. The next step is the big one, so 

big it needs two names: analysis and results. With twelve datasets, each representing a place 

in Middle-earth, and each containing multiple records of the Middle-earth-on-Earth 

experience, I begin to answer how and why people use fantasy film and literature to give 

meaning to Real World places. I will begin with the qualitative results, and I present them by 

themes, as that was my primary goal with this stage. Then what follows is the quantitative 
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thematic results, presented as answers to research questions, and finally the geospatial 

NAOQHPOë *J PANIO KB PDA 'AHHKSODELòO FKQNJAU PDNKQCD .E@@HA-earth, I am nearing Mt. Doom. 
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Chapter VI: Qualitative Coding Analysis and Results 

Qualitative Analysis 

This chapter summarizes the results of the qualitative thematic analysis of several 

records from each of the twelve datasets. I begin by situating the qualitative methods within 

an overview of the study and the methods I used, then I present my rationale for the order 

of the methods, and finally I outline how the qualitative methods inform the subsequent 

quantitative and geospatial methods before I present the results. While I chose records 

purposefully from each dataset and analyzed them individually for this in-depth analysis, I 

am reporting the results thematically as the themes I discovered at this stage inform the 

codes I used in the quantitative thematic analysis. Therefore, the discussion of the 

qualitative results begins with the PDAIA KB ñ$KNNAOLKJ@AJ?Aèò PDA S=U * NABAN PK @ENA?P 

associations between Middle-earth and the Real World places being photographed and 

described by the photographers. The results discussion continues with other themes 

related to Real World-Fantastical World associations, including affect, cognition, 

environmental commentary, embodiment and actions, atmosphere, physical description, 

quality of light, and other physical descriptors. Finally, this chapter concludes with a 

discussion of performing identity and a general discussion of how textual descriptions and 

photographs represent the Middle-earth-on-Earth experience. 

 

Situating and Ordering Methods in My Embedded Mixed Methods Approach 

As outlined in Chapter IV, this study relies on a combination of qualitative, 

quantitative, and geospatial methods to provide a complex and nuanced picture of how and 

why people use fantasy film and literature to give meaning to the Real World. Evidence of 

this concept could come in myriad forms, but I used multimedia records, photographs and 

text with spatial and chronological data, that people have posted to a social media site. 

These records feature a photograph of a Real World place that the photographer has 

=OOK?E=PA@ SEPD = LH=?A KN LH=?AO EJ 5KHGEAJòO .E@@HA-earth. This practice, I contend, is an 

effort to describe and share an experience in which the photographer was inspired by 

something in the Real World to recall a place, scene, or character from 5KHGEAJòO OPKNEAOë 5DA 

ñOKIAPDEJCò EJ MQAOPEKJ IECDP >A PDA OD=LA KN ?KHKQN KB = LDUOE?=H K>FA?Pè KN EP IECDP >A =J 
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emotional or cognitive association made in the moment or over time. By posting the 

photograph and a description of the experience to a social media site, the photographer 

shares this experience with a wider audience. The motivations of sharing the experience are 

not fully understood and a definitive statement regarding motivation is largely beyond the 

scope of this study. However, through the analysis of these records, I imagine several 

possible explanations for why photographers may wish to share their experience: to 

connect with like-minded people, to ODKS?=OA PDA ñI=CE?ò KB PDA 3A=H 8KNH@ =O = .E@@HA-

earth-on-&=NPD ñPKQN CQE@Aòè KN OEILHU to DKLA PK OAHH = LDKPKCN=LD KN AHAR=PA KJAòO OK?E=H 

media standing. 

I collected multimedia records from the social media site Flickr: each record contains 

a photograph, title, description, keywords, and various metadata that place the photograph 

in space (latitude and longitude coordinates) and time (date taken, date posted). The 

collection, or data corpus, consists of twelve datasets, with each dataset relating to a Middle-

earth place. I categorized each record into one of these datasets based on the 

LDKPKCN=LDANòO JKIAJ?H=PQNAë %QNEJC PDA LNK?AOO KB ?HA=JEJC PDA @=P=è * Joted several 

records with robust or unique descriptions of the experience of associating the Real and the 

Fantastical Worlds. I used several of these records in a preliminary qualitative analysis that 

not only allowed me to understand the connections possible between text and photograph, 

but also to build a list of codes that I would later use in the quantitative analysis. 

For some studies using mixed methods, there is a deliberate order in which the 

methods are implemented, for others, there is a more reciprocal approach. For my study, I 

began with a qualitative thematic analysis of the text and photographs of the several 

records I noted above, with the intention of revisiting the qualitative analysis throughout the 

quantitative thematic and geospatial phases. The overarching goal of qualitative 

methodologies is to paint a nuanced, complex picture of the concept at hand. This picture 

allows researchers to understand the range of possible responses both in level of detail and 

content, therefore unique and detailed responses can be very important in understanding 

the phenomenon. More specifically, my rationale for starting with qualitative analysis was 

threefold: to get a sense of how Flickr members described the relationship between the 

Real World place in the photograph and the Middle-earth place they referenced, to 

understand the relationship between the photograph and the text of a Flickr post, and to 
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develop a set of codes that would be used in the quantitative thematic coding method of 

analysis. I also recognized that the concept I am researching is not well understood; by 

beginning with a qualitative approach, I began the analysis with a better understanding of 

the range of possible ways some photographers connected the Real World and the 

Fantastical, ways which I then applied to the quantitative and geospatial analyses. 

 

How My Qualitative Methods Inform the Quantitative Methods  

In choosing the records for the qualitative analysis I noted those records in which 

PDA PATP AEPDAN ?KJP=EJA@ IQHPELHA =OLA?PO KB PDA ñ.E@@HA-earth-on-&=NPDò LDAJKIAJKJ 

(physical description, affect, or cognition), a rich description of one aspect of the 

phenomenon, or a unique aspect of the phenomenon. These records provided the depth of 

description necessary for a qualitative analysis, unlike other records in which the 

photographer made a simple comparison between the Real World place and Middle-earth 

(e.Cëè ñ4=?NA $KAQN EO .EJ=O 5ENEPDòą SEPD JK =@@EPEKJ=H ATLH=J=PEKJ KB PDA =OOK?E=PEKJë *J PDAOA 

latter cases, further qualitative analysis is not recommended, as multiple interpretations of a 

one-to-one comparison are possible. Furthermore, I initially gave some preference to 

photographs with fair use licenses, hoping to use them as illustrative figures in this text, but 

the nature of image copyright is ambiguous and ever-changing. I decided against this 

practice and, as such, any images presented in this thesis are either screencaps of 

photopages including the url bar or my personal photographs (that I have taken) that 

roughly approximate the quality or aspect of the original photograph I was analyzing. This 

decision had the added benefit of my being able to choose any record for in-depth, 

qualitative analysis (see Figure 34). 

I refer to individual records by the alphanumeric code I assigned to them. Each code 

begins with three letters identifying the dataset: for example, all records in the Minas Tirith 

@=P=OAP >ACEJ SEPD ñIEJò =J@ =HH NA?KN@O EJ PDA )K>>EPKJ @=P=OAP OP=NP SEPD ñDK>òë 5DA JQI>AN 

following this three-HAPPAN ?K@A E@AJPEBEAO = OLA?EBE? NA?KN@è BKN AT=ILHA ñDK>ÆÇò EO PDA BENOP 

NA?KN@ =J@ ñDK>ÆÈò EO PDA JATP NA?KN@ EJ PDA @=P=OAPé PDA JQIANE?=H =OLA?P KB PDA ?K@A OANRAO 

no other purpose than as a unique identifier. Table 4 outlines all the possible alphanumeric 

codes for each dataset. 
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Table 4: Alphanumeric codes for individual records, by dataset. 

Dataset name alphanumeric code range 

Barad-dûr bar bar01-bar106 

Caradhras car car01-car29 

Fangorn fan fan01-fan169 

Hobbiton hob hob01-hob61 

Isengard ise ise01-ise92 

Lothlórien lot lot01-lot138 

Minas Tirith min min01-min96 

Mirkwood  mir mir01-mir120 

Mordor mor mor01-mor190 

Orthanc ort  ort01-ort49 

Rivendell riv riv01-riv161 

Weathertop wea wea01-wea40 

 

I read the Title, Description, and Keyword fields for each record in the qualitative 

=J=HUOEO OARAN=H PEIAO PDKNKQCDHUë * =HOK AT=IEJA@ A=?D NA?KN@òO LDKPKCN=LDè JKPEJC 

apparent time of day (day or night), weather conditions (blue sky or clouds, precipitation if 

any), the physical objects visible in the frame (trees, buildings, paths, and other landscape 

features), and quality of light and colour (light, dark, and major hues). I then compared the 

PATP BEAH@O PK PDA NA?KN@òO LDKPKCN=LDë 'KN AT=ILHAè EJ PDA %escription field of record lot23 

the photographer mentions sunlight falling on trees and vegetation; I compared these 

statements to the quality of light on these features in the photograph, noting the colour of 

the light, in this case a light gold hue. I also noted when the description deviated from the 

photograph, as in car08, where the Description field contains a recollection of a storm, but 

the photograph depicts a serene mountain lake; or, as in mor76, where the geophysical 

landscape of Mordor is represented by a waste management factory.  

Having both the text fields and the photograph in mind during the qualitative 

analysis allowed me to understand the relationship between the text and the photograph, 

which gave me a better sense of how the photographer used both to communicate the 

experience to their audience. The qualitative analysis was an iterative process: as I analyzed 
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new records, I revisited the observations I made in previous ones. I used the iterative 

process to ensure I was using the same methods of analysis throughout this stage of the 

study, but also to record evolving patterns and to develop codes for the quantitative 

analysis. I initially conducted the qualitative analysis by dataset, but I present the results 

grouped by theme in response to the overarching research questions, outlined below. 

 

Results 

As I mentioned in the opening paragraph of Chapter V, an embedded mixed-

methods approach emphasizes how qualitative and quantitative methods iteratively interact 

with one another, even when the verbal discussion of these methods happens sequentially. 

This iterative interaction has a bit of a legacy, however, when I discuss the analysis and 

results, which I decided to do sequentially, starting with Qualitative. The results of the 

Qualitative analysis not only speak to the relationship between the photograph and the text 

of a given Flickr record, but they form the basis of the Quantitative coding, therefore it 

makes sense to discuss the Qualitative results first. Here enters a bump in the road, 

however, because the Qualitative results do not directly address Research Question 1 (RQ1). 

I hesitate to reorder the Research Questions, because they have a logical broad-to-narrow 

organization, starting with RQ1: ó8D=P .E@@le-earth places do people take pictures of? Why 

PDAOA LH=?AOçôè which roughly translates to ó8DANA EJ .E@@HA-earth and where in the Real 

World is the Middle-earth-on-&=NPD LDAJKIAJKJ P=GEJC LH=?Açô Next, follows 32Èê óHow do 

people describe their Middle-earth-on-Earth experiences through text and photographs? and 

then the narrowest question, RQ3: óHow do text and photographs of a Middle-earth-on-Earth 

experience reveal the creation and performance of identity?ôë So, to begin my discussion of the 

Qualitative results, I recall the datasets I created and discussed in Chapter V, which gives us 

a sense of which Middle-earth places people photographed, thus RQ1 begins to be 

addressed. As I mentioned previously, embedded mixed methods is a continual, iterative 

process, even in the collection of the data corpus.  

During the data collection and cleaning phases, I noted which Middle-earth places 

people photographed and posted to Flickr (for the full list of search terms I tried, see 

Appendix D.) I observed that as I searched more obscure placenames, i.e., those not found 

in the films, I found fewer records in the Flickr catalogue. Assuming that I could have 
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cleaned the Shire, Rohan, and Gondor datasets to a degree they would have been included 

in the study, I can say definitely that the places people recalled during their Middle-earth-

on-Earth experiences were the most common places mentioned in both the books and the 

filmsë 5DEO NAOQHP >ACEJO PK =JOSAN 32Çê óWhere in Middle-earth does this experience happen?ô  

I examine this aspect further in Chapter VII, but the result of the data collection, which forms 

the basis of the first phase of Qualitative analysis, indicates that people are looking for 

known, established Middle-earth places in the Real World, as opposed to finding Real World 

LH=?AO PD=P BEHH KQP EJ@EOPEJ?P KN HAOOAN GJKSJ LH=?AO BNKI 5KHGEAJòO OPKNEAOë From this point, 

we move from the results of the data collection and RQ1 to the heart of the Qualitative 

analysis and results and on to RQ2. 

The theme that most directly speaks to Research Question 2, ó)KS @K LAKLHA 

describe their Middle-earth-on-&=NPD ATLANEAJ?AO PDNKQCD PATP =J@ LDKPKCN=LDOçô, is one I titled 

PDA ñCorrespondenceòè (originally, ñ1DAJKI4P=PAò, see Appendix H) for the qualitative and 

later the quantitative analysis where I used this term as a code in the software application 

NVivo (version 12.6.0959). Most of the Correspondence codes in the data corpus are simple 

one-word or one-phrase analogies or one-to-one comparisons between the Real World 

place and the Middle-earth place. Other records contained longer, more nuanced 

references to how and why the photographer associated the Real World place in the 

photograph with a Middle-earth one. These longer passages often contain multiple ways in 

which the photographer interacts with the Real World landscape and likens it to the 

imagined Middle-earth one, so while I may introduce a specific record as indicative of an 

overarching theme, that record may also point to several themes that pertain to this 

research question: Comparison, Persistence, Think, Remind or Imagine, Affect, and 

Cognitive. 

One such record was the first I chose for an in-depth analysis (wea14, Title: Carreg 

Cennen), which deserves to be discussed before the categorized thematic results due to its 

rich and varied Description field. But before I introduce the contents of this record, it is 

important to give the reader a sense of what it compares toè PD=P KB 5KHGEAJòO =J@ +=?GOKJòO 

Weathertop (or, Amon Sûl, meaning óDEHH KB PDA SEJ@ô EJ 5KHGEAJòO 4EJ@=NEJ H=JCQ=CA). In The 

Lord of the Rings, The Fellowship reach Weathertop after passing through the boggy and 

unpleasant Midgewater Marsh. In Middle-earth, Weathertop is the tallest of the Weather 
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)EHHOè = J=IA D=NGAJEJC PK PDA J=QPE?=H OAJOA KB ñSEJ@S=N@ò (Hammond and Scull 2005, 14). 

Tolkien describes the hill as conical with a flat top, upon which the ruins of an ancient 

S=P?DPKSAN OP=J@ óHEGA = NKQCD ?NKSJ KJ PDA KH@ DEHHòO DA=@ô (LotR, I, xi). Weathertop is 

surrounded by grassy dikes and old stoneworks, remnants of the watch on a previous foe, 

the Witch-king of Angmar (Hammond and Scull 2005, 169). óIn the cool grey light of a waxing 

moon the landscape appeared cheerless and uninviting, even in the daylight the openness 

of the landscape was threateningô (LotR, I, xi). 

As unassuming as Weathertop might seem to be, it is an important place. It links 

events current to LotR to past events in Silmarillion, giving depth to the landscape and 

weight to what happens there. Frodo, for the first time, uses the One Ring at Weathertop 

under attack from the Nazgûl but does so instinctively, out of fear. Later in the story, he uses 

the Ring intentionally but for different reasons, demonstrating the growing power of the 

Ring (Letters, 331). In the attack, Frodo is stabbed by the leader of the Nazgûl, the wraith 

form of the Witch-GEJCë 5DEO =?PEKJ QHPEI=PAHU @APANIEJAO PSK B=PAOê 'NK@KòO BEJ=H FKQNJAU 

across the ocean to be healed and the Witch-kEJCòO KSJ @AIEOAë34 In the past, Weathertop 

?KJP=EJA@ KJA KB PDA ñOAAEJC-OPKJAOòè = palantír, which allowed the viewer to see events 

happening in far-off places (Silmarillion, 291-2). While the palantír is no longer at 

Weathertop in LotR, the hill continues to act in a prophetic or omniscient role. Even the 

name suggests it knows which way the wind is blowing. 

Cinematically the role of Weathertop was played by one of the many interesting hills 

in the Port Waikato area of New Zealand. Alan Lee commented that the strange limestone 

outcroppings and disfigured trees lent the atmosphere needed for these scenes (Brodie 

2016, 26). The ruins at the summit were a matte painting digitally composited into live-action 

filming (Russell 2002, 34). One of the most useful effects to create mood and atmosphere in 

film is grading, the adjusting of colour and contrast. Trish Cahill notes these films, 

particularly The Hobbit films, were heavily graded in order to maintain consistency in colour 

and lighting, to clarify the narrative, to affect mood and tone, or to create a specific look 

 
34 Earlier, in a scene left out of the films, the Hobbits procure weapons from nearby barrows (tombs). 

One of these weapons helps defeat the Witch-king much later in the Battle of the Pelennor Fields. In 

a very Tolkien kind of twist, these ancient weapons were made during the first battle with the Witch-

king in the Second Age. .ANNUòO use of it against the Witch-king means one of them finally hit its mark. 
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(Falconer 2017, 455). The scenes at Weathertop were filmed in daylight, so the film had to be 

darkened to portray the landscape at night, as well as compositing the image with matte 

paintings of the sky, fire, and mist (Russell 2002, 35). In general terms, however, these 

dramatic scenes have very similar physical properties to those found in their textual 

counterparts. 

The Real World place depicted in wea14 is Carreg Cennen, now stone ruins 

aesthetically reminiscent of 5KHGEAJòO remnants of Weathertop, located EJ 8=HAOò #=JJ=Q 

Brycheiniog (Brecon Beacons) National Park. While unproven, a few tourism websites claim 

Tolkien may have been inspired by the Welsh landscape in addition to his love for the Welsh 

language (Welsh Government 2023). One could certainly understand the comparison of a 

line of peaks in Wales with Middle-A=NPDòO Weather Hills and their focal point, Carreg 

Cennen, with Amon Sûl. The Description from wea14, below, not only befits the atmosphere 

of Weathertop from LotRè >QP =HOK ATLKOAO PDA LDKPKCN=LDANòO QJ@ANOP=J@EJC KB PDA ?=OPHAòO 

strategic importance in the Real World. 

ó5DA beautifully desolate <a href='http://www.castlewales.com/carreg.html' 

rel='noreferrer nofollow'>Carreg Cennen</a> sits atop a hill in the Brecon Beacons 

National Park in Wales.  This ruined castle may be small in size as compared to some of 

th [sic] other grand castles in Wales. But it does have quite a character. When one is 

standing within the castle walls looking out towards the rolling hills all around, one can't 

help but marvel at the magnificent strategic location of this castle. A natural cave tunnel 

descending into the innards of the hill deepens the mystery of this castle.  While I was 

within the castle walls on a windy day, I somehow kept on thinking about Weathertop 

from LoTR... the place where the Ringwraiths wound Frodo with a Morgul blade. :-ąô  

The photograph accompanying this Description depicts the castle ruins in the right 

third of the middle ground of the image under a dark overcast sky and atop a green hill. The 

DEHHòO OE@AO =NA IKNA CAJPHU OHKLEJC PD=J PATPQ=H KN BEHIE? 8A=PDANPKLè >QP PDA ?=OPHAòO 

position certainly could stand in for the ruins of Amon Sûl. Colours are mostly greys and 

greens and the overall tone is medium darkness. A small group of people is barely 

perceptible in the midground, due to lack of contrast with the dark green grass of the 

hillside. *P EO JKP D=N@ PK QJ@ANOP=J@ SDU PDA LDKPKCN=LDAN ?DKOA PDA SKN@O óbeautifully 



164 

 

@AOKH=PAôè =O PDANA EO >KPD =J =PPN=?PERA UAP OKIASD=P KIEJKQO =PIKOLDANA PK PDA 

LDKPKCN=LDè SDE?D EO BQNPDAN =HHQ@A@ PK EJ PDA ñIUOPANEKQOò MQ=HEPEAO KB PDA ?=RA mentioned in 

the Description. Furthermore, the photographer indicates cognitive associations of strategic 

importance combined with an embodied description of standing within the castle walls and 

looking out over the landscape. This embodiment also prompts the Correspondence in 

óthinking about Weathertopô, though it is unclear whether the reference is from the book or 

the film. Finally, the photographer ends with an emoji, which is difficult to interpret without 

additional explanation, but may indicate affect and perhaps some element of performativity, 

whereas the link to the website for Carreg Cennen suggests a clearer desire to inform the 

audience of the Real World place. From this record, I began creating thematic codes related 

to Correspondence, Atmosphere, Cognition, Affect, Embodiment, Physical description (of 

the landscape), References to Middle-earth, Actions, and Performativity. 

As I considered more records for in-depth qualitative analysis, I looked for rich 

descriptions that allowed me to ascertain why the photographer had chosen this Real World 

landscape to represent their Middle-earth imagination. For wea14, the photograph depicted 

castle ruins on a hill under an overcast sky and the Description included references to castle 

NQEJOè DEHHè =J@ = ó>A=QPEBQHHU @AOKH=PAô =AOPDAPE? =J@ IUOPANEKQO =PIKOLDANA that prompted 

the photographer to describe an embodied experience and cognitive associations between 

the strategic Real World importance of the site and the role its fantastical equivalent played 

in The Lord of the Rings. Other records provided different clues as to why and how the 

photographer made the Real WorldĂFantastical World association. Below, I describe the 

results of my analyses first as Correspondence codes (for a full list of the Qualitative codes, 

see Appendix B, for the Quantitative codes, see Appendix H) and then as further evidence of 

top-down processing (statements of affect or cognition) and bottom-up processing 

(physical description of the landscape).  

 

Correspondence: DAO?NE>EJC PDA ñ.E@@HA-earth-on-&=NPDò Phenomenon  

CORRESPONDENCE: COMPARISON 

I could cite hundreds of examples of simple analogies, particularly those found in the 

Title field, but a few records stood out as having particularly clever or unusual ways to draw 

the comparison between a Real World place and a Middle-earth one. In the Hobbiton 
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@=P=OAP PDNAA NA?KN@Oè DK>ÇÏè DK>ÈÊè =J@ DK>ÉÊè QOA@ PDA LDN=OA ó/KP )K>>EPKJô >QP PDA 

landscape in the photograph accompanying these records clearly referred to either 

5KHGEAJòO KN +=?GOKJòO @ALE?PEKJO KB NKHHEJC BEAH@O =J@ ?KQJPNUOE@Aè JKP QJHEGA IU LDKPograph 

in Figure 24. In The Hobbit, Bilbo looks through deep-OAPè NKQJ@ SEJ@KSO óìKRAN DEO C=N@AJ, 

=J@ IA=@KSO >AUKJ@è OHKLEJC @KSJ PK PDA NERANô (Tolkien, The Hobbit 1966 [1937], "An 

Unexpected Party") while in LotR numerous descriptions of The Shire depict rolling hills, 

clumps of trees, winding roads and rivers, hollows to hide in, and meadows and fields. One 

KB 5KHGEAJòO IKOP NA?KCJEV=>HA EHHQOPN=PEKJO EO The Hill: Hobbiton-across-the-Water (see Figure 

23). 

 

Figure 23: The Hill: Hobbiton -across-the-Water, by Tolkien (August 1937).  

Image source: https://tolkiengateway.net/wiki/The_Hill:_Hobbiton-across-the_Water 

 

In a virtual reuniting of the main cast of The Lord of the Rings actor Josh Gad 

NAI=NGA@ PD=P PDA 4DENA S=O ARANUKJAòO E@A=H BKN ODAHPANEJC EJ LH=?A @QNEJC PDA L=J@AIE? KB 

2020 (Gad 2020). In a word, PDA 4DENA ĄKNè BKN PDA LQNLKOAO KB PDEO OPQ@Uè ñ)K>>EPKJòą is 

ñDKIAëò 5K ?=LPQNA PDA HKKG 5KHGEAJ @AO?NE>A@ =J@ PDA BAAHEJC KB DKIA BKN = ?EJAI=PE?  
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Figure 24: The Rollright Stones, Little Rollright, England.  

Photograph by Jennifer M. Grek Martin, 2018. The landscape of rolling hills and fields of the 

Cotswolds are similar to many photographs in the Hobbiton dataset, particularly hob19, hob24, and 

DK>ÉÊ PD=P @AO?NE>A@ PDA H=J@O?=LA =O ñ/KP )K>>EPKJòë 

 

medium, illustrator Alan Lee designed the round doors and windows of the partially 

underground homes of the Hobbits with elements of English vernacular architecture 

spanning many historical periods. He wanted the audience to feel a sense of time and to 

recognize the built environment of Hobbiton (Russell 2002, 16). It took time to find the right 

landscape, but a field near Matamata, NZ, had the rolling hills and stream such that 

EHHQOPN=PKN +KDJ )KSA ?KQH@ óOAA )K>>EPKJ =HIKOP =O EB EP SANA =J KRANH=U EJ BNKJP KB KQN 

AUAOô (Falconer 2017, 18)ë 8EPD = >NEAB KB ñN=I>HEJC KNC=JE?ò EP PKKG = UA=N KB OAP-making, 

greens, and landscaping to ensure Hobbiton looked ñrealò (Falconer 2017, 20, 22). At the end 

of filming The Hobbit, it effectively was real. The sets were built to last, including forty-four 

Hobbit -holes and The Green Dragon, a functioning restaurant and pub as part of a still 

popular tourist attraction (Hobbiton Tours 2020, Falconer 2017, 44). The films evoke a 

joyous, insular quality, almost as if the sun always shines and bright music is always playing 

in some tucked away corner of Middle-A=NPDë +=?GOKJòO BEHIO AO?DASA@ PDA 4?KQNEJC KB PDA 
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Shire, so the spectator never sees the wanton destruction Tolkien described at the end of 

LotRè AT?ALP =O >NEAB CHEILOAO KB = LKPAJPE=H BQPQNA EJ (=H=@NEAHòO IENNKNë 

5QNJEJC PK PDA 3A=H 8KNH@ ñ)K>>EPKJOò of records hob19, hob24, and hob34, I note 

=C=EJ PDA QOA KB PDA ?KJOPNQ?PEKJ óNot )K>>EPKJôè SDE?D OAAIO PK >A @N=SEJC =PPAJPEKJ PK 

the comparison, potentially in a way that suggests that one might mistake the Real World 

place for the Middle-earth one. The Real World places in these records look so much like 

5KHGEAJòO KN +=?GOKJòO )K>>iton, due to the physical similarities of the rolling hills, tended 

fields, and small buildings, like my photograph in Figure 24. Hob19 shows fields and a path in 

a small, shallow vale between two hills with a fence in the foreground, hob24 is of a 

thatched-roof stone house with rounded corners nestled between several large trees 

behind a field and fence in the foreground, and hob34 depicts a path leading to a small 

lookoff at the edge of a field and again with the requisite fence, this time on the middle-right 

side of the image and curving over the crest of the rise. All three images are clearly in 

agricultural areas, but these small-scale farms and fields would be right at home in The 

Shire. My only wish is that the three photographers of these images offered more in the 

Descriptions so we could know what made the connection for them. Perhaps, in fact, they 

felt the connection was obvious and needed no further explanation. 

  

CORRESPONDENCE: THINK 

Apart from simple comparisons or analogies, many photographers described the 

association between the Real and the Fantastical more explicitly. Semiotically, the words 

that photographers chose to describe these Correspondences can be considered cues that 

point to how the photographer conceived of the phenomenon. For example, several 

photographers described thinking about the experience, as in wea14 described above, or 

that they thought the landscape looked like a Middle-earth place. From the Mordor dataset 

(mor19, Title: Walls of Mordor, see Figure 19), a jagged ridgeline prompts the following 

passage from the Description field: 

óìCall me a super nerd (many have), but the entire time I saw these mountains I was just 

thinking of the LOTR. There was just something so harsh, rough, and intimidating about 

this NE@CAHEJAëô  
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Here, as in wea14, * JKPA@ PDA GAU SKN@ ñPDEJGEJCòè SDE?D OQCCAOPO PD=P PDEO LDKPKCN=LDAN 

considers the relationship between the Real World and Middle-earth as something 

consciously pondered. The photograph in question is black and white (b/w) with a 

H=J@O?=LA ĄEëAëè ñDKNEVKJP=Hòą KNEAJP=PEKJë 5DA HKSAN D=HB KB PDA EI=CA EO = F=CCA@è OD=NL 

ridgeline in Mayflower Gulch, Colorado (USA), which is set against cumulus clouds that 

stand out against a dark sky. The contrast is heightened, as b/w images tend to render blue 

skies more darkly than their full-colour counterparts. The ridgeline itself is bare rock and 

scree with trace patches of snow. No vegetation is present. The perspective seems to be 

head-on, as though the photographer is taking the picture from a height, though not quite 

=O AHAR=PA@ =O PDA PKL KB PDA NE@CAHEJAë 5DA ,AUSKN@O ñALE?ò =J@ ñ@N=I=PE?ò =HOK @AO?NE>A PDEO 

scene well: the jagged, knife-edge of the treeless peaks combined with the movement 

suggested by the clouds culminates in a harsh dynamism, where the ridgeline becomes 

almost animated as a watchful barrier to what lies beyond it. 'KN = O?NAAJ?=L KB PDA NA?KN@òO 

photopage, see Figure 19 in Chapter V.  

 5QNJEJC =C=EJ PK PDA LDKPKCN=LDANòO Correspondence code yields the MQ=HEBEAN óPDA 

AJPENA PEIAôè SDE?D I=U IA=J PD=P PDA LDAJKIAJKJ EJ MQAOPEKJè BKN OKIA LAKLHAè I=U >A 

longer lasting and sustained, rather than instantaneous and fleeting. Surely, to reach this 

place would have taken the photographer a considerable amount of time and the ridgeline 

may have been in view for all or part of the journey. * =HOK JKPA@ PDA RAN> ñO=Sò EJ PDA LDN=OA 

ó* O=S PDAOA IKQJP=EJOôè SDE?D OQCCAOPA@ PD=P EP S=O PDA REOQ=Hè LDysical elements of the 

H=J@O?=LAè EëAëè PDA NE@CAHEJAè PD=P LNKILPA@ PDA =OOK?E=PEKJë 5DEO ñPDEJGEJC Correspondenceòè 

therefore, sits in relation to a description of the landscape, both the physical rocks, peaks, 

and scrags, but also the affective/cognitive ,AUSKN@O ñepicò and ñdramaticò discussed above. I 

compared this Description to that of wea14, where the thinking is associated less with a 

visual experience and more with an embodied one, with emphasis on where the 

photographer was standing and the weather conditions at the time ĄóìWhile I was within the 

castle walls on a windy day, I somehow kept on thinking about Weathertop from LoTRìą, 

suggesting that perhaps a different vantage point or conditions may not have inspired the 

same association. Both records prompted me to consider any Correspondence codes that 

?KJP=EJA@ PDA SKN@ ñPDEJGò KN =JU KB EPO R=NE=JPO =O = ?K@A BKN PDA MQ=JPEP=PERA =J=HUOEO as well 
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as actions and embodied experiences, and furthermore to note any records that contained 

Correspondences relating to the duration of the experience.  

 I will discuss Mordor at more length below and in the Discussion Chapter, but here it 

OAAIO BEPPEJC PK ?KIL=NA IKNÇÏ SEPD 5KHGEAJòO S=HHO KB .KN@KN (the Ephel Dúath, or 

Mountains of Shadow, and Ered Lithui, the Ash Mountains). In Book IV, chapter ii The 

Passage of the Marshes, Sam and Frodo catch their first views of the mountains that encircle 

Mordor. As they edge toward the Walls, the mountains IKNLDA@ BNKI = ó?HKQ@U IAJ=?A KJ 

PDA A@CA KB OECDPô PK óCNEI >H=?G PKSANOô BNKSJEJC ó=?NKOO = @EOI=H S=OPAô, until finally on 

the fifth morning they witnessed a nightmarish scene: 

ì >QP DANA JAEPDAN OLNEJC JKN OQIIAN SKQH@ ARAN ?KIA =C=EJë )ANA JKPDEJC HERA@è JKP 

even the leprous growths that feed on rottenness. The gasping pools were choked 

with ash and crawling muds, sickly white and grey, as if the mountains had vomited 

the filth of their entrails upon the lands about. High mounds of crushed and 

powdered rock, great cones of earth fire-blasted and poison-stained, stood like an 

obscene graveyard in endless rows, slowly revealed in the reluctant light. (The Lord of 

the Rings, IV, ii) 

In comparison, the photograph for mor19 is b/w, so the absence of colour (i.e., absence of 

HEBAą L=N=HHAHO 5KHGEAJòO SKN@Oè =J@ PDANA EO JK RACAP=PEKJ PK >A OAAJ SEPDEJ PDA BN=IA KB PDA 

shot: again, an absence of life. The ridgeline of Mayflower Gulch could certainly be 

dAO?NE>A@ =O F=CCA@ =J@ D=NODè =O óCNEI >H=?G PKSANOô KN =O óDECD IKQJ@O KB ?NQODA@ =J@ 

LKS@ANA@ NK?Gôë 5DKQCD EJ IKNÇÏ PDANA EO OPEHH = >A=QPU PD=P ?KIAO PDNKQCD EJ PDA 

LDKPKCN=LDANòO GAUSKN@O óALE?ô =J@ ó@N=I=PE?ô PD=P ?=JJKP >A =LLHEA@ PK 5KHGEAJòO .KN@KN 

(or, technically, the Noman-lands on the other side of the mountains). While Mayflower 

(QH?D EO PDA SKNG KB J=PQN=H LNK?AOOAOè .KN@KNòO OS=U KRAN PDA /KI=J-lands was created 

>U óPDA @=NG H=>KQN KB EPO OH=RAOôè PDQO NAEJBKN?EJC PDA DKNNKN Kf this Middle-earth landscape. 

5DA SKN@ ñPDEJGò S=O JKP PDA KJHU RAN>=H ?QA PD=P IECDP @AJKPA PDA ?KCJEPERA LNK?AOO 

KB PDEJGEJCê ñ?=IA PK IEJ@ò =J@ OEIEH=N LDN=OAO SANA =HOK QOA@ >U LDKPKCN=LDANO PK @AJKPA 

thinking. As this phrase could also denote memory, I considered adding a code for ñ3AIEJ@ 

KN *I=CEJAòë 5DA NA?KN@ NERÊÉè 5EPHAê Rivendell, uses this construction (Note: for this record, 

the Title and the Description are meant to be read together): 
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óĆ3ERAJ@AHHć That's the first thing that came to my mind after looking at this place. This 

beautiful bridge is over a large creek through which Multnomah Falls go on to take the 

second fall. :)  Not an LOTR fan? Read up on <a 

href="http://en.wikipedia.org/wiki/Rivendell" rel="noreferrer JKBKHHKSðĘ3ERAJ@AHHėû=Ęëô  

The bridge is clearly the central feature of the photograph that goes with this Description: 

no water can be seen in the frame. Five people are standing on the bridge looking out, 

presumably at the waterfalls. One person appears to be waving to someone below and 

outside the frame of the shot, which is portrait (vertical) in orientation. The path from the 

bridge wends up a hillside, and several people can be seen on the path in the distance. 

Colours are lush greens and browns for trees and rocks, and greys for the bridge itself. The 

perspective of the shot suggests the photographer is above the bridge slightly and some 

distance away, but the top of the surrounding hill and rockface cannot be seen in the frame: 

an allocentric perspective on an enclosed space. The photographer names the bridge in the 

Description and its central focus in the frame of the shots suggests it is the bridge 

construction itself and perhaps some aesthetic quality in the colour, the design, or both, that 

inspires thoughts of Rivendell. IJ =@@EPEKJ PK PDA ?KCJEPERA LNK?AOOAO KB ñ5DEJGò =J@ ñ3AIEJ@ 

KN *I=CEJAòè PDEO LDKPKCN=LDAN EJ?HQ@A@ LKPAJPE=HHU =BBA?PERA ĄPDA AIKFEą =J@ KRANPHU 

performative elements (questioning the audience and providing information on Rivendell 

via Wikipedia).  I alsK JKPA@ PD=P PDA AJPENA LDN=OA EO óPDA BENOP PDEJC PD=P ?=IA PK IU IEJ@ôè 

which indicates an instantaneous association between Real World and Fantastical World. I 

JKPA@ PDA ?KJPN=OP >APSAAJ PDEO ñOL=NGò KB =OOK?E=PEKJ =J@ PDA HKJCAN @QN=PEKJ @AO?NE>A@ EJ 

the passage from mor19, Title: The Walls of Mordor. 

As I ?KIL=NA PDEO LDKPKCN=LDANòO REOEKJ KB 3ERAJ@AHH PK PD=P KB 5KHGEAJ =J@ +=?GOKJ, I 

notice similarities in the overall physicality of the place, as well as an emphasis on the built 

environment. 5DA J=IA IA=JO ñ?HKRAJ R=HHAUò KNè =O 5KHGEAJ J=IA@ EP EJ 4EJ@=N, ñ*IH=@NEOò 

ó@AAL @=HA KB PDA ?HABPô (Letters, 376). Various woods and heather-covered slopes surround 

PDA R=HAè >QP PDA I=EJ BA=PQNAO KB 3ERAJ@AHH =NA NK?G =J@ S=PANë 5DA óODEIIANEJC BKNAOPô KB 

#=GODEòO ÇÏÍÎ ?EJAI=PE? =@=LP=PEKJ S=O actually meant for Lothlórien, not Rivendell (Letters, 

272). Conversely, Tolkien drew many sketches and paintings of Rivendell (see Figure 25 ), 

B=IKQOHU IK@AHHEJC PDA IKQJP=EJ R=HHAU =BPAN 4SEPVANH=J@òO -=QPAN>NQJJAJ (Hammond and 
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Scull 2005, 203).35 In LotR, descriptions of Rivendell focused on the light on the mountains, 

PDA OKQJ@ KB NQJJEJC =J@ B=HHEJC S=PANè =J@ PDA O?AJP KB PNAAO =J@ BHKSANOë ó4QIIAN OPEHH 

HEJCANA@ EJ &HNKJ@òO ì DECD C=N@AJô =>KRA PDA NERANè PDKQCD EJ PDA OPKNU EP S=O SAHH EJPK 

Autumn (LotR, II, i) in the rest of Middle-earth. Much like in descriptions of Lothlórien, time 

seems to stand still in Rivendell (Hammond and Scull 2005, 208).  

 

 

Figure 25: Rivendell Looking East., Tolkien, [ca. 1930s]. 

Image source: https://www.theonering.com/rivendell-looking-east-j-r-r-tolkien/. 

    

 
35 In the last cleaning process, described in Chapter V, I decided that any records that contain 

references to a place or landscape being an inspiration for 5KHGEAJòO Middle-earth should be removed. 

This decision was based on the supposition that references to 5KHGEAJòO inspirations would be a less a 

ñ.E@@HA-earth-on-&=NPDò experience and more of a traditional literature and film tourist  experience. 
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In contrast to other Elven realms like Lothlórien or The Grey Havens (Mithlond), the 

dwelling of Rivendell seems especially important.36 The Last Homely House East of the Sea 

or, alternately, West of the Mountains, indicates an air of civility before the wilderness. 

Elrond gathered the wise at this house to preserve memory, to serve as a refuge for the 

SA=NU =J@ KLLNAOOA@è PK >A = óPNA=OQNU KB CKK@ ?KQJOAH =J@ HKNAô (Silmarillion, 297-8). In 

Silmarillion Imladris was meant to be a stronghold, though that role seems to be performed 

by the very cliffs themselves, with steep, narrow openings to the west and east surrounded 

>U PDA EJDKOLEP=>HA PANN=EJ KB 3DQ@=QNë 5DA DKQOA EPOAHB S=O óLA?QHE=Nè =HS=UO = >EP Iore to 

@EO?KRANô (LotR, 237-8) è >QP PK = )K>>EPòO AUAOè EP óS=O LANBA?Pè SDAPDAN UKQ HEGA@ BKK@è KN 

sleep, or work, or story-telling, or singing, or just sitting and thinking best, or a pleasant 

IETPQNA KB PDAI =HHë &REH PDEJCO @E@ JKP ?KIA EJPK PD=P R=HHAUô (Hobbit, 61).  

4UI>KHE?=HHUè 5KHGEAJ S=O MQEPA ATLHE?EP =>KQP 3ERAJ@AHHòO NKHA EJ .E@@HA-earth. It 

?=IA PK OUI>KHEVA ó-KNAĂthe preservation in reverent memory of all tradition concerning 

the good, wise, and beautiful. It is not a scene of action, but of reflection. Thus, it is a place 

REOEPA@ KJ PDA S=U PK =HH @AA@Oè KN ñ=@RAJPQNAOòô (Letters, 153). Concerning the reflective 

qualities of water, it is interesting, then, that water seems more integrated into the Rivendell 

landscape than in Lothlórien or Mirkwood. Water is also associated with healing (Rivero 

2015)è =J@ 3ERAJ@AHH BQHBEHHO PDEO IUPDE? NKHA =O SAHH SDAJ &HNKJ@ DA=HO 'NK@KòO SKQJ@ 

suffered at Weathertop. #QP KJA EILKNP=JP =OLA?P KB S=PAN EO IEOOEJCë "O PDA NA=@ANòO CQE@Aè 

4=Iè JKPAOê ó5DANAòO OKIAPDEJC KB ARANUPDEJC DANAè EB UKQ QJ@ANOP=J@ IAê PDA 4DENA =J@ PDA 

(KH@AJ 8KK@ =J@ (KJ@KN =J@ GEJCòO DKQOAO =J@ EJJO =J@ IA=@KSO =J@ IKQJP=EJO =HH 

IETA@ëô 'NK@K NALHEAOê ó&T?ALP PDA 4A=ô (LotR, VI, vi). For Frodo, it misses the one element he 

eventually needsĂpassage to the Blessed Realm. It is interesting, then, that riv43 focused 

more on the bridge than the waterfall (which is a rather spectacular one), though, as I note in 

the Quantitative results, water appears more frequently in the Rivendell dataset than in any 

other dataset I collected. 

 Cinematically, Rivendell was a pastiche. Jackson filmed elements in various locations 

across New Zealand, including Mt. Olympus, Passburn, Hartfield, Lake Pukaki and the 

 
36 The nature of &HNKJ@òO house seems to be in some dispute. In 5KHGEAJòO illustrations it seems to be a 

large singular structure with the possibility of outbuildings not pictured in the scene. In +=?GOKJòO 

films, it takes on a more sprawling nature, more like a large estate or even small village. 
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temperate rainforest of Kaitoke, where filmmakers created the river and waterfall (Brodie 

2016, 101). Artistic consultant Alan Lee mused that there was no one place for Rivendell. 

Kaitoke provided the woodlands, other places provided waterfalls or other landscape 

elements, while digital images, miniatures, sets, and matte paintings filled in the rest (Brodie 

2016, 26, Russell 2002) The Hobbit films seem to show a bit more of the countryside 

surrounding the Hidden Valley (another name for Rivendell), but in all, the focus of the films 

EO KJ PDA OLA?EBE?O KB PDA >QEHP AJRENKJIAJPê &HNKJ@òO OPQ@Uè PDA $KQJ?EH NKKIOè37 "NSAJòO 

chamber, the bridge over the main waterfall. In a way, a pastiche of New Zealand locations 

seems fitting for a place that collects the wisdom and lore of all that is fair. Perhaps no one 

LH=?A EJ PDA 3A=H 8KNH@ ODKQH@ D=RA óOKIAPDEJC KB ARANUPDEJCôë 

The look of filmic Rivendell was based on harmony with Nature, where structures 

were built around it rather than into it. Alan Lee describes Rivendell as his ideal place to live, 

with architectural styles hailing from Japanese temples and the designs of Frank Lloyd 

Wright (Russell 2002, 51, 53). Perhaps the photographer in riv43 was trying to capture the 

design elements of the gentle arch of the bridge, which could be considered Wright-esque, 

or its how it seems to have grown from the cliff faces on either side of the gorge. Production 

designer Grant Major described how the Elves built with natural materials, and, as they are 

immortal beings, they had the time to perfect these crafts. His words for Rivendell include 

inspirational, elaborate, and ephemeral, something to impress both the Hobbits and the 

audience (Falconer 2017, 96). Whereas Screenwriter Philippa Boyens wanted Rivendell to 

ARKGA ARANUPDEJC =OOK?E=PA@ SEPD 5KHGEAJòO &HRAOê O=@JAOOè >A=QPUè =J@ FKU (Falconer 2017, 

96). Lack of wind heightened the serenity of Rivendell, greenery communicated a closeness 

with nature, and fallen autumn leaves suggested the time of the Elves was coming to an end. 

"?PKN 7ECCK .KNPAJOAJ JKPA@ê ó* S=O CH=@ PK OAA PD=P PDA BAAHEJC KB PDA >KKG S=O PDANAô 

(Falconer 2017, 106). 5DA LDKPKCN=LDAN EJ NERÊÉ I=U D=RA A?DKA@ .KNPAJOAJòO SKN@O SDAJ 

they visited Multnomah Falls, as the Description in this record is focused on visual 

similarities, while their inclusion of the link to Wikipedia may indicate they have a more 

nuanced understanding of what Rivendell means in 5KHGEAJòO Middle-earth. 

 

 
37 In The Lord of the Rings film trilogy, the Council of Elrond, in The Hobbit trilogy, the White Council. 
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CORRESPONDENCE: REMIND OR IMAGINE 

Two cognitive processes that are quite similar are the act of remembering and the 

act of imagining. I discuss these processes in more depth in Chapter II, but a few points bear 

repeating. Both remembering and imagining (and perceiving (Brockmeier 2015) ) involve 

accessing sensory, affective, and cognitive aspects of past events, but remembering situates 

these aspects in their previous configuration while imagining projects these aspects into the 

future. At this point, it is important to emphasize, too, that we are quite capable of 

remembering imaginings, including those places, objects, or characters we visualize when 

reading written works. As I sifted through the records in my data corpus I noted several 

LDKPKCN=LDANO IAJPEKJ PDA SKN@O ñNAIEJ@ò KN ñEI=CEJAò SDAJ @AO?NE>EJC PDAEN .E@@HA-earth-

on-Earth experiences. For example, hob14, Title: On the Road to Hobbiton, contains the 

following statement in the Description field: 

ó5DA light and shade in the trees near Blea Tarn reminded me of Peter +=?GOKJòO 

visualisation of The Shire in ñ-KN@ of the 3EJCOòìô   

The corresponding photograph depicts an egocentric view of the side of a forested hill, with 

dappled sunlight seen through conifers and lighting the green mosses of the forest floor . 

The path in the foreground is clear and covered with fallen needles. The quality of light, the 

curved trail, and the forested hillside are reminiscent of my own photograph of a hiking trail 

in Nova Scotia, seen in Figure 32 =J@ D=O I=NGA@ OEIEH=NEPEAO PK PDA OPEHH EI=CA BNKI +=?GOKJòO 

Fellowship of the Ring, as in Figure 26. In the Description field of hob14, the photographer 

unambiguously references the films and the visual, or physical and aesthetic, characteristics 

KB #HA= 5=NJè HK?=PA@ EJ &JCH=J@òO -=GA %EOPNE?Pë *JPANAOPEJCHUè RANU BAS KB PDA )K>>EPKJ 

records contained extensive Description fields. Most contained short, comparative 

Correspondence codes and others merely had the word ñ)K>>EPKJò EJ PDA 5EPHAë The 

photographer of hob14, however, has shared further insight: the memory trigger is the 

quality of light and there is an awareness that they are recalling a memory of a scene or 

scenes from the films, noting specifically that it EO ó+=?GOKJòO REOQ=HEO=PEKJô Ą=O KLLKOA@ PKè 

say, their own.) The composition of the scene and the emphasis on light and shadow 

suggested to me that I delve into the quality of light as a physical description, as well as 

book and film references, both of which I tackle in later sections.  
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Figure 26: The Shire from Peter Jackson's The Fellowship of the Ring.  

This view of ñ5DA 4DENAò Ą>AHKS '=NIAN .=CCKPòO BEAH@ EJ PDA BEHIOè on the road between Woodhall and 

Buckleberry Ferry in the books) shows a curved path, a treed hillside, and dappled light contrasted 

with shadow. Image source: https://movie-screencaps.com/the-lord-of-the-rings-the-fellowship-of-

the-ring-2001-4k/page/45#foobox-1/93/4k-fellowship-movie-screencaps.com-8014.jpg?ssl=1 

 

"J AT=ILHA KB ñ*I=CEJAò ?KIAO BNKI PDA 3ERAJ@AHH @=P=OAPè NERÎÊè 5EPHAê Rivendell: 

óFor those Middle Earth fans out there, this is precisely what I imagine Rivendell to look 

like.  We started the morning in a village by the river in the middle of the LDKPKëô  

The photograph for riv84, taken near Annapurna, Nepal, features a treed valley backed by 

an enormous, snow-capped mountain and surrounded on both sides by the suggestion of 

mountains that rear up and out of the frame. The entire scene takes place under a clear blue 

sky, with high contrast between light and shadow on the valley floor . The orientation of the 

frame is portrait, emphasizing the length of the valley and its stream, and the perspective of 

this shot is allocentric: the photographer was clearly taking this photograph from a 

significant height and distance. From the general descriptionsĂmountains, valley, streamĂ

the image bears OPNEGEJC OEIEH=NEPEAO PK 5KHGEAJòO PATPQ=H =J@ REOQ=H @ALE?PEKJO KB 3ERAJ@AHH 

that I detailed above for riv43, though there are a few key differences, namely the scale of 

the mountains surrounding the valley (in riv84 the mountains are much more massive than 

either the depictions of Rivendell or its Real World inspiration Lauterbrunnen) and the 

absence of any built environment. On this last point: the photographer mentions a village in 
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the Description, but it is not visible in the photograph. The photographer does, however, 

attempt to situate the viewer by providing markersĂóthe river in the middle of the photoôĂ

that locate their experience, effectively helping the viewer enter the photograph, and thus 

both the Real and the Fantastical landscapes, simultaneously. 

Another rich description KB = ñ3AIEJ@ KN EI=CEJAò Correspondence comes from the 

Mirkwood dataset: mir05, Title: The entrance to Mirkwood 01:  

óì?HKQ@O low down over the upper parts of the winter hills. On the far side, heading 

down towards Fintry, I saw this mist moving through the trees on the slopes of the hill, 

and it reminded me of a hundred tales from folklore and fiction, of haunted woods where 

you must never stray from the L=PDëëëô  

Here the key word for the Correspondence EO ñNAIEJ@ĄA@ąò SEPD PDA =OOK?E=PA@ PNECCAN >AEJC 

= SA=PDAN ARAJPê óìIEOP IKREJC PDNKQCD PDA PNAAO KJ PDA OHKLAO KB = DEHHè ìô =O SAHH =O PDA 

NABANAJ?A PK óHKS ?HKQ@Oô =J@ óSEJPANôë  .ENGSKK@ =LLA=NO EJ PDA 5EPHA KB PDA NA?KN@O =J@ 

therefore symbolically NALNAOAJPO PDA MQEJPAOOAJPE=Hè KN E?KJE?è óD=QJPA@ SKK@Oôë 5DA 

Description begins as a physical association (weather, landscape) and moves into an 

affective and/or cognitive association (Mirkwood as the ultimate haunted wood). The 

photographer for another Mirkwood association, mir38, described a similar atmosphere: 

óThis forest had a weird vibe.ôë 

Indeed, the photograph for mir05 depicts low clouds blending into a mist moving 

through conifers on the side of a hill. The photograph was taken during daylight hours, but 

the forest is dark and dense and there are no people nor signs of habitation, apart from a 

rather stark edge between the woods in the midground and a grassy field in the foreground. 

5DA @AJOEPU KB PDA BKNAOP =J@ PDA KL=?EPU KB PDA IEOP D=ILAN = REASANòO =>EHEPU PK OAA EJPK PDA 

forest, suggesting hidden or possibly dangerous things. The photograph was taken from a 

distance (i.e., an allocentric perspective) and may have been taken from an automobile 

(other comments in the Description refer to driving, which will be described in the section 

AJPEPHA@ ó5DAIAO NAH=PA@ PK PDA 1DKPKCN=LDANôąë 5DA IEOPUè SEJPANU @=U =J@ PDA NABANAJ?A PK 

tales of folklore and fiction all contributed to the general sense of reverie in the photograph 

and text of this record; itè =J@ PDA óSAEN@ RE>Aô KB IENÉÎ, also put me in mind to create coding 

?=PACKNEAO BKN ñ"PIKOLDANAòè EJ PDEO ?=OA OKIAPDEJC =GEJ PK AANEJAOO KN = D=QJted feeling. 
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5DA òAANEAò BAAHEJC =OOK?E=PA@ SEPD .ENGSKK@ D=O NKKPO EJ >KPD PDA >KKGO =J@ BEHIOë 

The colour black is a key feature of this damaged landscape: black leaves, black squirrels 

(which apparently tasted foul) and black bats, kingfishers, and moths; night in the forest was 

óLEP?D->H=?Gô (Hobbit, "Flies and Spiders", Hammond and Scull 2005, 474, 480). The word 

ñIENGSKK@ò EPOAHB D=O NKKPO EJ A=NHU (ANI=Jè @AJKPEJC = BKNAOP @=NG EJ ?KHKQNè >QP =HOK 

gloomy (Tolkien, Letters 1981, 369-370). Fittingly, Bilbo encounters strangled trees and dark, 

@AJOA ?K>SA>Oë )A DA=NO óMQAAN JKEOAO PKKè CNQJPOè O?QBBHEJCOè =J@ DQNNUEJCO EJ PDA 

QJ@ANCNKSPDô (Hobbit, "Flies and Spiders"). Touching or drinking the water from 

.ENGSKK@òO &J?D=JPA@ 3ERAN ?=QOAO = LANOKJ PK OHAAL =J@ @NA=Iè >QP IKOP EILKNP=JPHUè PK 

forget. The cobwebs are harbingers of giant spiders, the greatest danger Bilbo and 

Company face on the twisting, narrow path through the forest. These evils emanate from 

the tower of Dol Guldur in southern Mirkwood, where Sauron was imprisoned in events 

prior to the events in The Hobbit. In contrast, .ENGSKK@òO northern beech and oak forest was 

more clement under the influence of Thranduil and the Silvan (Wood) Elves who, though 

óIKNA @=JCANKQO =J@ HAOO SEOAô PD=J KPDAN &HRAO SANA OPEHH ó(KK@ 1AKLHAô (Hobbit, "Flies 

and Spiders"). The Silvan Elves seem to possess keen arboreal knowledge that permeates 

their culture and the physical landscapes they inhabit. At no point in LotR does Legolas, who 

hails from Mirkwood, express fear or wariness of Fangorn, as Celeborn the Wise38 does, and 

after the fall of Sauron Mirkwood springs back quickly, like it has remembered earlier Elvish 

influence now that the antagonist has been banished. 

Like LothlóNEAJè .ENGSKK@ D=O I=JU J=IAO PDNKQCDKQP 5KHGEAJòO SKNGOè >QP QJHEGA 

the aforementioned Golden Wood, where the names reflect the attitudes of the people 

using them, the names of Mirkwood signal the changing influences on the forest. Before the 

events of Hobbit or LotR, Mirkwood was known as Greenwood the Great, a massive tract of 

primordial forest largely untouched save for the silvicultural LN=?PE?AO KB 5DN=J@QEHòO &HRAOë *J 

EPO DAU@=Uè PDA BKNAOPòO óSE@A D=HHO =J@ =EOHAO SANA PDA D=QJP KB I=JU >A=OPO =J@ of birds of 

>NECDP OKJCô (Tolkien, Silmarillion 1999, 299). And, in relation to how Tolkien described other 

forest environments, this detail is intriguing. In LotR neither Fangorn nor Lothlórien are 

described as containing birds or animals, with Chetwood, just east of the Shire, the only 

 
38 Celeborn and Galadriel are the Lord and Lady of Lothlórien. 
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forest teeming with wildlife (LotR, I, xi). By the end of LotR, Mirkwood is restored to 

something of its former standing, with the restoration marked by being renamed the Forest 

of Greenleaves. Throughout Hobbit and LotRè .ENGSKK@ EO OQ>FA?P PK ó= 1KSAN PD=P D=PA@ =HH 

HEREJC PDEJCOô (Tolkien, Letters 1981, 419-420) and most descriptions of this vast and varied 

landscape refer to this time. Notably, Tolkien gave Sindarin names to this place (Taur e-

Ndaedelos, Taur-nu-Fuin, Eryn Lasgalen) but these toponyms are rarely used by any 

character in Hobbit, LotR, or Silmarillion.  

Cinematically, Mirkwood only appears in the first film of The Hobbit trilogy. Several 

locations in New Zealand could have been used for the entrance to the forest, but almost all 

of Mirkwood was filmed on set. The atmosphere Jackson wanted to convey was that of a 

sick forest, where rot was the defining characteristic. John Howe describes a place where 

the ground is not necessarily solid, as if the lushness of a Pacific Northwest rainforest has 

twisted and gone awry (Falconer 2017, 202). Fungi, pond scum, and strange creatures 

suggest a dark, unhealthy place, while webs and spiders amp up the threat. While the 

Mirkwood set was an elaborate, three-dimensional setting, Jackson wanted a certain depth 

that could only come digitally, particul=NHU PDNKQCD ñ-QI>ANF=?Gèò = PNAA-building software 

(Falconer 2017, 204)ë 5DA JKNPDANJ L=NP KB .ENGSKK@è ?HKOAN PK 5DN=J@QEHòO OQ>PANN=JA=J 

halls, was healthier and brighter, the trees straight and green. The halls themselves were 

again part set and part digital, creating the same elegant, flowing forms associated with the 

ElvAOè >QP KQP KB OPKJAë 1AND=LO +=?GOKJòO .ENGSKK@ D=O = IKNA B=JP=OPE?=H LDUOE?=HEPU PD=J 

5KHGEAJòOè >QP PDA IKK@è =J@ PDA threat that causes the mood, is the same. 

Tolkien considers LotR a eucatastrophe (Tolkien, On Fairy-Stories 2001, 68-9), a 

sudden happy ending in the face of certain doom. While he writes a palpable sadness with 

the ending of Elvish influence in Middle-earth, he also leaves in a few sparks of hope. The 

White Tree of GondorĂa descendent of Telperion, one of the Trees that gave the first light 

in Silmarillion Ăflowers again. Samwise plants a mallorn seed in the Shire. Both actions 

suggest that vestiges of the world before the coming of ñevilò will continue to exist, and that 

renewal is possible. Mirkwood is another sign of hoLAè >AEJC óNAOPKNA@ PK >A=QPUô >ABKNA PDA 

end of LotR (Tolkien, Letters 1981, 419-420) In many ways Mirkwood and the Old Forest of 

The Shire are mythical, fairy-tale forests: dangerous, bewildering places of enchantment 

(Denekamp 2015)è >QP PDAUè HEGA =HH BKNAOPO EJ 5KHGEAJòO IEJ@è =NA LH=?AO KB IAIKNU 
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(McGonagill 2015)ë *P EO JKP PKK IQ?D PK OQCCAOP PD=P .ENGSKK@òO N=LE@ NAOPKN=PEKJ in LotR is 

due in part to its earlier splendour under Silvan Elvish influence, nor is it too much to see 

Mirkwood, then, as a symbol for a natural world in crisis with the hope of restoration, as in 

another record from the Mirkwood dataset: mir62. This record is unique in that the 

photograph depicts a group of people walking down a city street, with one person in the 

BKNACNKQJ@ Ą= ?DEH@ @NAOOA@ =O = .ENGSKK@ &HBą ?=NNUEJC = OECJ O=UEJC ó4=RA .ENGSKK@ôë 

Given the nature of the sign and the content of the photograph, combined with the Title of 

PDA NA?KN@ Ąó4=RA .ENGSKK@ôą =J@ PDA %AO?NELPEKJ Ąó-ACKH=O ?KOLH=U =P PDA ?HEI=PA OPNEGAëôą * 

begin to consider the possibility of coding for commentary on the environment. This record 

D=EHO BNKI ÈÆÇÏè OK +=?GOKJòO The Hobbit trilogy potentially would have been more recently 

viewed by the photographer and the person in Legolas cosplay. However, it is interesting to 

me that Mirkwood stands in for a forest needing saving, as opposed to Lothlórien, Fangorn, 

or Rhosgobel, the forest inhabited by the wizard Radagast and his woodland friends in The 

Hobbit film trilogy. In the first of these films, the threat caused by the Necromancer (Sauron) 

permeates Rhosgobel, with striking scenes depicting disease and death. During the data 

collection phase, however, PDA PANI ñ3DKOCK>AHò UEAH@A@ JK NA?KN@Oè EJ ?KJPN=OP PK PDA ÇÈÆ 

records in the final Mirkwood dataset. 1AND=LO ñ3DKOCK>AHò S=O JKP = ?KIIKJ AJKQCD 

term, or Mirkwood was simply a more fully formed image in the minds of reader and film 

viewers. 

 

CORRESPONDENCE: PERSISTENCE 

4KIAPEIAO PATP PD=P IECDP BENOP =LLA=N =O ñ$KIL=NEOKJò KBBANO OKIAPDEJC IKNAè OQ?D 

as mor76, Title: Mordor really exists. The photograph bearing this title was taken from the 

interior of the COSMARI industrial waste management facility in Sforacosta, Italy. It is a 

black and white photograph and one of the few interior shots in the data corpus, depicting 

grimy metal walkways and machinery dimly lit from small exterior windows. Accompanying 

this photograph in the Description field is a quote from the films (The Fellowship of the 

Ring, Council of Elrond scene) given by the character Boromir, played by Sean Bean.  
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ó0JA does not simply walk into Mordor. Its black gates are guarded by more than just 

Orcs. There is evil there that does not sleep. The great Eye is ever watchful. It is a barren 

wasteland, riddled with fire, ash, and dust. The very air you breathe is a poisonous BQIAëô  

*J PDEO ODKNP PEPHAè ó.KN@KN NA=HHU ATEOPOôè * OAA I=JU LKPAJPE=H EJPANLNAP=PEKJOè >QP KJA PD=P I 

keep coming back to is that the photographer suggests the Fantastical is Real: what one 

might think is found only in Fantasy can be found in the Real World. 5DA óì>=NNAJ 

S=OPAH=J@è NE@@HA@ SEPD BENAè =ODè =J@ @QOPë 5DA RANU =EN UKQ >NA=PDA EO = LKEOKJKQO BQIAô 

describes many factories and industrial sites in the Real World. In a way, the photographer 

of mor76 proposes Mordor not only exists in our Real World, but lives on in Sforacosta and 

similar industrial environments, thus I felt compelled to add the ?K@A ñ1ANOEOPAJ?Aò PK IU 

growing codes list. It is important to distinguish this Correspondence from a simple simile, 

as the photographer is bridging the gap between Real and Fantastical and may be hinting (or 

screaming) the consequences of environmental degradation through industrialization that 

Tolkien wrote into LotR. By contrast, the Description for mir38 is more clearly comparative: 

óThis forest had a weird vibe. Closest to Mirkwood I can get in real life, I CQAOOëôë Here the 

photographer creates semiotic distance between the ñSAEN@ò forest surrounding Mt. Rainier 

and Mirkwood by stating it is ñ?HKOAòĂbut it is not exactly like Mirkwood, nor does it suggest 

that 5KHGEAJòO Mirkwood  exists in the Real World. Yet another example can be found in my 

discussion of PDA ?KJOPNQ?PEKJ ñ/KP )K>>EPKJòè SDE?D EJREPAO PDA NA=@AN PK ?KIL=NA PDA 

scene in the photograph to their own vision of the Shire, but that comparison also leaves a 

C=L >APSAAJ PDA 3A=H =J@ PDA '=JP=OPE?=H PD=P ?HKOAO EB PDAU D=@ EJOPA=@ OP=PA@ê ó)K>>EPKJ 

NA=HHU ATEOPOëô 

 Mordor in many ways stands alone. Few literary places have meaning beyond their 

texts and Mordor seems to be one of them. It is iconic, symbolic ñevilò, so much so it can be 

used to debate contemporary political or religious ideas but from the comfortable distance 

of a Fantastical World  (Saler 2012, 19). In contrast, the lands that symbolize moral ñ(oodò in 

5KHGEAJòO SKNGO R=NU CNA=PHUë *?KJE?è OUI>KHE? CKK@ IECDP >A 5DA 4DENA BKN )K>>EPOè 3ERAJ@AHH 

or Lothlórien for Elves, and Gondor or Rohan for Humans, making it difficult to pin down 

what a morally good landscape looks like in Middle-earth. This contrast might in part 

account for the overwhelming numbers of Mordor-on-Earth experiences: I initially collected 
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over 2600 records for Mordor alone, while the next largest dataset, Rivendell, had only just 

over 200 before the final data cleaning. Furthermore, the photographs in the records for 

Mordor were among the most varied, with natural areas, fiery sunsets, and both modern 

and historic built environments. 4KIA KB 5KHGEAJòO darkest and most vivid imagery comes 

out of Mordor. ">KRAè * MQKPA@ 5KHGEAJòO @AO?NELPEKJ KB PDA S=HHO KB .KN@KNè DANAè 'NK@K 

and Sam are in Mordor: 

Still far away, forty miles at least, they saw Mount Doom, its feet founded in ashen 

ruin, its huge cone rising to a great height, where its reeking head was swathed in 

cloud. Its fires were now dimmed, and it stood in smouldering slumber, as threatening 

and dangerous as a sleeping beast. Behind it there hung a vast shadow, ominous as a 

thundercloud, the veils of Barad-dûr that was reared far away upon a long spur of the 

Ashen Mountains... ...all seemed ruinous and dead, a desert burned and choked. (The 

Lord of the Rings, VI, ii) 

 

The grim black towers of the Walls of Mordor frowned: by contrast, Mount Doom is far 

more dangerous as a sleeping beast. The Noman-lands outside of Mordor were described in 

terms that evoke a desert, here, the desert is choked and burned. While everything seemed 

ruinous and dead, there was life (of a sort) in Mordor: the vast armies and slaves with camps 

ó"O B=N =O PDAEN AUAO ?KQH@ NA=?Dìôë .KN@KN EO JKP KJHU NQEJA@è EP EO =?PERA =J@ >AJP KJ 

continuing this ruination across Middle-earth. 

Mordor is an enormous region, encompassing the Plains of Gorgoroth, Barad-dûr, 

Mount Doom (Orodruin) and the Black Gate (Morannon), but it acts as a single place 

OUI>KHE?=HHUê ó.KN@KN EO PDA LANBA?P EHHQOPN=PEKJ KB OUI>KHEOI EJ H=J@O?=LAé PDEO S=O = H=J@ 

whose very essence denies the spirit of Middle-A=NPDëô +KDJ )KSA ?KJPEJQAO SEPD ó.KN@KN EO 

JECDPè BENAè =J@ OIKGAìPDEO EO = H=J@ SDE?D Es not supposed to exist. This is the anti-H=J@ìô 

(Falconer 2017, 475, 483). Though much of cinematic Mordor was miniature and digital 

effects, some filming took place on location: the slopes of Mount Ruapehu for Orodruin and, 

somewhat fittingly, a military firing range in the Rangipo Desert for the Morannon (482, 478). 

Grant Major describes the eruption side of Mount Ruapehu as arid, with scrub and sharp 

rocks; while actor Elijah Wood saw a severe and desolate place (Falconer 2017, 482, 487). 

.KQJP %KKI EO ó=J KLAJ SKQJ@ EJ .E@@HA-A=NPDòO BHAODô DKPè =JCNUè LKEOKJKQOè SEPD >H=?G 
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smoke creating perpetual night (Falconer 2017, 486). What unites these descriptions and 

therefore communicates ñevilò and ruin in The Lord of the Rings films is what it lacks and what 

it offers: lack of life, lack of water, and lack of light. It offers danger in the forms of 

sharpness, fire, and suffocation. As Tolkien wrote it and Jackson filmed it, it is pure 

corruption, destruction, and ruin. 

 

CORRESPONDENCE: LOOKS LIKE 

The Correspondence of another record from the Mirkwood dataset contains hints 

KB ñ*I=CEJAòè >QP =HOK PDA LKOOE>EHEPU PD=P = 3A=H 8KNH@ H=J@O?=LA LDUOE?=HHU HKKGO HEGA PDA 

Fantastical one. mir68:  

ó8DAJ I was a kid reading "The Hobbit," I always pictured Mirkwood as being like the 

woods behind my house in late fall.ô   

5DA RAN> óLE?PQNA@ô DANA @KAO PSK PDEJCOê EP ARKGAO EI=CAO NA?=HHA@ EJ PDA IEJ@òO AUA =J@ EP 

focuses on the act of seeing, suggesting similar physical descriptions particularly when 

L=ENA@ SEPD PDA SKN@O ó=O >AEJC HEGAôë 5DA AHAIAJP KB PEIA EJ PDEO NA?KN@ is intriguing. The 

LDKPKCN=LDAN EO NA?=HHEJC = L=OP ARAJP Ąó8DAJ * S=O = GE@ìôą =J@ EP S=O EJ PDA L=OP PD=P PDA 

association was made. That the photographer took this picture of the woods behind their 

childhood home and recalled this event suggests there is something in this landscape that 

still recalls the association. In fact, of all the records, this one most accurately describes the 

way that the Middle-earth-on-Earth phenomenon seems to occur: elements in a landscape 

trigger a previous memoryĂin this case a previous imaginingĂof a place in a Fantastical 

World. When this person was child, they read The Hobbit and, when they reached the 

Mirkwood chapters, they looked (or walked) outside to see the woods behind their house 

and those woods became their vision KB 5KHGEAJòO BKNAOPë )=REJC H=PAN LDKPKCN=LDA@ PDKOA 

woods, they recalled their childhood imaginings. Interestingly, and unlike mir05, there is no 

reference to eeriness or the uncanny, which may be explained by PDA NABANAJ?A PK ñDKIAò 

and reading the book as a child. 1AND=LO AMQ=PEJC ñDKIAò PK AANEJAOO EO PKK IQ?D ?KCJEPERA 

dissonance for this individual, or, as I described, it may be that Mirkwood is too varied to 

have one atmospheric quality. 
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Looking at the photograph for mir68 I noted a mixed conifer and hardwood forest in 

late Autumn, meaning no leaves on the deciduous trees and the ground covered by a carpet 

of orange and brown fallen leaves. A small creek appears in the foreground and disappears 

around a bendĂ= BA=PQNA GJKSJ PK AJRENKJIAJP=H LOU?DKHKCEOPO =O PDA ñ@ABHA?PA@ REOP=ò I 

discussed in Chapter IIë 5DA LDKPKCN=LDAN EO ?HA=NHU ñEJò PDEO H=J@O?=LA ĄACK?AJPNE? 

perspective), but the forest floor is not easily travelled through as it is covered in branches 

=J@ OI=HH >NQODë * SKQH@ ?D=N=?PANEVA PDA PNAAO =O ñ@EOKN@ANHUòê = IET KB KH@ =J@ UKQJCè OKIA 

of their tangled branches covered in vines. Fallen logs across the muddy creek further 

suggest this is not a highly managed environment. Though none of the trees would be 

?H=OOA@ =O ñ>H=?Gòè PDAU =NA HA=BHAOOè SDE?D EO QJOQNLNEOEJC CERAJ PDA PEIA KB PDA UA=Nè >QP 

which might also evoke a sense of lifelessness. Even though the photographer references 

ñDKIAò EJ PDA %AO?NELPEKJè PDANA =NA JK >QEHP Kr otherwise cultural features in the frame. 

These physical features are important because the photographer has emphasized vision by 

OP=PEJC PDA SKK@O BNKI DKIA SANA óLE?PQNA@ì=O >AEJC HEGAô .ENGSKK@ë Compared to how 

Tolkien and Jackson portray Mirkwood above, in the section Correspondence: Remind or 

Imagine, the only feature that seems incongruent with this tangled, leafless vision of 

Mirkwood is the bright blue sky seen just above the tops of the trees. 

" IKNA OPN=ECDPBKNS=N@ EJOP=J?A KB ñ-KKGO HEGAò ?=J >A BKQJ@ EJ NERÉËè 5EPHAê From 

peaks to valleys... Switzerland's Aare Gorge I: 

ó-KKGEJC like the valley of Rivendell... gorgeous place to go REOEPìô  

To clarify, this place is not Lauterbrunnen, where Tolkien drew inspiration for the Elvish 

Rivendell, nor does the photograph of Aare Gorge posted to Flickr resemble Lauterbrunnen. 

Here instead is an egocentric perspective on an intimate gorge, with a small mountain creek, 

green trees, a modest waterfall, and nearly vertical cliff faces. The perspective and framing 

of this shot suggest a closed, hidden place, SDE?D EO EJ@E?=PERA KB 5KHGEAJòO 3ERAJ@AHH as 

described above and, according to the photographer, one that is quite beautiful. One 

difference with the Middle-earth Rivendell is that Aare Gorge (in this photograph) is too 

narrow to accommodate &HNKJ@òO -=OP )KIAHU )KQOA, however the scale seems more in 

GAALEJC SEPD 5KHGEAJòO REOEKJ PD=Jè O=Uè PDA immense scale of the landscape in riv84. The 

direct suggestion of visiting Aare Gorge is somewhat unique among the records in the data 
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corpus, and I discuss this sense of interacting with the audience in the sections below on 

Performativity. 

 Another example KB ñ-KKGO HEGAò is min48, Title: The White Tree. This record has two 

interesting characteristics that reflect more than a few records in this dataset. The first is the 

Correspondenceè SDE?Dè HEGA NERÉËè B=HHO EJPK PDA ?=PACKNU ñ-KKGO HEGAò @QA PK PDA %AO?NELPEKJ 

BEAH@ê óPergamon. Looks like Minas Tirith.ô 8DEHA PDEO Correspondence does not offer the rich 

verbal descriptions of some of the other records I examined, the photograph and the Title of 

min48 illustrate the second characteristic, which is how some places can have more than 

one symbol. Many of the photographs in the Minas Tirith dataset depict historic 

architecture, some of which have at least regional notoriety, such as Sacre Coeur (Paris, 

France), Buda Castle (Budapest, Hungary) and the Amber Fort (Jaipur, India). However, 

some records, such as min48, focus on the White Tree of Gondor. The photograph 

associated with min48 is a landscape orientation, egocentric perspective of classical ruins in 

Pergamon, Turkey (Izmir), with a background of clear blue sky. The central feature of the 

photograph is a large grey and white tree, leafless, as the photograph was taken in late 

January, in the centre of a large courtyard or agora, making it an accurate approximation of 

5KHGEAJòO ĄKN +=?GOKJòOą PNAA EJ PDA $KQNP KB PDA 'KQJP=EJë 5DA ?H=OOE? NQEJO KB 1ANC=IKJ EJ 

PDA >=?GCNKQJ@ ?KQH@ OLA=G PK 5KHGEAJòO .EJ=O 5ENEPD KJ PSK BNKJPOê 1ANC=IKJ S=O = 

prominent Greek, Roman, and Byzantine city, though perhaps Constantinople would be a 

better parallel BKN .EJ=O 5ENEPDòO political position in Gondor (Hammond and Scull 2005, 570), 

and the stone ruins call to mind 5KHGEAJòO REOEKJ EJ =CA =J@ I=PANE=Hê óì PDA (Q=N@A@ $EPUè 

with its seven walls of stone so strong and old that it seemed to have been not builded but 

?=NRAJ >U CE=JPO KQP KB PDA >KJAO KB PDA A=NPDëô ĄThe Lord of the Rings, V, i). As mentioned in 

Chapter II, Tolkien had pegged Minas Tirith to the latitude of Ravenna in northern Italy, 

which brings this main city of Gondor closer in climate and culture to Pergamon than to the 

Shire of Oxford County, England. 

 1NK@Q?PEKJ @AOECJAN (N=JP .=FKN O=E@ .EJ=O 5ENEPD S=O PDA ó3KIA KB .E@@HA-A=NPDèô 

=J E@A= ?KILHEIAJPA@ >U "H=J -AAòO J=PQN=HEOPE? QOA KB 3KI=JAOMQA =J@ #UV=JPEJA 

architectural elements in his designs (Falconer 2017, 400)ë .=FKN AJOQNA@ PD=P 5KHGEAJòO 

specificationsĂa 700ft high city with a 300ft-high towerĂwere workable in the Real World. 

Jackson and the production team wanted the sense that Minas Tirith had been occupied for 
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generations but had become somewhat neglected in recent years (Falconer 2017, 401). 

#QEH@EJC .EJ=O 5ENEPD KJ HK?=PEKJ EJ )=US=N@òO 2Q=NNUè /;è PKKG OET IKJPDO =J@ KRAN ÇÆÆ 

people, but the location and its two miniatures had to be believable as a city of thousands 

(Falconer 2017, 403, 406). Statuary symbolized a backward-looking civilization that relied on 

ceremony, while the Hall of Kings was made to feel empty and solemn but tense through 

the use of black and white marble (406, 412).  

 4ARAN=H KPDAN NA?KN@O BA=PQNA ñSDEPA PNAAOò PD=P OP=J@ EJ BKN .EJ=O 5ENEPDè >QP =JKPDANè 

min09, struck me as poignant:  

 

óTall ships and tall kings Three times three. What brought they from the foundered land 

0RAN PDA BHKSEJC OA=ç 4ARAJ OP=NO =J@ OARAJ OPKJAO "J@ KJA SDEPA PNAAë ì * S=O LNAOAJPA@ 

with the all too familiar barren surroundings of the college car park... and then I noticed 

how like the White Tree of Gondor this birch looks. Most of the birches around the 

grounds are straggly and thin without their foliage but at least from this angle this echoes 

the lineage of the White Tree of Numenor. One shining object in a dreary urban landscape 

(the Fountain Courtyard of Minas Tirith it ain't). A little bit of Tolkein [sic] in a corner of the 

modern Shire ... I'll take it as a small sign of hope or at least a symbol of the better 

qualities of humanity as I wade through the current compassionless, small minded, brutal 

=QOPANEPU KB $=IANKJïO #NEP=EJëô 

 

This Description contains a deep well of emotion, even with the few personal lines I 

removed to preserve the anonymity of the people mentioned. The photograph belonging to 

this Description is a bit dark: a b/w, portrait orientation, egocentric perspective of a small 

but healthy birch tree and an overcast sky. Behind the tree is a lot full of cars and several 

low buildings. What stands out to me, however, is the ability of this photographer to 

describe the qualities of the tree that caught their eye, amidst a landscape referred to as the 

óIodern Shireô >QP OKQJ@EJC IKNA HEGA .KN@KN Ą>=NNAJì@NA=NU QN>=J H=J@O?=LAì>NQP=H 

austerity). That the tree alone, without the trappings of the Court of the Fountain appearing 

EJ IENÊÎè ?KQH@ ?KJFQNA =HH KB .EJ=O 5ENEPD =J@ >NEJC =>KQP = óOI=HH OECJ KB DKLAô =J@ óOUI>KH 

KB PDA >APPAN MQ=HEPEAO KB DQI=JEPUô OLA=GO Po the power that recalled imaginings are capable 
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of. 4KIAPEIAO EP P=GAO KJA óODEJEJC K>FA?Pô EJ PDA H=J@O?=LA PK NAIEJ@ QO KB PDKOA OPKNEAO 

that uplift, makes sense, and give us perspective and restore our sense of self. 

 

CORRESPONDENCE: FEEL 

-EGA ñ5DEJGòè * QOA@ PDA LDKPKCN=LDANOò SKN@O PK @APANIEJA SDAPDAN = 

Correspondence should be coded as affective in the category ó'AAHòë 'NKI PDA )K>>EPKJ 

dataset, I noted hob21, Title: Elswout 2017: Hobbiton: 

ó4?AJA from a late-summer walk in Elswout estate, west of Haarlem in the Netherlands: a 

true Hobbiton feel in this part of the L=NGëô  

"@IEPPA@HUè PDA JKQJ ñBAAHò EJ PDEO OP=PAIAJP I=U NABAN PK =J KRAN=HH =PIKOLDANAè >QP * GALP 

this record in the Correspondence ñ'AAHò JKP KJHU >A?=QOA KB PDA LDKPKCN=LDANòO ?DKOAJ 

word, but that atmospheres are often described in affective terms. Interestingly, the 

physical characteristics of Elswout (hob21) very closely resemble that of Blea Tarn (hob14): 

the side of a mossy, green, forested hill with contrasting dappled light and a winding path. 

The major differences in comparison with hob14 is that the trees are hardwood with green 

leaves (the photograph was taken in July, rather than September for hob14) and the path is 

IKNA LNKIEJAJPè ?QNREJC =NKQJ@ PDA DEHHOE@A EJ = ñ@ABHA?PA@ REOP=ò ĄOAA Figure 32). 

A more straightforward Correspondence PD=P ?KJP=EJO PDA RAN> ñPK BAAHò ?KIAO BNKI 

the Rivendell dataset: riv62, Title: Rivendell:  

óì* am a big fan of The Lord of the Rings and Tolkien and from the first day in the 

mountains and forests of Rhodope I felt that I was in Middle Earth. I had the feeling that 

from somewhere I would hear the songs of the Elves, see Gandalf doing his magic, the 

Hobbit and the Fellowship of the Ring fighting the dark forces of 4=QNKJåååëëëô  

5DA LDKPKCN=LDANòO Real World vision of Rivendell was taken near Drama, Greece, from 

behind a waterfall and looking onto a small pool set in a dark forested vale with mossy rocks 

=J@ PNAAO SEPD CKH@AJ HA=RAOë 5DA ?KI>EJ=PEKJ KB ñBAAHò =J@ ñI=CE?ò EO EJPANAOPEJC here and 

may allude to an intangible quality of the landscape that is difficult to describe, but easy to 

capture visually. The forest is dark, but not dangerous: the backlighting is a golden glow, and 

the pool is small and shallow. Being behind a waterfall often signals travel to secret or 
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magical places in folktales and myths, but apart from the falling water, the tiny vale appears 

to be almost motionless, though it is full of mosses, leaves, and other plant life. 

Furthermore, the textual references to Middle-earth in the Description are vague: hearing 

Elvish songs, seeing Gandalf do magic, fighting SauronòO @=NG BKN?AO. Contrast this with 

wea14, where the photographer recounts Frodo being stabbed by a Morgul blade. In riv62, it 

is almost as if the photographer was referencing some essential MQ=HEPEAO KB 5KHGEAJòO 

stories, rather than specific events from the books or films. The entire record feels like 

stepping into a reverie, where moods and emotions come to the fore, as opposed to 

REASEJC OKIAKJAòO @ALE?PEKJ KB = OLA?EBE? .E@@HA-earth place. On this note: compared to 

5KHGEAJòO KN +=?GOKJòO 3ERAJ@AHHè PDe landscape in this photograph does not necessarily look 

like Rivendell. Apart from the waterfall and the hidden nature of the vale, the golden leaves 

and glow speak more to Lothlórien and the mossy rocks and pool to Fangorn. That the 

photographer titled it Rivendell, suggests some ineffable affective quality to this landscapeĂ

beyond the mere physicalĂthat inspired the association. 

  

Other Themes Related to the Real World-Fantastical World Association 

As much as possible I coded the Correspondences separately from other descriptive 

or performative elements of the records, to isolate the way in which the photographer 

represented their Real WorldĂFantastical World association. Keeping the Correspondence 

codes separate from other elements in a record Description meant I could see if there were 

correlations between the Correspondences and other manners of account. In doing so, it 

became clear that certain aspects of the Real World were important to the association the 

photographer made between the Real and the Fantastical. These aspects included general 

statements of Affect and Cognition, including Environmental and Political Commentary; 

Embodiment, including statements made about the weather or actions; Atmosphere; and 

descriptions of the Physical Landscape, including Colours and Quality of Light. 

 

AFFECT 

4P=PAIAJPO QOEJC PDA RAN> ñPK BAAHò =J@ EPO R=NE=JPO OECJ=H =BBA?PERA =OOK?E=PEKJOè >QP 

so do certain descriptors, as in ort23, Title: Trump Tower, Fifth Ave and 56th, The Cross Streets 

of New York: 
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óSo tall, dark, and imposing that I couldn't quite fit the whole thing EJëô  

5DA ?KI>EJ=PEKJ KB =@FA?PERAO ñP=HHòè ñ@=NGòè =J@ ñEILKOEJCò OQCCAOPs an emotional reaction, 

L=NPE?QH=N EJ ?KI>EJ=PEKJ SEPD PDA LDKPKCN=LDè SDE?D @ALE?PO /AS :KNGòO 5NQIL 5KSAN 

from the ground up. This egocentric view of a dark steel and glass structure composed of 

L=N=HHAH =JCQH=N >HK?GO =J@ ñ?KHQIJOò >A=NO = OPNEGEJC NAOAI>H=J?A PK "H=J -AAòO EHHQOPN=PEKJ 

of Orthanc (see Figure 27). A similar description in mor19, Title: The Walls of Mordor also 

UEAH@O =J =BBA?PERA NAOLKJOAê  óìD=NODè NKQCDè =J@ EJPEIE@=PEJCìôë Several Keyword tags from 

PDEO NA?KN@ BQNPDAN NAEJBKN?A PDA =PIKOLDANA KB EJPEIE@=PEKJê óALE?ôè ó@N=I=PE?ôè óOD=NLôè 

óD=NODôè =J@ óF=CCA@ôë *J HEPAN=NU PANIOè PDEO KRANSDAHIEJC OAJOA KB ALE? @N=I= =J@ D=NOD 

conditions might refer to the concept of the sublime. Since these affective descriptors did 

not refer to directly to the Correspondence, which in the case of ort23 was a straight 

comparison, * ?NA=PA@ = ?K@A ñ"BBA?Pò =J@è QJ@AN ñ"BBA?Pòè a sub-?K@A BKN ñ4Q>HEIAòë39  

 /AS :KNGòO 5NQIL 5KSAN LDUOE?=HHU EO = CKK@ OP=J@-in for Orthanc (see Figure 27), 

the tower at the centre of the Ring of Isengard and home to the wizard Saruman. Tolkien 

describes it as a 500 foot-tall, black, sharp-edged stone structure with twenty-seven stairs 

leading to an entrance overlooked by a balcony and tall windows (LotR, III, x, Letters, 276). 

5KHGEAJòO EHHQOPN=PEKJO KB 0NPD=J? ?D=JCA KRAN PEIAè CKEJC BNKI = PEANA@ ?EN?QH=N OPNQ?PQNA KB 

lighter stone to sharper more angular buildings. Hammond and Scull even suggest the later 

drawings look like modern skyscrapers (1995), of which Trump Tower certainly is one. All of 

5KHGEAJòO @N=SEJCO BA=PQNA@ = BKNGA@ KN DKNJA@ @AP=EH =P PDA PKLè QOQ=HHU SEPD PDNAA LNKJCOë 

Neither Orthanc nor Isengard were built by Saruman,40 though the name Orthanc suggests 

= SEV=N@HU J=PQNAë 5KHGEAJ @AREOA@ EP PK IA=J òBKNGA@ DAECDPèò ñ.KQJP '=JCèò =J@ ñ$QJJEJC 

.EJ@ò (LotR, III, viii, Hammond and Scull 2005, 243) depending on the language used, 

referencing both the physical description of the building and the skills of its current 

inhabitant.  

 

 
39 Given the frequency and variability of phrases denoting the concept of atmosphere, I ultimately 

created a top-level code for ñ"PIKOLDANAò and ñ4Q>HEIAò was revised as a sub-code beneath it. 
40 Isengard was built  by the Númenóreans in the Second Age (Silmarillion, 300) 
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Figure 27: Alan Lee's Orthanc (left) and Trump Tower, New York (right).  

Note: the image on the right has been cropped to approximate the extent of the tower seen in ort23. 

Image sources: http://www.theonering.com/galleries/professional-artists/the-two-towers/orthanc-

alan-lee; By Jorge Láscar from Australia - Trump Tower, CC BY 2.0, 

https://commons.wikimedia.org/w/index.php?curid=63316302 

 

Orthanc houses one of the palantíri, or seeing stones, that allows the viewer to 

communicate with others who also possess a stone. Whether Tolkien meant for Orthanc to 

be a lesson applied to the Real WorldĂi.e., to communicate with the reader about how we 

should treat the environmentĂis unsubstantiated, but those places touched by palantíri, 

Orthanc, Minas Tirith, Mordor, and Weathertop, tend to have weighty narrative messages. 

 Cinematically, Orthanc appeared as a tall, free-standing tower made of obsidian: 

cold, sharp, and dangerous (Falconer 2017, 384). Behind the scenes, the seven-metre 

IEJE=PQNA CNAS KQP KB "H=J -AAòO @AOECJOè =O EJ Figure 27 (Russell 2002, 40). Production 




























































































































































































































































































































































































































































































































