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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, theg aompelled to
describe this experience by posting about it online. To understand why and how this
‘Middle-earth-on-Earth' experience happens, | assembled textual and photographic records
from Flickr and analyzed them through qualitative, quantitative, angeospatial means.
Through this research, | learned that when Tolkien fans post photographs of Middésarth-
on-Earth on the social media site Flickr they are communicating a personal relationship with
two Worlds: the Real World and a Fantastical Other Wail 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 bassigned 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 wh the Real World and, through a kind of

escape, renewal, recovery process (ERR), allow us tegechant ourselves.
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List of Abbreviations and SymboldJsed

3D: Three Dimensional

API: Application Programming Interface

B/W or b/w: black and white, as in photography
CGl: Computer Generated Graphics

DVD: Digital Video Dis

ERR: Escape, Recovery, Renewal

FW: Fantastical World

GIS:Geographic Information Systems

HFR: High Frame Rate

IDPhD: Interdisciplinary Doctor of Philosophy

LARPIng: Live Action Role Playing

LotR: The Lord of the Rings

MOD(s): Making of Documentary

NMO: New Media Objects

OW: Other World

RGB: Red, Green, Blue (the additive colour model)
RQ: Research Question

RW: Real World

SMS: SeHMemory System

url: Uniform Resource Locator
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Glossary

ot

"@ BRBAI AJPO PD=P | =GA = B=JP=OPE?=H SKNH@ iB-=
i & Rr&fefrimg tothemain=J P=CKJEOPAOg3 EJ HEPAN=-PINA =J @ BE
Sauron and Saruman and their followers

n( KK@GNABANNEJC PK PDA | =EJ LNKP=CKJEe&RAOg EJ H
Nature, Hobbits, Elves, Dwarves, and most Humans; the members of the Fellowship.

i+ Q@P NAKHHEOPE? AHAI AJPO BKQJ@ EJ PDA 3A=H 8KNLF
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 sewd axis.
Archaeological fan:=é Gé=éée A$KHHA? PKNOg NABANO PK PDA LA
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

A @QEACAPE?@n. AEI | ANOA @3a

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

inferred.

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

=J EJ@ERE@Q=HO0OO QJ@ANOP=J@EJC KB SDAPDAN = CER
in their imagination. In effect, authenticity in this case is in the eye of the beheld

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 eve(Baddeley 1992, 14nd is
?KJ?ANJA@ SEPD PDA ?=L=?EPU PK NA?KHHA?P KJAO0O
self to society, and the use of past life experiences as a framework for future experiences,

i.e., our imaginationg26, Corkin 2013, 229)

Autoethnography & MQ=HEP=PERA NAOA=N?D | APDK@ EJRKHREJ
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 Storyé 5 KHGEAJOO PANI BKN PDA >K@U KB PDAI A
found in myths, legends, folk tales, andtories that writers use to create relatable narratives.
Chronotopeé #=GDPEJOO PANI BKN PDAI AOé LH=?A0e 2?D=1
and space; universal

Collector fan: See Archaeological fan

Contextual restructuring : partof# = N? H=U0 O ACI T Eag | K@QAH KB PDA 4,
The process by which recalling autobiographical memories can change the context of the

memory.

Cosplay¢e i ? KOPQI A LH=Uo0é =J =?PEREPU =J@0KN LANBKI
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.

Daseinfe ) AE@ACCANOO JKPEKJ KB DQlI =J ATEOPAJ?Aé *
.=HL=0e =J@ KPDAN DQI =J CAKCN=LDANOO EJPANLNAP
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 Middlearth

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.

DiegeticfantA=é Gé=€ée A*1 | ANOA@dag NABANO PK PDA LANOK
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 imensed

EJ = L=NPE?QH=N SKNH@ KN O?MmdAé =0 KLLKOA@ PK
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 ishe favoured orientation: above below, front -

back, leftright (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 (ERRJny interpretation and representation of the benefits of

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

reading fantasy storiegOn Fairy-Stories 2001)

Existential insidenessé =HOKe OEJOE@AJAOOeo0o AEJOE@ANOEéE 3 AHI
LANOKJ CERAO | A=JEJC PK = LH=?Ae PDAU >A?KI A =
Fabula: in Film Studies, the narrative or story

Fané ODKNP BKN AB=J=PE?0¢é EJ PDEO OPQ@Ueé = LANO
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 pdsbking pre-Industrial or

Medieval aesthetic.

Fernwehé A( ANl =Jg KBPAJ PN=JOH=PA@ =0 AB=NOE?GJAO
place a person has not yet visited.

Framingé L=NP KB #=N?H=U0O ACI T Eg | K@QAH KB PDA 4A
>NEJCO ?KJPATP PK ?KJO?EKQOJAOQOOé -eadh. | U OPQ@Ue
Genre: a way to categorize literature and film according to aesthetic tropes, themes, and

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

Green Sunargumentt 5 KHGEAJOO =O0OOANPEKJ PD=P OPKNEAO JA
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 8 >=0A@ KJ #=Q@NEHH=N@0O JKPEKJ PD=P = S|
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 formgysually 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)

Instantiationé L =NP KB #=N?H=U0O ACITEa | K@QAH KB PDA

| AP=LDKNE?=H =J@ | APKJUI E? K>FA?PERA | A=JEJC P
OPKNEAOO -PAGEUDEOBNEOG

Investor fan. See Diegetic fan

Lieux de memoireé / KN=00O ?KJ?ALP KB DKS | KJQI AJPO =J@
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 AéeCée APDA LAJ EO | ECDPEAN PD=J PDA
Middle-eathé 5 KHGEAJ 0 O SKNH @ TheJHobiarkl ThHe Lo@RKHd Ringd OQ? D
take place.

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

experience places in the Real World as places in Midedarth.

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

MundaneEA RRANU@=U LH=?A00é LH=?A0 BNAMQAJPA@ >U =1
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). Augéd O P A NI BKN PDA DKI KCAJEV=PEKJ KB ?ANF
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

OPDAN 8KNH@ L HearthAn-&APNDRAD & . ATAGKMEA I ? Agé " HOKe =
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
5KHGEAJOO A4A?KI@=NU 8KNH@O é

Paradigm: when used in linguistic context, especially Metz, it is a language system in which a
syntagma occurs where ideas and meanings are implicit.

Place BKN | =JU CAKCN=LDANOé EP EO A@ABEJA@ OL=7?/
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- =1 >ANPOO AEAZCEg PANI BKN PKQNEOP O
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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PrimaryWorldé 5 KHGEAJOO 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/punctaé #=NPDAOO0O AJé @é3a PANI BKN PDA OL=NG PI
Real World: a difficult definition! The world we experience dayto-day and firsthand, as

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

Records BKN PDEO OPQ@U = NA?KN@ ?KJOEOPO KB PDA
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 descri@avay 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 Worldé 5 KHGEAJOO PANI BKN HEPAN=NU OPDAN 8K
Self Memory System (SMS) Conway and Pleydell EAN? A0 O QJ @ANOP=J @EJC K
identity, comprising general knowledgelifetime periods, and eventspecific 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

Simulacrumé #=Q@NEHH=N@0 O JKPEKJ KB = OECJ KN OUI >k
Solastalgigé " H>NA?DPO0O JKPEKJ @AO?NE>EJC PDA HKJCEJ
because it has significantly changed.

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

through (Tuan 1977).

Subjectification@ L =NP KB #=N?H=U0O ACIIT Ea | K@QAH KB PDA
Consensusbuilding 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, theplot, 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. | use this term to also refer td GG
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 memoryé J=REC=PEKJ=H | Al KNU A00, AABA =J@ /
hippocampus, which is the centre of autobiographical memories.

Working Self: part of the SeliMemory 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 l:Introduction

A Walkin the Worlds: What Inspired this Research
While walking through a wooded areanear Kingston, Ghtario, | suddenly feel | am in
Lothlérien, a forest havenofthe Elvese J = QPDKN +é 3-@art AsdfekKidh@sEAJ 0 O
Tolkien fan, | am not surprised, yelt 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 NAI EJ@ | A KB TheK br@ theRinGsvas@e@@aNybol IBHEaC J  E J
PD=P | KI AJP NAI EJEO?AJP KB = BN=1A KB 1APAN +=
deeper, emotional connectionsparkthis association?Gazng around, perhaps | attempt to
capture the reverie. Imight take out my smartphone (that is, if | actually had one) anclick a
few photographs. A £w swipes later Imight post the best one to my social media site with
P DA RlinPdfifaAllowwgoldg a carefully chosen quote from the book that signals my
GJKSHA@CA KB 5KHGEAJO0O SKN@@alkhbnBhe wvootsbadl >A=? KJ K
turned into a walk between worlds:| began inthe Real, Primary World andtrayed into an
Other, Fantastical Secondary World.
Of course, he scenedescribed above could havehappeneddifferently . I might have
walked through the woods and stayed firmly in the Real Worldyever seeinga Middle-
earthly paradise. Or, | might haveecalleda reference to the films instead of the books. |
might not have taken a photographMaybe lhave beenreturning to these woods over and
over againbecausdhey make me think of Lothl6rien Whatever the scenario, the experience
did happen something someplace in the Real Worldopened a doorto a FantasticalOther
World and Ifound myself on the other side This Real World place becaméor me,
enchanted with the mythic roles of the Other World when recognized and namedt,
because of who | am in this place and tim&he correspondencebetween Worlds also re-
enchanted my own identity as | reaffirm my love of Middlearth, of nature, and the process
of escge, recovery, and renewal | feel in natural environment8Vhether it happenedin a
split second or over the course of hours or years | developed an intimate relationship with a
Real Worldplace mediated by afictional, fantasticalstory. In the simplest terms, | named a
place and in turn defined myself. Buthis realization@K AO JKP =JOSAN PDA MQAC
KN 68DUc¢6



Beyond the Bend (Spoiler Alert!): What | Learned Doing this Research

From this research) learned that when Tolkien fans posphotographs of Middle-
earth-on-Earth they are communicating a personal relationship with two Worlds: the Real
Worldtand a Fantastical Other World. Perceptions of bothVVorlds are shaped by a person's
experiences, memories, and imaginings, though certain essential physical and aesthetic
gualities of the Other World place become points of contactor correspondencesthat allow
affective responses and mythic roles to be agged 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 ReaWorld and, through a kind of escape, renewal,
recovery process (ERR), allow us to+enchant ourselves.

| arrived at this overarching conclusioy multiple pathways: geography, cognitive
and environmental psychology, literature and film studiegphotography, and information
studies. Geographers understand that we give meaning to places and that this in turn helps
us define ourselvesbut they continue toaskP DA A S D U @uestidngdf thad K S 0
relationship. Answers mayalsocome from cognitive psychology, where autobiographical
memories and the goals of the working selfiave a hand in determining who we i@ and
how we operatein 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 increasinglgudiencereception studies.Peopleencounter
Real World and fictional places through various medidooks, film and televisiongaming,
and the Weh These medial representations shape our perceptions and expectations of
places invarious ways, though the research focusf audiencereception studiestendsto be
on media tourismto filming sites and the places an author lived and workedrinally, how
we communicate our relationships with placé often now through social medidA introduces
the possibilities of multimedia performances, especially the relationship of photograph and

text. It is here that we might find the traces of the Real WorldFantastical Wald association

1fiReal8 K N Ha@liave multiple meanings.Here,lusefi 3 8K Hh €btrast to the diegeticworlds
created in fantasyand sciencefiction film and literature, for which lusethe termsfi B = J PS IOV H @&
A=HP SN\ ? K3 @ONNQ@O é
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as displayed through social mediddow did P D A L N =l adenEd?aflack &d ifi turn
defined myselfthecome so complicated2ike many things, the phenomenon itself is quite
simple and is one that many of us have experiencedExplaining 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 atoethnographic 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 | know if they did?Social media offers a
wealth of possibilities, from blogs to message boards, to the posting of image, augdand
video files. Having previously explored how people form mental images of plasén Middle-
earth using the books and the filmgGrek Martin 2011) decided to nvestigate further the
connections wemake between the Real and the Fantasticdrevious research and
autoethnographic experiencetherefore prompte@ PDA BKHHKSEJC NAOA=N?D
andwhy@K LAKLHA QOA B=JP=0OU BEHI =J@ HEPAN=PQNA
explored this question through the disciplines that inform i geography, cognitive and
environmental psychology,literary and film studies, photography, and information studiesA
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 creatingf OAJ OA KB L H=? A ¢CreBsiyéll R0OQ4: D Malpas 1998, E AJ ? A
Sack 1997, Tuan 197This 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 meda. The field of media tourism(Reijnders 2016, Jansson 2007, Brooker
2007, Couldry 2003, Crouch, Jackson and Thompson 20@%plores how people form
perceptions and expectations about places through textual, audio, and visual materials. My
research changes the axis of media tourisnmowever,by focusing on places thatnay have
no associationtoanyl A@eE= KPDAN PD=J PDNKQCD =J EJ@ERE@Q-=
travelling to a Real Worldsite predetermined by filming locations and commercial ventures,
LAKLHA =NA PN=JOLKNPA@ EJ PDAEN I EJ@0O AUA PK

5DA APN=JOL KN Pof@nteadrypor, Bs@BroékiDeler pefefs thd 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 cognitivisiggers may indicatehow this reminiscent,

imaginative process occurs.The ways in which a person communicates #setriggers may

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

@AOENA PK DECDHECDP PDA HEPAN=NU KX NiG¥R EIH0 E JECQ(
A=NPD LH=?A I =U EJ@E?=PA = LANOKJOO JAA@ KN @A
and ambiguous Real World.

One way to investigate the question of how people use media to giveeaning to
place, then, involves finding records of this experience that contain the trigger as well as
some indication of the respording recollection. One potentially rich record is the
photograph (Barthes n.d., Hayes 2002, Rose 2000, Sontag 19#%) particularly a
photograph posted publicly to social media sites like Flickr (www.flickr.org). Posting images
with accompanying textand chronologicaland geospatial information to social media is a
multi-layered performance of place and identity, regardless of the goals of the poster
(Manovich 2018, Lo and McKercher 2015, Richter and Schadler 2008¢ photograph
containsvisual evidence ofthe trigger, and the accompanying text may very well contain
clues to the type of response, while thehronological andgeospatial information provide
context about the Real Worldiime and place and spatiaty 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,gathered a collection of such records,
eventually whittled to 1,251 in all, avidence in the form ofa snapshot ofthe phenomenon.
| first analyzed several of these multimedia records irdepth, by which Igained an
appreciation for the multiple, nuanced ways different individuals have recorded their
Middle-earth-on-Earth experiences.r turn | developed a list of themes, or codes, during

this process which | then applied to a quantitative assessment of the entireollectionA both

2fi 1 K GrRhisNantext is a person who uploadsimages,video, or text to a socialmediasite, alsothe
fi K S Jofithé photograph.
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text and photograpt*Aand finally | explored the geospatial qualities of both the Real World
and the Fantastical WorldAs the title of my research suggests, the Fantastical World in

MQAOPEKJ EO B#tHGEAJOO . E@@HA

A Travel Itinerary Research Questionsand Purpose
Self-knowledge is one of the foundations of humanism and like humanism transcends the

boundaries of academic disciplines and intellectual traditiongRelph 1977, 179)

Keeping me metaphorically on the road (and not stuck in the weeds) isymrimary
research question6 ) KS =J @ SDU @K LAKLHA QOA B=JP=0OU BEH
3 A=H 8 K N Hi@tly,l d¢hrretide @is question intomore pointed onesabout the
geography of the Real World and the Fantastical World, as i,8 D = P -eaBh@l@d¢#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 =>THK&PquesibAsrdlatt @E= L AKL
more to why people might see meaning in specific places or through spific media in part
becauseMiddle-earth places have explicit meanings created by TolkieGhoosing to
=O0OK?E=PA i CK ke@th placds with/ReaEWbdd onek aa@ Hdicateither a
desire to understand the Real World or to have a more grounded image of the Mideéarth
one. Secondly,as| am interested in low people describe their Middle earth-on-Earth
experiences and how this phenomenon is represented in different medja can ask
guestionsrelevanttoboth P DA A DK S0 ,suthagé Adivio pedpl déscribe their
Middle-earth-on-Earth experiences through text and photograpbBs?hey focus on physical
descriptions or affective or cognitive responggs? J PDAEN RAN>=H =J@ LDKPK
communications, is there evideniceexplicit or implicit statements suggest why they have
| = @A PDEO Hh&dndwerete tReSekglestidns potentially reveal the cognitive
LNK? AOOAO PD=P K??2QN EJ PDA | KI AJP KN EJ LKJ®@A
statements may even illuminate why @hotographer has made an associatiorkinally, | am

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

3| use screencapsof photographs or photopagesthat havelimited use (Creative Commons)licenses
or  use my own photographs that approximate a photograph from arecord or records in order to
illustrate a point andto preserveal D K P K C NeopyfigAtN 0 O
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MHow do text and photographs of a Middéarth-on-Earth experience reveal the creation and
performance of identittdd ANP=EJ EJ C 6FKO PIDANAE EY L-HE@ EP KN ATL
verbal statements or photographs that suggest people post these Real AVatdastical World
=OOK?E=PEKJO PK OK?E=H | A@QE= EJ KN@AN PK ?KI I Q
The primary purpose of this research, then, is to find evidence in social media posts
PD=P ?KI | QJE? =Brih-On-E2DIR Dd. E@AIKI AJKJ =J@ PK =J=H
this evidencethrough qualitative, quantitative, and geospatial meansn doing so,my
primary goal isto understand how and why people use fantasy film and literature to give
meaning to places in the Real Worldbut alsoto understand what this phenomenon tells us
about the relationshipswe havebetween place, identity, and media* S K JablePto tell A
whether we use stories to order the Real World or use the Real World to give grounding or
details to a Fantastical places it seems we do botrsimultaneously. Bit | do knowwe each
have unique versions of both the Primary (Real World) and Secondary (Fantastical World) in
our minds as memories of ourselves in places.
| recognize that this mixedmethods approachmeans the integration of several
research paradigm# humanistic, qualitative and quantitative social science, and
quantitative geospatialA and the resultant incorporation of research questionspurpose and
goals,which are often vagueor unwritten in the humanities and quite specific in the
gualitative andquantitative fields. A secondarygoal 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 fromultiple,
integrated, perspectives.In this research, he social media posts have collected contain
text, photographic imagery, and time and place data that can be analyzed and interpreted
from humanistic, social scientific, andjeospatialmeans.
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 faeaching implications in myriad fields, and
my research explore the placeidentity-media facet of that vast disciplinary array. Often
NABANNA@ PK =0 APDA OL=PE=H PQNJeéeo DQI =JEOP @E
and History have in the pastseveraldecades,begun to employ geographcal concepts to

better understand the impacts of literary works and historical eventsasking and answering
6



MQAOPEKJO SEPD 68DANA ¢KbowkesDWdstErveld and Etkbm 20k5L L KJ AJ P é
Travis 2015, Conley 200:/pther scholarsin various fieldshave begunto recognize the
importance of geospatially coded data, particularly in the realm of social medjaeszczynski
2014, Goodchild 2009, P. Robinson 201%he spatial turnhasalso affectedso-called
Ai=0OL=PE=HO0O OK?E=H O?EAJ?AO0Oé L=NPE?QH=NHU =JPDN
local relationships counterearlier modes ofrepresentational work, and others in sociology
and philosophy debate the concepts of space and place alongside their geography
colleagues(Nieuwenhuis and Crouch 2017, xixv). No longer mere lists of countries and
capital cities,geographical thoughAP DA ? K J OE @A N =/AhEskdcone B key @riRtA N A ¢ 6
in understanding how people understand the world around them and, in turn, understand
themselves.

| see my research adding to the theoretical and practical aspects of several
disciplines, perhapscommenting onlongstandinggeographicalnotions of how sense of
place iscreated and Other Worlds inhabited through the media we consume, thus
underscoring the value ofgeographicalresearch in popular cultural formsin cognitive and
environmental psychology, my research may inforrhow Secondary, Other Worlds change
our perceptions of the Real World, and how the Real World changes or fixes those Other
World places of the imaginationFor media tourism,my reversing of the axisof current
researchmay 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 tdeges,
and we are only beginning to understand the implicationgAnother goal of this research,
then, is tobetter understand how and why people use fantasy film and literature to give
meaning to Real World places as a way ekploring the nature of the placeidentity-media
relationship; more specifically> U >NEJCEJC PDA E@A=0 KB APDA OL-=
media and harnessing this wealth of online information through an interdisciplinary
approach.

Thisresearchhas the potential to inform a wide variety of academic disciplines,

PDKOA * | AJPEKJA@ PD=P D=RA P=GAJ PDAthéi OL=PE=H
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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 th®eal World (Baron 2021)In the example of my
favourite hiking trail, my associating it with Lothlérien mightspark me to environmental
action, but what might associating the Trump Tower in New York with Mordor garner? If
jooddand fevilcare so clearly defined as they often are in the fantasy genre, how might these
themes become manifest in social and political lifor is it already manifesting as in a
perceived demonization of an opposing political partkK N OK1 AKJ A S[DRIl-FEO A/ @E BB
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 publicare the maingoals of this research, butanother objective is to conduct
this research in somewhat nortraditional ways by expanding the notion of research
methods and methodologiesthrough fantasy and photography. Though both fantasy and
photography are wellresearched in and of themselves, there are fewer attempts to use
them as evidencein research. | hope to establish that fantasy film and literature are valuable
routes for exploring the placeidentity-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 Worlidrest and
finding myself in a Fantastical one. As it turns out, | am not the orily®rlds Traveller.cOver
1,000 posters to Flickr have had a similar experience and shared it. Whether they were
consciously seekingsomething elsd as Jini Reddiias done inWanderland(2020)below, or

they stumbleduponit=? 2 E@AJ P=HHU¢é Card@hyllia@ans.PK GJKS DKS

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

landscape and admire its beauty. | wanted something mopgprous2 * @E @JOP S=JP |
burdened by needing to know the name of every bird, creature, tree and petal. No, |

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

it was what truly excited me (Reddy 2020, 12)



Chapter II:Worlds Traveller: Interdisciplinary Approaches to ldentity

Creation

* D=RA >AAJ NABANNEJC PK PDA LDAJK}I AJKJ =P
earth-on-& = NP DO é * P HeSignatior? bQtlit ackuxa@l tepicts the experience. A
person associates a place in the Real World with a place fr&dnK H GE A J <e®@th. PEE @@H A
another way, a Tolkien fan is able to see the Real World through a Middtarth lens,
recognizingcorrespondencesbetween the ReaWorld and the OtherWorld. However, lam
aware other fandoms exist. So, while Italk about Middle-earth-on-EarthQsomeone else
| ECDP ATLAMNEAIRRD I-WRBINE&4ES NP Nleng and®tDefefore the
correspondencesrecognized,depend on the fandom an individual gravitates towardror
example,Duneand Star Warsafficionadoslikely see Real World deserts quite differently
than would Middle-earth fansas that type of environment has different mythic roles itheir
respectivestories. The overall process ofrecognizingcorrespondences of travelling
between the Raal World and one of these Other Worldsotherwise would be the same.

If what | am callinghe phenomenonis cumbersome then equally cumbersome are
the number of disciplines that speak to this phenomenon: geography, cognitiand
environmental psychology, literature and film studies, photography, and information
OPQ@EAOE 6JSEAH@Ue UAOe >QP A=?D KB PDAOA @EO?
=J@ SDUOO KB PDEO LDAJKI AJKJé L=NPE?QH=NHU EJ
on a place relates to our identity. In this chapter | weave together the salientpests of
these disciplinestelling the story of how | came to this research and what has influenced my
thinking since its inception. From the beginning, | felt this phenomenon was about what
human geographers would calense of placéand how places shape identity (and vice
versa), so we begin this chapter with how geographgeesidentity createdthrough places It
was not until | delved into cognitive and environmental psychology that | understood the
role memory plays in creating our sense of self, anglhat role places play in our memories
SO we move next to cognitive psychology and how memories shape identitieBut most of
us do not just live in the Real World, we also live fantastical Other Worlds dreamed by
authors and filmmakersas John Caughey suggesfReijnders 2010Q)therefore the next

OA?PEKJ @A=HO SEPD DKS SA ?INmanPwaysKed®ther=J P=0PE?
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Worlds we co-create with their authorsare as real to us athe 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 KJA0OO KSJ E@AJPEPU =J@ DKS

well as narrative, mediated Other Worlds.

Geography:Creating ldentity 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 ifCresswell, Place: An Introduction 2014, 38)

Place and identity are intertwined, therefore understanding what Middlearth
places people recalhand what Real World places trigger the recollectiohtell us something
=>KQP PDA @) KS¢ =J @ Rhi®sdphers andiaman edgraphErs gedltheA J ? A é

relationship between place and identity through a geographical perspective: everything

exists somewhere. To human geographers, this is the difference betwe@nOL =? A0 =J @ AL}
SDANA AOL=?A0 EO CAJAN=HHU ?KJOEm@ANes@ JAQPN=H
moves through(Tuan 1979 SDEHA ALH=?A0 NALNAOAJPO = LANOK.

intersection of meaning, nature, and social relations that bound and define a plaggack

1997 ' KN AT=1LHAe * |1 =U ?=HH = LH=?A = AB=RKQNE
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 fpaths (social

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

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

through shared physical appearance, emotional reaction, oreaning. Relph(1977posited

PD=P >U CEREJC | A=JEJC PK PDEO LH=?Ae * JKS D=
AOKI APEI AO NABANNA@ RBOsHE NATEDRAIOGKEAP BEH DE @ >
=PP=?DA@ PK EPé ARAJ = L=NP KB EPé EJ PDEO LH=
somewhere else where my connection is not as strong. bell hook2009)further evokes
EJOE@AJAOO SDAJ ODA @AO?NE>AO DANIBKI A EJ , AJP
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
10



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 abouthow we find (or lose)places of belongingand
whether they existin the Real Worldat alé 3 A @@&2updidd at the end of Chapter | of
finding that elusive Other place stems from her description of self that seems to also elude
common categories of nature and place> = 0A @ E@AJPEPUé 6* KBPAJ BAH
the pagans, too esoteric for the Brdcore wildlife tribe, not deep enough for the deep
A? KHKCEOPOe JKP HKCE?=H AJKRf@khe ErdeNtypPsDrdt O? EAJ P E
AJKQCD KB = ACNAAJ PZ0Epl 13Mot aBl&tdl catedorze HerseN @A J ANOE 6
through the usual social markers that demonstrate a relationship with place, Reddy looks
for a way to find meaning on her own termslf we search for this place of belonging, hoping
for that instinctive attachment as Reddy doesye might consider other conceptssuch as
fernwehA( ANI =Jé& AB=NOE?GJAOO0a KN HK@Bakstéad BKN = L |
2010, DriesSjoerd and Strecker 2015hiracth A8 AHODé ADKI AOE? GJAOO BKN
JARAN S=0 KN PD-=P (Ndisv@2028rahdsiaBtalgiba ReQdgism tRak o a
describesthe longing for a homethat no longer exists because itenvironment has
significantly changed(Albrecht 2006). Thesenuances ofhopeful future place attachment
and potential future de-attachment,introduce the possibility that places of belonging can
exist for some people asaffective 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 plaoce
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 201&hd it can be a mundane,
highly personal site or one that is known to many. To reflect the complexities of this

NAH=PEKJODELe LDEHKOKLDANO =J@ DQI =J CAKCN=LDA
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dasein® theorizing that our personal identities are formed through our experiences in, and
with, places(Cresswell 2014, J. Malpas 1999, Relph 1977, Tuan 29different 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 it their surroundingsAthe memories they
recallAmay be triggered by descriptive, affective, or cognitive factor§hey may not even be
a Tolkien fan.Whatever the quality of association, when people experience a place, they

create what human geographers dhasense of placeThe basic elements a$ense of place

=NA &JRENKJI AJPé OKI APEI AO NABANNA@ PK =0

Meaning. The diagram below demonstrates the interrelatedness of these characteristics

(seeFigurel)

Meaning

Social

Nature Relations

Figure I Basic elements ofense of Place

Adapted from (Sack 1997)

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

Indigenous ways of knowingwith some Western scholars recognizinghis deep

connectedness of personand place O 6 >KPD SE @A OLnNnige@ussJ @ ATLHE?E

communities worldwide (J. Malpas 2018,3)O PDEO PDAOEO S=0 SNEPPAJ

PK =?2GJKSHA@CA PDA ?KJZransl®tedBBK| 0 OPERGRHEKREBEOME 0 K

4 Thisis how Cresswell,Malpas,and others have modified) A E @A @EabiNlas€inasaway of
relating placeto self through experience Relatedterms are) A E @A Cl€afng(Gchtung) a and/or
) Q O O Adhbiod ilexicalexperiences

12



I U NAH=PEKJOO6 AJ?KIL=0OOEJC JKP KJHU PDA NAH=PE
Earth (M'sit No'kmagq, et al. 2021Perhaps somepeople have lost this deep connectedness

in Western societies, or perhaps individuals find their own ways of connecting to placesot

through knowledge passed down through cultural storytellers, buthrough narrative,

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

between Worlds has brought me closer to this Real World placE=HHEJ C EP A - KPDH®N
shorthand that clarifiesmy relationship with thisplace and affirms my sense of selbut Istill

wonder what cognitive processes make this travdbetween Worlds possible.

Cognitive Psychology: Creating Identity through Memory

Walking through the woods and feelind have been transported to Middleearth
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 Midde-earth places look like These imaginings
emerge when air brains cobble together recalled places that fitin our minds,the place
descriptions in the text or resemble thamages on screenkor the Middle-earth-on-Earth
phenomenon, thephysical, aesthetic, affective, or cognitive details we recognize in the Real
World trigger the recollection of theFantastical Other Worldand, because no one else has
our past experiences or our understandings of our favourite stories, thegre 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 LucidaRoland Barthes describes the desire to live in a
LDKPKCN=LDé *P S=0 060iB=JP=0I =PE?é @ANEREJC BNK
Il A BKNS=N@ PK = QPKLE=J PEI Aé¢ KN (nRIK38®.=NNU | A >
#=NPDAOO0O MQKPA LKAPE?=HHU EJPNK@Q? 4©® QPK>EKCN

knowledge and schemata that form the basis of the self. It is the processes by which a
person recalls and recognizes life eveni8addeley 1992, 14nd is concerned with the
?=L=?EPU PK NA?KHHA?P KJAOO KSJ HEBAé PDA ?KJ?

use of past life experiences as a framework for future experiences, i.e., our imaginati¢f,
13



Corkin 2013, 229)Conway and PleydellPearce describe autobiographical memories as
6PN=JOEPKNU @UJ =1 E ?200D,R6LPreddinghéyJcanfbdl aiereiE K J 06
especially during the process of recollection, either by sensory experiences (botteap) or
by cognition (top-down). Autobiographical memories are part of the SelMemory System
(SMS), which comprisegeneral knowledge, lifetime periods, and evenspecific knowledge,
as well as the working selfThe working self guides our thinking and subsequent actions
through working-memory control processes, models, and goal hierarchi€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@ PL
coherent sense of self and world through context. Each new experience reactivates separate
events from the past, resulting in a rich, associated representatig@orkin 2013, 129This
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= N2011ELG0N thi exan@kR,AdtHP QNANO O
reading an adventure story creates a memory as much as playing in your backyébill-
Shackleford 2016, 3®). Brockmeier takesa wider stanceon memory by referring to the
SKNG KB LOU?DKHKCEOP ' NA@ANE?G #=NPHAPP EJ PDA
understood as a socially and linguisticalythat is, culturallyA mediated process, and not just
as an act of contextB NA A P N Q& BrociBrieidr @HS5, &8)n short,this culturally
mediated context is importantto my researchbecause 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 action©ur perceptions of ourselves
and the Real World are informed by our experiences, memories, and imaginings, including
those influenced by fictional, even fantastical, Other Worldsn effect, Other Worlds provide

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

The SeltMemory System (SMS)and Context: Context Guides Recall
Context affects the SMS through a complex model of framing, instantiation,
subjectification, and contextual restructuring(Barclay 1995, 16@) Framing brings the

?KIJPATP PK ?KJO?EKQOJAOOé EJ 5Q=J00O0 AT=ILHA PD
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#=NPDAOO0O EP SKQHAhambre PEHIA AKX PK-CONALKDB | U- OPQ@U |

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

= @RAJPQNA OPKMNEARAIMOPAPKAAKRAANBORB= L,MdedMAldePK EJD=>

earth places take on their individual mythic rolesSubjectification involves consensus

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

i3PGGEJCO =J@ @A OEAbLE i) Aharoka orBMiidle=eartBAare presenked ? A

as positive themes. If these evaluations do not conflict with L A Neisg€idgdnt@rnal

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 pabecomes an adventure or

Lothl6rien, and the Alhambra exists a bit closert® DA REASANdA@nme3 A=H 8KNH@
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 selfeconstructs potentially relevant autobiographical

memories. For example, a person looking at the photographlhambraand wanting to live

PDANA EO =?2?2A00EJC | Al KNEAO PEA@ PK AEJD=>EPE]J

PDNKQCD = L=NG =J@ NA?=HHEJ GCP =QE FW@iBsAIdeRIZNM OP KN

?KCJEPERA | K@QAHO =NA | LLA@ PDNKQCD O6EI =CA 0O?D

A?KIJP=EJANOO SDE?D ?KJJA?P PK PDA O6?RackhP EKJI KB

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 reframing resulting in renewed perspectives.

One aspect of contextthat seems to betop of mind is place.

Memories Inhabit Places/Places Ground Memories

In addition to the relationship of place and identity described in the preceding
sectonse LH=?A0 =NA EI LKNP=JP PK = LANOKJOO E@AJPI
reconstructing memories5 K #=N?H=U0O O6=BBA?PERAé EJPANLANOK
?KIPAIBOH * SKQH@ = @@s WoWdKKeZ(RD14, DA Pct bhiy €
because everything happens somewhere, but because the part of the brain known to

reconstruct autobiographical memories, the hippocampus, is also the centre for visuo
15



spatial memory(Corkin 2013)In fact, we might go so far as to say that the hippocampus

helps us navigate around the worldO'Keefe and Nadel 1978personal memories are

grouped around places, incorporating persorplace transactions and life chapters. Places

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

autobiographical places of mingknez 2014 6" HH =OLA?PO KB E@AJPEPU S
extent, have placeNAH=PA @ EIl LHE? =PEKJ O0 -dstéetmiself@iicdicg;, @E OPE J
and reference and congruencéKnez 2006,362 1 DUOE?=H LH=?A0 >A?KI A
pathways guiding reminiscence and selknowing consciousness as we recollect details of
LAN?ALPQ=Hé OAIl =JPE?é&20063B860M| K FEExAJ =#H0N ??H>==UN=0? RAIN
n?KIJP=EJANOOe LH=?A | KNLDO BNKI CAJAN=H ?KJ?AL
social, and cultural transactiongKnez 2014, 174Knez stresses physical, Real World places,

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

6" B=RKNEPA LH=?A | =U >A -redateGknovi@dgkdd LH=?A 0O?D
>AHEABOeé SDE?D QHPEI =PAHU NALNAOAJPO PDA OLA
personal connections to it. In turn, these cognitions can become incorporated into

K J A 0 @onéept.iFeannell and Gifford 2010, 3)

Scannell and Gifford(2010, 2putline a tripartite framework of place attachment
involving the person (culture or individual), the place (social or physical), and the process
(affect, cognition, behaviour)4 ? =J J AHH =J @ ( Bd&l&ts As@utOodB=N’=3 0AB K N G
model of place construction consisting of Meaning, Nature, and Social Relations, described
above, and both are helpful in parsing the elements involved in place attachmeamd sense
of place. In Chapter Il will bring elements of these two framewaorks together through
models formulated by Gustafson(2001)and Ohta(2001) showing how Mediamight be
included to guide the process of rememberingFor now, | can see my favourite hiking trail
=0 4?=JJAHH =J@ (EBBKN@O LH=?A O?DAI =& *J 11U
trees are healthy and sheltering (but not so close as to be suffocating.) | feel happy, even
joyful. Procedurally, intense affective responsebke this promote recall of autobiographical
memories (Talarico, LaBar and Rubin 2004and may draw us to, or repel us from, certain

places according to the goals of the working sel€Clearly, | am attracted to this trail, but |
16



sense other forces at work, like those found i$ K KL AN  studyNoh @}des in our youth
(1992) which suggest behavioural processeare at play The ability to manipulate a space
for psychological comfort and sedE @AJ PEPU =NA = ?DEH @O0 §fpeclaNE|l =NU
secret spot. Intriguing is the desire fothis secret spot to belocated away from others. In
other words, children seek escapgparticularly from adults(92-3), where different aspects

of the self can be tested and future roles played out what might be called thecreation of
cognitive models(95) Children find places where they carearn to be themselves and it may
be that that impulse stays with us into adulthoodChildren seemingly travel between the
Real World and Other Worlds freelyadults may find the distance between the Worlds
further apart and harder to traverse. The Middlesarth-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 wevish to rekindle.

With the Time That is Given to Us

The heading of this section containglialogue from The Lord of the Ringspoken by
the characterGandalf, and introduces the concept of timeto the Middle-earth-on-Earth
phenomenon. Until this point, | have insinuated thatecollecting a Fantastical Other World
is instantaneous, buthat 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 Worldnedia or imaginings5s DA A PEI A0 PD=
Gandalf refers to is expansive, including places, people and events, and further highlights
how closely intertwined time and space, or place, arés 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 ngprompt the recollection of a memory:
affect, valuation, sense, an entire landscape, or tisenallest detail within that landscape, and
those prompts can change the memories themselvg€orkin 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 2016and 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 filBead Poets Socie(}1989),
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OPQ@AJP |/ AEH 1ANNU ODKSO DEO PA=?DANé . Né , A=P
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 Societ1989)

This sceneillustrates the role memory plays in creation ofelf and of place. Mr.
Keating recalls an autobiographical memory that associates a physical place, specifically the
AKH@ *J@E=J ?=RA0 EJ PDA BKNAOP KQPOE@A PDA 072
place there and the meaning it still has fdnim 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=CCA N =ire thestudehtsicrowdsidéaround = PEJ C0 O
him. That he uses the wordamnesiainstead of the usualfinemorydP K | Kla@é&rBay bef
more than a clever play on words. Perhapise hasforgotten something prompted by Mr.
1ANNUOO MQANUé OKI APDEJC DA S=JPA@ PK BKNCAPe
he used to play as the editor of that volumesichasEJ OANPEJC PDA SKN@O 65D
his photograph), or perhaps something havished he had not forgotten like the feelings
associated with soaring spirisé andswooning women. Nonetheless,, Né , A=PEJC0O
recollection is an autobiographical memorymaking it part of Conway and Pleydell A= N? A0 O
SeltMemory System,(2000). Not only do autobiographical memories change as we gain
new experiences in order to maintain a coherent sense of Self, but thaye episodic
memories (Conway 2009, Hassabis, Kumaran and Maguire 200iohg-term, fully
contextual, personal experiencethat 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 tasemanticnemory, or recalled
statement of fact (i.e., Keating recalls he was a member of the Dead Poets Sociétydhis
example, Mr. Keating recalls a memory with a fully developed sense of self and,
simultaneously, a sense dfime and place.

Human geographers, philosophers, and environmental psychologists further

identify specific types of relationships with place, makingense of placan overarching term
18



for the phenomenon of place, experience, meaning, and identitiPlace attachmenis most
often used in the field of environmental psychology to refer to an emotional association,
while place dependends a utilitarian definition, suggesting the kinds of activities a person
would do in a place(Ratcliffe and Korpela 2016Placeidentity usually means a more
cognitive assessment of place as it relates to the individu@anzo 2005, Ohta 2001)lo
return to the trail-in-the-forest example, | might say that my place attachment to the forest
is one offeeling relaxedmy place identity is one ofanctuary and my place dependence is
where | go for a relaxing walkVhile 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 timeA either the number of times a person experiences a place or the duration of
asinglevisitAand agency of the individial having the experiencéKnez 2014)Through time
and agency Knez effectively brings these nuances back together with the idea @iace 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 impac hot well

understood. An attraction to aplace might inspire research intoits history, KN KJ A6 O B=1 EH

DEOPKNUe SDEHA EJ?NA=0OA@ HAJCPD KB OP=U EJ

routines we acquire in the places we liv€Lewicka 2014)The latter exercises
autobiographical and procedural memory systems, the former builds on our general
knowledge base(Lewicka 2014, 51yhich, when made meaningful, sticks with u&orkin
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 Middbath
from a very young age, | have a keenly developed sense of some of the placehiwiit, but |
also realize that the characteristics of these places morph as | encounter more and varied
places in both Real and Fantastical Worlds. The Lothl6rien of my youth is not the same one |
envision today. On the other hand, to associate a Real W@ 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, | see a gold leaf that instantaneously

sparked an association with Middleearth, which allowed me to feel a sense of belonging,
19
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encouraging me to returnand spend more time there It is in these ways that placenaking
can be momentary or developed over time through long duration or repeated experience.
We are our memories: personal narratives of past experiences ptaces of minghat 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, inPlace and Experiencdiscusses the coexistence of time and place through
Marcell NKQOPOO E?KJE? Nikd&shdhddmadeeink(BO1R IBA). MRlIpa® PA KB =
NA? KQJ PO 1 NK thad théptboessoiOémkmbieriadid a regaining of lost time
(hence the title:A la recherche du temps pergwhileintroducing a counterpoint in George
Pouletd sdggestonthatl NKQOP EO =HOK OA=N?DEJC BKN = HKOP
recollection isof the timedn his life when he tasted AuntéEKJ EA0O | =@AHAEJA @ELL

but the descriptionAwhat he rememberdAis clearly of aplace

i 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 and with the house the

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

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

SDAJ EP S=0 BEJA i =HH PDAJBHKRSANQGEI=HE@NPOAN
lilies on the Vivonne and the good folk of the village and their little dwellingand 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 mindreading this passagés the idea of regaining, or recovery, which is

a concept | discuss below as part of a process of escapegogery, and renewal (ERR). If the
process of remembering is bound in our identities, then perhaps remembering is i 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 weare, and who we wish to be Some memory scholars contend

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

this process gives us the tools we need to make decisions about our future, based on our
20



past experiencegBrockmeier 20158 = HHANO O OPQ@U KB SDU SA NANA=(
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 somethingpoke to our younger selves andve incorporated that

quality into our being. Now,we reread those stories as adults taegain thatquality (Waller

2019)

To summarize, the Middleearth-on-Earth experienceis predicated on memory
guided by Real World and Other World placeOur memories of places form part of our
SeltMemory System (SMS), which govern how we act in the Real World, but | 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 experiete them vicariously through film and literature
and these visits, too, become partof whoweaee PDNKQCD #=N?H=U0O LNK?A
instantiation, subjectification, and contextual retructuring. Memories form the basis for our
mental models of self and the world and can be triggereland alteredA by various cues.
When something ina Real Worldlandscapetriggers an association with an Other World, we
are recollecting our previous imaginings of that Other World placand forming a
correspondence between the Real and the Other. What triggers thi®rrespondence isan
important marker of our identity. In this trigger, or point of contact,lies the key to whatwe
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 fronour past experiences of and in places
they are uniqueto us even as they are guided by the authors of the Other World through
textual descriptions and cinematic images. Therefore, an expression of a Middarth-on-
Earth, or any other Fandorron-Earth, experience would be an expression of identity, of a
person o O NAH=PEKJODEL SEPD PDA 3A=H 8KNH@ =J@ =1J

Associations between the Real World and fictionather Worlds are evidence that
fictional stories infiltrate our mental models, butwhat remains to be seen is whether we
form these associations baseé solely onphysical or aestheticappearances oron affective
responsesor cognitive mythic roles.If emotion and meaning can also triggethe Middle-

earth-on-Earth experience, this might indicate that the largerarrative messages of film and
21



literature become partof the mental models that goverrwho we are andhow we act in the

world. Toillustrate thisidea,lreturntomyAT=1 LHA KB = RNBFRHKOQNEPA DEGE
correspondence between the trail and_othlérien may be purely descriptive ( noticea gold

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

and restoration. As a Tolkien fan] might go so far as to associate botthe trail and

- KPDH®NEAJ SEPD i( KK @0 thetlaido beur@ex atacRfFoEKJ EB * L A
example, if it was slated to undergo development}urthermore, as it is my favourite trail, |

visit it frequently, and each visitinfforms mys¢ OA KB fA- KPDH®NEAJoe | U OA.
World place, and my sense of self. To further understand this process, however, | need to

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

association and correspondencewhy isthis place Lothl6rien to me?

Mediating Identity: Creating Other World Selves through Literature and Film
* >AHEARA OKI APDEJC OLA?E=H D=LLAJO KJ HK?=PEK
have set the film, all five of my senses asgorking.

Filmmaker Theo Angelopoulos, as quoted i(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

01 AKLHA S=JP = LANOEOPAJP =HPANJ=PA NA=HEPU EJ
PD=P | =GAO EP NE?D =J@ SKNPD PDAROLI6,RPBIIAE 5DAU
will elaborate in the methodology chapter, thigesearchE O = ? =0A OPQ@U SEPD +

=J @ 1 AP A Niddle-ea®has thé eRemplathe Other World fans want to live in

And, since | am looking at online evidence of correspondences between the Real World and
a Middle-earth Other World, itis necessary to understand tfs Other World source material
beginning with a brief overview ofthe scope and impacts ofmedia tourism before focusing

on fantasy literature and film and finally a deepedive into the ways in which Tolkien crafted
the stories surroundingMiddle-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 feeland current Western culture is largely based on viewing
television, film, and online videogDill-Shackleford 2016)Even our ideaofi DK 1 Ao ? =1J
changed or challenged by anything from real estate signs to images of families on billboards.
Reijnders(2011, 201&)nd others(Jansson 2007, Brooker 2007, Couldry 2003, Crouch,

Jackson and Thompson 2003pcus on how and why we travel to certain places that we

> A

LNAREKQOHU ATLANEAJ?A@ RE?=NEKQOHU PDNKQCD | AQ@

packaged commercial tourist sites, such as the popul&octor Who Experiendgills 2016)
These explorations ask why we seek to experience these places directly, perhaps as
Angelopoulos describesn the quotationabovee ABBA? PERAHU = @@EJC
identity relationship. In doing so, media tourisnposes interesting questiongor travel
between the Real World and the mediaDther World, particularly for fantasy and science
fiction. How does directly experiencingplacesmeant to bein FantasticalOther 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% respectivéBwC 2017
2020)while leisure tourismwas 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 effectEans of the fantasy television
seriesGame of Throneare reshaping Northern Ireland from a landscape associated with
OA?P=NE=J REKHAJ?A PK KJA =00K?E=PA@ SEPD
30, 2017) to the tune of millions of pound&able 2014)The same could also be said for
Dubrovnik, Croatia, another place known historically for the Yugoslav wars and now

EJ?NA=OEJCHU GJKSJ =0 i, EJCoO GameofTi@hdsOredd =

5 Interesting questions beyond the scope of this researchare what happensto these placesas
tourists flood them and what happensonce the spark of interest hasworn off? Another question is
23
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*J HECDP KBThéa bR Afkhe Rirg20610200202003) andihe Hobbit(2012, 2013,
2014) trilogies, media tourism to New Zealand rose over 6% from 2012 to 2013, garnering
$11.8B in 2018ew Zealand Institute of Economic Research 2014, Tourism New Zealand
2015L. NKI LPEJC PDA CKRANJI AJP KB PD=P -RKNRDP&NU PK
(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 B
but not all Tolkien fans see New Zealand as Middkearth (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. | am interested in how place inspires
mental travel to the media. Instead of asking why andolw people travel to authorized
tourist sites based on the media they consume, | 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. Returningonceagad] PK PDA AB=RKQNEPA DEGE.
current research explores the action of seeking out that trailecausét was a filming location
for a favourite film. The question | 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 shedght on why authorized, commercial
media tourist sites sometimes fail to connect with fans and can contribute to the theoretical
perspectivesof how we associatethe Real World withafictional, 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 strangeneggolkien, On Fairy

Stories 2001, 49)

the paradox of an HBO show known for its violence changinghow people perceive of two places
known for RealWorld 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 ' =ANEAé 5KHGEAJ QOAO PDA SKNs® AAJ?D=1J

NABAN PK EJ PDA JATP OA?PEKJ SKQH@ O=U fB=

an immersive Other World where we reconnect with ourselvespr aspects of our identities

we wish to rekindle. According to Tolkientravel prompted by fantasy storiesoccurs

O?EJ

PDNKQCD A =NNAOPE JGCo?ERNQ@ CMAJ ACGOBIHA @ DIKIP KHKCE? =+

signals that tell us we are no longer in the Real Worldt 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 béNorlds Travellers and in so doing become enchanted, or as
Tolkien also contends, to recoveso that we may return to the Real World renewedThis
process does not happen automatically or with every story, howevePutting 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=0OU =0 = S=U KB NAE

NAH=PEKJODEL >APSAAJ ?KJPAI (ROKANAINnbs thisAabiligA N O
because there is a both a playfulness and a serious side to fantasy, that speaks to
contemporary readers and the bringghe truths of myth into the present (Attebery 2014, 2
3,Rabkin 1978) ) ANAé& " PP A > Mjhopolidares@nsé t &ldaiiate With C.S.
LewisNAC=N@EJ C P D Avhdieih Ruphars knevKkife world Befare sciencéegan
dissecingité¢ *J PDA BKHHKSEJC HEJAO * EJPANLNAP
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 aftermusic long

has since pursued(Tolkien, Mythopoeia 2001, 87)
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*P EO PDAOA PNQPDOé =>KQP OP=N@®) tHatN\ReheDe =J @ PD

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

6. K@QANJ OO SDK CAP PDAEN | UPDO JKlsutfmwittenKN=H OP

works and for whom answers to worldly questions often come from science and history

(Attebery 2014, 10For those who access myth through text, Attebery credits the idea of a

I Al KN=PA PK >NE@CA PDA C=L >APSAAJ PDA 1 UPD =0

H E(B89D That, though many of us are not directly connectedtomythS§ A 61 NAOLKJ @ AR

PK PN=?A0 KB | UPD =J@ HKKG BKN S=UO PK EJPACNS=

(Attebery 2014, 116). 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 PANI O KB PDA '=JP=OPE?=H 8KNH@é 01 S

I Al KN @lBpadpersonal, experiential form of mythmakingn many ways, | am seeking

ARE@AJ?A BKN "PPA>ANUOO =00QIl LeBribdriEarthL AND=LO LA

recognize the truths that Tolkien has written into stories lik& heLord of the Ringand The

Hobbitand seek to bring a bit of mystery back into the Real Worl8ut something in fantasy

OPKNEAO | QOP KLAJ PDA NA=@ANOO KN BEHI REASANO
Katharine Fowkes suggests that all films transport spectators into an alternate

reality, but fantasy6 i AT=CCAN=PAO =0OLA?PO KB PDEO LHA=O0OQNA

? KJ P@RQL® &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 | =GA ?D=JCAO Eandedve®tONorkPdDA >APP

successful Secondary World must have significant ties to the Redor creative Fantasy is

founded upon the hard recognition that things are so in the world as it appears under the

0QJé KJ = NA?KCJEPEKJ [akieB, ©rn FaieyStori€s2001, 85fhis= OH=RA

OAJPEI A JP EO A?DKA@ >U B=JP=0OU SNEPAN 6NOQH= -

6 Tolkien takesissuewith certain definitions of the word /i A O ?asdppiéd to fantasy,though he
usesit throughout On Fairy-Stories Other words that might convey meaningssimilararei PN=J OL KNP 0
ori @QERANOEKJ O &
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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 wor{tlVeisberg 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>ANUOO | UP D Eo?TolRidhQtRs2réatir®y K betiedabl®l ARA = HA C
Secondary Worldthat is internally cohesive’ for Ekman(2013)it is creating a fantastical
landscape that shapes the story through setting boundaries, creating distinctions between
J=PQNA =J@ ?QHPQNAe =J@ NABHA?PEJC PDA R=HQAO
exaggerates and simplifies themeg, i | U P D E freséhiNrQie Babtasdical World, making
PDAI OP=J@ KQP =J@ LAND=LO I KNA HEGAHU PK =BBA
fantasy also helps distinguish when someone is referring to a Fantastical World rather than
the Real one. So, whether Real Worlplaces look like descriptions in a fantasy story or
evoke feelings or cognitions related to transgressing physical, cultural, or moral
boundariesA or other associations beyond these that affect the SM&he ability to make
connections between Real and Fantastical worldexists andcontributes to how we

understand ourselves and the world.

Middle -earth: a Familiar Kind of Fantastical World
*PoO PDA SKNH@ EPOAHB PD=P ARANU NA=@AN B=HHO
Darkstone, as cited ifGrek Martin 2011, 32)

| 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 | chose
Middle-earth to be the exemplarFor a Tolkien fan likeDarkstone quoted abovethe

answers to the question6 8 DU . - & @@RBdbbe legion, but several are salient for this

"Thisis5 K H G fwel-knowh ii C N @ @ drgument. If the SecondaryWorld hasagreensun,then
effort must be made to keep this fact internally consistentto the world and familiar to the reader.
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NAOA=N?Dé ?NEPE?O NA?KCJEVA 5KHGEAJ =0 fA=0 KN
Middle-earth are global and mutiCAJ AN=PEKJ=Hé EP EO LKOOE>HA PK
through his academic writings; Middleearth is a fully realized Seconary World with
legends and carefully crafted languages that allow cognitive associations with landscape in
ZT@@EPEKJ PK LDUOE?=H @AO?NELPEKJOé =J@ 1APAN +
impacts of multimedia storytelling, which will be discussd in a subsequent sectionAll
these features make Middleearth an enticing case study.

The Lord of the Rings maintained by many as the key influence on the fantasy,
particularly the high fantasy, genrdEkman 2013, Attebery 2014, Saler 2012, Rabkin 1979)
Brian Attebery suggests the work is a genre prototype, containing three important
featuresAthe impossible, a comedic structure with sense of closure, and a sense of
recoveryAPD=P O6D=RA >A?KI A @KIEJ=JP EJ | K@QANJ B=JP:
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 1962914, 97%Gary
K. Wolfe callsThe Lord ofthe RngB DA 6 ? AJPN=H E@AKHKCE?=H HUJ?DL
Ekman 2013, 9) and Max Hunt Gardner describes Tolkierttas 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 globalpgpeal. The Lord of the Ringsas
been translated into over 60 different languagegWikipedia 2020)and a recent online
international survey onThe Hobbitfilms was translated into 35 languages and garnered over
36,000 responses worldwide, making it the largest international film survey conducteat
the time (World Hobbit Project, 2016). Popularity can lead to longevityhe Lord of the Rings
andThe HobbiE LLA=N KJ JQI ANKQO Al QOP NA=@0 KN Al KOP
+=?2GOKJO0OO PSK BEHI PNEHKCEAOe TheAdidofteR@ysE I UA=N
and over 70 years after the pulitation of The Hobbitensure multigenerational fans of

Middle-earth ® More recently, the lure of the franchise prompted Amazon to produce the

8 TheLord of the Ringswas listed asthe 6" mostfi B A Nf&wvhas®with 10.4million Facebook
followers asof 2012(Dill-Shackleford2016,50) and more films under Peter+ = ? G Oribdelta@re set
to be releasedasof 2026 (Maas2024)
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fantastically expensiveRings of Powe(2022) series, thus, ensuring future Tolkien fans
further adventures in Middle-earth.

Part of the popularity of The Lord of the Ringsgems from its contributions to the
genre, but also to its ability to summon a believable but fantastical Secondary World in the
minds of itsreaders O 4=HAN LKJ@ANOé ¢68DU SANA PDA | =NRA
Conan Doyle, H. P. Lovecraft and J. R. R. Tolkien among the first to be collectively inhabited
=J@ K>0OAOOERAHU AH=HSalkriRGlP, &@er gods oNta degpAb D these ¢ 6
=QPDKNO = BEJA >=H=J?A thishkRiShappérga PBEA @ PDR=QRERM=H
OKoag PD=P =HHKSO LAKLHA PK | KNA BaeOdiestba® KJ ? AER
the fironic imaginationband what Dill4 D=? GHABKN @ S NE P A®asin®hatifl = CEJ E J
the message of the story were tru§2016, 1012) 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 work2001)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 andmake it their owninakind ofco? NA=PEKJ EJ .PDAEN | E
MacLeod and Smol suggest it is how he describes places, people, and objects that facilitates
the imagination: his descriptions are general but familig2017) 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 Ajde€aDd®loulirdP KB E| =
formsA? KJPEJ Q=HHU @swd®Ed S KBNNUIKOI SIDEAANA7T >EPO KB PDAI
characters, and images from myths, legends, and stories wait to be ladled into their newest
iteration (Tolkien, On FairyStories 2001)

As such, Tolkien used Real World landscapes, languages, and myth to build the
aesthetics of Middleearth. An annotated map displayed as part of th€olkien: Maker of
Middle-earthexhibition at the BodleianLibrariesWeston Library in 2018 assigns Hobbiton to
the latitude of Oxford, Minas Tirith to Ravenna, and the southernmost point on the map to
+ANQO=HAIl ¢ 5KHGEAJ ARAJ ?KII AJPA@ PD=P 6* JARA
C E R A(Bayn@s=abldéTolkien 196%aler credits MiddleA=NPDO O =LLA=H PK 5K|
OHKCE?=H NECKN =J@ Al LENE?=H @AP=EHE *PO | =LO

elements fostered an analytic mindset as well as a sense of wond#2012, 16familiar, but
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not identical: unlike some fantasy works set in more or less the preseuay Real World (an

example would be theHarry Potterseries) setting Middleearth in a mythic past ensures a

distinction between worlds that is useful for this studyThe ancientsetting makes the

fantastical world somewhat more believable (i.e., it could have happened, and we have no
ATP=JP ARE @AJ ? Aas iPiKposRileXo endounterdsimiMiOg@N=J CAHU B=1 EH
things in the Real World today(L. Campbell 201 Burthermore, Tolkien believed in the
=AOPDAPE?O KB H=JCQ=CA EPOAHBe PD=P KQN AJ=PER
feel familiar with, even thoughtheyl = U J KP > A -PKKQNC QfAlokeP AN 5 KHGEAJ |
about the Welsh languagdPhelpstead 2011, 391) Hedeftly used language to evoke myth,

pairing archaic forms with certain characters or races, and to evoke an ancient, almost

geologic sense of placéPhelpstead 2011, 53)liddle-earth, essentially, is a world where
5KHGEAJOO H=JCQ=CAO | =GA OAJOA EJ PANI O KB LAK

65D=Pe * CQAOOe EO PDA H=JCQ=CA KB PDA 3 KDENN
itself; rich and rolling in part, and else hard and stern as the mountains. But | cannot
guess what it means, save that it is laden with the sadness of Mortal M&T.olkien,

LotR 1987 [1966], "The King of the Golden Hall", Ill, 6)

Universal themes throughoutThe Lord ofthe Ringd=L EJPK NA=@ANOO | AJ
models, much in the way Attebery suggests fantasy evokes my(B014) References to stars
and shadows in opposition metaphorically relate tayooddand @vila(Shippey 1982, 8%).
Luck and courage, particularly courage in the face of certain defeat, harkens to Scandinavian
myth and legends, such a¥he EdddGarth2003¢ S DEHA KPDAN PDAI AO ARKG
air (Phelpstead 2011 hese themes were carefully paired with complementary landscapes:
in Middle-A=NPD PDANA =NA PDA KBPAJ >HA=G =J@ @=JCAN
Iceland and Scandinavi@n contrast to more clement areasresemblinglireland 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, 128). Through familiar geographic, mythic, and linguistic

forms readers feel attached to places in Middiearth 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 otynefin the wholeness of language, memory, and
landscape(Phelpstead 2011yvhich allows for multiple avenues of personal Middlesarth-
on-Earth experiences: descriptive, affective, and cognitive.

| began this adventure with a walk in the woods but found | have travelled between
Worlds, and it is increasingly clear that, as a Worlds Traveller, | reaffirm my sense of self by
creating places of mine By bringing the Worlds together in this way | am enchanting the Real
World through an Other World lens and discovering the Other World has solid ground. But
awalk in the woodsis not just a place but an embodied activitysomething that is often
associated with exercise or leisure and increasingly withellth, as inShinrinyokuK N A BKNAOP
> = P D(BatkCebal. 2010)0ther recreational activities include reading and watching films,
particularly those works categorized as entertainment, rather than educational. The
descriptvetermP D=P >NEJCO PDAOA =?PERPRMNRA® EKKOAP IPDM E
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 settingsiueah
light on a similar process that may take place in literary and cinematic fictional, even

fantastical, settings.

Environmental PsychologyTo ERREscape, Recovery, Renewaf) Human

Much of what inspired this research is autobiographical: | walked through the woods
and found | was in Lothérien. | understandhow to live simultaneously intwo Worlds, the
Real anda Fantastical Other, and have experienced the connection to self that Tolkien,
Attebery, Saler, and Barthes (belowproclaim. | also frequent natural or wild landscapes to
i CAP =S = UandBtiNdUdh this Researth i r@alize that the twAReal World natural
environments and Other WorldsA are perhaps relatedin their abiityP K HAP A BAAH HEGA
K QN O A HR AW sterCgeritelntay promote the idea of the Worlds Traveller, but fantasy
stories have yet another advantage: thegften feature a natural world that is more present
and abundantthan our Real World may belfin the Middle-earth-on-Earth experience
Tolkien fans are recognizingspectsof the landscape agphysical or aestheti¢ affective, or
cognitive points of contact that create a Real WorldDther World correspondence, then we

need to understand what aspects of naturaénvironments facilitate that correspondence.
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In Camera LucidaRoland Barthes describes the desire to live in a photograjh.d.,
38-9). Of course, Barthes did not want to livén a photograph he wished to travel to the
SKNH@ PD=P $ Dhahbr&1854%ins@redBrkhiN @adOTravel to Other Worlds
can be triggered by medid literature, photography, filmAor by certain aspects of the Real
World, particularly natural environmentsiand can result in a sense of recovery and
renewed perspective. The phenomenon of escape, recovery, and renewal (ERR term |
?KEJ SEPD | Q? D DAFkyst@idsR001)hike Hakier Dsee@antasy as a
way to look at the Real World in a new ligiitnot as someone escaping from prisoAbut 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 authentfoways of acting and interacting in the Real
World. | use the acronymERRas a termto stand for a set ofspecific cognitive processes
wherein we become enchanted or fascinateth places andn storiesand find a renewed

sense of self and our place in the world.

ERRin RealWorld Wilderness

Children look for secret places they can escape to be themselv@Sooper Marcus
1992) and natural environments may perform a similar function for many adults. To clarify,
AnJ=PQN=H AJRENKJI AJP0O EJ LOU?DKHKCU ?EN?HAO
water (Ulrich 1983)or to landscapes defined in comparison to built environments, with
caveats that many natural environments have had substantial human interventigrartig
and Evans 1993, 428)he 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 psychologistand landscape architecthave long been
interested in our cognitive andaffective responses to certain landscapesietermined
through the qualitative methods ofviewing of photographsor photographic slides(Ohta
2001, Purcell and Lamb 1998)hotographs and audicvideo clips(Pheasant, Fisher, et al.
2010, Pheasant and Watts 2018a)combination of photographs and in sityWells and
Baldwin 2012)and in situ (A. Purcell, et al. 1994, Sevenant and Antrop 20089 well as

guantitative surveys using computergenerated landscape4Ode, et al. 2009and literature

9 Here, lusethe term fi = Q P Ddalibe?aely i meani ? K J B Kd\KI JEAIDity or senseof self.
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reviews (Foley and Kistemann 2015including reviews focused specifically on experimental
methods of visual assessmenfUIrich 1983)One common thread from such studies is that
spectacular landscapessuch as dramatic mountains peaks (think: Matterhorn or Everest),
valleys (like the Grand Canyon), avaterways (such as the Nile or Kerepakupai MeAi
formerly Angel Fall\in Venezuela)tend to generate more intense affective responses,
which may be more clearly recalleqUIrich 1983)To be clear, a spectacular landscape need
not be an attractive or a preferred landscape, but one that extreme orfi K-Qffhe-
KN@EJ=NUOd BKN | K Ofeople Atitistichly drefer @@EReRVohmeHtsitt &
predominately urban ones(Ulrich 1983, 110, A. Purcell, etal. 18694 P DKQCD AL NABANAJ’
be categorical and related tahe focus of the participant andscene types, rather than
specific landscapegA. Purcell, et al. 1994Certain preferenda or specificaesthetic
properties, generate consistently positive responsegarticularly if they are perceived as
more natural than humanrmade:

A moderately to highly complex environments, but with structure or gestaltand focal
point,
even,smooth ground surfacethat promotes movement and depth perception,
depth of vision,

deflected vistasthat promote curiosity,

> > > >

presenceof water, and

A no obvious threats.
Although affect is usually portrayed as a response to seeing or experiencithgse
preferenda ina natural environment, it could also be in response to an imagined
environment or a vivid memory of a natural settindUIrich 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 autobiograplat
knowledge base guides cognition, which may change our psychophysical state and motivate
us to act(Hartig and Evans 1993,42% 5DA L=NPE?EL=JPO EJ ) =NPEC -=
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):

A challengeaccustomedbehaviour patterns, particularly problem-solving skills,

A areimpartial: allow self-expressionwithout judgement,

A giveunambiguousfeedback,

A arerelatively predictable and manipulatable,

A allow agreater senseof control, or lack of need for control, and

A eliminate the needfor coping mechanismsnecessaryfor 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, ngndgemental
feedback, greater sense of control, and fewer stimuli. These factors reinforcegnitive
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 betweeroberence 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, brgver
and seltconfidence (Kaplan and Frey Talbot 1983, 188). Among these, fascination, or
ABBKNPHAOO =PPAJPEKJ @ENA?PA@ =P = H=NCAN
process of reframing. Distinct from mere distraction, the Other World that we escape into
should have pattern coherence and continty, 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 nev patterns of the Other World to our established knowledge
base and cognitive model§18990). Fascinated, we form new perspectives of ourselves and
the world. In this light, fiscination begins to sound remarkably like the enchantment
experienced through fantasy stories.

Just as not every story promotes enchantment,at every environment promotes

L

PP

fascination.Thefascinating0 PDAN 8 KNH@ JAA@O PK >A ?KIL=PE>HA
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EJ?HEJ=PEKJO =J@ >EC AJKQCD PK HAkapidaldmd FreyDA L ANO
Talbot 1983, 1956). Natural features should dominate the environment: built features can be
LNAOAJPé >QP JK A?NA=PQNA ?KI BKNPOO KN | K@ANJ
human-imposed demands on behaviou(199) Reflection suffers with increasingly

information -rich environments: the simpler nature of natural environments invites

reflection and more efficient and effective information processing196-1) 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.ildentity feels integrated with

something larger, more eternal1935). 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, informatien

intense Real World by becomindascinated with a vast, coherent, but simpler, Other World.

Once there, reflection and recognition of Other World patterns reestablish a sense of self

that relates to the Other World and eventually the Real World. These processesgnitively

define ERRand how we perceive and react to natural environmentsAdditionally, the

preferenda that consistently describe suchrReal Worldnatural environments may be those

points of contact that, for Tolkien fans,correspond to the qualities of a Middleearth place,

thus facilitating a Middle-earth-on-Earth experiencethat promotes ERR

ERRIin Narrative Other Worlds

In reviewing thepreferendaqualities needed for a Real World ERR experience listed
above, | am struck by how many of them also describe a Fantastical Other World like
Middle-earth. These Fantastical OtherWorlds of literature and film arevastand coherent
(through the symbolism and mythic roles assigned by its author/creator), but simpler,
allowing us to stabilize and reestablish our own sense of identityOur 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
experienceswe may encounter in the Real WorldBut new experiences such as those
experienced though ERR;an also reshape our models and memories. We can initiate ERR

by escaping into an immersive natural environment, bignvironmental psychologists
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geographers, and literary scholarsuggest imaginary environments may perform the same
function (Ulrich 1983, Tuan 1977, Attebery 2014, Saler 2012, Gelsetdncei 2014, Green, et
al. 2008) We previously identified one property of imagined environments that prompts
ERR that of the ontological rupture, butother aspects ofimagined environmentsA
particularly literature and filmAinvoke ERRthrough the properties of narrative, the process

of defamiliarization, and the impact of realism.

OTHERWORLDNARRATIVESTRUCTUREMAKESENSE(OF THEREALWORLD)I
Real World naturalplaces 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=NLANé ?D=N=?PANO A>AP

effects of narrative are still relatively youndDill-Shackleford 2016, 333) Narrative
structures are the Real World simplified: their events and meanings made clear, provided
we areattracted to the genre and to the aesthetic and mythic elements of thgtory. Both
the Real World and the Other World places, then, hold meaning fois,and we are likely to
spend time in these placesthough it is still a question of where we go when we are
immersed in a story(Dill-Shackleford 2016, 36, Green, et al. 200Bpwicka stressed that
time in aReal Worldplace strengthens emotional and cognitive bondsso we could also say
that we also spend time in Other Worldsre-reading a book, reviewing an image, or re
watching a film(Levy 2012, O'Brien 2019Fomparing the processes and goals of the SMS
and place attachment and the properties oReal Worldnatural 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 checkirgents against
emerging patterns(Bordwell 1985) Evaluations, such as affective valent responskke fthis
plan went wellpfihat event made this charactersag=J @ APDEO LH=?A | =GAO
QJ A givdrtear meaning to narrativeplaces andevents. Good temporal organization and
explanatory systems also make stories make sense to (Barclay 1995)Coherent narratives
tend to have logical flow and a high amount of informatioA Barclay compareghe detailed

descriptions of 5 DK1 = O ) = N @U 6 O osdef Vir@@e?\WoblfA BoreRiétail RiMis to
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create more cohesive storieslt is possible to have too much information, but the story

needs enough to be interesting106) Tolkien, as mentioned previously, took great pains to

make sure the internal logic of the story made sens PDA A CNAAJ OQJO =NCQI A:
=1 KQJP KB @EOP=J?A LAKLHA ? KSaldr@ight suggethat > HU ? KR
?KDANAJP J=NN=PERAO EJRKHRA >=H=J?A KB 3A=H
OPKNUg =J@ PDA LKOOE>HAé KN A=0 EBO0 AHAI AJPO K
6=JEI EOPRM2, Npphich Kldws us to see both worlds at oncdf the story engages

us and creates an expansivénternally cohesiveOther World into which we can escape,
clear meanings and narrative organizatio(Dill-Shackleford 2016, GosettFerencei 2014)
provide the recovery and reestablishment 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 wayslost of us are
B=| EHE=N SEPD OEI EHA Afi90 bethcahte Gehy efficieita =J @ | AP
ways'®of sharing meaning on a more universal lev¢Barclay 1995, 96 this wayBarclay
also refers to metonym, which may be less familido some. Metz elaborates on metonymin
the example6 PDA LAJ EO | ECDPEAN PD=J PDA OSKN@O0 é 51
the meanings associated with each, with efficiency and possibility of personalizati¢fi977]
1982)Ai 1 AJo | ECDP >A PDA =7?P KB OECJEJnporteicdd o O J =1,
beitanatonOP=PAO0O ?KJOPEPQPEKJ KN CN=BBEPEé *P | EC
A4SKN@0 ?KIJIFQNAO EI =CAO K B-scal€waNtd ®Opersdkdal duelARANUPD
"P EPO DA=NPe O6PDA LAJ E QerbaEdBdussibnfand débBteldad PDA OS
to long-lasting and stronger outcomes than violenceAs 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 naturalizito the level of myth, such as our cultural
preferences for scenic environmentgBarthes [1957] 197.2)t this level, we can talk about
how we tend to romanticize nature but stigmatize the buil{Hartig and Evans 1993, 430je
learn from numerous media that natural environments arg@ositive placesfor leisure and
recreation, as in my own examplé Chapter lof a walk through a forest, but built

environments might be seen as hectic, dirty, odangerous, or they might even be seen as

10De Certeaucitesthe original meaningof metaphor asfi | =FOND= 1988 PL6)
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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 préndustrial natural world
similarly appealing.
Semioticsin its many guisess not the focus of this thesis, but it deserves some
mention hereto allow for the possibility that Tolkien fans are seeing RYOW
correspondences based on symbolic values and meaning=or example, a gold leaf might
remind a person of Lothbrien because of the colour, but describing the quality of light in a
forest might referto LothibkNE AJ =0 = LIHAE?NA? AKQBOIaTS1RKRIK6RTEl I a5
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 onlinemessage boards| noted at least one
forum member who made the connection between the warm orange colour of a pumpkin
=J@ PDA E@A= KB fi DK ILAB(GrEKIMartin 2D1K)EruthEuly, wBethar) A B NK |
this connection can be properly defined as an index or symbol is less importaetmy work
than the fact that the connection was made at all by the forum member, as it shows an
awareness of symbolic meaningdVhether, too, we as readers or viewers consciously
acknowledge the role symbols play in media, we are affected by thef@ill-Shackleford
2016) If creators present places in their stories akaving mythic roles, the more readers and
moviegoers can findA\by purpose or by accidenfA RealWorld analogies that create
memorates, or personal, narrative accounts of a folkloric or legendary experienda
Midde-A=NPDeé PDA 4DENA EO ADKI A0 =J@ . KN@KN EO A~
Real World that fulfill those roles may be identifiedvith Middle-earth toponyms as a kind of
ODKNPD=J@e " 2?KIBKNP=>HAé LHKEAUIP?3A=HAB8RNHBA
Shire and places of power, like political edifices or centres of business, become Mordor.
Perhaps, then, Middleearth-on-Earth experiencegosted to social media area a kind of
memorate, a narrative account ofa howthe modern world becamere-enchanted for that
individual (Saler 2012,-®).
&0?=LAé NA?KRANUé =J@ NAJAS=H A&33a3a EO = N-?
therefore things that inspire ERR can tell us much about ourselvés A0 RA @EO? QOOA@ D
natural environments inspire ERR, but it is becoming clear how narratives perform a similar

function. Theyare 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 coherenbut expansiveenough 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. Byoenparing narrative
features to SMS processes and natural environmempireferendawe can see low narrative-
based mediated environmentsprovide physical and aestheticand 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 @= > H A. Narrdtiges affacl culxegditivén@dels by providing
context that makes sense, buin order for us to regain our sense of self through

accomplishment, we crave a bit of mystery to solve

i BUTCLEVERNARRATIVE LEAVESOMETHING TOOURIMAGINATIONS

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 escapeto 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 (se€igure 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 =?2?2A00 =J@ LANOKJ =ibhE & gharbcidr& OPKNUE®@
KN H=J @0?=LAO PD=P = NASaBrse¢izdsfo@hdselnotidris Bshvays N | EJ @
explaining how fantasycanreAJ ? D=J P PDA | K@ANJ SKNH@é ATL=J @E
PD=P EP EO PDA 06i QJPKHOCOPKNEKBDGER3IP =DAMRRRALRE
EEgé 0*B ARKHQPEKJ=NU LOU?DKHKCEOPO =NA NECDP
finding mysterious essences of reality, both the idiosyncratic details and the strategic gaps
of an imaginary world mightserve as irresistible lures for ongoing explorations of its
QJ @ANHUEJ C (RakrQ01@3Intomhationdl gaps engage ouimaginations
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 JennifeM. Grek Martin. The Puzzlewood England 2018.

05DA LNAOAJ?A KB = | =NRAHHKQO KN B=JP=OPE?
NA=HEOI KB PDA EI =CAé EO @arh 200K DF) FarkadtitcaH QOERA A
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 undbfing themes the Other World
presents. Fantastic art convincegMetz [1974] 19913uggesting we adopt the message of the
art into our cognitive models, while Tuan argues that religious aesthetics inspire ERR
PDNKQCD @AB=1 EHE=NEV=PEKJé O65DA OAPPEJC =J@ PD
himself from life sothathecanb® PAN ? KJ PAI| L H= PL879,BH5 @=JIBOHE JQMAE JKCB
NAHECEKJ =0 =J AT=lLHA L=N=HHAHO 4=HANOO ?KJPA
GEJ@ KB O00OA?QH=N BKNI KB OLENEPQ=HEPUé KN =P H
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PN=@EPEKJ=H K0OlR BE62EI§gOsDng that HlgidrBandispirituality may be
another way to access a sense of ERRerhaps 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 genresor perhaps it is merely what is
?QNNAJPHU fEJ RK®GiCasowestehs, 8n slagsfidt wereBpaI&r n the
past: they wereset in the Real Worldout contained elements thatmight have satisfied

4 =HANO O E NK,JnhE &ilit{etd cori@&vi of Bva Wdrlds at onceReople do not
occasionally break into a songand-dance number in the Real Worldnor do they kill the bad
guy and save the damsel in a lawless ofteorse 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, 2745)but perhaps all these genres rely on some sort of defamiliarization

that allows us tore-enchantthe Real World.

MIDDLEEARTH ISREAL(ISTIQ
*J @EO?QOOEJC &33 EJ *I =CEJA@ OPDAN 8KNH@OE&
broadly to encompass any story, regardless of mediin this section, | discussrother
guality of narrative that inspires ERRealism,but specificallyas it applies to textual Middle
earth. | 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 Middleearth. Of course5 KH GE A J 0 Onotdhe Knly EadtaBy = N A
OPKNEAO PK ?KJP=EJ NA=HEOPE? BA=PQNAO PD=P GAA
Narniaseries, Andt2A F 4 = ITReSMOcBEseries,3 K> AN P TFh&\Whes df dide
series,and6 NOQH = Eafthsepderies) &mong countless others, contaiplaces that
could exist in the Real World, not to mentiomealistic places in Other World stories outside
the fantasy genre Additionally, my rationale for homing in on Middleearth is to serve as a
reminder that this research is a casstudy andthe places in question ardbounded 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=J CQ=CAOé E The ko&ddfgdhe RingShK tHdStEFMpréhensive 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, 69Real World mythical origins give the story universality and a sense of
DEOPKNUé ' KN 5KHGEAJeé& ¢ I (8hippel 198201B@NOhebrevRA =J ? EAJ
from many, namelyThe MabinogionSir Orfeq The Arthurian legendsBeowulf The Eddaand
The KalevalgPhelpstead 2011; Shippey 1982) K HGEAJ 0O EJRAJPA@ H=JCQ=CA
the Real World: Welsh, Finnish, Latin, Greek, Semitic languages, Old English, and Old Norse
(Phelpstead 2011Places in Middleearth, too, are based on Real World places and the
entirety of Middle-earth is meant to be seen as an ancient and legendary Eurgj@&arth
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 tr€olkien, The Hobbit 1966
[1937], "The Last Stage?)J @ 6 NKI =J?A =J@ NA=HEPU =NA @EBBANA
(Shippey 1982, 92)

Tolkien balancesK| =J ? Aé ,KKIN PAiD=AO KEIB® D=J @ =sdn@e NA=HEP U¢
other so thatthe reader livesin two worlds at once. AsSaler? H= E | O éearth.wBs@@H A
marvelous example of worldbuilding, proving moredetail and consistency than many
genuine works of history. But the reader was also reminded of the artificial nature of this
SKNH@ PDNKQCEROLDEZB PHRPAC Q@D =0 Al =CE?0 NEJCO =,
>QP =HOK ?KJRANO=PEKJO >APSAAJ ?D=N=?PANO 4=1
P=HAOO0 A=0 MQKPA@ EJ 4=HANé EZACEeé EEg KN DKS K
have multiple versims (187). It is the detail and the internal consistency, as well as the
fantastical and defamiliarized elements, that allow immersion into Middiearth as easily as
we might immerse ourselves in Nature whilst hiking along a forest patBoth may result in
escape,recovery, andrenewal (ERR) that critical state of mind that reframes the self and
brings two Worlds together.

ReadingThe Eddaoday without training in Icelandic sagas is difficult for most of us.
If Tolkien had cleaved closer to mythic forms, as he did withhe SilmarillionThe Lord of the
Ringsmight not have been as successful. Instead, Tolkien updated the mytBarth 2003)

preferring applicability over allegory interweaving his own time and using form, language,

UTolkien preferred applicability asit privileged the N A = @#teNpbe@tion, rather than allegory,6 i E J
which the applicationisthe = Q P DdtvN @an®meantto @K | E J & &kie®, d@squoted in Saler,2012,
,187)
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and place to convey familiarity and depthDuring the first Middle-earth heyday in the 1960s,

PDKOA OPAALA@ EJ |/ AS "CA =J@ *J@ECAJKQO LDEHKO
|l UPDE? H=J @0?=LAO EJ PDA 3A=H 8KNH@é OAAGEJC =
(Attebery 2014, 97Many cite Tolkien as overly descriptive, especially of landscapes, but a

?HKOAN HKKG OQCCAOPO 6KJA ?2=J @N=S LE?PQNAO BN
J KP (I»B0eldosl, 4%). Lobdell and MacLeod and Sm@gRPO17NABAN PK C=LO EJ 5
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 teesonate, but with hints of fantasy that offset

NA=HEPU AFQOP AJKQCD0Oé EP EO PKH@ EJ = ?KDANAJ
in natural environments generally describedo we can imagine it through our memories

and make it our own Ithas all the elements of ERRith values and mythic roles that

coincide with Real World natural landscapesPerhaps it is no wonder numerous readers

have become fascinated with Middleearth, and many have thanked Tolkien for saving them

(seeFigure 3).

ERR in Still Images

In addition to reading fantasy stories, various media can inspire ERR, including
illustrations, maps, and photographsTolkien: Maker of Middiearthwas 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@Oé 06>=?GCNKQJ @O0 KJ SDE ? DA JNPA—=H@AANETORPQAIA Q6= E J P
Scull 1995, 98with 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 of5 KHGEAJ OO =J@ 5KHGEAJ B=J0O0 EHH
beyond the scope of this study. However, | must communicate the ability of still
photographs to inspire a sense of ERR.

First, | need to create some distance between an illustration and a photograph.
Conceptually, tie difference betweenillustrations and photographs is the difference

between creations and recordsArtists 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 amipulation
happens, in large part, to the objects in the Real Worlthcluding camera apertures and
lenses In effect, photographers capture traces of the Real Worl@Barthes n.d., 767);, reality
in detail, legible threedimensional space, and differentiation between subject and
background (Manovich 2018, 6% ' KN #=NPDAOe PDEO NA?KN@ KB NA
KN 06 = NN A JrRdg 258hat épirell @diceper 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 trut(679).
Images can therefore inspire ERR because we have languéfean 1979, 93)and, like
#=NPDAOO AMambra BoBdrict personal narratives for them.
Photography fixes and preserves realitySontag 197 Mut 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 tahe Real World, giving meaning to the
photograph, which we later transfer to a corresponding Real World landscag€lusser 1984,
6-7%2% 1DKPKCN=LDO 6AJ=>HA QOé EB KJHU >NEABHUe P
NA=HEPEAO =J@ ATLANEAJ?A Pbthwartz2001, 230anBabileyODANe | K
we have also heard said about nature and fantasy storiesheReal Worldpunctum triggers
an autobiographical memory, creating a narrative Other World for the photograph, the
meanings of which wel the photographer or the photograph viewerA add to our cognitive
models. Still imagesand especially photographstherefore, can inspire ERR in much the
same waypreferendado for natural environmentsand narrative structures do for fantasy
stories. | will discuss photography further in the coming chapte for it is time to see what

happens when the photographs move.
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Figure 3: Letters and tokens left at the Tolkien gravesite,Oxford, England.

Letters refer to how readingThe Lord of the Ringsaved someone at a particularly difficult time of life.
Further evidence of similar letters was displayed the Bodleian exhibifolkien: Maker of Middiearth (1
June 28 October 2018, Weston Library, Oxford, England, UK) Phgtaph byJennifer M. Grek Martin,
2018.

ERRN$ EJ Al =PE? A3AAHO 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 af ®ther World
have similar qualities to literature and photographsLike literature, film provides narrative
structure. Like photographs, film captureghe reality in front of the lens, or at least a version
of it (i.e., the profilmic event). Like botHiterature and photographs film influences the
creation of places of ming¢hrough settings (Knez 2006, 170Realism in film, however, has

certain characteristics that couldcontribute to ERR To explore these characteristics, | look
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specificalyatNA=HE O/ EJ 1APAN + =7 GDKUord Of the RmgRM®E PEKJ KB
2002, 2003). Film creates an Other World through multisensory experien8eisuals,
movement, soundA exercising more axes of perception simultaneously than literature or
photographs (Metz [1977]1982, 42 ' KN PDEO NA=OKJé& #=VEJ PDKQCI
E@A=H QJERANOA E@O00P BthréLgh-acsthetits Bnd Mdarird Engt Wduld
respect our physical and intellectual perceptions of realit{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 fictionThis idea, again, reflects the ironic imagination, or the
ability to hold two thoughts, Two Worlds, in mind at onceMeaning comes from the way the
real and the imaginary are integrated83), and negotiated through generic expectations
(Neale 2000, 32and 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 atvarious 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 narrativefabula, or story. The syuzhetcan conform to
many generic conventions, which ensure the spectator understands the story logic through
the events that happen on screerfGrant 2007, 810) 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 syuzhettasks, but different techniques have different effects on
perception and cognition, encouraging the spectator to construct a consistent time and
space for the narrative of thefabulato occur. Realism in flmmaking helps the spectator
construct form and meaning from knavledge, memory, and inferencéBordwell 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
Il Al KNEAOEé (K@=N@ | QOA@ PD=P 6 SAastuatedinl >AN EI =CA
(Mulvey 2006,14%) 5 DA ?KI >EJ=PEKJ KB REOQ=H OAPPEJCeé O
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 bgyuzhetconstruction, 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, flauted 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})hat 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 ofsuccess of an adaptation, however, has little consensus. For Bazin, a good
adaptation includes aesthetic and intellectual fidelityBazin 2000) while Metz cautions that
=@=LP=PEKJ NEOGO =Q@EAJ?A @EO?KJJAQRVHWS2) >U LNA
1AND=LO A@EO?KJJA?PEKJO EO PKKThOlNMHKINERImgs SKN @e
=BPAN D=REJC S-=RieDthoge whe-hadil@ Kidetn&ic rBpEekkht&ions of
Middle-earth places in mind while they read the booksnentally changed the way places in
Middle-A=NPD HKKGA @ E {GreR DaktiE 2011)wEich @ayQugdett
5KHGEAJOO =>EHEPU PK AJC=CA PDA NA=@AN EJ 4A?K
of the cinematic experience. Leitch sees adaptation as critical reading: fidelity to the source
text can be limiting and difficult to pin davn (2007) Adaptations that draw on myth,
folklore, and fairy tales access universal issues and the consequences of transgressing
established social, cultural, geographical, and temporal boundari€Sanders 2006, 823).
8EPD 1APAN +=?2GOKJO0OO ?EJAI =PE? =@=LP=PEKJ KB 5
complicatingelementA5 KHGE AJ 0 O NAHE =J ? Acynkfih th€dombinstigntdOD J KPE
myth, language, and plac&that influences the spectatorand which may not be present in
thefims." BEHI = @klityRoafsthdtids @r®nedding help spectators connect to
the Other World of the source text, but perhapghere are ways filmsfurther fix the Other
World in the Real World(Stam 2005, 13Dne 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 OFCINEMATICSETTINGS

RA=HEOI ?=J >A EJDANAJP EJ PDA LDUOE?=Hé =A
and the meaning omythic roles the settings play irthe film. As suchjndexical and iconic
signsA signs that have the most connection to the real objects they represefitend to be
the most powerful (Wollen 1972, 140As 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 rolesAdirectors, producers, screenwriters, cinematographers, editors,
and actorsArequired 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 rolegBazin 2009, 247, footnote 4)The use of the Real Worlgas opposed to
a set)whenever possible ensuresdetter connectionsto the filmic Other World if for no
otherreasonitfeelsmore Red * B = B EHI| ofé@l REaAtbit® dpect@torsdeAvd J K P
@KJOP >AHEARA EJ PDA OLDeNkBeluiyét@ergurddDaad, 1?7 KJ 2 NAP A
SKQH@ OQCCAOP BKN PDA O=1 A NA=OKgue5.DARAN +=?2GO
KPDAN D=J @ PDA EJP=JCE>HA MQ=HEPEAO KB = 3A=H
rustling of a single sunlit birch branch in the wind is enough to suggest every forest in the

SKNH®P
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Decla-Uia-Film,

Figure4: Stillimagefrom Fritz Lang'sDie Niebelungern(1924).

Image durce: https://silentlondon.co.uk

#=VBDRIBEP >N=JtumtE OP BANRBRPBKJ OKNU PNECCAN
autobiographical memory, but not every scene or object in a film has its practical Real World
equivalent. Film sets can mimiplenteous, 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 thretimensional Other
World (104, 114ecause the bottomup variables have been manipulated to produce depth,
much as cartographers do through overlapping contours, textures, atmosphere, size, light
and shade, and colour temperaturgBertin [1967, 1983] 2010, Bordwell 19&%pth of field

recreates how we segqBazin 2009, 101yhich 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, 113Realistic settings allow the spectator to believe the
physicality and integrity of the Other World:6The screen thus reproduces the ebb and flow
KB KQN EI =CEJ=PEKJe SDE?D @N=SO KJ NA=HEPU =0
DKSARANé PDA EI =CEJ=NU SKNH@ ODKSJ KJ PDA O?NA
(Bazin 2009, 80As we believe in the physicality of a cinematic Other World, we may not be
surprised to recognizesimilar physical and aesthetic qualities in the Real World. When we
do, the memory recollection process igriggered, and werecognize 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. Therterpretations of theseindexical and iconic signs can be guidesbmewhat 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 slippef&ltman 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 futureriented
with interplanetary alien races who wield technology. On another level, sonmtbemes 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 tliematically 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 adventu(@009, 2012).
With many genres, there is usually something offset or faietched 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. Thesesiprovide a
LKNP=H EJPK =J OPDAN 8KNH@e SDEHA PDA BEHI 00O J
an environment for restoration and renewed perspectives. Mulvey likens these cinematic
@AB=1 EHE=NEVEJC AHAI AJPO PK B#yordsRuacian@ aS KNG KJ
social safety vale (the escape) it can be seen as a feast of becoming, chaag renewal
(2009, 180) Thompson suggests that with a heoformalist 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 cognitio(i1988) When generic fantastic elements work,
PDAU OEI LHEBU =J@ ?H=NEBU 3A=H 8KNH@ OEPQ=PEKJ
lessons into our mental models. Genres become magsediated contemporary myth (Grant
2007, 29) But while filmic elements can promote fascination, they can also fail, producing an
uncanny feeling(Neale 2000, 35)hat 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 Middleearth, for instance,) nodose all familiarity with the Real World.
#=VEJOO | UPD KB 5KP=H $EJAIl = S=0 PDA >AHEAE
represent the Real World in sound, movement, and three dimension$2009, 226)
Therefore, any technology that makes cinema more real theoretically should be embraced.
Perhaps Metz was wiser, sometimes too real is not real enou@i974] 1991Tinematic
advancements in computer generated graphics (CGl), 3D, and high frame rates have not
always lived up to expectationgManovich 2013, Gaudreault, Marion and Barnard 2015,
Baltruschat, Grek Martin and Mathijs 2018) 8 DEHA 1 APAN +=?2GO0OKJOoO QOA
simulate armies in the thousands and the CGI character Gollum enjoyed success, his use of
high frame rate (HFR) foiThe Hobbittrilogy did not (Gaudreault, Marion and Barnard 2015,
71) Enhanced 3D technology has not caught on, and less savvy use of CGl leaves some
REASANO EJ @EO>AHEAB (KdveylRWB)FForEG the prébleii®J 2 =J J U R
KBPAJ JKP AAJKQCDO NA=HEOIl e JKN PDA ANECDPO NA
JKP PDA NECDP GEJ@ KB A@AB=1 EHE=NoOé )'3 =J@ E %
HFR lessens the gaps between new imagégsP DA A BHE? GANoOaeée | =GEJC PDA
like a window onto reality, butonto areality 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 2015As 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 (MODSs), 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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MIDDLEEARTH ISREELFANTASY

1APAN +=?2GOKJ BEHI A @rhP Al ofih@RiyLitltechrrolbighk 0 € 5 KHC
make it possible, or was it his ability to control nearly every aspect of production?
5DKI LOKJOO @AP=EHA@ =??KQJP KB PDA | =GEJC KB +
evidence of both(2007e >QP LAND=LO DEO 0OQ??A00 =HOK ?KI AC
the physical aesthetics, if not the philosophical messages, of the source téixéitch 2007,
chap. 6) In the extensive MODs included with the cinematic and special edition versions of
PDA BEHI O0 %7 %0é OLA?P=PKNO ?=J SEPJAOO PDA AJ
aspects of filming: interpretation and adherence to the source texts, costume diprop
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 Middtarth. Hisproduction team
guoted lines from the books, created chain mail and steel swords, asdoured New
Zealand for the perfect location for a Hobbit hole. Despite a few fiberglass forests and CGI
trees (see Figureb), 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 alternativéSaler 2012, 3and the ways in which
fantasy films tell their storiesA aesthetically and intellectually, through myth and historx
have a broader communality of understandingSanders 2006, 45)Like Tolkien, Jackson saw
fantasy as historicalThompson 2007) Costume and architecture were designed from
historical Real World forms and CGIl 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 | AOO=CAO 5KHGEAJO0OO PATP ?KJRAUOE
thought. In any event, the ways in which fantasy offsets reality and promotes renewed
perspectives are gaininggrou@é *J #=NPDAOO PANI Oe B=JP=0OU EO

universal as it spread€[1957] 1972)Vhile not everyone has read or seeffhe Lord of the
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Figure 5: Computer-generatedLothlérien and fabricated trees.

Top, CGI Lothbrien. (mage surce: https://lotr.fandom.com/wiki/Lothlorien ) Bottom, fabricated

Mallorn treeg showing extent (yellow arrow)lmage ®urce:

https://www.councilofelrond.com/imagegallery/002leaving-lothlorien/
Ringsor The Hobbie P DA OPKNEAOO ?D=N=?PANO =J@ LH=?A0 =

case of MiddeA=NPDe 5KHGEAJOO | UPD EO >A?KIEJC #=NPD;/
study, then, it is likely that Middleearth places could be used as a type of shorthartd
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describe Real World places, through essential physical and aesthetic qualities that denote

affective or mythic roles.

Places of MineRe-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 =0 PDA ANA=HO OPDAN 8KN
Whether we have Real World experiences or experiences derived from reading or watching
stories taking place in a Fantastical World makes no difference; experiences happe
places and those places are important contexts for our memories.

We are our memaries, 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 asplaces of mie. The environment# mediated or Reaf that 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 reactionshe
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 indiz¢ed
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 discoverywith one question being whether ER
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can occur in the modern built environment Verlyn Flieger declared that both war an#aerie
can change perceptions of the worldGarth 2003, 2967). Of the two, Faerie, or a Fantastical
Other World, is not without its dangers, but its landscapepromote enchantment and
fascination, helping us understand a chaotic and changing Real World and regaining a sense
of our identity. In this chapter, | discus®d the nature of place and identity andsome of the
memory processes that govern how we might associate the Real World withFantastical
Other World. Perceptions of both Worlds are shaped by our personal experiences,
memories, and imaginings, though cedin aspects of the Other World provide meaningful
points of contact, or puncta through which we see correspondences with the Real Worldin

the next chapter, | will discuss where we might find evidence of thegeinctaand how we

?=J E@AJPEBU PDAI PDNKQCD OKI AKJA AHOAO0O KJHEJ
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Chapter lll:Travel SouvenirsRecognizingthe Middle-earth-on-Earth

Experience

Thisstudy 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 studiegphotography, and information
studies. From geography comsthe idea ofand theories aroundi OAJ OA KB LH=?A0 =.
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 memaories where place is the lynchpin that
holds aspects of the memonA details of landscape, affective reactions, and recognition of
meaningAtogether. Our consumption of media creates memories as well. Reading books
and watching films, fiction or nonfiction, produce memories of the characters and places in
= OPKNUO O 4 AWhénw@imidihe & fabeHh@é#-antasticagecondary Other
World, we access our memories of how we visualized these places when we weeading
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@A
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
storyAto 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 (Reijnde2914),
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 Worl@an we recreate a
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Fantastical Other World in a Real Worlglace of minavhere, 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 seHidentification (Lo and McKercher
2015, Richter and Schadler 2009, Manovich 201&)t also for making sense of the world
(Kennedy, et al. 2007)l am drawn to social media for these reasons, but also for its ability to
foster spontaneous selfexpression. | do not need to ask people whether they seaather
World somewhere in the Real World, | know they doA 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 mythicalOther Worlds. Of course, using social media is like ielding
a double-edged sword: while the posters are not influenced byhe survey or interview
guestions posed by a researcher, | 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 | have chosen a platform where photographs are
supplemented by text, dates, and geographical coordinates. In this study, | bring
photographs as well as fantasyo the foreground as research data.

The following pages outline my rationale for using photographdantasy,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, | discuss how fictional stories can be
sources of meaningA E € Aé é A In bathDiter&ry aNd<ilhis Coatexts. Finally, | explain
how naming a place in thdReal,Primary World with that of an Other, Secondary World
creates an association between the two and bestows meanirfgr both places and for the
person making the associationThis process enchants the Real World with meaning through
PDA OPDAN 8KNH@0O | UPDE? NKHAO =J@ =HHKSO PDA
five senses, creating glace of minel then suggest that photographing this association and
LKOPEJC EP PK OK?E=H | A@QE= EO =J =?P KB LANBKN
the world and therefore can be understood as a way of answering how and why people use

fantasy film and literatureto give meaning to Real World places. Finally, | chart a course for a
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mixed-methods, case study approach as a fitting methodology for exploring this

phenomenon.

Photography: Capturing the Spark of Recognition

i PK P=GA = L DK P K CAsimulanebudly-addQvitinia fradtior? ok dNs@ond

both the fact itself and the rigorous organization of visually perceived forms that give it

|l A=JEJCé *P EO LQPPEJC KJAOO DA=@& KJAOO AUAe
Henri Cartier Bresson, as cited ifHayes 2002, 526)

Fan art, fan fiction, cosplay, LARPing, media tourism: people find multiple,
fascinating ways to bringrantasy 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, | found
another activity capures 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 18Y®)e performance of
posting photographs online(Manovich 2018, Lo and McKercher 2015, Richter and Schadler
2009, Smith 2018)to how photography captures the tourist gaz€Crawshaw and Urry 1997,
Lo and McKercher 2015, Stylianeluambert 2012)tourist landscape photography(Lund
2023) and in understanding photography and placgRose 2000, Schwartz 2011, 1996jom
these sources several key themes emerge that make photographs, particularly those posted
to social media sites, potentially interesting records of the Middiearth-on-Earth
ATLANEAJ?Aé P=GEJC = LDKPKCN=LD BEofthelReatJ @ NA?K
and Other Worldse AHAIl AJPO KB = LDKPKCN=LD LNKRE@A ?HQ
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
C1DKPKCN=LDO =NA¢ OAJPEI AJP=H =J@ EI LHE?EPHU |
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 evezhanging and often chaotic
world. The act of taking a photograph produces a record of the visual traces of objeetsd
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 memomehat change in the
NA? KHHA? PEKJé *J = LDKPKCN=LDé QJHEGA KQN | =HH
JKN @KAO PDA OJKSB=HH | A=OQNA@ =C=EJOP PDA BNK
#=NPDAOO L DK P Knémbird(BarthEsO.d.=787). Wes@re these photographs
for future reference and the more organized among us have dedicated albums and digital
BEHEJC OUOPAI O ?=L=>HA KB LNK@Q?EJC PDA S=JPAQ@
perhaps it is more that that. What we photograph is detenined by our sense of self, the
SKNH@e =J@ KQN LH=?A EJ EPé OLDKPKCN=LDO ?2=J >
60>QP SD=P AI ANCAO ?HA=NHU EO EPO HZO2NB2 OE? ?KJ
*B SA P=GA )=UAO0 AQJ?KJO?EKQO L MefoyOOAOO F
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 Middlearth glimpsed in the Real
8KNH@ EO L=N=1 KQJPe&t PRIHEP KQEIN? DP K> N==JV?EHDJ60 AP D =P |
PDA S(ROR%1188) We can also think of that sunlit branch as thgpark of meaning, or
punctum,of the photograph (Barthes n.d.) where thepunctumcan be a physical element in
the landscape, or an affective or cognitive association made by the photographer. Sontag
?KIJ?A@AO PD=P LDKPKCN=LDO ?=LPQNA O0SID™D#EP | ENNKN
197) | would amend that. | would say that photographixP DA L DKPKCN=thPANOO RA]
world in that moment. The instantaneous nature of photographfas described in Cartier
# NAOOK J A@mbEdNv@Ca 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 Middkearth-on-Earth

experience.Indeed, he connections a photograph capturesire 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 placer place of mine
Photographs can fix the spark, th@unctum 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@d | PAIN® A i> APCQR-AHIH U= NOPD =@U@ PKN QP L
LNKBAOOEKJ=H LDKPKCN=LDANO 0i =NA OPEHH D=QJPAQ@
(1977, 6)Professional photographers are not just taking pictures for themselves, but for the
C=HHANUe PDA =NP ?NEPE?é KN BKN KPDANe QJ@EO?H
?KlI'Il AN?A6 | A=JO PDA SKNH@ LNAOAJPA@ BMWI PDA LDK
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 Middlearth-on-
EENPD | KI AJPe PDA OK?E=H | =NGANO | =&J >A PDA BEI
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 tanying 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 preserfor the viewer of the
photograph, as they may not know the context of taking the photograph, buhis distance is
simultaneouslyabsent for the photographer.For example, if, on my favourite hiking trail
mentioned in previous chapters) take a picture of the woods anditle itfi - K P D HherNiE AJ 0
no guarantee that a viewer of the photograph would see the connectio®erhaps they are
QJB=1I EHE=N SEPD 5KHGEAJOO SKNGOé KNe LAND=LO B
forest in my photograph.For the viewer, we can recognizea distance between art (the
photograph) and truth (that the forest in the photograph is Lothlérien). For the
photographer documenting their Real World Other World correspondence, however, there
is no distance Going back to my example above, ithat moment the Real Worldwas for me
5 K H G EothlbréerPand the photograph | took is a glimpse into how see the Fantastical

and the Real come togethent will be interesting, then, to see whether the Flickr
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photographers in my study describe their Real WorkdDther World associations orlet the

viewers discover the connections themselves.

Travel Surrogates: What a Photograph Viewer Perceives
To understandwhat elements may capture tle woodland experiencel described
above, andhow a random viewer mightunderstand them,we turn from taking photographs
to looking at them.Petterson (2011argues 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 coldA certainly in the days before Photoshop alter 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 EQPFPNKKOG A KBPKK A NK=NLAD Ok
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 oncexisted
(Sontag 1977,-8) but photographs are also static. They effectively stop time so we can
reflect on the people, places, and events the photograph depic{8azin 2009) recalling
associated meanings and affective responses. Here | cite agisFk NPDA OO0 @AOENA PK
LDKPKCN=LDé $ BlraMbtaf1854HdbE pr&icéN. @) @B&), or rather to travel
to the world Alhambrainspired in his mind. For Schwart£1996¢ # = NPDA OO ATLANEAJ
explansDKS ATKPE? KN @EOP = JorusthrotighDhoOgraphs:? K1 A i GJ KSJ
photographs become surrogates for travel and integral to the creation of imagined
geographies.This point is relevant to this study, particularly iy results reveal that the
photographers do not elaborate the Real WorldOther World correspondence and instead
relyonaoneto-KkJ A ?KI L=NEOKJeée AéCH¢tistaSePRPOSENPYAOEO . K
explanation would seem to hold true Furthermore, while it may be difficult to travel to

some places on Earth, but it is possible. But fghysicallytravel 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. Somethingin fact, anythingAin the landscape can
inspire a Tolkien fan to have a Middlearth-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
photographAthe details of objects, quality of lightand settingA can inform the connections
between the MiddleA=NPD KB PDA | EJ@0O AUA =J@ PDA 3A=H
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 researcherss PEKJ =HEVA @ QOEJC LDKPKCN=LDOé DKS
1DKPKCN=LD =HS=UO ?=NNEAO EPO NABANAJiEB, SEPD EP
the photograph containsthe 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 perspectiveSontag@A O? NE>AO = LDKPKCN=LD =0
AJ?KQJPAN >APSAAJ =J ASoAtdgR9I7Z IgiingperhapsiabBitk CN=L DA NS
more weight to the scene being photographedBut the specifics of the photographer, the
ARAJPé KN PDA AJ?KQJPAN JAA@ | KNA ATLHE?EP @AO
art and truth | 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? Specifisveather or times of day? Answers to these
guestions might reveal general aesthetic preferences or moods. Closg photography
might point to a desire for intimacy and an egocentric perspective; wide vistas suggest
distancefrom a more allocentric view. To go beyond the general statemenne can make
from subject, framing, and perspective, howevenecessitates context. Haye§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 PpDnstunfisHEie® sokh8vhere, liDVQaRiB AN é # =

it and what does it mean?

Photography Performs Identity

5DA EI =CA |1 QOP ATEOP EJ PDASont&gl@o OL7) AUA BKN = C

60' KN PDA ?QHPQN=H CAKCN=LDANé PDA LANBKNI =F
QJ @ANOP=J@EJC KB H=J@O0?=LA =0 XSam&s2PARY) =J @ Al
meaning we understand places when we understand how people move through and inhabit
them. For de Certeau, walking is like speech and langua@®84) Where people go, what
they choose to look at, what paths they take, and what boundaries they transgress indicate
OKI APDEJC KB = LANOKJOO E@AJPEPUé 8DEHA DA NAB
can bring to mind local, individual myths create® DNKQCD = LANOKJOO J=I1EJC
meaning to secret corners of the landscapéRabkin 1979)Referring to a bend in a woodland
path as Lothlérien or a tall skyscraper as Barad(r are tactics people use to make places
PDAEN KSJé O5DA | Al KN=>HA EO PD(Edtea§, WD ?2=J >A
?=J NA=@ @A $ANPA-=Qoaad app@Ntathé pfo@@Ss ofrédalliigpécHicC EJ A @0
aspects ofReal World and Other World places because they are meaningful to Udemories
lead to activities like photography and storytelling (Baddeley 1992)suggesting a
performance of identity, either for oneself or, as in social media, for oneself and the benefit
of others (seeFigure6).

A photograph is an even{Barthes n.d., 45). It is also a record ofin 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, 7 Barthes further suggests we can read the myths in the photograph
(nd., 2% QJ @ANOP=J@EJC APDA | EJ@0OO AUAO KB PDA LDI
Ordinary objects change meaning depending on content, aesthetics, as in the text of Figure

6, and context(Manovich 2018, 39) andscape photographs may be doubly contested, since
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PDAU I =U =LLA=N Al KNA NA=Ho >QP ?=J >A =HPANAQ@
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 simultaneousiyediated

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)
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"Under the night the trees stood tall before them, arched over the
road and stream that ran suddenly beneath their spreading

boughs. in the dim light of the stars their stems were grey, and
Lothlérien

A hint of fallow gold

their quivering leaves a hint of fallow gold.”

= = 2 - This is the forest picture | imagined as mentioned in my previous
J.R.R-. Tolkien, The Lord of the Rings - The fellowship of the Ring CRora I SmoRey, Stoal Biia’ | lisady Few thataration: thaligit

just wasn't right the last time. But this time everything fell

Admittedly these trees do not have the golden foliage of the perfectly in place. To my surprise the sunlight was shining on
Mallarns, but the golden shine winter sunsets cast on their EomesrE el e gronnd s e adied
. was some light on the trees, so this was a big bonus. This
smaath grey stems in that spot of the Frankfurter Stadtwald magical scene reminded me of Lothldrien of Middle Earth, a
E|WEYS remind me of Lothldrien. forest realm of the Elves, the centre of restistence against
Sauran

Figure 6: Examplesof Flickr photopages.
Two images and accompanying text from a search of 'Lothlorien’ on social media site Flifknage

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 usergCerteau 1984)as inFigure 6, but

the meanings we infer may still be relative and disciplindependent. A photograph can be
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indicative (A = A), imperative (A ought to be A), or optative (let A be A), but ultimately
meaning is determined by how it is distributedFlusser 1984, 380). Social media sites like
Flickr (http://www.flickr.com) or Instagram (https://www.instagram.com/present publicly
available photographs and accompanying text, which offers opportunés for the poster to
combine visual and textual document analysis in the same record: in effect, the poster

reveasEJ OECDPO PD=P CQE@A = REASANOO EJPANLNAP=PE

Social Media Photographs Communicate the Performance

For this study we not only have the photographetprovided context, but time and
place metadata for the photograph and a wealth of research on why people post
photographs to social media sitesTaking a photograph is an experience itself and a record
of an experience(Stawarska 2005) but photographs needcontext for someone elseto
understand why the photograph was taken. Photographs posted to social media siteffer
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 oftheLDKPKCN=LDANOO REAS KB PDAI OAHRAO =J@ P
the photograph is explicit. In particular, the textual elements, title, descriptions, and
keyword tags, allow the photographers to further define their placeédentity experiences,
confirming their personal context in which the picture was takerf-or example, a study of
tourist photographs on Google maps indicates people recall affective memories in relation
to these images(P. Robinson 2014)f 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 Middlearth-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 site
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 recordsgdescriptive text and keywords allow viewers to search for place
identity terms that might be familiar to their own experiences, thus connecting themselves
tolike-l EJ @A@ LAKLHAé ) ANAe 4KJP=C0o0O NA?KCJEPEKJ K
photographers operateis 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?Aé 60OEJC 'HE?GNOO 8KN
function, | found myself scrolling through hundreds of photographs of Middlesarth, all
located in the Real World. | never had to guess what Middlearth 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 Lothlérien and not Fangorn, or whyne building
suggeds Mordor, while other photographers saw Mordor in a sunset.
Photographs posted to social media sites such as Instagrg@®mith 2018and 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., passworeprotected, 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 photographsccessible to anyone online also denotes a certain
@ACNAA KB LANBKNI =PEREPUé =?PEJC KQP KJAO0OO E@A
association with likeminded 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 typecamera
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 photogpaed. In this

way, public photographic collections could be compared to modern travehriting, with the
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photographer influencing how others view places around the world anéncouragingviewer
expectationsof these places

*J PDEO RAEJ 41 EPD HEGAJO *JOP=CN=1 PK 61 =
PDAEN P N=RAS&MitMZD18 ALRGEN i(h ay<Xtidat propagate colonial tropes
regarding tourist and host. Smith further notes that tourists use social media to foster
ATLA?P=PEKJO KB LH=?A0é SDE?D PDAU NALHE?=PA Q
in pursuit of the experienceghey have witnessed on social media, which they will secure for
PDAI OAHRAO >U LANBKNI EJC OEI EH=N KNHE2ARIBP=PEKJO
175) For some photographers who post records of the Middlearth-on-Earth experience,
then, it may be that theyA consciously or notA seek to market their version of Middleearth
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 sitess records of
experiences, they increasingly act to perform identity and place, not to ignore thefdolm
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 iPlace-l UP D O 0

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 memorie€rawshaw and Urry 1997, Crang 1997,
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Noy 2014, Stylianot_ambert 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
Al SK@QEA@ ATLANEAJ?Aé AOL A? @®acBahtell BPBAEPOth& =0 @AAI
situations, what is photographable is culturally determined: the conter(Barthes [1957] 1972,
Noy 2014) how the content should be photographedStylianou-Lambert 2012, 1818hd
how the photographs should be displayedManovich 20188 - EGA $KKLAN . =N?QO00
childhood secret placeq1992) tourist locations allow people to enact different aspects of
their personalities or try different roles. They may be attracted to certain localities that have
@ARAHKL AA@Q RDLLGH0=e? AOKI APEI AO >=0OA@ KJ DEOPKNE?=H |
to certain personas(Stylianou-Lambert 201224 0J A AT=1 L-HAPR8 ENASHBRKI
EJ?NA=OA@ PKQNEOI PK [/ AS ; A=H=Th@ord BFBh&RIngP DA NAH
?EJAI =PE? PNEHKCUé B=JO @AOENA@-RAKNROAA BEHI EJC
(Thompson 2007) Photographs of New Zealand filming locations would certainly fix the
LNKBEHI E? ARAJP EJ OLA?P=PKNOO | EJ@Oe >QP @K P
+=?2G0OKJ00é 5KH@BEAIJooQDearBRIOHPADA PKQNEOP

Authenticity!?is an interesting dimension discussed frequently in tourism and tourist
photography studies. | previously noted that not all Tolkien fans see New Zealand as
Middle-earthAit could be said that, to them, New Zealand is n@uthenticallyMiddle-earth.
4Keé SD=P 1NEI =NU 8KNH@ LH=?A¢é EB =JUé SKQH@ >A
concept of non-places(1995[1992], Bogost 2020) =J @ # =lQ@iealiyahd N @0 O
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 assimulacra copies without originals, then where are we toifid
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

2 " QP D Aid aRdEn? Vit rdaiy nuancesof meaning.Here, | useit asan umbrella term to refer to
anE J @E R En@gstartitng®df whether a given placecorrespondsto the Fantasticalplacein their
imagination. In effect, authenticity in this caseis 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 othlkeand, places
away from home give us license to be someone other than our usual, mundane selié¢s
>A KQN AB=JP=OPE?=H OAHRAOO0OEé &T=1EJEJC PDA LDK
social media records of the Middleearth-on-Earth experience, tterefore, 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 seer or in fact not seerAin 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 desireto limiti REOQ=H ?HQPPANOe PDA NA=OKJ EJ B=?P B
of Stonehenge in 2018 (sekigure7?), or the appearance of having an iconic tourist
@AOPEJ=PEKJ A=HH PK KJAOAHBO0Oé #QP PDANA EO =JK
idea of glimpsing Secondary, Fantastical Worlds in amongst the Real. Since tourist locations
allow people to eract different aspects of their personalities or try different roles in the
Al ANCEJCURDB=2A0A@ KJ DEOPKNE? = HAespebdlalyo@etP QN=H O
touristsAmight interrupt the magic of the placemyth moment. It would be difficult, sayto
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 Middkearth-on-Earth moment do so more easily with
fewer people present to interruptA or to witnessAthe experience.In photographs, then,
fewer people mean higher likelihood of wanting to express anique andpersonal place of

mine
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Figure 7: Stonehenge

Photograph by Jennifer M. Grek Martin, 2018fter numerous photographs of this iconic monument, |

finally got one with (almost) no people.

Tourist photography lends several key ideas tmy emergingmethodology: the idea
KB PDA WAODHB=?PAD=P | =U ATLH=EJ SDUea@kKdn-Earth AKLHA ?:
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 photograpiself, or
in the metadata supplied by the photographer when the photograph was posted onlin&o,
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

LandscapePhotographs Bridge the Visible and the Invisible
Landscapes harbouipuncta those essential physical and aesthetic qualitiélsat
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 =0 QJ?D=JCA©@ @JO@ AQUA?D =J
(Lowenthal 2011, 2213nd the photograph becomes a screen: mediating and representing
the world as we understand it(Flusser 1984, 7)
Most of the previousresearch on photographycentres onfamily photos or tourist
photography, while studies of landscape photography often focus on a single
photographer-artist. A few, such as Lun@023) combine the tourist and the landscape
elementsof photography, which seems most applicable to my research and the idea of a
Worlds Traveller or Middle-earth-on-Earth experiencelLund contends that previous
research mistakenly rests solely omhat we see(Crawshaw and Urry 1997but that the act
of taking a photograph is an embodied experience using all five senses. Lund suggests that
LDKPKCN=L DE-hén-DPQD A= J66I KANJARENKJ I AJP EO = LNK?AOO |
sense of the Real World in a way that allows storielling (2023, 147)x statement that seems
to reflect the role of fantasy stories in Real WorldOther World correspondences.This idea
?=HHO PK I EJ@ . 00OEP / KoGlI =Mée SDANABWsit PDA LDKPK
No'kmag, et al. 2021Elizabeth Edwards 1997 work on photography and anthropology is
worth noting here as well, as quoted ir{lLund 2023, 147)

1DKPKCN=LDU ?2=J ?KI I QJE?=PA =>KQP ?QHPQNAeée LA
not at the level ofsurface 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 HAJOeée >QP PDA LDKPKCN=LDANOO QJ @A
understanding includes the aesthetics and mythic roles of an imagined or Fantasti€ther

World, then that correspondence between Real and Other is captured as weor the

tourist landscape photographer, taking a photograph captures a fully embodied experience

that makes narrative sense. In doing so, the photographer has formed a kiafiplace
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attachment with the photographed landscape through this embodied storytellingwith
OHUNE?=H ATLNAOOERAJAOOOG PD=P |1 =U EJ?HQ@A

Several studies in place attachmer(iScannell and Gifford 2017 }patial cognition
(Meneghetti, et al. 2017, Zeidman and Maguire 2016, Wells and Baldwin 2012, Joye and
Dewitte 2016) memory recall(Talarico, LaBar and Rubin 2004)andscape aesthetic§Ohta
2001, Pheasant and Watts 2015, A. Purcell, et al. 1994, Pheasant, Fisher, et a).&2@illflace
and identity (Gustafson 2001)efer to characteristics orpreferendathat 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, | assembled preliminary
tables of landscape dimensions angreferendato be used as evaluative criteria for the
photographs and their textual and geospatial context: they appear in Appendix |
eventually used a curated set of thespreferendafor coding and classifying photographs of
landscapes posted to Flickr with references to Middlearth toponyms in the Title,
Description, or Keyword Tags.

As mentioned in the previous chapter, severatudies in environmental psychology
use photographsto measure participant responsesnstead of placing the participants in
multiple landscapes(Ohta 2001, Pheasant and Watts 2015, Pheasant, Fisher, et al. 2010,
Purcell and Lamb 1998)0ne might go so far as to say that these studies are researching our
reactions to photographsof landscapes instead of reactions to landscapé&have repeated
the list of preferendapr specific aesthetic propertiesfrom the previous chapter as they will
guide the photographic analysis

A moderately to highly complex environments, with gestalt and focal point,

A even, smooth ground surface that promotes sense of movement and depth
perception,
depth of vision,

deflected vistas that promote curiosity,

> > >

presence ofwater, and

A no obvious threats(including darkness, the inability to see clearly)
To this list, | eventually added the following dimensions:
A presenceof people

A weather
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A perspective (egocentricor allocentric)

A useof black and white photography (b/w) or Photoshop effects.
This list conveys categories of photographic information that focus my analysis. Since many
of these preferendainspire positive reactions for ERR for example, we tend to prefer
complex environments as opposed to undifferentiatedi(e.,ii > K N E J AOa@ gnight ske\ O
I KNA ?KI LHAT AJRENKJI AJPO EJ @=saRhpl@ckdadd PD=P >AH
BASAN EJ P DearthiplacBsHEnHaddition Eo@@igléx 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, asseen earlierin Figure 2 The path connotes a certain amount of safety associated
with human activity, but we cannotsee around the bend, which sparks our curiosity.do
not expect to see truly dangerous threats in the photographs for my study, e.g., wild animals
attacking, butl could imagine collecting somghotographs taken at nightwhich might be
associated withcertain Middle-earth places. Wherfaced with a natural landscapehat
promoted ERR we want enough information to know we are safe, but not so much
information that there is nothing left to explore.

| added to the list of preferenda in Chapter Il, drawing orelementsfrom tourism
studies (presence of people), embodied characteristics (weather), and photograph
techniques(perspective=J @ QOA KB >0Sgé (ERAJ DKS PDA LNAO/
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, | noticed as | examined
the records during the cleaning phases that many photographs incled large portions of
the sky, which provides me with information regarding the weather the photographer
experienced at the time. | will be curious to know whether the photographers comment on
the conditions they experienced at the time they took the pictur and whether | can see any
connections between these comments and the associations between the Real World and
Middle-earth. Finally, the perspective of the shogither egocentric (close to the subject of
the photograph, intimate) or allocentric (far awayrom the subject; an overview of a
H=J @O? =L A Kahd tihd uselof pRobgr&biatechniques such as black and white
(b/w) photography may give further insight into why this Real World landscape stands in for

= '"=JP=0OPE?=H KJA BKN = CERAJ cerKBNWGN=LDANE 8A
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landscapeand distance ourselves fromother landscapes. Black and white photography
either removes or does not record RGB (Red, Green, Blue) information and, since colour
KBPAJ @AJKPAO AHEBAOé >H=7?G mordf@qusniyfP A LDKPKCN=

represent someMiddle-earth places and not others

In summary, photographs of the Middleearth-on-Earth experience are souvenirs of
our travel between the Real World and Fantastical Other World3.hese souvenirs are
NA?KN@O KB = BQHHU Al >K@QEA@ ATLANEAJ?A -PD=P EJ
than-DQIl =Joe AJRENKJI AJP PDNKQCD J=NN=PERA | A=JO0¢
physical and aesthetic qualities that attract our attentiorand 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 (preferendd 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 tRealWorld
and potentially recover andbe renewed through the ontological rupture and mythic roles of
Other World places Escape, recovery, and renewal can be found @ertain natural
environments that conform to establishedpreferendasuch as deflected vistas and presence
of water or vegetation. One way to understand why a particular landscape evokea ®ther
World place would be to see which places are places of rest and recovérgio photographs
of Lothlérien and Rivendell contain the same landscapgereferendaas the photographs of
3A=H 8KNH@ LH=?A0 BKQJ@ EJ G6HNE?DOO KN ) =NPEC
see how often thesepreferendal =P? D QL SEPD PDA LDKPKCN=LDANOO
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 Wdklor
are there key differences? Before these questiortain be answered, however, it is necessary
to understand how we construct meaning throughmythic roles presented to us iriterature
and film and how wesubsequentlybestow meaningonto placesin the Real World
RecognizingMythic Roles in Literature and Film
We respond toplaceseJ 06 =QPKI =PE? =J @uanQ%/9, KAD)O? EKQO S=

through cues gathered from Real and Other WorldsPut perhaps a bit more scientifically:
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08DAJ = OP=>HA L=PPANJ KB = ?speEifRknevidedige] Al =J =PEJC
becomes established and linked to working memory goals, a rememberer experiences
OLKJP=JAKQO =J@ QJATLA?PA@ NA?=HH KB = 1 Al KNUE&
rel Al >ANAN E O(CbhwayAnd PleyS8elPgako@ 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, GosettFerencei 2014and in film viewing
(MacCabe 2003, Green, et al. 2008)e audience creates a reali. A P V o-@al tead J
([1977] 1982, 140y 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 instantaneoug¢Barclay 1995, 9%nd regardless of
whether those cues originate in PrimargReal)World or Secondary(Other) World
experiences.

With experiences emanating from literary or filmic Secondary Worldghysical and
=AOPDAPE? ?QA0O0 NAH=PA PK | UPDE? NKHAOe KBPAJ S
Compare' N K @dactiahsto Barad-dir and Lothiérien, 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-ddr, Fortress of Sauron. All hope left him(The Fellowship of the Ring, Book
5SKé $D=LPAN 9 O65DA #NA=GEJC KB PDA ' AHHKSODE

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* 6-KPDH®NEAJO g

"NK@K0O NA=?PEKJO DAHL PDA NA=@AN EJPANLNAP PD
is to be feared, Lothbrien 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 | UPDBaaddNK & AS©J @BFARJKDRDA L H
become shorthand for the mythic roles they play in the story. But before the reader

encounters these places,gnrel AP=L DKNE ? = HH W oféeL NCHgEMEEQIPOD A L QI
meaningof Other World places>U | =J=CEJC PDA NA=@ANOO ATLA?P=]

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 signgresented to usin 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, tealology may bring about solutions to
a problem, but may incur unexpected and disastrous outcomes, while civilizations on other
planetsinvite us to witness different ways ofinteracting in a society or with the
environment. As fantasy tends to be pastlooking and usually prelndustrial, we expect to
OAA | =CE? EJ PDA J=NN=PERA T ET =J@ J=PQN=H OAP
industry and mechanization are typically seen as corruption and foretelling of a wayward
doom.5DEO E@A= ?KI AO PDNKQCD EJ | =J@Roaroeaw KJ 5K
between fantasy and a kind of rural nostalgia poignant in terms of mythic roles and the
BAAHEJC KB AO?=LAé NA?KRANUé =J@ NAJAS=Hé O05DA
an image of a world in which men and women feel at home with therel/es, with each
KPDANé =J@ SEPD J=PQNAeé = SKNH@mEsiudyStbeE? D D= NI K
?KJ@EPEKJ KB PDA J=PQN=H SKNH@ =J@ DKS EP EO P
repetition of those conditions in the photographs posteal to Flickr may indicate whether the

| UPDE? NKHAO KB 5KHGEAJOO OPKNEAO Pysiddland>AAJ EJ
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aesthetic qualities of story settings are not valuaeutral, they give us much needed clue®
the O A P Praythi€ ©lesand genre guides our interpretations of those clues.
Setting itself can be iconographical, a visual shorthand for meanig@rant 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=?AO0ODEL B=N -mcdiatédzenterBpQ\P-QNNLA €I U PADJONEA O =
secular stories that help people solve problems through particular ideologig29) They can
help explain the significance of plot, characters, events, and settings through management
of expectations and hypothesisbuilding (Neale 2000) as defined by studios and critics or
GIJKSHA@CA=>HA i ?KJ QMtaard 9D The@nesskged genleBdhEsAdD 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, 214Fans increasingly interact with the authors of a text or directors
KB = BEHI =J@ ?7=J EJBHQAJ?A P DhtLddothreRiNgSQP? KI Aé
was a veritable give and take with connected fans in terms of content and marketing
(Thompson 2007) The upshot is @nres 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 thanythicrolese J PAJ @A@ >U PDA OPKNEA(

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 readend/e
experience stories by getting lost in them; in fact, readers experience the stemorld as if it
were happening to them, resulting in a very personal, embodied experien¢Bill-
Shackleford 2016, 37Novels 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 @0O?=LA0Oé SDE?D >A?KI A "tiKdigh reConstrittElBE? ¢ | KNA 0
autobiographical memories guided by our working self and cognitive mental models. We

can sometimes recognize these landscapes in tiealWorld, and some of us photograph

them and post them to social media sites. Using examples taken from literary and filritiice

Lord of the Ringswe can see hovthe creation ofdifferent literary placesestablishes

meaning.

Authors use many devices to install meaning through descriptions of landscapes and
places.BurnsarguesD=P 5 KHGEAJ Al LHKUA@ R=NEKQO A$AHPE?OQ
even and weather is clement, to stand for Elvish places, while harsher conditions found in
/| KN@QE? ?KQJPNEAO P-UAPESBAEAA] @0 MiddiB=%2rtAK@Burn® 20@6) f E J
These places broadly signified places of rest, like Lofllen and Rivendell, or places the
protagonists were challenged, such as CaradhraBut the nature of the landscapes was not
the only way Tolkien signified the mythic roles of Middle=arth places. Hecreated this
Fantastical Other Worldto 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 Middleearth, but also fosters comections between Middle
earth and the Primary World (L. Campbell 2018s a philologist, Tolkien was well aware of
An=0OPANEOG NA=HEPUOé& PD=P SDEERdpeyld82, HiKkher€ AN ATEOP
CERAJ ATLH=J=PEKJ OEI LHU ABAAHO NECDPOé& 5KHGEA
familiar, and the tableaux of peoples and places further the pl¢Shippey 1982, 93)To some,

The Lord of the Ringsarmonizes ethos, mythos, and lexi€l67)

Tolkien used common themes ladled from his Cauldron of Stor§On FairyStories
2001)to build Middle-A=NPDé PDAI AO PD=P P=L EJPK NA=@ANOO
they appear in various cultural guises throughout myriad myths, legends, and stories.

Another way of describing the Cauldron of Story might be througt = G D PL&81)0 O
chronotope which suggests that some elements of stories traverse time and space, and may
explain how modern, international readers offhe Lord of the Ringsan identify with cultures

and landscapes written in another time and placeommon themes are luck and courage,

Bpatrick 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 fipooddand
evilo(Shippey 1982, 8%). Themes ofijooddand fevildecho his experience in WWI and his
NAOQHPEJC PQNJ PK PDA |1 UPDE?é& 6SDAJ PDA SKNH@
B=?Ae PDA ALE? =J@ B=J@at0RE3?29G*" = CEKHEEAIO 0 =3JK NP
J=PQN=H SKNH@ EO ACKK@0 > ACunQ0®W, 2Edd =HHKSO QO P
mechanical things that seek to overthrow or subdue Nature run counter to this harmony
=J @ =NA P D®NKkBdI ahd Evans ROB&1la €ampbell 2011, Burns 2005,
Denekamp 2015, McGonagill 2015, Curry 20@®Erhaps 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 canrelate tc J 5 K H G E ABut) gerhap®dddiyEoh aXantasy
story, the answers in these messages are not always unproblematic. Chaces be
understood asboth providence and free will,vilds both nothing and tangible(Shippey
1982, 10-43) Perhaps in doing so, Tolkien has made the message4.otRand TH more
realistic and applicablen the Real World In crafting these common themes, Tolkien walks a
BEJA HEJA >APSAAJ AOOAJPE=H E@A=0 =J@ LNKREOEK
stories with a clear message and those who need enough flexibility to apply the story to
PDAEN KSJ AfA(Saer281R)bhis balakc®@midghEdésult 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 Tolkienstrongly believed(2001) healsoneeded to balance the level of
detail. His descriptions are rich enough to inspire mental imagery, but vague enough to
allow personalization of the places describe@MaclLeod and Smol 2017This balance may
also explain howaestheticchanges that Peter Jackson made in his film adaptatioauld still
strike similar chordswith viewers. Seeing theaestheticsof literary Middle-earth through an
iconographical lens(Panofsky 1972nay help bring out themythic rolesthat the reader or
spectator understands in the story. For example, green, healthy vegetation in a forest might

OQCCAOP A(KK@oé SDEHA @A=@ =J@ @QUEJC PNAAO ?KQ
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natural world. Furthermore, the colour gold separates the forest of Lothlérien 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

see the road ahead (darknesslrevealing these symbolic and allegorical meanings

Al >A@@A @ Edrth-on-EE ®@BA LDKPKCN=LDO ?KQH@ NARA-=

and cognitive connections made between the Primary and Secondary Worlds.

In The Lord of the Ringg olkien writes myth as an Edwardian adventure story,
Al LD=OEVEJC = OAJOA KB > A(é&bdel BR3I1CH). Thé&sknsdBoA S e
belonging extends to Middleearth 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 Middiearth 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
funfamiliar facedn reading works likeLotR, we might experiencecynefin the wholeness of
language, memory, and landscape, which may translate to a glimpse of Midédlkerth-on-
Earth and a photographable eventhat 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 placegKnez 2014)Cinematic landscapes
contain numerousphysical and aesthetideatures that we may connect with the meaning
and mythic rolespresented inafilmic moment. These features can override our previous
imaginings or fill in gaps we have not yet imagineds we recall an Other World place
through a Real World trigger, ouautobiographical memories set off the dreaming process
(Metz [1977] 1982but dreams can have gaps aragueness that film can fill. Like mental
representationsand other narrative media films depict an imaginary Secondary World that
is based on realityMetz, 1323). Cinematic language is narrative and descriptive,

simultaneously a route (temporal, sequential) and a map (asequential), giving spectators
80
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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 filmologgsmay determine
meaning in a film(Metz [1974] 1991and individuals may recognize this meaning, but they
can also create their own meanings from a given film or scetl@rough past experiences
with the Other World place (say, reading a book) doy seeing correspondences in a Real
World place.

5DA O6LNA@KI EJ=JP NKHA KB EI =CANU EJ =QPK>EK
may leave a more indelible markConway and PleydellPearce 2000, 263)We understand
El =CAOé BNKI "HLANO =J@ #=T=J@=HH0O ALE?PKNE=H
(Bordwell 2005, 101) Directors convey meaning through miseen-scéne (lighting, costume,
make-up, and performance) as well as through cinematography and editing. In cinematic
PANI Oé AOPUHAO NABANO PK PDA PAéhBcEEEMQO = @ENA
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 symbdgBordwell
2005, 335). Landscape as setting can be directed to convey meaning through lighting,
colours, objects (symbols) and as a result of cinematographfgain, | am reminded of the
preferendaof 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 narratigenake films
increasingly important to the relationship between place and identity.

Greek filmmakerTheo" J CAHKLKQHKO JKPA@é 6* >AHEARA OK
HK?=PEKJe EJ PDA NA=H LH=?AiI8DAJ * =1 EJ PDA L
S K N G Bar@a&ll 2005, 144)How the landscape develops cinematic meaning depends in
L=NP KJ DKS EP EO ODKPé 1H=?A ?=J >A AL=NP KB
story and characters are defined against {Perez 2000, 141)f we believe the spectator is
active, processing the film through perception, affective response, and cognition
(Thompson 1988, 10¥hen cues about landscape may stick, be they physigakferendaor

=BBA?P =J@ | A=JEJCé '"EHI 07?=JJ | =GA @NA=1 0O NA=H
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SD=P 4D=GAOLA=NA ?=HHA@ {Stad POR5? B3)For ome>flhP = PE K J
adaptations of a verbal text help create the Secondary World that might have been difficult

to visualize in the book(Grek Martin 2011)

=J

An adaptation, however, EO OKI AKJA AHOAOO REOQ=HEV=PEKJ

?KIJBNKJPA@ SEPD OKI AKJA AHOAO0O B=JP=0OUé SA
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

Jacksm may be the ultimate Secondary World photographer. He saw Middlearth in New
Zealand, and through providence or will was able to realize that vision in filflfhompson

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 =0 [/ AS ; A=H=J@ S=0 ?=L=>HA A?KI L=NA
Rohan inFigure 8) but questions his fidelity of messag€139) For readers and spectators, it

|l =U >A @EBBE?QHP PK EI =CEJA 5KHGEAJO0OO 3KD=1J

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 wateplants, and they could hear it
tinkling away in geen tunnels, down long gentle slopes towards the fens of

Entwash Vale far away(Tolkien, LotR 1987 [1966], "The Riders of Rohan", lll, 2)
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Figure 8: Legolasscansthe plains of Jackson'sfRohan

Ida Valley, NZ.Ifnage ®urce: www.timewearegiven.com)

Given that there are differences between the physical and aesthetic descriptions iiddle-
earth places from book to film,| wonder if it is possible to distinguish whichmedia Flickr
photographers use most oftenwhen they associatethe Real Worldwith 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 fareferendan 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 memoriegTalarico, LaBar and Rubin 2004)nd
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 processingand affective (emotional states) might indicate a combination
of both (Kalnova and Hamilton 20148 A | ECDP D=RA = ACQPO NA=?PEKJ
might interpret physical bodily changes, like rapitieartbeat, as an indicator of a specific
emotional state.For the fantasy fan, mythic roles of natural places myacritique modern,
post-industrial society, romanticiang nature and stigmatiing the built environment (Hartig

and Evans 19935o0me even suggest thpreferendathemselves are cognitively charged:
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60 5DA | Anediated niddel 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 B A=P Q(6AabnelNaAdCifarD20 D05 ffectively, placesomprise objects
we perceive, which become bottomup triggers, or imbued withsigns, which become top
down cues, for specific memoriegKnez 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 literanckefilm
are clearly articulated with explicit context and meaning, they inspire us to build mental
images that areclear butcomplex and full of cognitive and affective relation§Tuan 1979, 91

3).

Myths of Our Own Creating:Bestowing Meaning onReal World Places
We approachphotographs= O 6 SEJ @KSO KJ PDA SKNH@bté HKKG
them (Schwartz 2011As we have seen im previous section, fhotographing landscapes
creates visual referencesand embodied storiesthrough multiple ways of seeing that helps
stabilize our memories and, subsequently, our sense of self and the worfdther Worlds
contain places with clear and stable mythic roleBuoyed by physical and aesthetic qualities
and affective responses, which, when we associate withReal World place allows the
mythic roles of the Other World to transfer to the Real WorldBut do photography and film
D=RA PDA =>EHEPU PK ?NA=PA 01| A=(WMidvéy2006,168) Al KPEK
or do images onlybestow meaningbecause we have languag€ruan 1979, Chomsky 20156)
Visual images are circular, noisequential;therefore, many are paired with text which is
ordered and sequentialto name or describe the people, events, and places in the
photograph. The photograph is the visual reference tthe Real World the text confirms
what meaning is bestowedthrough language, naming, and narrativén my study, | have the
luxury of both textual and photographicARE @AJ ? A KB PDA inleie®YK CN=LDANO
connectedthrough their posts to social mediaThe following sections eplain the process of
bestowing meaning through the media of language (text) and photography, thereby giving

BKQJ@=PEKJO PK I U OPQ@UOO | APDK@KHKCUe | APDK @O
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Naming PlacesBestows 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 systemBarthes [1957] 19729nd no one has the same personal language (I
language) as anothefChomsky 1988)Simple expressions can have intricate meanings
associatedwithtiH=J CQ=CA e A é(Chbraskyi2016, 44 Riéfdri@mé siniply to
n- KJ@KJo0 A&JCH=J@g OQCCAOPO = I KNA CAJAN=H LH=
example), but even then, the exact meaning might inhabit different corners of the cognitive
envelope depending on the personMy London will never be the same London agour
London because you and | are not the same people and have not had the same experiences.
In truth, we may not be referring to the same place as | have also visited London, Ontario, in
$=J=@= éy-8KEIP@K Jio € P D Aciate Avithihis plate emarmat@sdrom 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
AilU -KJ@KJO SKQH®@ A J coledibhs (@A @%)Niid lpdssbly drawingsB | U NA
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
asscaiation 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 tharld and naturally
expressed in languagéPhelpstead 2011)n 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=168628A BNAGADPE = (1GSBnEAlkI P REOEKJ
suggest this interpretation of language can be represented by the more wddhown 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 lgmiage as a form of cultural
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preservation (Lobdell 1981, 5)f people lost the mythical and placdased meanings of their
H=JCQ=CAe PDAU SKQH@ HKOA = OAJOA KB SDK PDAU
writings throughout his life (Shippey 1982, 2®). 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 MiddleA=NPD >=0A@ KJ PDA 6B=0PAJEJC @K¢
?KJO?EKQOJAOQOO >U PDAShppeylRg2, 28H redognizéd th&t mang = ? AO 6
Real World names once described place, but the meanings have since fadéd) An
AT=1 LHA EO PDA =BKNAI AJ ADiktidnargof Britidh Pl@E Naimés " ? ? KN @
scholars still debate its origin, with the latest consensus being a blend of p€eltic root and
$AHPE? OQBBETAO | A=JEJC 060L H=™ils261P, 303)DiAnot) = REC= >
hard to believe that few today think of this meaning when they refer to London (though, it
may be part ofmy- KJ @KJ BNKI JKS KJigé 'KN 5KHGEAJeé DKS
landscape of his Secondary World: Hobbiton was where the Hobbits lived; Mordor, with its
OEl EH=NEPU PK PDA &J CHRE@hRan3dotsl @asfikelywt@Aaitéo =J @ EP
place. Geographers understand this idea as well, describing landscapes as narrative
representations of the sociocultural events that have hggened 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 uniqu@vassey 1997and therefore
cannot have a meaningful name. Naming a place bestows meaning, even if the naming is
AiQJKBBE?E=H0 =J@ PDA | A=JEJC E(@abKnlBrOntilQHU QJ @
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 hasvit associated
with a particular place.

4 LEJKV=00 PDAKNU KB H=JCQ=CA LAND=LO EJD=>E
Chomsky, wherein words have a current cultural meaning that we access in addition to
personal FHanguages. A soldier seeing hoofprints in the sand will read: horse, soldar
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: | have visited both London, Ontario, and London, England: if |
am in Ontario and refer to London, I likely mean London, Ontario. Conkgely, if | am in the
UK and refer to London, | 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 th sense, someone who is a Middie

A=NPD B=J | =U A=0OEHU | =GA =00K?E=PEKJO >APSAAIJ
LH=?A J=1 AOé 5DAU SKQH@ OAA =J =J?2EAJPé KRANCN
SDANA=0O = B=J KB THeIV@NaOAMN EAA-OL GIESCDFPE P EJ G fA# NKGE

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 naratives 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 existetz [1977]
1982) For literature and film narratives, the syntag@words on the page or images on the
screerAis explicit. The paradigm, or the ideas and meanings, is impli@tanovich 2001, 231)
Metonym and metaphor are referential, their meanings fully realized only after analysis.
. APKJ UI ATLHE?EPHU @EOLH=?A0é O0OSDAJ * =]| SA=NU
in for a place of escape, recovery, and renewal. Metaphor implicitly c@dA J OAOé = 0 0QJHE
>EN?D >N=J?D&6d NA?=HHO PDA LNKLANPEAO®B&s&n PDA AJ
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 ti@arthes [1957]
1972, 104.0) but a simultaneous love of the natural world and a critique of industrialization.
Words anchor meaning but leave descriptive gaps: images are more imperative
(Wollen1978% *B *é PK NABANAJ?A 3K>EJOKJO0OO =J@ #=NP
SKN@O O6H=NCAé NA@ ?D=ENO6 PDAJ I U =Q@EAJ?A SEHH
chair from their past experiences. However, if I, however, present a photograph lefge, 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 readlhe Lord of the Ringsve construct

Il AJP=H EI =CANU BNKI KQN | Al KNEAOeé CQE@A@ >U KQ
connotations. Language rests on linguistic objectives, values, relationships, and actions:
AJ=REC=PEKJO0Oe JKP KRAN=>QJ @ugh GeécripkoB for@atPus& Hé 5 KH
ourmemoriesKk B LH=?A0 PK EI =CEJA PDA H=J@QOReLA =J@ -=
1981, 447). His attempt to restore myth to England through common themes rooted in the

local (Phelpstead 2011J)o restore language, land, and memorgynefin)(Pearson 2011tan

>A OAAJ EJ 3KD=J0O >=JJANe, apréhiGtéric gaghwd?tkdih 6 BBEJ CP
Oxfordshire and part of the Berkshire Downs (se€&igure9). The similarities between

5KHGEAJO0OO @AO?NELPEKJ Figule@) aten& &Cdetaband f@her E? PE K J
support Middle-earth as a past age of the Real Worl8 K H G Eeddér® dan do the reverse,

however, anduse FantasticalOther Worlds to give meaning to the ReaWorld 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 greer(Tolkien, LotR 1987

[1966], "The Ride of the Rohirrim", V, 5)
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Figure 9: The White Horseon afi C N fiellJ o

The year 2018 was a patrticularly dry year for the UK. Photograph by Jennifer M. Grek Martin,
Uffington, England, 2018nset is an aerial view of the Uffington White Horsémagesource:

https://en.wikipedia.org/wiki/Uffington_White_Horse

In the scene referenced in the quotation above, King €bden effectively becomes the

banner, callingthe Rohirrim to the Battle of the Pelennor Fields and leading the charge:

i" AU DA OAAIl A-@& of Kidlfatiei fan Ike=neviPfireAn his veins, and he
was borne up on Snowmane like a god of old, even as Oromé 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 TBoden 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'snterpretation of 3 K D =bardné.

This still is from theset of Edoras, Mount Sunday, NZIrfage ®urce: www.4imagination.co.uk)

"JKPDAN O?AJA BNKI PDA >KKGO DEJPO =P 5KHGE
myth. In this sceneFomer of Rohan is skeptical of the validity of myth in explaining places

and events in the story.

6K SA S=HG EJ HACAJ@O KN KJ PDA CNAAJ A=NPD
6" Il = 1 =U @K >KPDed O=E@ " N=CKNJé& o6' KN JKP
make the legends of our time. The green earth, say you? That is a mighty matter of

HACAJ @ PDKQCD UKQ P NA®l@enELBR (O8791066], FHi2A HECDP |
Riders of Rohan", lll, 2)

For Aragorn, those who know andbelievethe legends may do both which is of course what

Tolkien is asking us to do as the reade€Conceptually, thissceneAT Al LHEBEAO 4 =HANO (
imagination (Saler 2012and Tolkien himself discusses this blend of myth and reality more

fully in Mythopoeiadescribedin Chapter llabove (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.
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Photographing PlacesBestows Meaning
*J PDA OA?PEKJ fAi-=J@0?=LA LDKPKCN=LDUO * @E
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
photK CN=LDANOO OPKNU =>KQP PDA 3A=H 8KNH@ H=J @0?
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 Otherafid
place to bestow meaning on a Real World one. In this way, photographing a Real World
LH=?A EO =J =?P KB >AOPKSEJC | A=JEJCé >QP A=2?D
imaginings are unique, therefore, so are the meanings bestowed upon these Ré#orld
places.
I illustrate the importance of bestowing meaning on the Real World through
photographs by turning to my case study. In Middlearth, language and myth give meaning
to the landscape, but the landscape itself reinforces beli¢Shippey 1982, 164%iven the
power meaning and social interaction have over a given landscape in the Real World, we
may agree with Lefebvre: our imagination grounds realit{1991, 139%hotographing a Real
World place and, as wesaw above naming it changes the relationshipetween person and
place, because every time they encounter that placthey now enter a myth of their own
creating, their own place of mineEvery timewe re-read The Lord of the Rings re-watch
the films, andrecalla Real World placewe transfer meaning tothe Real World andwe
stabilize the physical and aesthetic aspects tfie Secondary Other World visually and,
perhaps more importantly, experientially. Bestowing meaning on a Real World place from a
Fantastical Other World creates a reciprocal relanship, whether that relationship is only
6 B E P B Q H H(Bhipfey E9B2.. 13a} i®@6ne that has been maintained throughout a
lifetime. The Real World stabilizes th©ther World and the FantasticalOther breathes life
into an otherwise mundane or disorienting landscape.
This reciprocal relationshipbegins in a Real World placeherefore we can credit the
place, as Cresswell2011asserts, as making theelationship 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 placéhysicality of aReal Worldlocation determines
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the spatial practices that happen there and the institutional representations of placbut not

necessarily the imagined Other World practicesThe physicality also determines

representational spaces: the lived places created by individuals in concert with, or in

opposition to, widely perceived representations(Lefebvre 1991, 33Pe Certeau names

these strategiesand 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 EI LKOA KJ OK?EAPUé 5=?PE?0 Al ANCA
informed from a senseof self, and resulting in the differential use of the products produced

for them (Certeau 1984 + = ?TGeLKrd df tBe Ringzresents numerous examples of

strategy and tactics. One is his partnership with New Zealand tourism, suggesting multiple

journeys: the journey of the Fellowship through New Zealands-Middle-A=NPD =J @ B=J 00
fated journeys to New Zealand to see where theilogy was filmed. But for those who

tactically see Middleearth in more mundane landscapes, whether through an unbeknownst

guest for authenticity or through a more conscious rejection of New Zealands-Middle-

earth, their own woodland paths become Lothlérien, metaphorically speakingPut another

way, photographing an iconic landmark like the Eiffel Tower would be in keeping with the

societal norms regarding tourist photography, but naming it Baraddr would be a tactic for

turning the iconic into a personal, embodied narrative.

Bestowing Meaning on PlacesStabilizes Identities 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 throughplaces of miné # AOPKSEJC | A=JEJC PK LH=*7
meaning to our livesi leads to culturally recognized coherent stories structured by known
canonical forms because affect conveys how subjective experiences should be interpreted
=J @ QJ @ABhLIRYKL®OB)S5Bestowing meaning on a Real World place is gaining
control over space for positive sense of selfdentity, manipulating that place to reflect who
we think we are, and maintaining continuity with places in our past. Childhood places are
psychic anchorg(Cooper Marcus 1992and it seems imagined places in favourites books and
films can be as wel(Ulrich 1983, 90)Rereading favourite childhood book#& many of which

are fantastical in some sens&may 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 ad trusting (Kaplan and Frey Talbot 1983laces 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.

&J?KQJPAN SEPD =

3A=H 8KNH@ - =J@0?=LA &R=HQ=PEKJ

A =GA LDKPKCN
*] =CEJA *1 LNAOOEKJO
"OOK?E=PA&I KPEKJO

4AHB *1' 1l ANOA ABBA?P&ERA #KJ@KI L=NEOKJ P
. Al KNEAO CZJP-ORIBI = H
#=?GCNKQJ @ HR=GA LD&EPKCN:
&TLANEAJ?AO A KCJEPERA LKOP L D&PKCN:
= eal .A:J@JﬂmNﬁKi’z@--AopDApH
/ =PQNA 4K?EAPU ..P@PN;?PEK *Q@CAI AJFP

-=J@0?=1W=?A EJD=>EP=JPO
"Pl KOLDANAH=?A NQRAQ A=JBUKCXEAPWI >ANODEL
1KOOE>HA =?PEIREPEAO s +Q@CAI AP
"BBEHE=PEKJ

Figure 11Diagramshowing the cognitive processof RW-FW associations.
Adaptation of Ohta's landscape recognition diagram (2001), includiggQOP =B OKJ 0 O AE £&Ca OA

and social relations and Knez'glaces of ming2014).

%WN=SEJC KJ O0ODP=00O0 MQ=HEP=PERA OPQ@U KB NA=?
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 depicFigurellP = GAO O0DP=00
model and adds a comparative dimension to a Fantastical World. In this model, an
AJ?KQJPAN SEPD = 3A=H 8KNH@ H=J @0?=LA EO OAAJ
Nature, and Others, which determines affective or cognitive associationshé& time
dimension is variable: it may be an association made in an instant, or a wetirn 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 pfeferenda textual
and locative context, and iconographical analysis provides a rich picture of how stories
contribute to the Sel-Memory System, how fantasy fans see themselves and interact with
the world, how they perform their identities and interact with othersonline, as well as
insights into the nature of media reception and tourism, and thplace-identity-media
relationship generally.

When we bestow meaning and create place of minethe 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 thlsad to activities like
taking photographs and telling stories, even the use of metaph@Barclay 1995)These
=?PEREPEAO DAHL Hi&uX delménioikédeliéka 2004, 5BBut nfulpie= 6 O
associations also change our memories upon recollection. Going back to the woodland path
AT=1 LHAé EB PDA O=1A B=J S=P?DAO 1APAN +=?2GOKJ
Lothlérien will influence the appearance of the Real World wadland path in their memory.
This process helps maintain continuitfLewicka 2014by associating the same visual
preferendawith 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 interaction®addeley
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 recordseposted 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 SouvenirsPlaces of Min©nline

This study centres on data collected from social media, a souroédata for more

research in a variety of fieldsincluding the expansion of traditional ethnography into online
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i J AP J Ki¢Kozihed P020)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 | A@E®R02G )T Thekehrd Banaverridsoffege@rchusing social
media databut some, such as this study, are more focused on the content of thesaline
traces than they are on the people who have made the203) 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 researcheilhey are acting as connected or
networked individuals (Kozinets 2020, 1223)with complex and fluid identities
encompassing blends of hobbies, beliefs, lifestyles, subcultures and othgnofessional and
personalinterests (Kozinets 2020, 123%ocial media, particularly websites with targeted
audiences like Flickr, are not representative of everyonén fact, it issvenimportant to
separate those who post publicly from those who restricccess tatheir online traces, as
the motivations and character of their performativity would likely garner different results
(Kozinets 2020, 204)However, the technologyallows these networked individuals to
OLNKFA?P PDAEN REOEKJ = {K@n&XKE2D A22RHCchiMtAiP AJ @A @ =Q
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 grouf2020, 120)but does social media reward
?KIJBKNI EPU KN > ARKS3)stdies 6f¢nstagrard $UGIES? cdriobnity, but the
proliferation and continual transformation of chatrooms, blogs, websites, message boards,
and fan sites suggest there may be some capacity foelonging Perhaps it is somewhat
KLPEI EOPE?¢é >QP 5KHGEAJ SNKPA (Dobdell 1p81,F®), SEPD =1J
=J@ LAKLHA SEHH =HS=UO QOA P=?PE?O0 RGérteu =GA @K
1984) Over twenty years ago Castells suggested an action like posting images to social
media could reintegrate life experiences with the screen, promoting memory and reflection
much like home videos and photo albums did previousl{2000, 366) Perhaps this study
and others like it canfurther comment on the validity of$ = O P pkedittiancand whether

reintegrating life experiences amounts to conformity or to a sense of belonging

My study is not technicallyafi J A P J K Ghdugh.itRibks have elements of data collection,
analysis,and ethics that have muchin common with this group of researchmethods.
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New Media Objects and the Information Society

SinceSocratesthought 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, 35Q0)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
| AOO=CA EO JKS-OAIETUAR@?EPATPI DKOA OUJP=T EO Al
entertainment, education, propaganda, relaxation, and hypnosis are blurred, as are the
media themselves(Castells 2000, 364). For example, the visual grammar of video games
and movies are bleeding togethe(Thompson 2007, 249)Whether this blurring interferes
with how we assign meaning and to what, is similarly unclear. Traditional medipainting,
writing, filmAhelp 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 © 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 consciousnes§Gandy 2011)

601 AKLHA EJ?NA=OEJCHU KNC=JEVA PDAEN | A=JEJC
>=0EO KB SD=P PDAU (Gadtelse200R, [9)Ttre destEidim) Af tr&dDiohd) = NAO
institutions and constructing of new identities depends on the production and control of
GIJKSHA@CA =J@ =??2A00 PK EJBKNI =PEKJe SD=P $=0P
A GJ KSHA @C ACastaliKk2D00) Mariovich and Castells reckon we distribute this new
OAJOA KB OAHB PDNKQCD /.00 RE= PDA AOL=?A KB B
virtual world as seen, like photographs, through a window, door, or mirrofSchwartz 2011)

The promise of immersion in the virtual world(Manovich 2001, 183jas not been fully
realized, however, perhaps prompting embodied experiences based on sense of self and

LH=?A ?NA=PA@ BNKI Il A=JEJC CHA=JA@ BNKI BE? PEK
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globalization andAugéd O -E HK2? AOQJ OPWANGEQADOIK=NA EJ B=?P HA
individualism, home centredness, and regionalisnfCastells 2000) was the fact thatThe
Lord of the Ringsvas a New Zealand production, a film with geographic identity, part of the
reason for its success?
5D=P =JU | A@E= K>FA?P ?2=J C=NJAN SKNH@SE @A
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, networkeddety,
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 decertralized, diversified, and customizable, even with increased investment
in media and formation of communications megegroups. The audience can choose the
messages they receive, and it will not be the same messages as everyone @lsestells
2000, 36%9). In this environment, genres may proliferate and become more specific myths,
or they may have less of an impacton meaning = GEJ Cé - EGA #=NPDAOO ?KJ?7
genre naturalizes culture. However, modern access to information may be deconstructing
these myths.
8A HERA EJ = 6 SDE N (Gauirda@lt, Masion larki R&Enar€ 20E5) = CA 06
" NKI #=VEJOO |/ AS . A@E= PK . =JKRE?D0O / AS . A@E-=
AARANW@DODH KB | KBRzh204, BHutalSodirdnformation. 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, (seeFigure 12 (Manovich 2013, 35, Gaudreault,
Marion and Barnard 2018) # = NlAdum®8J] >A AJ @HAOOHU NAJASA@é o
PDAEN @KI AOPE? O?NAAJOe ?=J CERAGaudreautBHAAPEJC
Marion and Barnard 2015, 82ppectators can fast forward, rewind, skip, and change the
OAMQAJ?A EJ SDE?D PDEJCO (Castdlls$200e4940MNAs= PEJ C APEI

environment, understanding how these new digital media objects function is important,
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particularly how they represent physical space and mattdiManovich 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 readir{@aron 2021)o the benefits and
cautions of reading and consumingnultimedia fiction (Baron 2021, DilBhackleford 2016)it
is clear that media affects us in various way$he media consumed by the photographers in
myOPQ@U =NA PDA SKNGO KB +é3é3é 5KHGEAJ =J@iKN
N A = @Qldey stadd@ stark comparison to the social media posthat comprise the data
corpus and are how these networked individuals communicatd_onger narratives promote
reading comprehension and vocabulary developmeniBaron 2021, 27gspecially 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 challengegDill-Shackleford 2016, 13, 1lt)is interesting, then, to see
how Flickr photographers communicate their relationships with Middleearth 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 LotRinternet meme: 6 5 = GHe Bdbbitsto* OAJ C=N@3a 0 é

This meme wasoriginally a GIF with sound andrideo clips. Image ®urce: www.imgur.com

Performing Identity: Sharing New Media Objectson Social Media

"P PDA PEI A KB .=JKRE?DOO OPQ@Ueée *JOP=CN=I
LDKPKCN=LDOé =0 *PK =J@ %=EOQGA LQP EPe PDA 072
QJATLA?PA@ | KI AJPO KB OQNLNEOAE (2618, 3PU =J @ = @K
Manovich chose a mixeemethods 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 BKQ

photographic content.
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warranted. The creation and sharing of identities througiNew Media Objects NMOs) and

networked social media sites is complicatedMultitudinous 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 anxiétyith all this

?DKE?A¢ SEHH * AvbikekmendddxAn bé aniirEg@\R 6an lsb Aecide

to blend or filter our identity based on the social media platforms we choos@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, sugjgey an

interesting relationship between memory and identity(Manovich 2018, 1-2). 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 interestingNeale 2000) Social media urges conformity, including

tutorials for how to photograph and post in order to gain cultural capital, appropriating

subcultures in the procesgManovich 2018, 11117, 12/Managing media has become as

?AJPN=H PK = LANOKJOO ? QNM&aQNF2013R2EBA =0 ?NA=PEJ
Belief is membership and modality: it is mobile and not dependent on content,

finding refuge now in media and leisur¢Certeau 1984, 1780). 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 alidate emerging meaning and identity. In this way,

social media and the informational society blur the boundaries between private and public

(Manovich 2013, 28, Kozinets 202QQEPD LDKPKCN=LDU BQAHEJC PDA BE

EJPANEKNEPU SEP DRatifes niE 88y\@indreasingly Wish to extethalize

PDA EJPANJ=Heée >QP KQN LANOKJ=H NABHA?PEKJO | =U

(Manovich 2001, 61Yhe Middle-earth-on-Earth experience is inherently personal, but social

| A@QE= | ECDP LNKRE@A S=UO PK R=HE@=PA PD=P ATLA

entertainment might introduce ways in which the experience reflects common themes or

imagery, signfying a sense of belonging.
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Sharing Records ofPlaces of Mine

Photographs of Real World places, particularly combined with context providiby
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, theexists 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 phiographer 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 identity Aor a version of itAonline.

Photographs posted to social media that contain evidence of the Middlearth-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 timihg 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 ingloverall narrative,
may be recognized in the Primary World. Perhaps a woodland path physically looks like the
Lothb(NEAJ KB PDA LDKPKCN=LDANOO EI =CEJ pl&x&edfJ & KN
ming holds affective or cognitive meaning. When tise cues are recognized and the
association between Primary and Secondary Worlds made, the photographer at once
bestows meaningon the Real World place. The resulting photograph (if there is one)
contains both sets of cuesin fact, contains thepunctumthat 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

6i*P EO MQEPA LKOOE>HAiI PD=P SA SEHH =HS=UO

LANOKJ=HEPU BNKI JKRAHO Ribemsky BOBBK159) O? EAJPEBE?

* | ECDP JKP =CNAA SEPD PDA SKN@ Al KNAoe
= OPQ@U KB HEPAN=PQNA =J@ BEHI EO ?ANP=EJHU
of scientific psychology. Seeing a phenomenon from micro and macro perspeasA from
the detailed qualitative analysis of one case to the quantifiable patterns found in many
casedA can give us a more holistic picture of a phenomenogirwin 2008). In bridging the
disciplinary paradigms, | find it thrilling to see humanistic inquiry paired with quantitative
methods in the social and physical sciencg3ravis 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 placeq1997)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 casetsdy 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, | discuss my rationale for using photographs posted to the social
media site Flickr that exhibit the Middleearth-on-Earth phenomenon and why | chose to
QOA 5 KH G E-faithoa® a case @@l Acontinue by explaining why | chose teewmn
embedded mixedmethods approach for this research, with thematic analysis for the
gualitative method and both text and photograph coding and geospatial analysis for the
guantitative methods. Finally, | wrap up these pages with three statements on etbi
limitations, and reflexivity, and | close with the methodological roadmap | have used to

gather and analyze the data in this research.
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Finding andldentifying 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. Understandinwgy
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 landspa 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 oDther and Real World places, and to the
creation of personal narratives that govern sense of self (ségégure 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, informatbnal society.

&J?KQJPAN SEPD =

3A=H 8KNH@ -=J@0?2=LA &R=HQ=PEKJ

AR =GA LD&KPKCN
*] =CEJA *1 LNAOOEKJO
"OOK?E=PA&I KPEKJO

A AHB *1 1 ANOA ABBA?PERA #KJ@KI| L=NEOKJ P
. Al KNEAO =) P=®R@E?R =H
#=2GCNKQJ @ B=GA LDKPKCN
&TLANEAJ?AO AR KCJEPERA LKOP LD#&PKCN:
= eal .A:Jl’dJ:CF(DNﬁKa@"AopDApE7
g +Q@CAI AJP

I =PQNA 4K?EAPU p
-=J@0?=1W=?A EJD=>EP=
"Pl KOLDANAH=?A NQRAQ A=JBUIKCXEAPWI >ANODEL
1KOOE>HA =?PEIREPEAO +Q@CAI AP
"BBEHE=PEKJ

Figure 13 Diagram showing the cognitive processof RW-FW associations.
Adaptation of Ohta's landscape recognition diagram (2001), includijgncludingl QOP=BOKJ 0 O AE £&
self, nature, andsocial relations andKnez'splaces of ming€2014)This is a duplicate of Figure 11, for

ease of reference.
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Many studies in social media focus on text; | wanted to augment that focus, and, at
the time | 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 fantasticgllaces of minavith an online
audience. Themes present in the photographs and texts can then be compared
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 miseen-scene. Through geospatial coordinates, the photographs
can also be mapped ontdhe Real World, to see if certain Secondary World places or
preferendaact as metonyms or metaphors for different areas of the world. We can ask, and
hopefully answer,6 8 DANA EO PDEO D=LLAJEJCg¢othwh&D=P H=J @O
| A=JEJCOé | AP=LDKNOe KN | ARdoWnUdr@gocrQb " SSIAUBGDA U =
Through textual and photographic analysis, it should also be clear whether the
photographer accessed memories of the film or the literature.
Because | wanted the photographs to be as informativasthe text, | needed a social
media platform that gave photographs a bit more weight. Flickr (htg//www.flickr.com/)
wasmy firstchoicee B EPD LDKPKCN=LDO =0 PDA ?2AJPN=H BK?QO
accommodated the storage and exhibiting of photographs in the forswof private online
AB=I EHU LDKPK =H>QI 00 =J@ LQ>HE? C=(KddikeSEAO BKN
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 ho
achieved(Kozinets 2020,8%8 5 DEO ? AHA>NEPUe KN AEJBHQAJ?ANOE
described by Manovich as highly produced images and curated galleries that conform to the
contemporary tastes of the Instagram audienceevenEJ OLENEJC ADKS PKOo SA>O0
EJOPNQ?PA@ LKOPANGE& KENIP D?UNDA =FA EEJCCA (h *=JJa@® 2 GNe=JIP=E J E ..
(2018) As | searched Instagram for landscape images representing Middiarth places, |
instead found numerous artistic renderings (usually digital art) of characters or photographs
of actors or cosplay, but very few photographs of Real World placedowever, | noted that

several photographs in my eventual data corpus display the trademark square frame format
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of an Instagram imagewhich suggess some Flickr posters also post to Instagram and viee
versa.ln the end my searches for landscape images of Real World places tagged or titled
with Middle-earth names was far more successfuan Flickr than Instagram and my choice of
social media platformfor data gatheringbecame clear

As it turned out, this was a fortunate decision. The social media landscape rarely
remains static and inOctober 2019Instagram limited use to account holdersforcing users
to login to see content past a specific number of post@Vikipedia 2023)In 2021, Adam
Mosseri announced via Twitter and Instagram that Instagram would focus on creators,
video, shopping, and messagingTweet, June 30, 2021, 3:02p(vliosseri 2021) effectively
losing its status as a photesharing 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 A&TLHKNAO =J @FlickBnkdN Fhi@numbet anande®id Z0PIEwWhenO
Flickr changedcorporate hands andiimited the number of photographsper free account to
CAEAEE 8DAJ * >AC=J ?KHHA?PEJC @=P= PDNKQCD ' HE
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 | 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 whomInstagram users would be performing Meanwhile,Flickr limited
content for the free accounts, which likely affected the amount and kind of data | eventually
gathered, but the public accounts were still freely seen by anyone online, which minimized
the resulting expectation of privacy and thesubsequentsense of performativity. | can be
reasonably certain that Flickr members in February 2020 understood that any photograph
theU LKOPA@ LQ>HE?HU ?KQH@ >A BKQJ@ PDNKQCD = "'}
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 notnecessaryin my studyto know personal information about Flickr
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members' it is useful to know some broadbased demographicsFor instance, Flickr
postersin 2015end to be slightly more male than female (on a gender binary scale), appear
fairly evenly distributed through all age categories from 189 through to 70+, and are more
likely to make more than $50,000 a year (US) than to make less than that amo(Wrto
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 usdinternational Telecommunication
Union 2023) Additional statistical data for Flickr demographics can be seen Trable1
(Photutorial 2023) As a photo-sharing site, Flickr continues to be recommended to
professional photographers and serious hobbyistgHacker 2021 )while the total number of

users suggests it is also widely used byon-professionals(seeTable ).

Table I AgeDistribution 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 1824 2534 3544 4554 5564 65+

Percent| 19.62% 28.21% 18.98% 14.27% 11.03% 7.89%

Not only am | limiting the participants in this study to Flickr user§ut | am also
limiting them to Tolkien fans, insofar as they must reference a Middiearth place in the
Flickr post. Therefore, the range of fan devotiospans from those with cursory knowledge
of the films or booksA perhaps even only seconehand knowledge from a friend or
relativeAto those with encyclopaedic knowledge of Tolkien close to hand. Another axis of
fandom is whether someonemight be consideredan archaeological fan (i.e., AKHH A8 P KN 0
adiegetic fan (i.e., someone who immerses themselves in a particular world, @TER AOP KN 0 g
(Wu 2003, 97, Dilishackleford 2016, 32). The collector amasses versions and adaptations

of the story and franchise memorabilia, often with a strong sense of what is canon and what

15The personalinformation | needis already provided by the photographers:that they are Tolkien
fansand that they have had a place-identity-media experiencethat they haverecorded 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. Middle-earth-on-Earth
experiencetherefore is a personalinvestor fan experience where, instead of being
transported while readingthe story, a person is transported through the recollection of a
story place via Real World triggers or points of contact.
Saler discusses fantasy fans atlengtmP DA ? KJPATP KB Al K@ANJoeé ¢
using fiction film and literature in place of myth, legend, and folktal@012Yut also in the
?KIJPATP KB A A@B#? DERA) &SHMAWPKPIEGREA] COAHKJ CEJCO D=L LA
trappings of the Real World that define our identitied like a religion, nationstate, or
ethnicityAcan be seen as just as imagindfias worlds from fantasy and science fictiofSaler
2012, 19\Whenthe Real World trappings no longer seem to fit us, and wheme realize that
we mustimagine how various aspects of the Real Worldork and how we relate to them,
then belonging to a Fantastical Other World is not so big a leapspecially if something
about that Other World fits our sense of Self morecompletely. Social media records do not
often contain much depth of information, thereforethe level offandom, or elective
belonging, in the Flickr posts maybe hard to ascertain | may need to depend on the
photographerdefinEJ C EP PDAI OAHRAO AAeéo€Ciéckidingdbscaerd = DQCA
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 bebvious if they describe
their Real World Middleearth in waysthat@QEBB AN | = NGA@HU BNKI 5KHGEA
descriptions. Level of elective belonging and type of fan would be useful in understanding
PDA fnASDUO -EaRh-daBakth phéh@@hbA, hut there are other ways in which |

might be able toanswer that question

% Here, SalerreferencesBenedict” J @A N (nidginédOommunitiesReflectionson the Originand
Spreadof Nationalism(1991L.ondon: Verso).
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With both books and film telling the stories of Middleearth, 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, suggs a

privileging of the text andA given the length of the book and its complexit# perhaps 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 maylange 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 recatle. Furthermore, textual description and

locative information can help contextualize these recordé. Robinson 2014 pallowing an

analysis ofpreferendafound in the records to be confidently paired with Middleearth place

@AO? NELPEKJO BKQJ@ EJ 5KHGEAJOO SNEPEJC =J@ +=
i) KS0 LAKLHA ATLANEAJ?A PN=JOLKNP=PEKJ PK =

complex blend of memory and of Real World physical, emotional, and/or cognitive triggers.

n8DUO LAKLHA ATLANEAJ?A PDEO LDAJKI AJKJ | =U >A

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 mixednethods, case study

approach and, as well, whathe 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, | have chosen a phenomenological approadhis|
as van Manen stated, as cited i{Creswell and Poth 2018, 786) =J =PPAI LP PK A CN=(
J=PQNA® KB PDEO ATLANEAJ?A KB CEREJC | A=JEJC P

study. As the title of my research suggests, | have limited my inquiries to author J. R. R.
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5KHGEAJ AG NPPD@@HMAMPAN +=?2GOKJOOABEMMDO G GBKIPHIREANC
thereby imposing a firm boundary around which fantastical world | will includ€Creswell
and Poth 2018, 97) chose this alternate world because | anery familiar with5 KHGE A J 0 O
works, the world he created and its fans (Grek Martin, 2011), but | am keenly aware that |
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 | have
done means including a multitude of different fans that may have variousays of bringing
fantasy and the Real together.

However, | have also chosen a rich case study that may have the capacity to say
OKI APDEJC =>KQP = SE@AN B=JP=0U =Q@EAJ?Aé SD=P
(Creswell and Poth 2018, 98Yolkien 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 interpretatiof?
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 literaturerad filmA even
role-play and video gamind\have taken their cues from the peoples and places of Middle
earth. Essentially, popular fantasy fandoms likeame of Thronesr The Witchemwould not
have beenGame of Thronesr The Witchewithout 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.

For this study, a Tolkien fan will be self-identified assomeonewho possessesnough knowledge
about his stories to use Middle-earth toponyms in the titles, descriptions or tags associatedwith
photographs posted to Flickr. | understand that this definition of i 5 K HBG-RuAOproduce a pool of
fanswith arange of knowledge and dedication from the casualto the intense.
BTolkien wrote affiliations between certain racesof Middle-earth and the landscapesthey inhabited.
For instance,Hobbits preferred landscapesof sustainableagriculture, Dwarves preferred rocks and
caves,and many Elvespreferred forests. Theseaffiliations meanthat referencesto different Middle-
earth cultures may alsoindicate different landscapes.
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Mixed-methods Mirrors the Ironic Imagination
In their own ways Salei(2012)and Kuhn(2022)discuss our ability to hold two

thoughtsAeven two irreconcilably competing thoughtAin our minds at the same time.
4 =HAN SNEPAO PD=P B=JO HERA EJ B=JP=O0OPE?=H SKN
|l EJ@QA@ ? KIJO?EKQOJAOO PD=P i LANI EPO =J Al KPEK
imaginary worlds, yielding aformofmodA NJ AJ?D=JPI|I AJP PD=P @AHECDP(
(Saler 2012, 30While Saler focuses on the mental inhabiting of known fictional worlds,
, QDJ @AO?NE>AO PDA QOA KB fAl =CE?=H PDEJGEJCoe
QJGJKSJ LDAJKI AJ= KN >A OQLLNAOOA@ ODKQH@ =J =
revealede * JPANAOPEJCHUé . =HEJKSOGEe =0 ?EPA@ EJ ,
superstitious behaviors allow people to reduce the tension created by uncertainty and help
BEHH PDA RKE @O0R2BparB. B)Aot uRlikeGhk KaBning éffects 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
gualitative methods. The quantitative allowdor 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 mixedanethods exist, and novel
methods crop up as we discover new wgs 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 undetresearched topic, | will use a
mixed-l APDK@O =LLNK=?D SEPD = @E=HA?PE? LANOLA?PE
| QHPELHA L=N=@ECI O HA= @eerrelind CAaeliR003,96) @ANOP =J @E
Multiple paradigms can be combined in various way3riangulation where qualitative and
guantitative methods are used in tandem to compare or relate result€mbeddedwhere
gualitative 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
Exploratorywhere quantitative is used to generalize the results of the qualitativélano
Clark, et al. 2008, 372, Kozinets 2020, 3B)r this study, | 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 planfor data collection and analysis, and the interrelated processes of the
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gualitative and quantitative measures, can be seen Kigure 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 othgseeFigure 14. However, it
is necessary to start somewhere, and | began with an-@kepth qualitative analysis of several

records shortly after collecting the data and sorting the records into datasets.

Create Data Corpus

Qualitative Thematic Qualitative Thematic Quantitative Analysis
Analysis (Photograph) Analysis (Text) (Geospatial, Thematic)
Social Media (Flickr)
Rec;n}:dts cc?ntagmng Preferenda « Descriptive cues Thematic analysis
: | Otourap s « Water (physical, aesthetic) (NVivo)
- Tex
. Geospatial - Vegetation « Real World - Text
coordinates - Complexity = Middle-earth = Photograph
. Dates (Gestalt) « Affective cues
« Presence of (emotions) eerati
. built structures « Cognitive cues (on]t:;fitl%eqir;:ﬂct?;sﬁve
SOrtET(I into Datasets (meanings) and qualitative results
by Middle-earth Colour, B/W 8
tononym Time of day » Correspondence
pony Season (RW and M-e) ‘ ‘
. Book or film Geospatial analysis
Middle-earth places Weather references (ArcPro)
i Perspective int-in-
have vary‘m.g p . Atmosphere Point-in-polygon
characteristics Embodi . Urban areas
. Valence = Embodiment . Biomes
" Cu\t.ure Develop themes from photographic and textual results: - Protected
= Environment create initial codes for quantitative analysis Areas
« Type of place
D c \ ; )
ATA COLLECTION DATA ANALYSIS

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. | chose thematic analysis for both the
gualitative and quantitative methods as this phenomenon has not been widely resedued.
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 weléfined units of
analysis. For example, a potential theme emerging from this study md® >A A AJRENKJI A
?KI'Il A JP=NUoé >QP * SKQH@ JKP JA?AOO=NEHU NALNA
discourse analysis. This gives thematic analysis, sometimes called descriptive analysis, a
?ANP=EJ BHATE>EHEPUEé plke®actesd arangé oAtRebri&tical aad =P 61 ? =J
ALEOPAI KHKCE ?(Brbun and Claike 2006 728Byéusing 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 | QHPELHA EJBKNI =PEKJ OKQN?AO EJ
idea of apelore(2015 S=U KB C=PDANEJC =J QJ@ANOP=J@EJC
60OUJPDAPE? NACEKJ=H @AO?NELPEKJE&O cap€drelSd ¢ =0 MQ
way of creating a narrative of a place based on elements of the physical landscape, how that
LH=?A NAH=PAO PK OK?EAPUe =J@ PDA R=NEKQO 1| A=
SKN@Oée EP EO = S=U KB (fi03)N thelév/€ & & Goreth&Boniouls J PK H=J
SDKHAé OPDAN @EO?ELHEJAOé 0OQ?D =0 =N?D=AKHKCUe
practices, and finding ways to tell rich stories of placgarley Spadoni 2017, Least Heat
Moon 1991)So, while | am not building acapeloreof a particular place, | recognize that
5KHGEAJ B=JO I =U >A A>NA=PDEJC HEBAO EJPK PDAE
upon their places of mineneanings from their favourite fantastical stories. If so, this study
may ultimately be an atlas ocapeloreswhere fantasy stories become the modern myths
and legends people invoke to enchant the Real World. | am curious to find out how and why

they do it and how | can use different methods of analysis to tell tlrestories.

Qualitative Thematic Analysis

Once | had collected the records from Flickr to form the data corpus, | cleaned the
data and prepared it for analysis. True to many qualitative methods, | noted emerging
themes as | collected and cleaned the data and | set aside potential records fedepth
MQ=HEP=PERA =J=HUOEOé ) ANA EP EO EILKNP=JP PK
research questions and theoretical foundations of the researchéBraun and Clarke 2006,
806 / ARANPDAHAOOé * S=0 KLAJ PK =JU EJ@E?=PEKJ
00KI APDEJC EI LKNP=JP EJ NAH= pPBaKIand-Clkrke?2D08, KRAN=H
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 | refer to as the
fCorrespondenced € . KNA OLA?EBE?=HHUé * J=NNKSA@ PDA O~
adapted from Gustafson and OhtaKigure 13and Figure 15 andpreferendadeveloped by

Ulrich (1983)and others (see Appendipd). Only when | felt | had a significant understanding
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of the data corpus did | decide which records to explore further. This process of
B=1 EHE=NEV=PEKJ EO =J EI LKNP=JP L=NP KB #N=QJ
(2006, 87) and after several rounds examining the data corpus | proceeded to Phase 2 and
identified some initial codes (p. 88). For the qualitative thematic analysis for both text and
LDKPKCN=LDO * BKHHK206)@eps,butidel betodv@h explanatid®rO o
().
A Phasel:Familiarizeoneselfwith the data.(Creatingthe data corpus, datasets;setting
asiderecords for in-depth qualitative analysisby examiningthe records multiple
times throughout the data collection and cleaningprocesses.)
A Phase2: Generateinitial codes.(Askingquestions of the chosenrecords according

to phenomenological@Correspondencecodesband preferenda)

>\

Phase3:Searchfor themes. (Collatingcodesinto potential themes.)

>\

Phase4: Reviewthemes. (Ensuringthemes remain relevant to the research
guestions and to the records in the data corpus.)

A Phase5:Define and namethemes. (Relatingthemes specificallyto physical
description, affect, or cognition; decidingwhether additional themes are warranted.)

A Phase6: Usethemesto proceed to quantitative thematic coding and analysis.

The purpose behind the qualitative analysis at this stage isreefold: 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 delop a set of codes that
would be used in the quantitative thematic coding method of analysis.

| cannotreasonably examine all the records | collected in the depth needed for a
typical phenomenological study. Therefore, | uskpurposeful sampling(Creswell and Poth
2018, 159p identify a subset of records, predominately in English or with photographer

provided English translations}®that | will explore further.A specific kind of purposeful

19My first languageis English,and sincethis aspectof the qualitative study focuseson text, | would be
most comfortable interpreting title, descriptions,and tagsin English.However, | noticed that most
descriptionsin alanguageother than Englishoften included an Englishtranslation provided by the
photographer.

113



sampling, maximum variation sampling, allowed me to select records from the data corpus
with a wide variety of Correspondence codes ensuring | 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 stge of the analysisA standard number of participants for
phenomenological studies that use extensive interviews is roughlgn 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 | would be revisiting the qualitative analysis in tandem with the quantitative
analysis, | did not begirthe qualitative examination with a specific number of records in
mind. Rather, | estimated two to three records per dataset and relied on the idea of
saturation to determine when | should move to the quantitative phase of the research.

| 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 aodten
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 irigure 15adapted from Gustafson(2001)and
Ohta (2001) Descriptive titles and tags suggest more semantic, or bottomp 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 |
examined each set of texts in the qualitative phase, | noted such themes and continually
reviewed them as | moved from record to record and from dataset to dataset. As Braand
Clarke suggest, the analysis involves@onstant 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 L(2086@80)THs process is one way to ensure a rigorous approach to the
data and trustworthiness of analysis J @ EO BEPO $2820,83328schekKeof KVEJ AP O
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Collating (preparing data for coding), Coding, Combining (bringing related codes together),

Counting (for quantitative analysis), and Charting (visualizing results).
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Figure 15 RealWorld landscapecognition.

"J =@=LP=PEKJ KB ( QOP aBi@ispécB ofs6 NE=J C HA= AGNEEE aH SE@D? =

?KCJEPEKJ Afade&Eq qing2014)J AV 0 O

Since the text and image are explicitly connected by the photographer, | used the
results of the textual thematic analysis in concert with the photographic analysis. Indeed, |
let the participantsd S KN@O =J@ LDKPKCN=LDO PAHH PDA
earth-on-Earthdohotographs | observed on Flickr, | saw no need to prompt posters to post
further records of their experiences. For each photograph, | asked a series of questions
designed to establish key elements and characteristics of the age. The Faculty of Health
and Applied Sciences at the University of the West of Englaif2017developed a list of
guestions and a brief online tutorial that was a useful starting place; the questions | then

modified to better suit the types of photographs | would be analyzing:

>

What is the setting of the photograph?

>\

What isthe likely time of yearand day?

>\

What is the subject of the photograph?
Doesit include people, animals,buildings and/or scenery?

What is the main activity in the photograph?

> > >

Doesthere seemto be atheme to a set of photographs?
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| ultimately tailored this list further as | 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@ | KK@e KN =PI KOLDANAé NA®ZPA PK 1
which is used in art history and film studies to uncover the meanings found in visual forms.
Used with the theories around tourist photography | may be able to relate elements in the
LDKPKCN=LDO SEPD AAOOAJPE=H MQ@GKHEGCEAMIONDO KMBA THR JKa
+=?2GOKJ0oO ?EJAI =PE? EI =CA0Oé *J =J E?KJKCN=LDE?
might suggest a serene environment. Greens, golds, and browns might indicate a healthy
natural environment, while the absence of colour (i.e., bla@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
AJRENKJI AJP EJ Gsdadscriptbris of SseyPLDthl&rignHBBtEértdaps the trees
EJ PDA LDKPKCN=LD @K JKP ?KJBKNI PK 5KHGEAJOO
PDANA 01 KQJ @O KB CNAAJ CN=00 OPQ@O@A@ SEPD UAHH
that the RealWorld) AA@ JKP ?KJBKNI PK = LANBA?P PATPQ=H
the photographer.

While it is always important to allow themes to emerge in thematic analysis, | had
initial thoughts as to the nature of this phenomenon. | 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. | also considered the possibility that a person makes a
connection on a more emotional level: perhaps the feeling they had at tmeoment 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 Appendsx At any given
time, a part of the SedfMemory 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 | KI AJPé * @A=HEVA@schdmattEPERA |
LNKFA?PEKJO6Eé QJERANO=H?KABARRIJPRéePRN D?KARPPEK
EJ | AP=LDKN =Ba@ayl 120P, ReAYdn inigral 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 theemory and
part of the sense of self and meaning given to place. That some places promote renewed
perspectives is long studied in environmental psychologfHartig and Evans 1993, Kaplan
and Frey Talbot 1983, Ulrich 198Bsychological 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 selfconfidence (Kaplan and Frey Talbot 1983, 189). These
dimensions will be incorporated into the analysis as cues for affective and cognitive
associations.

| performed several irdepth qualitative analyses of records from the data corpus
and created a list of codes relating to the role of the working self in the Sé\femory System
(see Appendix B)Once | felt | had reached a saturation with the qualitative analysis, | began
the quantitative coding and analysis. Again, the mixeahethods approach | am using for this
study is an embedded approach, which means that although | began the quantitative
analysisAwhich also encompasses the geospatial analys&sworked back and forth

between the quantitative and the qualitative analyses in an iterative process.

Quantitative Methods: A Digital Humanities Project
QUANTITATIVECODING: TEXT ANDPHOTOGRAPH

The quantitative approach | 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) explored publicly available information posted
to social media sites, but instead of examining posts to online message boards, | explored

publicly available, geotagged photograph$ and their texts posted with references to

20 Not all photographs posted to Flickr are geotagged,and not allof ' H E febthgyedimagesare

publicly available.l recognize,therefore, that | am accessinga subsetof ' H E Pmades./3 of January

2020,the number of publicly accessible geotaggedimageswas under 1million, down from March

2016(over 1.6million) likely due to changingsocialmedia habits and limits on the number of images
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Middle-earth places. | 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 predoraialy
guantitative in nature.

| applied the codes | created during the qualitative analysis to a quantitative thematic
analysis of the entire data corpus. The data corpu®mprisesseveral datasets, with each
dataset consisting of multiple records that all relate to a single Middlearth toponym, but
that potentially represent multiple Real World places an€orrespondence 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 Middlearth place will have its owrcharacteristics:

environment, culture, and valence, among others, it was useful to see if, for example, all

A(KK@ LH=?A0 D=RA OEI EH=N 3A=H 8KNH@ ?D=N=?PA

the quantitative coding, | used the qualitative analys software NVivo(version 12.6.0959%por
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 (inalling image files) and relative
ease of coding. Having said this, | could have used other software designed specifically for
guantitative social media research; for example, | used Netlytic
(https://netlytic.org/indexpDL g BKN |1 U | =OPANOO NAOA=N?DE&
on automatic word recognition, and | wanted to manually code each record according to my
understanding of the emergent themes. | also wanted to be sure that the meanifig

especially the meaning of theCorrespondenceAwas as precise as possible, a feature that, in

my experience, can be unreliable with automatic word recognition.

housed on Flickr per account. The number changesasowners add or delete images,so this isalsoa
shapshotin time.
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QUANTITATIVEGEOSPATIAIANALYSIS
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) softwar@rcGISPro (version 3.1.23s a point
(vector) shapefile(Serdyukov, Murdock and van Zwol 2009)GIS allove me to present the
records in thedata corpus locationally, as a whole or a®ponymic datasets,similar in some
waysPK ' HE? GNoO 8KNH@ . =Lé& ) KSARANé SEPD = (*4 -
geospatial analysegBrown, Raymond and Corcoran 2015, Lakshmi Steinberg and Steinberg
2015)Once | amalgamated the toponymic excel files and converted the resulting excel file to
a geospatialvector file, | could usefeature-based analyses, such as buffering, spatial queries,
and spatial statistics to learn more about the locations of the Middlesarth-on-Earth
experiences. couldalsouseoverlay-based vectoroperations 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, geographicalfeature. There are numerous
geospatial operations and opensource datasets that might have been useful for this study,
but | decided to limit the geographical analyses tdtee variables, environmental biomes
protected areas,and urban areas, and one operatiorpoin-in-polygon. In this wayl can
revea in what biomes different Middle-earth places are located or whether the photograph
was taken in a predominately urban or rural areghough, admittedly, further geospatial
analyses would surely yield interesting results
This geospatial analysisnay belimited, but the variables and operation | chose can
OPEHH LNKRE@A ?KJPATP PD-=P |dntéhirta@d ongloDabdathlh P DA MQ
BKN PSK NA=0OKJOé BENOPé * -earth-oh-RENRPOEPEKJEJPRDKIJ
HK?=PEKJé *JEPE=H OA=N?DAO KB ' HE?GN0OO 8KNH@
Middle-A=NPD KJ =HI KOP ARANU ?KJPEJAJP A* D=RA JKF
Second,in order for results from geospatial analyses tbe useable| needed the data to be
at compatible resolutions, projections, and quality. These conditionsxcluded anyfine-
grained topographical data from North America or Europe, but it also ensured that all the
comparisons | madewere valid. | 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
shapefilegthat describecultural and natural geographic featuresmany 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

As | coded the text and photographs of the Flickr recordspbserved a variety of
natural environmentswere represented in the photographs. | noted, toothat some
forested environmentswere tropical or subtropical, not at all like the European forests
Tolkien took inspiration from (Garth 2020) Theseobservations led me towonder in what
vegetative biomes Middleearth-on-Earth occuis most frequently. | downloadedthe
Ecoregions201dataset from RESOLVEHttps://ecoregions.appspot.com), whichrepresents
fourteen major biomes as a vector shapefilesee AppendixC). The secondjuestion | had
while | was coding the photograph settingsvas that many of the photographs in the Flickr
records seemedo be in natural, even wild, settings, buivere they?Perhaps the
photographer had found a park in arotherwise urban areaand framed the photograph to
make the setting appear naturallf so, this could mearthat finding Middle-earth natural
placesneed not require atrip to a remote wilderness area. To answer this question, | used
/| =PQN=H &=NPDo0 O @tps/miw.matil@ecardda@ bomldéwBlGatisAOmd
cultural-vectors/10murban-area/) to identify major urban areas around the worldTo
DECDHECDP PDA KLLKOEPA KB PDA >QEHP AJRENKJI AJ
Database of Protected Areas (WDPA), which | found at the following url:
https://www.arcgis.com/home/item.htm|?id=ae78aeb913a343d69e950b53e29076f7 .

| started with the Ecoregions2017 dataset, noting thateh 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 thecoregion is a subclass of the
Mediterranean Forests, Woodlands & Scrub biomé&lassifying 1251 records into 84pecific
ecoregions would not beasinformative asclassifying the records intogeneral types of

climate and vegetationso Idissolved theecoregionboundaries (847) with their respective

2 EJPAJ@ P KPro@oOnanadgeddd*anal@sis thdl @atasets, therefore any vector or raster
imagery will have to be compatible with that softwareLike 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 ArcGISPro Dissolve function.| then usedthe point-in-
polygon operationto seein which biomes the studyphotographs weretaken. Initially, 1197
records were placed within one of the fourteen biomes. | investigated the remaining 54
records (4.5%), noting slight discrepancies along coastlines due to the Ecoregions28g¢&r
having a coarser resolution than the geospatial coordinatdecating the source of the
photographs (see Figure 98, Appendix Ch all 54 cases only oneibme was in close
proximity to the coordinates of the photograph, therefore | was able tananually classify all
54 records.

| alsowanted to know which photographs were taken within an urban areao |
could compare them to how | coded thephotographsd O A P P\hétiieCtidey dpgearéde
to be inurban, mixed, or wild setting. The Urban Areas dataset is freely available through
Natural Earth, a University of WisconsirMadisonopen dataproject, though the data
supporting this layer was derived from 20022003 MODIS satellite data at one kilometre
resolution and therefore may be out of date or lacking fine enoughoundary detail. |
discuss the limitations of the datasets in a following sectigrbut, gven that the date range of
my data corpusrecords spans from 2003 to 2019, | decidgte currency of this dataset was
acceptable Again, | used theoin-in-polygon operation to find which records were taken
within the boundaries of an urban area. From here, | compared the photographs taken in
urban areas to how | coded the settings of the photographs to determine whether people
were cropping out the built environments of theirMiddle-earth-on-Earth places.

The Protected Areagdatabasee & 43* 00O 8 KNH@ %=P=>=0As KB 1NK
updated continuously, so | have the opposite problem oivhat | described above
photographs may have been taken in an area that was not a protected area at the tirfikis
@=P=0AP EO IiUbEmwidment Worl® CoAserdation Monitoring Centre
(UNERWCMCQ), in collaboration with governments, norgovernmental organisations,
=?=@AI| E= = JEBRIRORAAQORIrNsted resource for study in marine and
terrestrial biodiversityé * =? MQENA@ PDA 8 %1" PDNKQCD %=HDKQ(
license for ArcPro GIS in August of 2024, so the database would be current as of that date. |
used thepoint-in-polygon operation to find which records were taken within the
boundaries of a protected areaand, 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
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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 urbarreas, we
can start to get a picture of where Middleearth-on-Earth happens, regarding urban and

rural or wild areas.

Ethical Implications
| used only publicly available, geotagged photographs and their corresponding texts
from* HE? GN BKN | U OPQ@Ué "??KN@EJC PK %=HDKQOEA
Angela Hersey, this means that the study did not need Ethics Board Review or Approval
(personal communication, November 24, 201.7Authors such as Kozinet$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 anonymized?through alphanumeric codeg(1789). Social media is an endless
font of information about people, places, and ideas, much of which has been made publicly
available. | will speak to the limitations of using social media elsewhere, but the fact that
there are numerous photographs already avéble 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 imag on Flickr that the image might be used in a study,
they are certainly aware that they are posting their images publicyJ @ PDANA EO 06JK
NA=O0OKJ=>HA ATL AXend®sR2620, 1 )bhe faditEaRmadylbbthe posters
have copyrighted their photographs further attests to their understanding, which is why |
have not reproduced any photographs posted to Flickr, apart from a few partial screencaps

with the url bar partially intact.?®

22Kozinetsusesthe term i ? H K +h@vk &b réot included complete urls or pseudonyms,though |
acknowledgethat any quotes or imagescould be found usingaweb browser asall records were
publicly availableat the time of data collection.
23This practice walks a fine line between respectingthe anyfuture copyright changesa photographer
might make and cloaking an identity (Kozinets2020). Asall of the photographs were publicly available
at the time of data collection, | have chosento err on the side of copyright.
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That people have posted photographs with Middleearth 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 experiencelowever, | acknowledge that
although the data are created by people unknown to me, | have gathered data based on
certain criteria. Therefore, the online traces made by Flickr photographers are shaped by my
research questions, decisions, interests, and ingeretations. 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. | see value in the interview process and may even add intervietgsan expanded

RANOEKJ KB PDEO LNKFA?P EJ BQPQNAé >QP *

HOK
experiences that they have already provided. Finally, | did not collect personal information

about the photographer, other than their usernames, tk QCD ' HE? GN0o O " 1*é JKN
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 postdras used their own name as their Flickr

username. Since | 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 b i D 2 Da@ieipa oo 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 &ase study. | am only looking at how fans of
5 KHGE AJ é&&th whi l@@hbdsted photographs to Flickiuse the books and films to
give meaning to the Real World, therefore the specifi@sults | will getpertain to the
physicality and the mythic roles of that Secondary WorldAt most, | could see the results
reflected in several other fantasy fandoms,@ 5 KHGEAJ EO ?KJOE@ANA@ >U
sub-? NA=PKNO0 KB | K@QANJ DECD B=JP=0OUé ) KSARANé B=
"OEIl KRO O Stir WHredCséar TirekuAiverses, and other literature and film genres,

24 Socialmediasiteslike Flickr have memberscreateaii D = Jtt@HsAiged online. Sometimesthese
handlesareal A N Omate and therefore | will make every effort to excludeFlickr or Instagram
handlesfrom 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 Tolkiénspired study and when
they are, theyare usually associated with the antagonist of the storBut a study focusing
ontheStar WarsK N ' N = J G Dynéfdvdoms\niight@ee more Real World deserfsand
ascribe more positive meanings associated with thefasthe main planesin those
Secondary Worlds areprimarily deserts.So, while thespecificresults of this case study
relate directly to Tolkien and perhaps other fantasy fans, the way in which | have collected
and analyzed the data may be used by any researcher in the context of any fandom.
Furthermore, the general cognitive and placdased processes around Real Worl@Dther
World correspondences should be the same for any Other World fandom

Because | focused on Tolkien fans and because | was interested in photographs
placesand geospatial analysis, the way in which | collected the data has a few limitations
the question over demographics and the choice of Middlearth places While it is unlikely
that members of Flickr have radically changed their online identities, we cannot be sure who
PDA ANA=HO LANOKJ EO (koamt 2080, 204)WhielthisEattAss L OAQ @K J U
arguably secondary to my goal, i.e., | am interested in the online traces rather than the
demographics, | cannot be completely sure of theontexts 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 thatl was not able to tease out the Middle
earth Shire from all the Real World Shires anghires, therefore this key Middleearth place
is not represented in the study, apart from its association with Hobbiton. Furthermore, | was
similarly unable to include Gondor and Rohan, also key places in Midebarth. | 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 rdsimay have been
interesting, | needed to balance that value with the validity of the quantitative analyses.
Other limitations of note includethe 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 impossiblea 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 sitegor 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
through to 70+, and are more likely to make more than5h,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 | am interested in is something already provided by the
photographers: that they are Tolkien fans and that #y have had a placédentity-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 paied with in-depth explanations, as in methods like
Photovoice?® 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 | cannot ask them
explain why they took that particular photograph in the level of detail | 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 populationbeyond Tolkien fans on Flickr who have posted their photographs
publicly. | mentioned before that this is a rich case study and that the high fantasy genre has
been greatly influenced by Tolkien. The most | can say with the results, then, is that it is
likely that Tolkien, and perhaps even fantasy, fans may experience this ploenenon 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 famgho post to Flickr.

For this last point, | am particularly conscious of the performative aspects of posted publicly
to a photograph-sharing site.Finally, | conducgd 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, kollected and analyzed all thelatain this study.

23n Photovoice, researchersaskstudy participants to take photographs asaway of answeringthe
researchems questions. Participantsthen typically describe the photographs, givingresearchersa
more thorough explanation of what is in the photograph and why it isimportant.
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In this | recognize that | may make errors in creating the data corpus, or that my knowledge

of Tolkieno O SKNGO =J@ | U HKRA BKN PPbBmay&fecinty=0U =J @ C
interpretations. Having worked previously with social media, | know that these sites change

frequently, somy systematic approach to data collectiormeans | can only take a snapshot

of the Flickr catalogue at a certain timdf | had collected the data at a different time,

doubtless | would have had slightly differenAor very differentAresults. Despite these

limitations, | am confident the results of this research give us insight into the pladgentity -

media relationship.

Reflexivity
* S=0 BENOP EJPNK@Q?A@ PKfivedsb@GHmendng O SKNGO =
parents presented me with a picture book and record set ofhe Hobbit It was not long
before | graduated to the fultlength version of the story and later to the longeirhe Lord of
the Ringsand still laterThe SilmarillionThus, | always carry a bit of Middleearth in my
EI =CEJ=PEKJé "O | AJPEKJA@ =>KRAé * SNKPA = . =0
they discussed the mental images they created while readifithe Lord of the Ringsr
S=P?DEJC 1APAN +=?7GOKJO0O =@=LP=PEKJO PDNKQCD P
(http://www.theonering.net ) (Grek Martin 2011)My knowledge of Middleearth 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 placeames,
regions, cultures and races, and otheratails that will be useful in carrying out this research.
| am a geographer and practicing cartographer, which contribute to how | see things and
DKS * @K PDEJCOé "O = CAKCN=LDANe * >AHEARA PD
geographers) and as a caographer, | understand that in representing places sometimes a
blend of science and art, of text and image, can give wonderfully powerful results. | also
understand how uncritical we tend to be around visual images, and how little they are used
in research Furthermore, | am attracted to disciplines that are themselves interdisciplinary,
like geography and information studies; | 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 1 find that fantasy and photography are themselves
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well researched, they are not often useth research. | believe that fantasy can tell us a great

deal about ourselves and that photography has a unique way of recording the message.

Finding FantasticaPlaces of MineA Methodology

Our experiences influence us in ways we often do not immediately realize or
recognize(Corkin 2013, 198Yhe 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 Wold and Other World into a reciprocal relationship wherein the Real
manifeststhe Other and the Other gives meaning to the Real. This activity changes our
relationship with place: we become attached to it, and it evolves intofdace of mindoth 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 inforation and
too few stories to make sense of it al{2001, 217But a cursory glance online suggests
people are using stories to make sengesense of themselves and the world around them.
As we walk downthe SKK@H=J @ L=PD =J@ 6BEPBQHHU CHEI LOAS
realize that we have known ourselves and the world all along.

This plan of study (sed-igurely EO = S=U PK QJ@ANOP=J@ PDA
the Middle-earth-on-Earth experience.Photographs render the world more accessible:
8=HPAN #AJF=1EJ OQCCAOPO PDA 6JAA@ PK >NEJC PD
=J K> O4SOntag K0376190F # = N P D A Opuncfuichjtubek @ur akeBtion,
(n.d.) drawing us in and bringing us closer to the imagk.contains traces of the Real World
among which lies thepunctum,a spark of recognition identified by the working self, and
clues to how thepunctumand autobiographical memories of a fantastical place are
connected (seeFigure 13. To find these clues | have analyzed text and photographs
according to the physicapreferendadeveloped by environmental psychologists to
understand place attachment, as well as factors that indicate emotional and cognitive
associations(Sevenant and Antrop 2009jhrough iconographical analysis (Appendi®).
Accompanying text confidently places the Real World photograph in Middlearth and,

given the content of the text, can provide further evidence of descriptive, affective, or
127



cognitive associations. | 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 landscapéype,

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 experiencQuantitative

thematic analysis revealed common patterns and geospatial analysis revealed where the
phenomenon took place.

Multiple ways of looking at the Middleearth-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 th&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 termswill continue to use
throughout the data collection, results and analysis, and discussion chaptdrecord,
dataset, data corpus), followed by two sections each corresponding to a phase of the data
collection. In the first phase | explored the social media site Flickr for evidence of the
Middle-earth-on-Earth phenomenon and in the second phase | collected data from Flickr
and prepared it for analysisOverall, IB K HH K S A @ (202K, 2153t Hefed 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 Sawehich was how | stabilized
PDA @=P= ?KNLQO PDNKQCD PDA QOA KB 'HMEIGEGNOO "L
describe the processes of cleaning the data, to ensure | am only analyzing records of the
Middle-earth-on-Earth experience, and | then describe how | chose the records | would use
in the qualitative analysis. Th 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 mixedethods
approach the methodsiteratively 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 | collected via the Flickr application
programming interface (API) during two weeks in February 2020. | used Midedarth
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, 1 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 (§egure 16.
The data corpus for this study contains roughly 1250 records, separated into twelve datasets

with each dataset corresponding to one Middlesarth place. Throughout this and

129



OQ>0OAMQAJP ?D=LPANOé PDA PANI ANA?KN@0 SEHH NA
PATPQ=He ?DNKJKHKCE?=He =J@ CAKOL=PE=H @=P=¢é¢ P
retrieved under a single search term (i.e., MiddlA =NPD PKLKJUINA&®O®J @EMHE= NA

to all datasets and their corresponding records.

A B € D E F G H | J K L M N

1 SearchTeri PhotolD UserlD Lat Lon Title Desc Tags DateTaken DatePost DateLUpdate License ~ PhotoURL PhotoPageURL

2 |fangorn i 8408283933 69193440@N02 64.5976 16.04553 Walking tc They may coi together'ti 2013-01-20 12:44 2013-01-23 19:46 2016-01-04 7:01 0 https://farm9.stati https://www.flicki
3 |fangorn 32303799596 40904617@N07  57.47904 10.11403 No. 1105 F Bogsted fore Fangorn'Bi 2017-01-13 11:36  2017-01-16 10:42 2017-03-07 6:08 0 https://farmi.stati https://www.flicki
4 |fangorn 31269147057 107947995@N06 57.39772 -2.20379 winter sun Stately and si “Haddo Hc 2018-11-04 14:55 2018-12-06 21:19 2020-01-04 9:57 0 https://farm5.stati https://www.flicki
5 |fangorn 6012599674 63947271@N06  54.48256 18.49171 Fangoern Gdynia, Polar Gdynia'Pol 2010-09-12 9:07 2011-08-0519:42 2018-11-01 13:07 0 https://farm7.stati https://www.flicki
6 fangorn 3770424282 25704967@N05  54.34519 -7.59709 On the out <b><u>The sl 1xp’hdr'ph 2009-07-04 12:20 2009-07-29 21:48  2010-09-24 20:31 0 https://farm3.stati https://www.flicki
7 |fangorn 21176873582 90595314@N05  53.69566 -2.53913 Fangorn  Abbey Village Forest'wor 2015-09-05 17:48 2015-09-06 11:27  2018-01-04 20:10 0 https://farm6.stati https://www.flicki
8 |fangorn 4122428813 30398286@N08  53.36474 -1.71292 20090418- The path off Winhill Pla 2009-04-18 15:21 2009-11-2122:03 2009-11-21 23:24 0 https://farm3.stati https://www.flicki
9 |fangorn 3740639916 31020526@N03  53.19156 -6.16865 Another W Fangorn feeli nature’car 2009-07-20 12:22 2009-07-20 21:22 2017-07-04 3:37 0 https://farm3.stati https://www.flicki
10 |fangorn 3188717760 93661787@N00  53.18231 -6.18586 Fangorn F¢ &quot;There sunlight'fo 2009-01-02 20:12 2009-01-11 18:37 2012-03-23 0:29 0 https://farm4.stati https://www.flicki
11 |fangorn 14428389372 94299775@N08  52.97414 0.781883 The Eaves Or atleast, as forest'mid 2014-06-13 20:50 2014-06-15 19:07 2014-08-03 9:23 3 https://farm4.stati https://www.flicki
12 |fangorn 49218745588 58873000@N05  56.66901 -5.12645 In search c| found some Glencoe'B 2019-11-20 11:54 2019-12-14 21:08  2020-01-30 16:02 0 https://farm66.sta https://www.flicki
13 |fangorn 2747271463 7831171@N06 56.56606 -3.59004 | think we Dunkeld, Sco'scotland  2008-07-29 13:00 2008-08-09 22:27  2010-10-3022:20 0 https://farm4.stati https://www.flicki
14 |fangorn 7344572028 46305513@N00  55.14622 -2.25096 Fangorn in | love the sha geo-tagge 2012-05-23 11:35 2012-06-06 10:30 2015-08-04 22:11 0 https://farm8.stati https://www.flicki

Figure 16 The first rows of the 'Fangorn'datasetin an MS Excelworksheet.

Data Collection Phase One: Exploration
In the first phase of data collection, | estimated the number of records that might be
collected using various Middleearth place names enteredvia HE? GN0 O KJHEJA OA=N
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. | was curious
to see whether Flickr could provide the data | sought for and, if so, which search terms
would yield the most fruitful results. The second phase involved automatic data collection
via Python scriptand HE? GN0 O KSJ " 1*é NA?KN@O SANA ?KHHA?
cleaned, and saved on a personal computeAn outline of the entire data collection and

cleaning process can be seen irigure 17
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Participant Pool: Photographs posted to Flickr that reflect the Middle-earth-on-
Earth experience. Flickr contains numerous landscape photographs from a diverse demographic

Searched Flickr using 61 Middle-earth toponyms. Each search returned a Dataset of
records comprised of visual, textual, chronological, and coordinate data.

Excluded (n = 45) Datasets for not meeting Real World inclusion criteria. To be
included, search terms must elicit datasets that have:

- 20 ormore publicly available, geotagged photographs of places

- Diversity of photographer (photographs taken by multiple photographers)
- Diversity of place (photographs taken of multiple Real World places)

Data Collection: used Python script through Flickr API to upload remaining (n = 16)
Datasets for additional screening.

Data Cleaning Phase 1:

Datasets (n = 16) with a total of (n = 17,365) records screened for eligibility using
verbal descriptions and geographic coordinates.

Excluded (n = 4) Datasets for not meeting Real World inclusion criteria (insufficient
number of images and insufficient number of Real World places).

Excluded (n = 3,172) records from remaining Datasets (n = 12) for not meeting the
inclusion criteria of place being the primary focus of the photograph.

Bracketed (n = 9,272) records geolocated in New Zealand: not the sought for Middle-
earth on Earth experience but could be used as comparators.

Data Cleaning Phase 2:

One Dataset of (n=2,386) records deemed too large for screening using
photographs. Created a randomized subset of (h= 200) records for this Dataset,
with original Dataset retained for potential spatial analysis. Datasets (n = 12) with a
total of (n =1,924) records screened for eligibility using photographs, verbal
descriptions and geographic coordinates.

Excluded (n = 669) records for not meeting the inclusion criteria of place being the
primary subject of the photograph, for statement of phenomenoen inconsistent with
Middle-earth-on-earth, or for diversity of photographer.

Creation of Data Corpus:

Datasets (h = 12) containing (n = 1,251) records of visual, textual, chronological, and
coordinate data undergo quantitative visual and textual thematic analysis and spatial
analysis.

Records to undergo in-depth qualitative analysis were selected from this Data
Corpus (see Qualitative Analysis Decision Tree, Figure 34)

PP

SF

DC)

Ch

Cl2 |

DQ

Figure 17 The creation of the Data Corpus.

This processformed the foundation of the qualitative, quantitative, and geospatial analyses.
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Exploring Flickr

Initially, | considered gathering records from both Flickr (www.flickr.com) and
Instagram (www.instagram.com) for this research. Using Middkearth place names as
search terms, | sifted through the publicly available records of both social media platforms
hoping to find Real World places described or labelled as Middkearth places, a condition
that suggests evidence of the Middlesarth-on-Earth experience. The records returned on
Instagram returned few that satisfied this condition; the subjects of the phographs were
fan art, cosplay, action figures, graphic designs, and the characters, or the actors who played
PDAIl ¢ EJ + ZWi@Othededs@ial BnEdihlpddté would be an interesting collection
to study, they were not what | was looking for. Flickr, however, contained far more
occurrences of Real World places described or labeled as places in Midelarth, therefore |
limited the pool of potential participants to records containing publicly accessible
geotagged photographs on the Flickr platform. | 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 @0O?=LA =J@ ?NA=PEJC KJA0OO KSJ E@AJPEPUE

Once | had decided to limit the potential participant pool to Flickr posts (henceforth
NABANNA@ PK =0 A NA? K-btb@con-gartiPeRperienct| AbegaA ? P PDA . E@
OUOPAI =PE?=HHU ATLHKNEJC '"HE?GNOO NA?KN@O PDNK
(https://www.flickr.com/map, seeFigure1§. World Map is an online web map user interface
SEPD = GAUSKN@ OA=N?Dé 4A=N?DAO LANBKNI A@ PDNK
collection, publicly accessible records containing visual, textual, and geospatial information
where the search term appars in one or more of the textual fields. At this point | should
?H=NEBU PDA PANI An?KHHA? PEKJO0Oé . Q?D HEGA = L=N
A?KHHA? PEKJO0eée PDA NA?KN@O PD=P ?2=J >A =??2A00ACQ@

the records posted to Flickr. Therefore, for ease of reference, | will henceforth refer to the

26 Note: | explored Instagrambefore it was necessaryto havean accountto view their records. Now,
it would be impossibleto usethis platform without registeringwith ausernameand password. At the
time of my data collection, unregistered Flickr userscould view the photographs and photopages of
publicly accessibleimageson Flickr.
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Figure 18 Screencaptureof Flickrd World Map.
This screencapture shows my initialearch for 'emyn muil' on 25 February 2020, showing twenty

seven resultsimage 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 (SeeFigure 18. Searches are not caseensitive nor diacriticsensitive, e.g., a search
for lothlorienreturns lothlérien,Lothlérien,and Lothlorien Boolean operators filter results
somewhat, returning a different number of records if the searcher enterslinas Tirithor
Minas AND TirtB ) KSARANé | U ATLANEAJ?A SEPD 8KNH@ . =L
engine is rather generous in its interpretations, for example a search fBdorasalso
returned Edora,a ski resort in Colorado with no explicit references to TolkiemO ? EPU EJ
Rohan. Clicking on one of the thumbnail images displayed on the results screen (again, see
Figurel8 P=GAO PDA REOEPKN PK PDA EI =CA0O LDKPKLS=
the photograph and any other visual, textual, chronological, geospatial, and licensing

information associated with it. An example of a photopage can be seenkigure 19
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v flickr.com/photos/zachd1_618/4816596349/ E] v w

Create Get Pro

5,390 5 26 Taken on June 25, 2010

views aves comments
Walls of Mordor ® Some rights reserved
Call me a super nerd (many have), but the entire time | saw these
mountains | was just thinking of the LOTR. There was just something
so harsh, rough, and intimidating about this ridgeline. A
9 9 9 SaltiLake City Cheyeqne NEBR
i : Canon EOS 7D Ev. .
This is a section of rock on the east part of Mayflower Guich, near UTAH dbLo. United Stat
Summit County, CO.
as Vegas =
. Mapbox £ OpenStreetMap - Improve this map.

Also in case anyone has been living under a rock, | mean a really

really dark lame rock, Costco ROCKS! | printed this off at 20x30 for 7
13.0 q‘j) 50.0 Colorado, United States
like 5 bucks and it looks areat! They do prints for next to nothing @ ; UL

Figure196 8 = 6f H R N @phodtdpage.

An example of the upper section of a Flickr Photopage, showing visual, textual, chronological,
locational, and licensing data. Acreencaps used in this thesis are @hotographs and photopages
that have limited use licenses, unless otherwise stated. The data collected for this record can be
found in Table3B NK | PDA fi. Kmhbgshrge: @=P=0OAPE&
https://www.flickr.com/photos/zachdl_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 photograptignd 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

2T Flickr members can post other images,suchasgraphic art, but overwhelmingly the most common
imagetype 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 uploadethe

photograph to Flickr are not the same person, | did not encounter any obvious indications

of this situationAOQ? D =0 OP=PAIl AJPO HE GAMhroogh&EdataEO JKP |
cleaning process. For the purposes of my study, the photographs werésa the main

attraction; they would be key elements of the qualitative and quantitative thematic coding

and analysis.

Before | 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 uflkese
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 spefically 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, aridate 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 nummbeas 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 th@a webpage displayinghe 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 eveoro/ersations threads (if applicable)
posted by other Flickr members (sed-igure 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. Finai, the Title is the title of the photograph, the Description is
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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 characteristi 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 Tan 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 | did not use or did
not collect. | initially thought | would use Albums; Albums are groups of photographs with a
common set of characteristics that are created solely by the photographer adever, 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 thghotographs were
taken, information that could be found in the Tags or the geospatial coordinates. So, while |
collected the Album metadata, | did not analyze inother metadata category | could have
collected, but did not, was Groups. There are several Groups in Flickr that are very useful
BKN @EO?KRANEJC PDA D ke&ih-On-Earth @gher®mananOnclddig PDA . E @
Middle EartNo real film location pleasgttps://www.flickr.com/groups/themiddleearth/).
However, any member can post any photogph to a Group in Flickr, which might mean that
some records in any given Group might not meet the criteria of the phenomenon.
Furthermore, somerecords in this group did not contain specific Middlesarth places. also
did not collect Comments or conversation threads posted by members about a photograph.
Comments are separate entities in the Flickr APl angiven my focus is on the
LDKPKCN=LDANOO = OéaH’pEace Wik ld Realk\BrldonsmotBvay® thé
prohibitive and time-consuming proces 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 | decided this information was not essential to
the Middle-earth-on-Earth phenomenon and did not collect it.

By exploring Flickr this way, | was able to quickly confirm that Flickr was the best
resource for data collection, and which search terms and metadata fields would yield the

| KOP BNQEPBQH =J@ ?KJOEOPAJP NAOQHH0oOERedl A NAOQH
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World place that has been named or described by the photographer as a place appearing in
5KHGEAJOO OPKNEAO =J @ E @ardhkRopoByE=Theflefore> Used® DA QOA
Middle-A=NPD LH=?A J=1 A0 =0 OA=N?D PAdihgddnhg, ' HE? GN
| was able to get a sense of the number of records each term elicited and the kinds of visual,

textual, and geospatial information they containedsee Appendix D for a complete list of

search terms) During this phase of the data collectionl was merely looking for evidence of

the Middle-earth-on-Earth experience, and through the publicly accessible geotagged

NA?KN@O EJ ' HE? GNoO ?KHHA?PEKJé * BKQJ@ EPE

Data Collection Phase Two: Creating the Data Corpus

"BPAN ATLHKNEJC 'HE?GNOO LQ>HE?HU =?2?2A00E>"F
toponyms would yield the most promising data, | began assembling the data corpus. This
LNK?AOO EJRKHRA@ QOEJC = O?NELP ?NAxRe® EJ 1UP
a set of records (a dataset) based on a toponymic search term. The corpasnprises
several of these datasets, each corresponding to a Middkarth place and containing
multiple records comprised of visual, textual, chronological, and geospatiaata. | then
cleaned the data in two ways. First, for each dataset, | ensured that the data for each record
ended up in the proper fields and assessed whether the records | gathered were
representative of the Middle earth-on-Earth experience using verbal descriptions and
geographic coordinates. Next, | compared the photographs and verbal descriptions of each
record to ensure they represented the Middleearth-on-Earth experience. This latter
process continued throughout the gqualitative and quantitative themat 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, sedrigure 17

While Flickr proved to have the kinds of records | 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 thiely
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 cuoff. 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.néBrek Martin 2011)To mitigate

PDA R=NE=PEKJé EP EO QOABQH PK P=GA = A0J=LODK
LANEK@ KB PEI Aé EJ ABBA?P PDEO EO = N=J @KlI Oo=1
collection took place between 12 and 25 Febany 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 metadat, however, theycould not be stored on a device. To

ensure | had a stable set of photographs for the visual thematic analysis, | screencaptured

each photograph on its Photopage and added the screencaptures to the data corpus. |

included the url bar in the screencap to ensure | cddialways connect the photograph to its

metadata during the coding and analysis.

Inclusion Criteria
As | explored the records on Flickr in phase one, | began developing the inclusion
?NEPANE= * SKQH@ QOA PK =00OA00 AHECE>EHEPU EJ
Middle-earth place names, noting the number of records returned per place nantbe
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 | used. | varied the searches by trying place names from onky th
books and from both books and films. | also used place names representing different
physical and cultural environments found in Middleesarth, striving for a variety of natural
=J@ ?QHPQN=H AJRENKJI AJPOé (ERAJ 5ugh@RAI OO QJ @
works, | wondered if the type or valence of the environment would shed light on how
people assign meaning to Real World places through their Middkearth counterparts.
After searching sixtyone Middle-earth place names and experiencing increasingly
diminishing returns as the names became more boefocused and obscure, | assessed
which terms would create eligible datasets. For each dataset, | 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 Middlearth toponym, | alschoped for a
138



range of datasets that represented diverse Middkearth placeA> QEHP RO J=PQN=Heé& |
AfAAREHeéo =J@ OlbutHéliedRriOtheldriteNabalowltdteterrAite 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 =0 PDA BK?QO KB PDA NA?KN@O O
crucial aspect of thisesearch;therefore, | 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 photagraphs for the qualitative analysis. Thirtynine place
names (i.e., search terms) returned datasets of over twenty records, therefore | used twenty
as an initial cutoff number: any searches resulting in fewer than twenty records would be
excluded from the data corpus. Further inclusion criteria were dersity of Real World
locations and of photographers: both criteria would increase the validity and generalizability
of the analyses (sed-igurel® ? EN? HA fA4' 0 g é& DimkditasA Viable dathgee * AT~
It contained seventy photographs, but sixtynine of them were taken by one photographer
during one trip to The Pinnacles (a geologic formation and filming location in New Zealand).
However, | initially includedEmyn Muikls 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 availabk, geotagged ecords of places; must include multiple photographers;
and must include diversity of place. Applying these inclusion criteria, | excluded forfiye
datasets from further consideration.
As | assessed the datasets, | quickly realized some common Middkrth places
would be noticeably absent from my analysis: Rohan, Gondor, Bree, and The Shire. These
Middle-earth toponyms have Real World equivalentfrom which they could not be easily
disentangled, even with Boolean operators, resulting in tens or hundreds of thousands of
ENNAHAR=JP NA?KN@Oé A3KD=J0 EO = ?AHA>N=PA@ B=
(KJ@Keée 4L=EJe =J@ A#NAAO eaWad topbiymasNivéenthese L A= N EJ
difficulties and that the resulting datasets would contain very few applicable records did

not include these toponyms in the final data corpufOther place names familiar to Tolkien
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fans did not yield sufficient (or any) records, particularly lessétnown regional names like
A&NE=@KNO =J @ i 3 DKdRIytdpprimsd Howeled sdme df these (HakeG
appeared in the text fields of other searches: The Shire appeared in tHebbitonsearch,
Eriador inRivendelland Rhovanion irMirkwood and Mordor.

Through this process | observed that places featured in both book and film yielded
the highest numbers of records. That filrcentred terms were prevalent in Flickr is not
surprising: locations featured in the films are among the most common names in the dics.
Additionally, many records depicted filming locations in New Zealand, which may point to

the primacy of cinematic media and emphasis on media tourisfA.

Ensuring aVariety of Places

After applying the inclusion criteria, | arrived at the sixteen datasets outlined frable
2. To demonstrate the variety of Middleearth places represented in these datasets, |
classified each place according to culture, type, scale, valence, and environmental stance.
RS QHPQNAEO NABA N arth ikhalitans of thél talcesimM\jueson. MES®@H A
cultures were straightforward to classify, as Tolkien described them clearly, but | hesitated
PK QOA AQJEJD=>EPA@ PK @AO?NE>A =NA=0 SEPD JK
D=RA >AAJ =0 EI LKNP=JP PKENeXHoBHAHun&as, OAJ OA KB D
%S=NRAOe =J@ AARAJa ON?0Oe PDANABKNA * QOA@ i/
H=J @0O?=LA0é * QOA@ N4=QNKJO PK ?D=N=?PANEVA
QJ@AN 4=NQI =J00O0 NQHA EJINBRBA ASEW=N@DO JKPHA JAI/U

I
< Z

of the valley but also makes for an easier distinction between terms in this category as

A4=NQIl =J0 =J@ A4=QNKJO0 =NA LDKJAPE?=HHU OEI EH=
other cultural categorizations shoutl be clarified: Mirkwood and Weathertop. Mirkwood

appears in bothThe Hobbitand LotRand is a massive area, parts of which are overseen by

| QHPELHA ?QHPQNAO =P @EBBANAJP PEI AOe EJ?HQ@EJ
A4=QNKJge =J@ PDA CAJAN=H SEH@JAOO KB [/ =PQNAE¢
Mirkwood in the Flickk DK PKCN=LDANOO EIl =CEJ=PEKJé& 8A=PDANPE

28 Below, | discusshow | bracketed all records with photographs from New Zealandasthey
representedfilming sitesandnot the i . E @@th-An-E= N BXperience.
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the stories, but the ruins of the tower of Amon Sdl figure largely in the books and films and

NAIl EJ@ PDA NA=@ANUGOLA?P=PKN KB EPO DEOPKNE?

Table 2: Potential Datasets per' H E WWarM &ap searchfunction.

Toponym culture type scaler valence  environmental
stance
Anduin | Nature river continental  neutral Feraculture
Barad-ddr | 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
Lothl6rien | EIf 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 | EIf 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

+=?2GOKJO0oO BEHI

REHH=CA KN

?KILKQJ@ @QALE?PA@ EJ

*** Dickerson and Evans do not definitively describe the environmental stances taken by human

settlements. However, in Lette(4,795 KHGE A J
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ARn=CNE?QHPQNAO PN=JOI EPPA@ PK . AJ A=J@ ) K>>EPOg
LN=?PE?AOQO desCriptieriof thekPelebirpARefiiOand southern Gondokvever, Minas
Tirith is the most urban settlement in Midd#arth and | 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 diffictdt

classifyas it is the walled area surrounding the tower Orthanc. It is neither a small village,

JKN =0 H=NCA =0 = NACEKJé A7=HHAUO OAAI A@ | KOP
misinterpreted as applying to the entire valley of which Isengard @nly a part. Rivendell was

also ambiguous. It is clearly described as a largeus® in bothThe Hobbitand LotR but in
+=?GOKJO0OO BEHI O EP OAAI O | Ktubturdest@AThe Ol =HH REH
?D=N=?PANEOPE?O KB A0?=HAO0 =J@ AR=HAJ?AO0 ODKS
?DKOAJ LH=?2A0é * @AAI A@ J =P QNre-EentlickhutlGoRand i J AQP N =
KJA =NA=e . ENGSKK@ =0 Al ETA@0 =0 | QHdRELHA EJBH
AAJRENKJI AJP=H OP=J?2A¢é0o NABANO PK %E?GANOKJ =1
PDA =@@EPEKJ=H ?=PACKNEAO KB A3QEJA@ =J@ A.ET
AJRENKJI AJP=H @ACN=@=PEKJe SDEHAconankbdrdd @0 =LLHE

than one category. For example, Mirkwood is a vast forest that contains the Ruined area of
%KH ( QH@QNé >QP =HOK PDA )KNPE?QHPQN=H =NA= KB
iQJEJD=>HP A®E ?IOHPRMNA O EO = RARNIIOQEOXK@ @AW ?WE>@A N
BKJ@JAOO BKN ASEH@ J=PQNAO0 =J@ PDA =>EHEPU KB
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,
MIGSKK@é ONPD=J?e =J@ *OAJC=N@ ?D=JCA PDNKQCD F
may also bring about interesting results in the analysis. Do the Flickr photographers focus
KJ PDA ACKK@b =OLA?PO KB PDAOA bdhtheBoGks KN PDA i

and the films, but some places, e.g., Lothlérien, 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, | was ready to collect the data.

Stabilizing the Data Corpus

Up until this point, the datasets were online, dynamic, and ephemeral: | needed a
way to collect this data into stable files in a format that | could store and analyze. | worked
SEPD ( NAC #=GANeé = 3AO0OA=N?D *JOPNQDéepartmens A? DJ E?
of Geography and Environmental Studie®, who wrote a Python script to automate the data
collection based on my research goals and parameters (Appendix We wanted the script
PK OA=N?D PDNKQCD '"HE?GNOO "1* =J@ NAPQNJ NA?K
geographic coordinate, and licensing data according to a toponymic search term. We tested
and refined the script multiple times to ensurelie 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, | opened the fourth and final version of the script in IDLE, a
1UPDKJ (N=LDE? 6OAN *JPANB=?A A(6*3 =R=EH=>HA
Information Systems software, version 10.5. Running the script prompted me to enter a
searchterm, including Boolean operator’® SDE? D EJEPE=PAO PDA OA=N?CL
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 = @E Jable3al$okietQibed whateadch peée of data
NALNAOAJPO AfN%AO?NELPEKJOg =J@ E@AJPEBEAO PDA
BEJ=H ?KHQI Jé fA&T=1LHAOEé HMpAr8l1A NrepPatedtRiDA NA? KN@ N
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: | collected 2 datasets on 12 February, whidatefully examined to ensure
the script was behaving as expected. | then gathered ten datasets between 16 and 21

February, and an additional four from 23 to 25. Of 1,9%iddividual photopages | examined

22Towhom | am deeply indebted.
30 Booleanoperators usedin searchesinclude emynAND muil, minasAND Tirith, and rivendelINOT
bicycle
31 reviewed 1,924records during the photographic screeningof the second phaseof data cleaning,
alongwith 48 additional records throughout the course of the data cleaningprocess.
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during March and April 2020, only two records had been removed from Flickr by the
LDKPKCN=LDO0O KSJANOé OQCCAOPEJC PDAOA @=P=0APO

therefore stable during the period of data collection.

Table 3: Metadata collected by the Python script through Flickr APL
A$KHQIJ / =1 Ao NABANO PK PDA BEAH@ EJ PDA $47 BEHAE&
?KHHA? PA@é SDEHA #A&T=ILHAO EO PDA HMmFguRXQEM@esP S=0 ?KHFE

indicate more data present in actual record.

Column Name Description Data type Example
SearchTerm| place name Text Mordor
PhotolD | 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 ofphotograph Text Walls of Mordor
Desc| Description of Text Call me a super nerd (many
hotoaraph have), but the entire time |
P grap sawthese mountains | was
just thinking of the LOTR.
There was just something so
harsh, rough, and
intimidating about this
NE@CAHEJAE i
Tags | Tags associated with Text colorado mountains epic'dr
photograph amatic'B&W black and

SDEPAUOD=NLUD

Album | Albums photo appears in Text

Groups | Groups photo appears in Text Colorado!"Cool Outdoor

Pics’!Catchy Colors’Rocky
KQJP=EJOUi
DateTaken| Date & time taken Chronologic  201006-25 2:54:00 AM

DateTakenG| Accuracy of date & time Number 0

DatePost | Dateposted to Flickr Chronologic 201007-22 2:13:00 AM
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Column Name | Description Data type Example
DateLUpdate | Last date modified Chronologic 201403-17 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 url https://www.flickr.com/phot
Flickr 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 wgocharacter
or symbol in the wrong place may mean the data is put in the wrong field or not captured at
all. First, | 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 manyepple use commas in titles,
descriptions, and in alboum and group names. Baker and | therefore used a less common
punctuation mark ( ) (se@able 3, Tags) in the Python script to mitigate this problem. Even
s0, 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. | manually scanned each CSV file in
Microsoft ET? AH =J @ ?=QCDP PDKOA EJOP=J?A0é NABANNEJ
shifted the data back into the proper fields. The data also needed to be transformed from
Western European (Windows) format to Unicode (UTH) to properly display punctuation
=J@ @QE=?NEPE? | =NGOé * LANBKNIA@ PDEO LNK?AOO
BQJ?PEKJ =J@ =JU ?K@AO JKP LNKLANHU PN=JOBKNI A
?D=JCA@ PK A<o0 =J@ A o6 0 NAOLA? PERAHU PDNKQCD
| recorded the number of images the Python script retrieved for each search term,
noting any discrepancies between the number Python returned and the number | previously
BKQJ@ QOEJC '"HE?GNO0OO 8KNH@ . =L BQJ?PEKJé %ALAIJ
retrieved +/- one image for the smaller datasets (~30 images),-tWelve images for the
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medium-sized datasets (208300 images), and +/fifty images for the largest datasets

(2000+ images). With datasets ranging from twentgeven records forEmyn Muito nearly

8000 for Hobbitone =J @e CERAJ PD=P ' HE?GNOO OA=N?D KLAN
and therefore unknown to Baker or me, | decided these minor gains or losses were

acceptable. At this point, | had sixteen datasets totalling 17,365 records (Segre 17 circle

n%$oagé * D=@ =HH PDA @=P= EJ PDA LNKLAN ?KHQI J

screening the records for inclusion in the study.

Data Cleaning Phase 1: Verbal an@Geographic Screening

Previously, while | explored Flickr using place name search terms, | 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,
other objects as the primary focus, with the Real World place either unclear or in a distant
secondary role. | also noticed that certain keywords appeared in the titles, descriptions, and
tags for these records, which offered a way to quickly identify large number of records
that could be excluded. For example, a record depicting a clesp of a LEGO model of
ONPD=J?e | ECDP D=RA PDA SKN@ AHACKO =0 KJA KB
Orthanc dataset in MS Excel quickly isolated all th&r? KN@O SEPD PDA AHACKO P
to screen the records more rapidly. Additionally, | wanted all records that represented
photographs taken in New Zealand to be separate (bracketed) from the datasets, as these
records likely represented media tourismand 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 (ségégure
12 ?EN?HA A$HCOgé

For screening via verbal descriptions, | used the Find (Cff) and Filter Data
functions in Microsoft Excel in the title, description, and tags columns, looking first for
keywords common to multiple datasetscosplay cons lego, andbricks Some Tolkien fans
AJC=CA EJ ?KOLH=U A?KOPQI A LH=Uag =?PEREPEAO =1
several records where the subject of the photograph was a person dressed as a character
from Middle-earth. Middle-earth fans also attend convetions, usualyNABANNA @ PK =0 i

S=0 =>HAe PDAJé PK AT?HQ@A = JQI >AN KB NA?KN@O
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KN A?KJOeo =0 PDAOA NA?KN@O BK?QOA@ KJ LAKLHAE
LDKPKCN=LDE? EJBKNI =PEKJé "J AEJ@QOPNUO PANI B
QOA@ >KPD AHACKO =J@ A>NE? GO0 PKs,tha@ghd PEBU =J @
proceeded carefully as CtH' BKN AHACKO =HOK ?=QCDP fA- ACKH=00
characters inLotR If | had any doubts about excluding a record through purely textual
means, | viewed the visual information on the record photopage toonfirm place was not
the primary subject of the photograph.

While cosplay cons lego, andbrickswere 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@Oé ' KN AT=I1ILHAée i
make identifying these recods more difficult, the company uses other names Tolkien
@AREOA@ BKN @EBBANAJP >E?U?HA FidKr@OHEeénusingCé ¢é i -
the search termRivendell NOT bicycia the Python script captured unwanted records and |
excluded a large number of Rivendell bicycle records during this first screening. Other
excluded records in the Rivendell dataset included numerous guest houses, a@p, a
library, and Rivendell boxegradios). For the Lothldrien dataset, | 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 @shington state. |
excluded records of buildings or neighbourhoods named with Middlesarth place names
because it was impossible to determine whether the photographer was merely tagging the
name or referencing the Middleearth place in the books or filmsl 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 Appendix F.
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Create Get Pro

Figure 20: Rivendellbicycle,'Bombadil'model.

Nothing on the photopage suggests a Middlearth-on-Earth experience (though, | could imagine the
. EOPU . K Qiadgesititeohtts@www.flickr.com/photos/42914481@N00/4919692378€
BY-SA 2.0

With a combination of MS Excel and ArcGIS | used geographic coordinates to
>N=?GAP T eEIi E NA?KN@O KB LDKPKCN=LDO P=GAJ EJ
not delete the records, but saved them in separate files according to their original datase
These records more likely represent film tourism than the Middkearth-on-Earth
phenomenon, but | wondered if they would prove useful as comparator datasets in the
analysesAs it turned out, | did not use these records for this study, but | would consider
them for future research.

After this first phase of data cleaning, | 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 trexlval
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screening butretained only twelve after | 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 twengeven to nine,

and Orodruin from twenty -eight to seven. Like the bracketed images of New Zealand, |
NAP=EJA@ PDA NA?KN@O BNKI PDA BKQN AT?HQ@A@ @=
illustrative or comparative devices, but | did not subject them to the samanalysis as the

remaining twelve datasets. Finally, | 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 (twelvehd records within

datasets (a total of 3,609 down from an original 16,558) | was ready to look at the

photographic visual information associated with each record.

Data Cleaning Phase 2: VisuaScreening
5DA OA?KJ@ OPAL KB @=P= ?HA=JEJC EJRKHRA@ F
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 ifeth
record would be included in the analysis. For eleven of the datasets, the records in any one
dataset ranged from 203 (Rivendell) to thirjone (Caradhras) for a total of 1,724 records,
which | deemed an acceptable number for this more timeonsuming process. However,
one dataset somewhat fittingly proved difficult (seeFigurel2 ? EN? HA A $HEO g é
After the first phase of data cleaning, Mordor still contained 2,386 records. While |
had no doubt that every record would be fascinating, | needed a way to make this dataset
more manageable and more comparable to the number of records in the other dataset
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 2,387, which would create a subset of the Mordor dataset that would
compare numerically to Rivendell, the next largest dataset. Then, | examined the records

?KNNAOLKJ@EJC PK PDA N=J@KIl JQI >ANO PDNKQCD PD

32 Asthe numbers would correspond to rows, number one would have beenthe headerand was
therefore excludedfrom the generatedrandom 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, | chose a record directly above or below the intended row. From this poin
onward, | treated the Mordor subset as one of the regular datasets in terms of additional
cleaning and analysis, but | retained and bracketed the original dataset for potential
guantitative and geospatial analyses. After | created the Mordor subset, laexined 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 202) 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 suggestitigat film
tourism was the goal of taking the photographs found in these records. Once | bracketed
the New Zealand records, however, multiple records with the same photographer occurring
in a given dataset were much less frequent (sdeigure 2) with two or three photographs
per photographer accounting for eightytwo 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 roughtire 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 Lothlérien dataset took twenty-five of The ThreeHundred Steps, a national park in
3KI =JE=¢é ' KN . KN@KNe * GALP PDA BENOP PSAHRA
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 ptographer in
Bulgaria ended up in the subset. | also removed twerntgne records from the Lothl6rien
dataset, and between two and five from the Minas Tirith, Mirkwood, Orthanc, Rivendell, and
Weathertop datasets so that no more tharfour 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 analysts.

Percent of Unique Photographers by Dataset
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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 grapiere recorded before the final
data cleaning.
During this second phase of data cleaning, | excluded 669 records that did not meet
the inclusion criteria of place being the primary focus of the photographs, séégure17
?EN?HA A$HEOE * AT?HQ@A@ ANN=JP NA?KN@O * | EOO
models, and locations or buildings named with Middleearth toponyms. | also removed
NA?KN@O PD=P NABANNA@ PK = 3A=tHeMddi®Néath LH=?A =0
place, as this statement was not describing the Middlearth-on-Earth experience. As |
examined each record during the second phase of data cleaning, | briefly described the

photograph in a Notes field in that record and several charactestics of the photographic,

33Intwo cases,Fangornand Barad-ddr, four photographs by the samephotographer were all kept. In
Fangorn,two of the photographs were taken severalyearsafter the first two andin Barad-dir 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 landscap@riented 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 Figure22andFigurel2 ? EN? HA A$HEO g &

Number of Records per Dataset
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Figure22 Number of records per dataset, Phase2.

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 criteriafor a final total of 125}

In adherence to Flickr API guidelines regarding the storage of photographic image
files on personal computers, the Python script | used for data collection did not save any
image files to my computer. So, while the textual, coordinate, chronological, andensing
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, | would
have everything but the visual information for that record. T@nsure a stable pool of visual

information for the quantitative and qualitative thematic analysis, | took a screencapture of

PDA NA?KN@0O LDKPKL=CAe O=RA@ EP =0 = éLJC BEH
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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 | 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

Quialitative methodologies have different parameters for choosing participants than
gualitative methodologies. For this study, purposeful (or purposive) sampling was
employed to choose the records that would be subjected to kdepth thematic analysis of
visual and textual elements, concentrating on the connections between the two and what

PDAI AO SANA CAJAN=PA@ EJ@Q?PERAHUE $NAOSAHH

=J

LNEI =NU O=ILHEJC OPN=PACU QOA@ EJ M@=HEP=PERA

individuals and sites for study because they can purposefully inform an understanding of
PDA NAOA=N?D LNK>HAI =J @ ? f01B,826PUrpasefA I K1 AJ KJ
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 ahaximum variation samplingn which the
researcher determines, in advance, the criteria that might differentiate the participants and
then selects participants based on those criterigCreswell and Poth 2018, 100, :88325)n
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 ofCorrespondence codesrom 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 recordsalso gave me an initial list of codes for the

guantitative thematic analysis.
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The diagram inFigure 34 at the end of Chapter Vteflects how | determined which
records to include for indepth qualitative analysis. Before | considered a photograph for
either quantitative or qualitative thematic analysis, | determined if there was a person in the
photograph who was facing the camerand who was close enough to the camera to elicit
enough detail to be easily identified. For me, this was an ethical issue: | did not want to
reference, let alone use in the dissertation, a photograph of a person without their
permission. People appearingm 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 ofthe photograph were deemed to be SubjectPrior to this step | had
excluded photographs where people were clearly the SubjedDnce | was satisfied that
records with identifiable persons were excluded from the quantitative thematic analysis, |
turned my &tention to finding records that would yield comprehensivequalitative analyses.
| wanted a broad range of well described experiences, so | first examined the
Correspondence codes looking for longer statements that more completely communicated
PDA ATLANEAJ?A BNKI PDA LDKPKCN=LDANOO LANOLA?
contained unique perspectives, which expanded the range of responses, in accordance with
CreswellandP® D0 O CQE@AHEJAO BKN | =TEI QI R=NE=PEKJ O
subjectand 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, | privileged fair use licenses, in case | wished to use the photpgrian

the dissertation.

The Board is Set, the Pieces are Moving

At this point, the literature has been introducedand 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 containg multiple records of the Middle earth-on-Earth
experience, | begin to answer how and why people use fantasy film and literature to give
meaning to Real World places. | will begin with the qualitativesults, and | 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

NAOQHPOé *J PANI O KB PDA '-earthHEnSr@®digglMb. Doorm.K QNJ AU
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Chapter VI. QualitativeCoding Analysis and Results

Qualitative Analysis

This chapter summarizes the results of the qualitative thematic analysis of several
records from each of the twelve datasets. | begin by situating the qualitative methods within
an overview of the study and the methods | used, then | present my rationaler fthe order
of the methods, and finallyl outline how the qualitative methods inform the subsequent
guantitative and geospatial methods before | present the results. While | chose records
purposefully from each dataset and analyzed them individually fohts in-depth analysis, |
am reporting the results thematically as the themes | discovered at this stage inform the
codes | used in the quantitative thematic analysi¥herefore, the discussion of the
qualitative results beginswiththe PDA1T A KB A$KNNAOLKJI @AJ?Aeo PDA
associations between Middleearth and the Real World places being photographed and
described by the photographers. The results discussion continues with other themes
related to Real World Fantastical Wotd associations, intuding 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 discussioof 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,
guantitative, 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 | 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 photographleas
=OOK?E=PA@ SEPD = L H=? Aartk.Nhislpthctice A onténd, isarK HGEAJ 0 O
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 &K HGEAJ 0 O OPKNEA
AOKI APDEJCO EJ MQAOPEKJ | ECDP >A PDA OD=LA KN
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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 experenare
not fully understood and a definitive statementregarding motivationis largely beyond the
scope of this study. However, through the analysis of these records, | imagine several
possible explanationsfor why photographers may wishto share their exgerience:to
connect with like-minded people,to ODKS? =0OA PDA Al =CE?0 KB PDA 3A:
earth-on-& = NPD APKQN ©ORE@AOPKKNABHI EHUDKPKCN=LD KN
media standing.
| collected multimedia records from the social media site Flickr: each recocdntains
aphotograph, 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 datacorpus consists of twelve datasets, with each dataset relating to a Middle
earth place. | categorized each record into one of these datasets based on the
LDKPKCN=LDANOO JKI AJ?H=PQNAé %QNtedsever®@ DA LNK?AO
records with robust or unique descriptions of the experience of associating the Real and the
Fantastical Worlds. | used several of these records in a preliminary qualitative analysis that
not only allowed me to understand the connections possile between text and photograph,
but also to build a list of codes that | 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, |
began with a qualitative thematic analysis of the text and photographs of the several
records | noted above, with the intention of revisiting the qualitative analysis throughout the
guantitative thematic and geospatial phases. The overarching goal of qualitative
methodologies is to paint a nuanced, complex picture of the concept at hand. $hpicture
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 witlqualitative analysis was
threefold: to get a sense of how Flickr members described the relationship between the
Real World place in the photograph and the Middlearth place they referenced, to

understand the relationship between the photograph and the tet 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. | also recognized that the concept | am researching is not well understood; by
beginning with a qualitative approach, | began the analysis with a better und¢anding of
the range of possible ways some photographers connected the Real World and the

Fantastical, ways which | then applied to the quantitative and geospatial analyses.

How My Qualitative Methods Inform the Quantitative Methods

In choosing the records for the qualitative analysis | noted those records in which
PDA PATP AEPDAN ?KJP=EJA-@th-Q&RPENPBA +0OAAKPAJIKB
(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 Mideésarth
eCéeée n4=?NA $KAQN EO . EJ=0 5ENEPDOg SEPD JK =a@
latter cases, further qualitative analysis is not recommended, as multiple interpretations of a
one-to-one comparison are possible. Furthermore, | initially gav@me 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 evecthanging. | decided against this
practice and, as such, any images presented in thige#is areeither screencaps of
photopages including the url bar or my persongbhotographs (that | have taker) that
roughly approximate the quality or aspect of the original photograph | was analyzing. This
decision had the added benefit of my being able to choose any record for-tepth,
gualitative analysis(see Figure 34)

| refer to individual records by the alphanumeric code | assigned to them. Each code
begins with three letters identifying the dataset: for example, all records in the Minas Tirith
@=P=0AP >ACEJ SEPD Al EJO =J@ =HH DKADKN@DAE I QR D
following this threeeHAPPAN ?K@A E@AJPEBEAO = OLA?EBE? NA?|
NA?KN@ =J@ ADK>AZEO0O EO PDA JATP NA?KN@ EJ PDA
no other purpose than as a unique identifierTable 4 outlines all the possible alphanumeric

codes for each dataset.
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Table4: Alphanumericcodesfor individual records, by dataset.

Dataset name alphanumeric code range
Barad-ddr | bar bar01-bar106
Caradhras | car carO%car29

Fangorn | fan fan0l-fan169
Hobbiton | hob hob01-hob61
Isengard | ise ise0%ise92
Lothl6rien | lot lot01-l0t138
Minas Tirith | min min01-min96
Mirkwood | mir mir01-mir120
Mordor | mor mor01-mor190
Orthanc | ort ort01-ort49
Rivendell | riv riv0l-rivi61
Weathertop | wea weaOtwead0

| read the Title, Description, and Keyword fields for each record in the qualitative
=J=HUOEO OARAN=H PEI AO PDKNKQCDHUEé * =HOK AT-=1
apparent time of day (day or night), weather conditions (blue sky or clouds, precipitan 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). | then compared the
PATP BEAH@O PK PDA NA?KN @dcSriptioD el &f ¢bbrdlloR28 ' KN AT
the photographer mentions sunlight falling on trees and vegetation; | 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. Iso 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 reprasented 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 | analyzed
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new records, | revisited the observations | made in previous ones. | used the iterative
process to ensure | 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 quantitive
analysis. | initially conducted the qualitative analysis by dataset, but | present the results

grouped by theme in response to the overarching research questionsutlined below.

Results

As | mentioned in the opening paragraph of Chapter V, an embedded mixed
methods approach emphasizes hovwgualitative and quantitativemethods iteratively interact
with one another, evenwhen the verbal discussion of these methods happens sequentially.
Thisiterative interaction has a bit of a legacyhowever,when | discussthe analysis and
results, which | decided to do sequetially, starting with Qualitative.The results of the
Qualitative analysisnot only speak tothe relationship betweenthe photograph and the text
of a given Flickr recordput they form the basis ofthe Quantitative coding,therefore it
makes sense to discuss the Qualitativieesults first. Here enters abump in the road,
however, because the Qualitative results do not directly address Research QuestiofRIQ1)
I hesitate to reorder the Research Questions, because thégve alogical broad-to-narrow
organization, starting withRQ106 8 D = P le-eaBh@l@ces do people take pictures of? Why
PDAOA itich nuldycranslatestod 8 D ANA  Eearth.aid @@keAn the Real
World is the Middle-earth-on-& = NP D L DAJ K| AJ KNéxt, Rho@sB 2 EHdwlde ? A¢ 6
people describe their Middiearth-on-Earth experiences through text and photograpas@
then the narrowest question,RQ3 dHow do text and photographs of a Middéarth-on-Earth
experience reveal the creation and performance of idedtiByg? to begin my discussion of the
Qualitative results, Irecall the datasets | created and discussed ®hapter V,which gives us
a sense of which Middleearth places people photographed, thus RQ1 begins to be
addressed. As | mentioned previously, embedded mixed methods icantinual, iterative
process, even in the collection of the data corpus.

During the data collection and cleaning phases, | noted which Midd&arth places
people photographed and posted to Flicki(for the full list of search terms I tried, see
Appendix D) | observed that as | searched more obscure placenames, i.e., those not found

in the films, | found fewer records in the Flickr catalogue. Assuming that | could have
160



cleaned the Shire, Rohan, and Gondor datasets to a degree they would have been included

in the study, | can say definitely thathe places people recalled during their Middleearth-

on-Earth experiences were the most common places mentioned in both the books and the

flms€é 5 DEO NAOQHP > WihekeInMidéleartrrdbe3d $id dkpeBehdg dapp@n?

I examine this aspect further in Chapter VII, bahe result of the data collection, which forms

the basis of the first phase of Qualitative analysigdicates that people are looking for

known, established Middleearth places in the Real World, as opposed to finding Real World
LH=?A0 PD=P BEHH KQP EJ@EOPEJ?P FoMthdpo@tDAN GJKS
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®@,) KS @K L AKLHA
describe their Middlearthon-& = NPD ATLANEAJ?AO PDNK€Dte® ATP =1J
P D@orrgspondenced(eriginally,i 1 D A J K |, skd*AppeAdix Hifor the qualitative and
later the quantitative analysis where | usethis term as a code irthe software application
NVivo (version 12.6.0959Most of theCorrespondence codesn the data corpus are simple
one-word or one-phraseanalogies or oneto-one comparisons betweenthe Real World
place and the Middleearth 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 multipleays in
which the photographer interacts with the Real World landscape and likens it to the
imagined Middle earth one, so while | may introduce a specific record as indicative of an
overarching theme, that record may also point to several themes that peiin to this
research question: ComparisonPersistence,Think, Remind or Imagine, Affect, and
Coghnitive.

One such record was the first | chose for an idepth analysis (weal4, Titl€arreg
Cennen, which deserves to be discussed before theategorizedthematic results due to its
rich and varied Description field But before | introduce the contents of this record, it is
important to give the readera sense of what it comparest6 PD=P KB 5KHGEAJOO =
Weathertop (or, Amon Sil, meaning DEHH KB PDA SEJ @0 ENINTReKHGEAJ O
Lord of the RingsThe Fellowship reach Weathertop after passing through the boggy and

unpleasant Midgewater Marsh. In Middleearth, Weathertop is the tallest of the Weather
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) EHHOé = J=1 A D=NGAJEJC P Hanmdrd addSQIPZBO5=14 OAJ OA
Tolkien describes the hill as conical with a flat top, upon which the ruins of an ancient
S=P?DPKSAN OP=J@ O0HEGA = NEKoRCIXi)WedthkeBapisKkJ PDA KH
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)n the cool grey light of a waxing
moon the landscape appeared cheerless and uninviting, even in the daylight the openness
of the landscape was threatening(LotR, I, xi)

As unassuming as Weathertomight seem tobe, it is an important place. It links
events current toLotRto past events inSilmarillion 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 Nazgdl but does so instinctively, out of fear. Later in the story, he uses
the Ring intentionally but for diferent reasons, demonstrating the growing power of the
Ring(Letters, 331)In the attack, Frodo is stabbed by the leader of the Nazgdl, the wraith
form of the Witch-GEJ Cé 5DEO =?PEKJ QHPEI =PAHU @APANI EJA
across the ocean to be healed and the WitekE J C0 O K S*¥In th@ pdstEVeAtkertop
?KIJIP=EJA@ KJAPKEB ABMNOHE wikb AllavEed the viewer to see events
happening in faroff places(Silmarillion, 2912). While thepalantiris 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 scenéBrodie
2016, 26)The ruins at the summit were a matte painting digitally composited into livaction
filming (Russell 2002, 34)0ne of the most useful effects to create mood and atmosphelia
film is grading, the adjusting of colour and contrast. Trish Cabhill notes these films,
particularly The Hobbitfilms, 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

34Earlier,in asceneleft out of the films, the Hobbits procure weaponsfrom nearby barrows (tombs).

One of these weapons helps defeat the Witch-king much later in the Battle of the PelennorFields.In

avery Tolkien kind of twist, these ancientweaponswere made during the first battle with the Witch-

kingin the SecondAge.. A N Nutk@f@ againstthe Witch-king meansone of them finally hit its mark.
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(Falconer 2017, 455Fhe scenes aWWeathertop 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 misfRussell 2002, 35)n general terms, however, liese
dramatic scenes have very similar physical properties to thogeund in their textual
counterparts.

The Real World place depicted in wealid Carreg Cennennow stone ruins
aestheticallyreminiscent of 5 K H G Eeyriarits@f Weathertop, locatedEJ 8 =HA OO0 #=JJ =(
Brycheiniog (Brecon Beacons) National Par/hile 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 witiMiddle-A = N WBabh&r Hills and thér focal point, Carreg
Cennen, with Amon $il. The Description from weal4, below, not only befits the atmosphere
of Weathertop fromLotRe > QP =HOK ATLKOAO PDA LDKPKCN=LDAN

strategic importance in theReal World

6 5 beautifullydesolate<a href="http://www.castlewales.com/carreg.html’
rel="noreferremofollow'>CarregCennen</asitsatop a hill in the BreconBeacons
National Parkin Wales. Thisruinedcastlemay be smallin sizeascomparedto someof
th [sic]othergrandcastlesin Wales But it doeshavequite a character Whenoneis
standingwithin the castlewalls looking out towardsthe rolling hillsall around,onecan't
helpbut marvelat the magnificentstrategiclocationof this castle A natural cavetunnel
descendingnto the innardsof the hill deepenghe mysteryof this castle. Whilel was
within the castlewalls on a windy day, | somehowkepton thinking about Weathertop

from LoTR..the placewherethe Ringwraithswound Frodowith a Morgulblade.:-g 6

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 hilhe
DEHHOO OE@AO =NA | KNA CAJPHU OHKLEJC PD=J PATP
position certainly could stand in for the ruins of Amon 8l. 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 contrastwith the dark green gass of the

hilside.* P EO JKP D=N@ PK QJ @QANOP=J@ 9éauiful DA LDKPKC
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LDKPKCN=LDé SDE?D EO BQNPDAN =HHQ@#fdonekn EJ

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 th€orrespondencein
@hinking about Weathertopd though it is unclear whether theaeferenceis from the book or
the film. Finally, the photographer ends with an emoji, which is difficult to interprawithout
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
audienceof the Real World place From this record, | began creating thematic codes related
to Correspondence Atmosphere, Cognition, Affect, Embodiment, Physical description (of
the landscape), References to Midd-earth, Actions,and Performativity.

As | consideredmore records for in-depth qualitative analysis, looked for rich
descriptions that allowed me to ascertain why the photographer had chosen this Real World
landscape to represent their Middleearth imagination. For weal4, the photograph depicted
castle ruins on a hill under an overcast sky and the Desdiipn included references to castle
NQEJOé DEHHé =J@ = O06>A=QPEBQHHU @atQrdrhpte® A 0
the photographer to describe an embodied experience and cognité associations between
the strategic Real World importance of the site and the role its fantastical equivalent played
in The Lord of the Ring®ther recordsprovided different clues as to why and how the
photographer made the Real World Fantastical World association. Below, | describe the
results of my analyses first a€orrespondence codeqfor a full list of the Qualitative codes,
see Appendix B, for the Quantitative codes, see Appendix BEid thenasfurther evidence of
top-down processing (statements of affect or cognition) and bottorrup processing

(physical description of the landscape).

Correspondence:DAO? NE > EJ C -edarih/on-& = E@Ediwenon
CORRESPONDENCECOMPARISON

| 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 Middkearth one. In the Hbbbiton
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@=P=0AP PDNAA NA?KN@Oé DK>Cié DK>EEeé =J@ DK>EE
landscape in the photograph accompanying these records clearly referred to either

5KHGEAJOO KN +=?GOKJO0O @ALE?PEKJO KBogphHHEJC B
in Figure 24. In The Hobbit Bilbo looks through deepOAP&é NKQJ @ SEJ @KSO 61 KR
=J@ | A=@KSO >AUKJ @e OIldrdlkien, i H@KISI966 RI37],PADA NERANDOS
Unexpected Party"Wwhile in LotRnumerous descriptions of The Shire depict rolling hills,

clumps of trees, winding roads and rivers, hollows to hide in, and meadows and fields. One

KB 5KHGEAJOO | KOP N AReHIl: HebbitoracrbdsthEMatef@eFweP EKJ O E
23).
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Figure 23 The Hill: Hobbiton -acrossthe-Water, by Tolkien (August1937).

Image durce: https://tolkiengateway.net/wiki/The_Hill:_Hobbitoracrossthe Water

In a virtual reuniting of the main cast oThe Lord of the Ringactor Josh Gad
NAl =NGA@ PD=P PDA 4DENA S=0 ARANUKJAOO E@A=H B
2020(Gad 2020) InawordP DA 4 DENA AKNé BKN PDA LIQNLKOAO KB
ADKI Aéo 5K ?=LPQNA PDA HKKG 5KHGEAJ @AO?NE>A@
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Figure 24: The Rollright Stones, Little Rollright, England.

Photograph by JennifeM. Grek Martin, 2018.The landscape of rolling hills and fields of the
Cotswolds aresimilar to manyphotographs in the Hobbiton dataset, particularly hob19, hob24, and

DK>EE PD=P @AO?NE>A@ PDA H=J@0?=LA =0 fA/ KP )K>>EPKJ

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

recognizethe built environment of Hobbiton (Russell 2002, 16)t 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@ 60OAA ) K>>EPKJ =HI K
A U A®aftoner 2017,18) 8 EPD = >NEAB KB fN=I| >-ma&kihgC KNC=JE?0
greens, and landscaping to ensure Hobbiton lookefieald(Falconer 2017, 20, 22At the end

of filming The Hobbit it effectively was real. The sets were built to last, including forfpur

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 he 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 MiddleA=NPDé +=?2GOKJO0O BEHI O AO?DAS.
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Shire, so the spectator never sees the wanton destruction Tolkien described at the end of

LotRe AT? ALP =0 >NEAB CHEI LOAO KB = LKPAJPE=H BQ
5QNJEJC PK PDA 3 Afrétords KOW19 @ob4), dad hetBPniétd O 0

=C=EJ PDA QOA KW®Bt) KDAEPKIORNG@DERKLI OAAI O PK >A C

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

5KHGEAJ 0 O K Nitont dué tG thephysical simiarities of the rolling hills, tended

fields, and small buildings, like mphotograph 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 hob3depicts a path leading to a small

lookoff at the edge of a field and again with the requisite fence, this time on the middreght

side of the image and curving over the crest of the rise. All three images are clearly in

agricultural areas, but tlese smaltscale farms and fields would be right at home in The

Shire.My only wish is that he three photographers of these images offexrd 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.

CORRESPONDENCH HINK

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 thes€orrespondencescan be considered cues that
point to how the photographer conceived of the phenomenon. For example, several
photographers described thinking about the experienceas in weal4 described abover
that they thought the landscape looked like a Middlearth place. From the Mordor dataset
(morl9, TitleWalls of Mordorsee Figure 19 a jagged ridgeline prompts the following

passage from the Description field:

0 Callmeasupernerd(manyhave) but the entiretime | sawthesemountainsl wasjust
thinking of the LOTR Therewasjust somethingso harsh,rough,andintimidatingabout

thsNE @QCAHEJ AéO
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Here,asinwealds JKPA@ PDA GAU SKN@ APDEJGEJCoé SDE?D
considers the relationship between the Real World and Middiearth as something
consciously pondered.The photograph in question is black and white (b/w) with a
H=J @0O?=LA AEéAéé ADKNEVKJP=HO0g KNEAJP=PEKJé 5D
ridgeline in Mayflower Gulch, Colorado (USA), which is set against cumulus clouds that
stand out against adark sky. The contrast is heightened, as b/w images tend to @gr blue
skies more darkly than their fulcolour 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 adight, though not quite
=0 AHAR=PA@ =0 PDA PKL KB PDA NE@CAHEJAé 5DA |,
scenewell: the jagged, knifeedge of the treeless peaks combined with the movement
suggested by the clouds culminates in a harsh dynamis where the ridgeline becomes
almost animated as a watchful barrier to what lies beyondit. KN = O? NAAJ?=L KB P
photopage, seeFigure 19in Chapter V.

5QNJEJC =C=EJ P KCorreBpAnddndz Kdedyi€lds the MDQANFOECB EAN 6 P D
AJPENA PEI A06é SDE?D I =U | A=J PD=P PDA LDAJKI AJ
longer lastingand sustained, rather than instantaneous and fleetingurely, 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> fC
6* 0O=S PDAOA | KQJP=EJOG6¢é& SDE ydzal eepenshfdie A@ PD=P
H=J @0O?=LAée EéAéé PDA NE@CAHEJAE¢é Cbriegspéhdehcdkel L PA @
therefore, sits in relation to a description of the landscape, both the physical rocks, peaks,
and scrags, but also the affective/cognitive A U S Kepi@éhd liramaticadiscussed above |
compared thisDescription to that of weal4, 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 tim@, dMhile | was within the
castle walls on a windy day, | somehow kept on thinking about Weathertop fromi LgTR
suggesting that perhaps a different vantage point or conditions may not have inspired the
same associationBoth records prompted me to consider anyCorrespondence codesthat

?KIJP=EJA@ PDA SKN@ APDEJGO KN =JU KB agwkeldD R=NE=
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as actions and embodied experiences, arfdrthermore to note any records that contained
Correspondencesrelating to the duration of the experience.
I will discuss Mordor at more length below and in the Discussion Chapter, but here it

OAAl O BEPPEJC PK ?KIL=NA | KMEHEpheSHEathor 5 KHGEAJ 0O
Mountains of Shadow, and Ered Lithui, the Ash Mountaindn Book IV, chapter iThe
Passage of the MarsheSam and Frodo catch their first views of the mountains that encircle
Mordor. As they edge toward the Walls, thenountains| KNLDA @ BNKI = 60?HKQ®@U
PDA A@CA KB OECDPO®6 PK OCNEI > H =2t firddySoANOO6 BNKS
the fifth morning they witnessed a nightmarish scene:

i >QP DANA JAEPDAN OLNEJC JKN OQII AN SKQH@ AF

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 fireblasted and poisontstained, stood like an

obscene graveyard in endless rows, slowly revealed in the reluctant lighthe Lord of

the Ringsl1V, i)
In comparison, he photograph for morl9 is b/w, so the absence of colour (i.e., absence of
HEBAg L=N=HHAHO 5KHGEAJOO SKN@Oé =J@ PDANA EO
shot: again, an absence of life. The ridgeline of Mayflower Gulch could certainly be
dAO? NE>A@ =0 F=CCA@ =J@ D=NODeée =0 O6CNEI >H=?2G |
LKS@ANA@ NK?G6& 5DKQCD EJ | KNCI PDANA EO OPEHH
LDKPKCNGADAMMN@O O6ALE?06 =J@ 6 @N=I5=KRHESEOA JRODD= P KMN=AK
(or, technically, the Nomanrlands on the other side of the mountains). While Mayflower
(QH?D EO PDA SKNG KB J=PQN=H L Na@sAagsQhaskd . KN@KN
>U OPDA @=NG H=>KQN KB EPO ftoisMiddla-edhdand3@@O NAEJB

5DA SKN@ APDEJGO S=0 JKP PDA KJHU RAN>=H ?C¢C

KB PDEJGEJCé nA?=1A PK IEJ@ =J@ OEI EH=N LDN=OA
thinking. As this phrase could also denote memory, | considered adding a codeifoB8 Al EJ @
KN *1 =CEJAO0& 5 DRivenNAladeéNI@ congirRciioh &Not&: ithisAegord,

the Title and the Description are meant to be read together):
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6 C 3 E RMat'siie fitdt thing that cameto my mind after looking at this place.This

beautifulbridgeis overa large creekthrough whichMultnomahFallsgo on to takethe

secondfall. ) Not an LOTRfan?Readup on<a
href="http://en.wikipedia.org/wiki/Rivendetl="noreferred KBKHHK S E3 ERAJ @AHHEé

The bridge is clearly the central feature of the photograpthat goes with this Description
no water can be seen in the framerive people are standing on the bridge looking out,
presumably at the waterfalls One personappearsto be wavingto 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 rockand greys or 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 nantas bridge in the
Description and its central focus in the frame of the shots suggests it iset bridge
construction itself and perhapssome aesthetic quality in the colour, the design, or both, that
inspires thoughts of Rivendell,d = @@EPEKJ PK PDA ?KCJEPERA LNK?/
KN *|1 =CEJAO0Oe PDEO LDKPKCN=LDAN EJ?HQ@A@ LKPAJP
performative elements (questioning the audience and providing information on Rivendell
via Wikipedia). lak J KPA@ PD=P PDA AJPENA LDN=OA EO O6PD/
which indicates an instantaneous association between Real World and Fantastical World. |
JKPA@ PDA ?KJPN=OP >APSAAJ PDEO AOL=NGO KB =00
the passage from morl9, Titldhe Walls of Mordor

Asl?KI L=NA PDEO LDKPKCN=LDANOO REOEKJI KB 3ER
notice similarities in the overall physicality of the place, as well as an emphasis on the built
environment.5 DA J=1A | A=JO A?HKRAJ R=HHAWUO HKIN@NEW 5K
0 @AAL @=HA(Ldt&s, 37 6) Yaricus-wd@iand heathercovered slopes surround
PDA R=HAe >QP PDA | =EJ BA=PQNAO KB 3ERAJ@AHH =
#=GODEOO CI i1 2 EJatualyPnBant for L@thlariPrs: R endeettrs,
272) Conversely, Tolkien drew many sketches and paintings of Rivendell (séégure 25),
B=1 KQOHU | K@AHHEJC PDA | KQJP=EJ @®anmiiddend=BP AN 4
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Scull 2005, 203¥°In LotR descriptions of Rivendell focused on the light on the mountains,

PDA OKQJ@ KB NQJJEJC =J@ B=HHEJC S=PANé =J@ PD
HEJCANA@ EJ &HNKJ @0O i DECD C=N@AJ6 =>KRA PDA
Autumn (LotR, Il, ijn the rest of Middle-earth. Much like in descriptions of Lothlérien, time

seems to stand still in Rivendel[Hammond and Scull 2005, 208)

Figure 25 RivendelLookingEast, Tolkien, [ca.1930%.

Image urce: https://www.theonering.com/rivendell-looking-eastj-r-r-tolkien/.

35In the last cleaningprocess,describedin ChapterV, | decided that any records that contain
referencesto aplaceor landscapebeing aninspiration for 5 K H G KHiddleée&@th should be removed.
Thisdecisionwas basedon the supposition that referencesto 5 K H G B#pidatio@s would be alessa

fi . E @@th-An-& = Nexgeienceand more of atraditional literature and film tourist experience.
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In contrast to other Elven realmdike Lothlérien or The Grey Havens (Mithlond)the
dwelling of Rivendellseems especially important® The Last Homely House East of the Sea
or, alternately, West of the Mountains, indicatean 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@eé PK >A =(SinfaMlioarz20@NIb KB CKK (@
Silmarillionimladris 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@=dea& 5DA DK
@E O? KLBtR,183¥8)é >QP PK = )K>>EP0OO AUAOé EP 6S=0 LA
sleep, or work, or storytelling, or singing, or just sitting and thinking best, or a pleasant
Il ETPQNA KB PDAI =HHé &REH (PdEtJ6C)0O @E@ JKP ?KI A
4Ul > KHE? =HHUé 5KHGEAJ S=0 MQEP-AcatATMLHE? EP =>
?=1A PK OUIAthK ptdsarAtiordin rkvisrdnt memory of all tradition concerning
the good, wise, and beautiful. It is not a scene of action, but of reflectiohhus,it is a place
REOEPA@ KJ PDA S=U P Kettersl H53)Che@ayehe kefiectiie= @QRAJ P QN A
gualities of water, it is interesting, then, that water seems more integrated into the Rivendell
landscape than in Lothlorien or Mirkwood Water is also associated with healingRivero
2015 =J@ 3ERAJ@AHH BQHBEHHO PDEO | UPDE? NKHA =C
suffered at Weathertop.# QP KJA EI LKNP=JP =OLA?P KB S=PAN E(
4=1¢e JKPAOé O65DANAOCO OKI APDEJC KB ARANUPDEJC D
(KH@AJ 8KK@ =J@ (KJ@KN =J@ GEJCOO DKQOAO =J@ E
| ETA@éO0LHERQ@E KN A& T(RoIRLW, Vi)Fd Prodd, A misses the one element he
eventually needsA passage to the Blessed Realrit.is interesting, then, that riv43 focused
more on the bridge than the waterfall (which is a rather spectacular one), though, aste in
the Quantitative results, water appears more frequently in the Rivendell dataset than in any
other dataset | 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 & H N Khbu@&s€emsto be in somedispute.In5 K H G Hustdatiols it seemsto be a
large singularstructure with the possibility of outbuildings not pictured in the scene.ln+ = ? GOKJ 0 O
films, it takeson a more sprawling nature, more like alarge estate or evensmallvillage.
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temperate rainforest of Kaitoke, where flmmakers created the river and waterfa(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 ré8todie

2016, 26, Russell 2002he Hobbitfilms 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?O0 KB PDA >QEHP XJREAKJIOAJIPE

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@ ODW@H@ D=RA O0OKI APDEJC
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 oaRk Lloyd

Wright (Russell 2002, 51, 53erhaps the photographer in rivd3 was trying to capture the

design elements of the gentle arch of the bridgewhich could be considered Wrightesque,

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 materialand, as they are

immortal beings, they hadthe time to perfect these crafts. His words for Rivendell include

inspirational, elaborate, and ephemeral, something to impress both the Hobbits drthe

audience(Falconer 2017, 96YWhereasScreenwriter Philippa Boyens wanted Rivendell to

ARKGA ARANUPDEJC =0OO0OK?E=PA@ SEPDFacthetGHAJ 0O &HR

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@& o0* S=0M FKHANAPK OA

(Falconer 2017, 106 DA LDKPKCN=LDAN EJ NEREE | =U D=RA A?

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 i K H G Hiddlecedth.

37In TheLord of the Ringsfilm trilogy, the Council of Elrond,in TheHobbittrilogy, the White Council.
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CORRESPONDENCHREMIND ORIMAGINE

Two cognitive processes that are quite similar are the act of remembering and the
act of imagining.l discuss thesgrocessesin more depth in Chapter II, but a few points bear
repeating.Both remembering and imagining (and perceivingBrockmeier 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 imaginingsjncluding those places, objects, or characterse visualize when
reading written works. As | sifted through the records in my data corpus | noteceseral
LDKPKCN=LDANO | AJPEKJ BDAOSBKRN®D ®ANAP EHtWEI KENPDEA
on-Earth experiences. For example, hob14, Titl®n the Road to Hobbitgrcontains the

following statement in the Description field:

0 5 [gAt andshadein thetreesnearBleaTarnremindedmeof Peter+ = ? GOK J 0 O

visualisationof TheShireinfi - KWINh@3 EJ CO0 1 6

The correspondingphotograph depicts an egocentric view of the side of a forested hill, with

dappled sunlight seen through conifers and lighting the green mosses of tfierest floor.

The path in the foreground is clear and covered with fallen needle¥he quality of light, the

curved trail, and the forested hillside are reminiscent of my own photograph of a hiking trail

in Nova Scotia, seenifrigure32=J @ D=0 | =NGA@ OEI EH=NEPEAO PK P
Fellowship of the Rin@s inFigure 26. In the Description field of hob14the photographer

unambiguously references the films and the visual, or physicahd aesthetic characteristics

KB #HA= 5=NJé HK?=PA@ EJ &JCH=J@0O -=GA %EOPNE
records contained extensive Description fields. Most contained short, comparative

Correspondence codesand others merely hagdhe wordfi ) K>>EPKJ 0Th&J PDA G5EPH
photographer of hob14, however, hasharedfurther insight: the memory trigger is the

guality of light and there is an awareness that they are recalling a memory of a scene or

scenes from the films, noting specificallythat EO 6 + =? GOKJ 0O REOQ=HEO=PEK
say, their own) The composition of the scene and the emphasis on light and shadow

suggested to methat | delve intothe quality of light as a physical descriptionas well as

book and film references both of which | tacklein later sections.
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Figure 26: The Shirefrom Peter Jackson'sTheFellowshipof the Ring
Thisviewofii 5 DA ASDAHNKAD ' = NI AN . = C Cdokhé ©OadBewedh@/odelldall gad A B EHI C

Buckleberry Ferry in the book3 shows a curved path, a treed hillsidgand dappled light contrasted
with shadow. Image urce: https://movie-screencaps.com/thelord-of-the-rings-the-fellowship-of-

the-ring-20014k/page/45#foobox 1/93/4kfellowship-movie-screencaps.com8014.jpg?ssl=1

"J AT=ILHA KB A*l =CEJAO0 ?KI AO RiwkElI PDA

dorthoseMiddleEarthfansout there,thisis preciselywhat | imagineRivendelto look

like. Westartedthe morningin avillageby theriverin the middleoftheL DK P K é 6

The photograph for riv84, taken near Annapurna, Nepal, features a treed vallesccked by

an enormous, snowcappedmountain and surrounded on both sides by the suggestion of
mountains that rear up and out of the frame. The entire scene takes plagader a clear blue
sky, with high contrast between light and shadow on the valleffoor. 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 takg this photograph from a

significant heightand distance From the general descriptiond mountains, valley, streari
theimagebearsOPNEGEJC OEI EH=NEPEAO PK 5KHGEAJOO
that | detailed abovefor riv43, though there are a few key differences, namely thecaleof

the mountains surrounding the valley(in riv84 the mountains are muchmore massivethan
either the depictions of Rivendell or its Real World inspiration Lauterbrunnen) and the

absence ofany built environment. On this last point: the plotographer mentions a village in
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the Description, but it is not visible in the photograph. fie photographerdoes, however,
attempt to situate the viewer by providing markerg\ éhe river in the middle of the phai&
that locate their experience, effectively helping the viewer enter the photograph, and thus
both the Real and the Fantastical landscapes, simultaneously.

Another rich descriptonK B = A 3 Al E JC@respbhdehdeco@ds frofndhe

Mirkwood dataset: mir05, TitleThe entrance to Mirkwood 01

6 1 ? HIkw @ overthe upperparts of the winter hills.On the far side,heading
downtowardsFintry,| sawthis mistmovingthroughthe treeson the slopesof the hill,
andit remindedme of a hundredtalesfrom folklore andfiction, of hauntedwoodswhere

youmustneverstrayfromtheL = PDé& é é 6

Here the key word for theCorrespondenceEO A NAl EJ @AA@3a 0 SEPD PDA =0
= SA=PDAN ARAJPé 061l EOP | KREJC PDNKQCD PDA PNA
NABANAJ?A PK O6HKS ?HKQ@Od6 =J@ 6SEJPANOGE . ENGS
therefore symbolicalyNAL NAOAJPO PDA MQEJPAOOAJPE=Heée KN EZ?
Description begins as a physical association (weather, landscape) and moves into an
affective and/or cognitive association (Mirkwood as the ultimate hauad wood). The
photographer for another Mirkwood association,mir38, described a similar atmosphere:
Orhis forest had a weird vilie.é

Indeed, the photographfor 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 betweenthe woods in the midground and a grassy fieldn the foreground.
5DA @AJOEPU KB PDA BKNAOP =J@ PDA KL=?EPU KB P
forest, suggesting hidden or possibly dangerous things. The ptograph was taken from a
distance (.e., anallocentric perspective) and may have been taken from an automobile
(other comments inthe Description refer to driving, which will be described in the section
AJPEPHA@ 65DAI AO NAH=PA@ PK PDA 1DKPKCN=LDANSO®3a
tales of folklore and fiction all contributed to the general sense of reverie in the phogpaph
and text of thisrecord; it =J @ PDA ¢ S A BISb@ut REir mirdd tol¢rBatel caliNgE 1
?=PACKNEAO BKN fA" Pl KOLDANAOe EJ PtbdHeIng =0A OKI A
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5DA O0OAANEAO BAAHEJC =00OK?E=PA@ SEPD . ENGSKHK
The colour Hack 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
0 L EP R D(Mabbit, "Flies and Spiders", Hammond and Scull 2005, 474, 48he word
Al ENGSKK@0 EPOAHB D=0 NKKPO EJ A=NHU (ANI =Jé @
gloomy (Tolkien, Letters 1981, 36970) Fittingly, Bilbo encounters strangled trees and dark,
@AJ OA ?K>SA>0é )A DA=NO OMQAAN JKEOAO PKKe CNQ
QJ @A N C HobiR Tites and Spiders”)Touching or drinking the water from
. ENGSKK@0O &J?D=JPA@ 3ERAN ?=QOA0 = LANOKJ PK
forget. The cobwebs are harbingers of giant spiders, the greatest danger Bilbo and
Company face on the twisting, narrow path throgh the forest. These evils emanate from
the tower of Dol Guldur in southern Mirkwood, where Sauron was imprisoned in events
prior to the events inTheHobbit. In contrast,, E N G S Kdtti@in®eech and oak forest was
more clement under the influence of Thanduil and the Silvan (Wood) Elves who, though
0l KNA @=JCANKQO =J@ HAOO SEOAO HlHobhit," e DAN &HRA
and Spiders") The Silvan Elves seem to possess keen arboreal knowledpat permeates
their culture and the physical landscapes they inhabiAt no point inLotRdoes Legolas, who
hails from Mirkwood, express fear or wariness of Fangorn, as Celeborn the Wi%does, and
after the fall of SauronMirkwood springs back quickly, like it has remembered earlier Elvish
influence now thatthe antagonisthas been banished.

Like LothkNEAJe . ENGSKK@ D=0 |1 =JU J=1 AO PDNKQCDK
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 Hobbitor LotR Mirkwood was known as Greenwood the Great, a massive tract of
primordial forest largely untouched save for thesilviculturalL N=? PE? AO KB 5DN=J @Q
EPO DAU@=Ué PDA BKNAOPOO O6SE@A D=HHGrdsad @ =EOHA
> N E C D RTolkidh JSOngarillion 1999, 299And, in relation to how Tolkien described other
forest environments, this detail is intriguing. IrLotRneither Fangorn nor Lothbrien are

described as containing birds or animals, with Chetwood, just east of the Shire, the only

38 Celebornand Galadriel are the Lord and Lady of Lothlérien.
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forest teeming with wildlife (LotR, I, xi) By the end ofLotR Mirkwood is restored to
something of its former standing, with the restoration marked by being renamed the Forest
of Greenleaves. ThroughouHobbitandLotRe . ENGSKK@ EO OQ>FA?P PK 6=
HE R E J C(TokiBrELet®E 6981, 44420)and most descriptions of this vast and varied
landscape refer to this time. Notably, Tolkien gave Sindarin names to this place (Taur e
Ndaedelos, Tausnu-Fuin, Eryn Lasgalen) but these toponyms are rarely used by any
character inHobbit, LotR,or Silmarillion
Cinematically, Mirkwood only appears in the first film oThe Hobbitrilogy. 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. Johltiowe 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)-ungi, 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, threedimensional setting, Jackson wanted a certain depth
that could only come digitally, particut NHU PDNKQCD fA-buiding oftvare ? Geo = P
(Falconer 2017,208) 5 DA JKNPDANJ L=NP KB . ENGSKK@é ?HKO!/
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
EMVAOe >QP KQP KB OPKJAé 1AND=LO +=?2GOKJO0O . ENGSES
5KHGEAJO0Oé > QP thredbthat dausds g@é mood] iGthePsante.
Tolkien considersLotRa eucatastrophe(Tolkien, On FairyStories 2001, 689), a
sudden happy ending in the face of certain doom. While he writes a palpable sadness with
the ending of Elvish influence in Middlesarth, he also leaves in a few sparks of hope. The
White Tree of GondorA a descendent of Telperion, one of the Trees that ga the first light
in SilmarillionAflowers again. Samwise plants enallornseed in the Shire. Both actions
suggest that vestiges of the world before the coming dgévildwill continue to exist, and that
renewal is possible. Mirkwood is another signofHoAeé >AEJC O6NAOPKNA@ PK >
end of LotR(Tolkien, Letters 1981, 44420) In many ways Mirkwood and the Old Forest of
The Shire are mythical, faintale forests: dangerous, bewildering places of enchantment

(Denekamp 201 >QP PDAUe HEGA =HH BKNAOPO EJ 5KHGEAJ
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(McGonagill201® *P EO JKP PKK 1 Q?D PK OQCWwmA@®s PD=P . I
due in part to its earlier splendour under Silvan Elvish influen¢@or is it too much to see

Mirkwood, then, asa symbol for a natural world in crisis with the hope of restorationas in

another record from the Mirkwood dataset: mir62. This record is unique in thahe

photograph depicts a group of people walking down a city street, with one person in the
BKNACNKQJ@ A= ?DEH@ @NAOOA@ =0 = . ENGSKK@ &HB3g
Given the nature of the sign and the content of the photograph, combined with the Title of

PDA NA?KN@ A04=RA . ENGSKK@bg =J@ PDA AA®DZ NELPE
begin to consider the possibility of coding for commentary on the environmenfThis record

D=EHO BNKI E HA@IHebbitblsgy potertti@yvodlcdh@ve 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 Lotilen, Fangorn,

or Rhosgobel, the forest inhabited by the wizard Radagast and his woodland friendsTihe

Hobbitfilm trilogy. In the first of these filmsthe threat caused by the Necromancer (Sauron)

permeates Rhosgobel, withstriking scenes depicting disease and deatluring the data

collection phasehowever,P DA P ANI Af3DKOCK>AHO UEAH@A@ JK NA°
records in the final Mirkwood datasetl AND=LO fi3DKOCK>AHO S=0 JKP =
term, or Mirkwood was simply a more fully formed image in the minds of reader and film

viewers.

CORRESPONDENCHPERSISTENCE
4KI APEIl AO PATP PD=P I ECDP BENOP =LLA=N =0 0
as mor76, TitleMordor really existsThe 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 dataorpus depicting
grimy metal walkways and machinery dimly lit from small exterior windows. Accompanying
this photograph in the Description field is a quote from the filmsThe Fellowship of the

Ring, Council of Elrond scene) given by the character Boromir, played by Sean Bean.
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6 0 Meesnot simplywalkinto Mordor. Its blackgatesare guardedby morethan just
Orcs.Thereis eviltherethat doesnot sleep.Thegreat Eyeis everwatchful.lt isa barren

wastelandyiddledwith fire, ash,and dust. Theveryair you breatheis a poisonousB Q1 A & 06

*J PDEO ODKNP PEPHAé 6. KN@QKN NA=HHU ATEOPOG6e *
keep coming back tas that the photographersuggests the Fantastical is Realhat one
might think is found only inFantasycan befound inthe RealWorld.5 DA 61 >=NNAJ
S=0OPAH=J @¢ NE@@HA@ SEPD BENAé =0Dée =J@ @QOPé 5
describes many factories and industrial sites in the Real Worlkh a way the photographer
of mor76 proposesMordor not only exists in our Real World, bt lives on inSforacostaand
similar industrial environments, thus | felt compelledto addthe? K @A A1 ANOEOPAJ? A0
growing codes list It is importantto distinguish this Correspondencefrom 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:
drhisforesthad aweirdvibe.Closesto Mirkwood| cangetin reallife,| C Q A ®i€rétheé
photographer createssemiotic distancebetweenthe i S A ffds@Rurrounding Mt. Rainier
and Mirkwood by statingit is® H KAOUA ibis not exactlylike Mirkwood, nor does it suggest
that 5 K H G Hlifkwobdlexistsin the RealWorld. Yetanother examplecanbe found in my
discussionof P DA ? KJOPNQ?PEKJ A/ KP )K>>EPKJo0oé SDE?D E
scene in the photograph to their own vision of the Shire, but that comparisoalsoleaves a
C=L >APSAAJ PDA 3A=H =J@ PDA ' =JP=OPE?=H PD=P
NA=HHU ATEOPOE&SH

Mordor in many ways stands alone. Few literary places haweeaning beyond their
texts and Mordor seems to be one of them. It is iconic, symboligvild so much so it can be
used to debate contemporary political or religious ideas but fronthe comfortable distance
of a Fantastical World (Saler 2012, 19n contrast, the lands that symbolize morah ¢oddan
5KHGEAJOO SKNGO R=NU CNA=PHUé *?KJE?é& OUI >KHE?
or Lothlérien for Elves, and Gondor or Rohan for Humans, making it difficult to pin down
what a morally good landscape looks like in Middkearth. This contrast might in part

account for the overwhelming numbers of Mordoron-Earth experiences linitially 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~urthermore, the photographs in the records for
Mordor were among the most varied, with natural areas, fiery sunsets, atdth modern
and historicbuilt environments.4 K1 A KB dalkdst@ril Adsovi@id imagery comes
out of Mordor." >KRAé * MQKPA@ 5KHGEAJOO @AO?NELPEKJ
and Sam argn Mordor:
Still far away, forty miles at least, they saw Mount Doom, its feet founded in ashen
ruin, its huge conerising 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 veik of Baradddr that was reared far away upon a long spur of the
Ashen Mountains... ... all seemed ruinous and dead, a desert burned and chok&tie(
Lord of the RingsVl, ii)

The grim black towers of theWalls of Mordor frowned: by contrast, Mount Doom is far
more dangerous as a sleeping beast. The Nomdands outside of Mordor were described in
terms that evoke a desert, here, the desert is choked and burnedihile everything seemed
ruinous and dead, there was life (of a sort) in Mordor: the vast armies and slaves with camps
60" 0O B=N =0 PDAEN AUAO ?KQH@ NA=?Di 6é . KN@KN
continuing this ruination across Middleearth.
Mordor is an enormous region, encompassing the Plains of Gorgoroth, Baratir,

Mount Doom (Orodruin) and the Black Gate (Morannonjut it acts as a single place

K

EO

OUl >KHE? =HHUé 6. KN@KN EO PDA LANBA?P EHHQOPN=P
whose very essence denies the spiritof Middid = NPDé 6 +KDJ ) KSA ?KJPEJQA

JECDPe BENAé =J@ OlsHKobsuppes&dEo®xidE Thisss thelanti @J @D B ? D
(Falconer 2017, 475, 483)hough much ofcinematic 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 &le of Mount Ruapehu as arid, with scrub and sharp

rocks; while actor Elijah Wood saw a severe and desolate plagelconer 2017, 482, 487)

KQJP %KKI EO 0=J KAL=AUP DDHKOQ IB@ AEOID 6. D@B@HA =J CNUe
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smoke creating perpetual night(Falconer 2017, 486)Vhat unites thesedescriptions and
therefore communicatesf@viléand ruin inThe Lord of thé&Ringsfilms 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.

CORRESPONDENCH OOKSLIKE
The Correspondenceof another record from the Mirkwood dataset contains hints
KB Ai*l =CEJAO0é >QP =HOK PDA LKOOE>EHEPU PD=P =

Fantastical onemir68:

6 8 D Awhsakidreading"TheHobbit,"| alwayspicturedMirkwood asbeinglikethe

woodsbehindmy housein late fall.6

5DA RAN> OLE?PQNA@6 DANA @KAO PSK PDEJCOé EP A
focuses on the act of seeing, suggesting similar physical descriptions particularly when

L=ENA@ SEPD PDA SKN@O 06=0 >AEJGsidtriguhg.de 5 DA AHA
LDKPKCN=LDAN EO NA?=HHEJC = L=0OP ARAJP A68DAJ
association was made. That the photographer took this picture of the woods behind their

childhood home and recalled this event suggests there gomething 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 memonAin this case a previous imaginingof a place in a Fantastical

World. When this person was child, they read’ he Hobbitand, when they reached the

Mirkwood chapters, they looked (or walked) outside to see the woods behind their house

and those woods became their visioK B 5 KHGEAJ 0O BKNAOPé )=REJC H=
woods, they recalled their childhood imaginings. Interestinglyand unlike mir05, there is no

reference to eeriness or the uncannywhich may be explainebyP DA NABANAJ? A PK i
and reading the bookas achildl AND=LO AMQ=PEJC ADKI A0 PK AANEJ.
dissonance for this individual, or, as | descrilak it may be that Mirkwood is too varied to

have one atmospheric quality.
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Looking at the photographfor mir68 | noted a mixed conifer and hardwood forest in
late Autumn, meaning no leaves on the deciduous trees arlle ground covered bya carpet
of orange and brown fallen leaves. A small creek appears in the foreground and disappears
aroundabendd= BA=PQNA GJKSJ PK AJRENKJI AJP34H LOU?DK
discussed in Chapter8 5 DA LDKPKCN=LDAN EO ?HA=NHU AEJO PI
perspective), but the forest floor is not easily travelled through as it iogered in branches
=J@ Ol =HH >NQODé * SKQH@ ?D=N=?PANEVA PDA PNAA
of their tangled branches covered in vines. Fallen logs across the muddy creek further
suggest this is not a highly managed environmernithough none of the trees would be
?H=00A@ =0 A>H=?Goe PDAU =NA HA=BHAOOe SDE?D E
which might also evoke a sense of lifelessnedsven though the photographer references
ADKI A0 EJ PDA %AO? N Edhermikelc@turd Paduresin theNrAmed K > QEHP
These physical features are important because the photographer has emphasized vision by
OP=PEJC PDA SKK@O BNKI DKI A S ANAmparedEch®8WQNA @i = O
Tolkien and Jackson portray Mirkwood above, ithe section Correspondence Remind or
Imagine the only feature that seems incongruent with this tangled, leafless vision of
Mirkwood is the bright blue skyseen just above the tops of the trees

" | KNA OPN=ECDPBKNS=N@ EJOP=J7?A HoBh - KKGO F

peaks to valleys... Switzerland's Aare Gorge |
0 - K Klkeihk @lleyof Rivendell..gorgeousplaceto goRE OE P i 6

To clarify, this place is not Lauterbrunnen, where Tolkien drew inspiration for the Elvish

Rivendell, nor doeshe photograph of Aare Gorgeposted to Flickrresemble Lauterbrunnen.

Here instead is an egocentric perspective on an intimate gorge, with a small mountain creek,

green trees, anodest waterfall, andnearly verticalcliff faces. The perspective and framing

of this shot suggest a closed, hiddenplac§ DE? D EO EJ@E?=PERA KB 5 KHGE
described aboveand, according to the photographer, ae that is quite beautiful.One

difference with the Middle-earth Rivendell is that Aare Gorge (in this photograph) is too

narrow to accommodate& HNK J @0 O - = O Phovyetet tiheldddle 3e&nd @dve in

GAALEJC SEPD 5KHGE AMercestale of h&landedperidrvy84e- Ué P DA

direct suggestion of visiting Aare Gorge is somewhat uniquemong the records in the data
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corpus, and | discussthis sense of interacting with the audiencén the sectionsbelow on
Performativity.
Another exampleK B i - K Is @i®!18, Hite GAedNhite TreeThis recordhas two
interesting characteristics that reflect more than a few records in this dataset. The first is the
Correspondence¢ SDE?Dé HEGA NEREEé B=HHO EJPK PDA ?=F
B E AR¢rg@s#moro Looks like Minas Tirith. 8 D E Bdkrespobderi@edoes not offer the rich
verbal descriptions of some of the other records | examined, the photograph and the Title of
min48 illustrate the second characteristic, which isdw some placescanhave 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 Amlbart (Jaipur, Indiy However,
some records, such as mi48, focus on the White Tree of Gondor. The photograph
associated with mn48 is a landscape orientation, egocentric perspective of classical ruins in
Pergamon, Turkey (Izmirwith 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
Januaryjn the centre of a large courtyard or agora, making &n accurate approximation of
5KHGEAJOO AKN +=?2GOKJ0Og PNAA EJ PDA $KQNP KB
PDA >=?GCNKQJ@ ?KQH@ OLA=G PK 5KHGEAJOO .EJ=0O
prominent Greek, Roman, and Byzantine citthough perhaps Constantinople would be a
better parallelB KN . E J pditicél pobitBrPim@oador (Hammond and Scull 2005, 570)
andthe stone ruins calltomind KHGEAJ 0O REOEKJ EJ =CA =J@ | =PAI
with its seven walls of stone so strong and old that it seemed to have been not builded but
?=NRAJ >U CE=JPO KQP TKeB or¢Pddthe RNEI MO meéhoned DA A=NPD
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

INK@QR? PEKJ @AOECJAN (N=JP . =FKN &=BE@®@DedJ =0
=J E@A= ?KILHEI A JPA@ >U "H=J -AA0O J=PQN=HEOPE
architectural elements in his design¢Falconer 2017,40@8) . =F KN AJOQNA@ PD=P 5

specificationsAa 700ft high city with a 300fthigh towerAwere 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 neglecteth recent years(Falconer 2017, 401)
#QEH@EJC .EJ=0 5ENEPD KJ HK?=PEKJ EJ ) =US=N@o O
people, but the location and its two miniatures had to be believable as a city of thousands
(Falconer 2017, 403, 406%tatuary symbolized a backwardooking 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).
4 ARAN=H KPDAN NA?KN@O BA=PQNA ASDEPA PNAAOOQG

minQ9, struck me as poignant:

drall ships and tall kings Three times three. What brought they from the foundered land

ORAN PDA BHKSEJC OA=¢ 4ARAJ OP=NO =J@ OARAJ C
with the all too familiar barren surroundings of the college car park... andltheticed

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 imanydurban 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

gualities of humanity as | wade through thegnent compassionless, small minded, brutal

=QOPANEPU KB $=1 ANKJT O #NEP=EJéO

This Description contains a deep well of emotion, even with the few personal lines |

removed to preserve the anonymity of the people mentionedThe photograph belonging to

this Description isa bit dark:a b/w, portrait orientation, egocentric perspective of a small

but healthy birch treeand an overcast skyBehindthe treeis alot full of carsand several

low buildings. What stands outto me, however, & the ability of this photographer to

describe the qualities of the tree that caught their eye, amidst a landscape referred to as the

0 lodern Shired> QP OKQJ @EJC | KNA HEGH>=zKNW@WKN@A2=NAAINQ@
austerity). That the tree alone, without the trappings of the Court of the Fountain appearing

EJ | ENET & ?2KQH@ ?KJFQNA =HH KB .EJ=0 5ENEPD =1
KB PDA >APPAN MQ-= H EoRHE poler th& re@i@d imadgiBiRys dre c@pable= GO P
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of.4 KI APEIl AO EP P=GAO KJA OODEJEJC K>FA?PO0 EJ PL

that uplift, makes sense, and give us perspective and restore our sense of self.

CORRESPONDENCH-EEL

-EGA A5DEJGoOe * QOA@ PDA LDKPKCN=LDANOO SKN
Correspondenceshould be coded as affective in theategory6 * AAHo0é ' NKI PDA ) K>
dataset, | noted hob21, Titl€EIswout 2017: Hobbiton

6 4 ? #odnAlate-summerwalk in Elswoutestate westof Haarlemin the Netherlandsa

true Hobbitonfeelin thispartoftheL = NG & 6

"@ EPPA@HUe PDA JKQJ ABAAHO EJ PDEO OP=PAI AJP

this record in theCorrespondenceii ' AAHO JKP KJHU >A?=QO0A KB PDA

word, but that atmospheres are often describedin 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 andwanding path.

The major differences in comparison with hob14 is that theges are hardwood with green

leaves (the photograph was taken in July, rather than September for hob14) and the path is

| KNA LNKIEJAJPeée ?QNREJC =NKQJ @ignd33. DEHHOE @A EJ
A more straightforward CorrespondenceP D=P ? KJP=EJO PDA RAN> fAP

the Rivendell dataset: riv62, TitleRivendell

6 Tamabigfan of TheLord of the Ringsand Tolkienand from the first dayin the
mountainsand forestsof Rhodopd felt that | wasin MiddleEarth.| hadthe feelingthat

from somewherd would hearthe songsof the Elves seeGandalfdoing his magic,the

(@)

Hobbit andthe Fellowshipof the Ringfighting the darkforcesof 4 = QNK J a a d € € &

5 DA L DK P KReal warlBvisibinbofRivendell was taken near Drama, Greece, from
behind a waterfalland looking onto a small poolset ina dark forested valewith mossy rocks

=J@ PNAAO SEPD CKH@AJ HA=RAOé O5DA RekbhndEJ

PEKJ
may allude to an intangible quality of the landscape that is difficult escribe, but easy to
capture visually.The forest is dark, but not dangerousthe backlighting isa golden glow, and

the pool is small and shallow. Beingehinda waterfall often signalstravel to secret or
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magical places in folktales and mythdut apart from the falling water, the tiny vale appears

to be almost motionless, though it is full of mosses, leaveand other plant life.

Furthermore, the textual referencesto Middle-earth in the Descriptionare vague: hearing

Elvishsongs, seeing Gandalf do magic, fighting SaurorO  @= N.GontBakt ki3 wid

weal4, where the photographer recounts Frodo being stabbed by a Morgul blade. In rivé2, i

is almost as if the photographer was referencing some essentllQ=HEPEAO KB 5KHGEAZ
stories, rather than specific events from the books or filmslhe entire record feels like

stepping into a reverie, where moods and emotionsome to the fore, as opposed to

REASEJC OKI AKJAOO @A L-EatirdiatelOn thiBnote:cobpare@tBE BE? . E @@
5KHGEAJ OO KN + =elaBdadape inhis phbtegraphiodsinadt geceBsBrilfjook

like Rivendell. Apart from the waterfaleind the hidden nature of the valethe golden leaves

and glow speak more to Lothbrien and the mossy rocks and pool to FangornThat the

photographer titled it Rivendell,suggestssome ineffableaffective quality to this landscaped

beyond the mere physical that inspired the association

Other Themes Related to the Real World-Fantastical World Association

As much as possible ¢oded the Correspondencesseparatelyfrom other descriptive
or performative elements of the records to isolate the way in which the photographer
represented their Real WorldA Fantastical World associationKeeping theCorrespondence
codes separate from other elements in a record Description meant | could see if there were
correlations between theCorrespondencesand other manners of account. In doing sdt
becameclear that certain aspects of the Real World were important to the assation the
photographer made between the Real and the Fantasticdlhese 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, includingolours and Quality of Light.

AFFECT
4P=PAIl AJPO QOEJC PDA RAN> fiPK BAAHO =J@ EPC
so do certain descriptors, as in ort23, Titl&rump Tower, Fifth Ave and 56th, The Cross Streets

of New York
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&otall, dark,andimposingthat | couldn'tquite fit thewholethingE J € 6

5DA ?KI >EJ=PEKJ KB =@FA?PER A@neméliontl Feacton,i @= NGO e

L=NPE?QH=N EJ ?KI>EJ=PEKJ SEPD PDA LDKPKCN=LDE

from the ground up. This egocentric view of a dark steel and glass structure composed of

L=N=HHAH =JCQH=N >HK?GO F#>@E=AP?KHH@IKI OH=XJA=MA 0O

of Orthanc (seeFigure27). A similar description in mor19, Titl&he Walls of Mordoalso

UEAH@O =J =BBA?PERA NAOL KJ OASeveralKeyherdNagDioem NKQCD é

PDEO NA?KN@ BQNPDAN NAEJBKN?A PDA =PI KOLDANA K

060D=NODb6e =J@ OF=CCA@é *J HEPAN=NU PANI Oe PDEO

conditions might refer to the concept of the subime. Since thesaffective descriptors did

not refer to directly to the Correspondence which in the case of ort23 was a straight

comparison,* ? NA=PA@ = & K@AGMNPBRBIB2ARBA BHNF A4 Q>HEI Aoeé
/' AS : KNGOO 5NQI L 5KSAN-infd Ortbdne(seeHge2B,0 = CKK(

the tower at the centre of the Ring of Isengard and home to the wizard Saruman. Tolkien

describes it as a 500 footall, black, sharpedged stone structure with twenty-seven stairs

leading to an entrance overlooked by a balcony and tall window&otR, Ill, x, Letters, 276)

5KHGEAJOO EHHQOPN=PEKJO KB ONPD=J? ?D=JCA KRAN

lighter stone to sharper more angular buildings. Hammond and Scull even suggest the later

drawings look like modern skyscraperg1995) of which Trump Tower certainly is one. All of

5KHGEAJOO @N=SEJCO BA=PQNA@ = BKNGA@ KN DKNJAGQ@

Neither Orthanc nor Isengard were built by Sarumaff, though the name Orthanc suggests

= SEV=N@HU J=PQNAé 5KHGEAJ @AREOA@ EP PK | A=

E J(@tR, Ill, viii, Hammond and Scull 2005, 248)pending on the language used,
referencing both the physical description of the building and the skills dfs current

inhabitant.

39 Giventhe frequency and variability of phrasesdenoting the concept of atmosphere, I ultimately
createdatop-levelcodefor i " P | K O&anBANQ@ > Wds tevised asa sub-code beneathiit.
40 Isengardwas built by the NiUmendreansin the SecondAge (Silmarillion, 300)
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Figure 27: Alan Lee'sOrthanc (left) and Trump Tower, New York (right).

Note: the image on the righthas been cropped to approximate theextent of the tower seen inort23.
Image ources: http://www.theonering.com/galleries/professionatartists/the-two -towers/orthanc-
alan-lee; By Jorge Lascar from AustraliaTrump Tower, CC BY 2.0,

https://commons.wikimedia.org/w/index.php?curid=63316302

Orthanc houses one of thepalantiri, 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 Worldi.e., to communicate with the reader about how we
should treat the environmentAis unsubstantiated, but those places touched bypalantiri,
Orthanc, Minas Tirith, Mordor, and Weathertop, tend to have weighty narrative messages.
Cinematically, Orthanc appeared as a tall, frestanding tower made of obsidian:

cold, sharp and dangerous(Falconer 2017, 384Behind the scenes, the sevemetre

| EJE=PQNA CNAS KQP KMBgureXH Rulssel 2002040)Pr@acios CJ Oé
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