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ABS--RACT

Ever since the dawn of the Hollywood star systerthaearly 1920s, consumers have
always been fascinated by the works and privateslief film stars and any other
celebrities (Dyer 1998; McDonald 2000). In face thublic demand for celebrities is so
strong these days that they have without any dbelbbme an essential part of our
everyday culture (Gabler 1998; Turner 2004) andketaeconomy (McCracken 1989;
Thomson 2006). Yet, some consumers experiencendisamntly more intensive level of
interest and admiration for a particular celebatyd, subsequently, become what are
commonly known asfans’ (Henry and Caldwell 2007; O’Guinn 1991) ‘celebrity
worshippers’(McCutcheon et al. 2003). And I’'m one of them! Esence |, by chance,
bought the DVD of the filmSaved!(US 2004) back in April 2005, | have been the
devoted fan of the talented young actress Jenandaloho features primarily in lesser
known, but much more interesting and challengingjeiffilms. But what is it exactly
that attracts an ordinary consumer like me to becamd remain the devoted fan of a
film actress? What does the lived experience afdéne fan of a film actress (or any
other celebrity for that matter) actually mean fioe individual consumer? And how

does celebrity fandom express itself in everydaysamer behaviour?

While these are interesting questions, surprisifiglg academic research has sought to
address them. In fact, the existing fandom litemeven lacks a coherent understanding
of what actually constitutes fandom in the firsiqd, and the interpretation of what fans
are often seems to depend on the underlying ageintee researcher investigating the
phenomenon. What is clear, though, is that botllemwdc literature and popular media
have placed fans consistently on the receivingagnlicule, negative stereotyping and
bad presqgJenson 1992). As desired, fans are portrayeeregttyt mindless numbs, who
are manipulated by popular mass culture (Fiske 198Rickel 1985), or as subversive
and creative rebels against the corporate estafdish (Jenkins 1992; Shefrin 2004).
Some authors viewed fans as members of neo-resigialis, who worship celebrities
like gods through shared rituals and the sacrahisatf associated items within like-
minded communities (Kozinets 1997; O’'Guinn 1991)he&ds described them as geeks
and alienated, lonely social misfits, for whom fandis a means of compensating for

experienced deficits in their social lives (Jenkir®®92; Kozinets 2001). Finally, some
Vi



social psychologists have in recent years setmabhfirm sensationalist media reports
by portraying fans as cognitively inflexible, dalhd uncreative people (McCutcheon et
al. 2003) or as delusional, pathological-obsessiakkers (McCutcheon et al. 2006).

But maybe there is much more to a consumer’s fatisaship with a film star than
previous studies have uncovered so far. Thus,deraio answer the earlier questions,
this thesis aims to develop an understanding ot wieaning(s) the everyday lived fan
relationship with an admired film actress has fodividual consumer and how it
expresses itself in everyday consumer behaviour. UBBing subjective personal
introspection (Holbrook 1995) and taking an exisafphenomenological perspective
(Thompson 1997), | examine my own personal everyday fan relationship with the
actress Jena Malone by drawing on narrative trategpun theory. In doing so, the
research is also looking for any evidence thateeitbupports, questions or even
contradicts assumptions about fandom held by pusvgiudies. The introspective data
were collected as contemporaneous data over adpefid5 months and recorded as
hand-written notes in a specifically assigned diéPatterson 2005). The emphasis,
thereby, is placed less on factual behaviour, buichnmore on my emotional
experiences such as personal feelings, thoughgdms and daydreams the essential

elements of real-lived fan experiences.

While a number of interesting findings have emerfgedh the introspective data that
contribute to the interdisciplinary literature aantlom, stardom and film consumption,
the main contribution is a re-conceptualisatiorfasfs that puts the emphasis back on
what should matter the most — a fan’s emotionalcatnent to one’s admired film star,
which revolves primarily around the film star’s atiwe work and private persona. As
the consumer is unlikely ever to meet one’s admiited star in person, one’s personal
impression of the film star’'s personality is ess#lyt a selective intertextual reading of
relevant andreliable’ media texts based on one’s own life experiencesls, dreams
and inherent desires. A continuous process ofjagtdtion and projection (Gould 1993),
thereby, strengthens the fan’s feeling'lafowing’ the celebrity like a personal friend,
despite actually having never met the real persagmnal the image. Nevertheless, this
experiencedoond of emotional closenessan at times be strong enough to elicit within
the consumer a feeling gfersonal friendship’or ‘love’ towards the admired film star,

which can take the form of a parasocial relatiopshi
Vil
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CHA'TER 1

CONFESSIONS OF A FAN

1.1 Introduction to the Study of a Consumer’s Fan Rlationship with a Film Star

Until recently, little academic research has sougldevelop a deeper understanding of
how a consumer’s fan relationship with one’s faweufilm actor or actress expresses
itself in everyday consumption experiences andtpes (Thomson 2006; Wohlfeil and
Whelan 2008a, 2011a). This scant attention is qguterising, because since the dawn
of the Hollywood star system in the 1920s consurhexse always been fascinated by
the creative performances and private lives of 8lars or any other celebrities (Barbas
2001; Dyer 1998; Geraghty 2000; McDonald 2000)ebkd] we encounter consumers,
who indulge themselves in the latest creative wastaries, gossip and scandals of their
favourite celebrities, virtually every time we opewr daily newspaper, turn on the TV,
browse the Internet, read magazines at the demt&dk down the street, shop in the
local supermarket or just talk to our friends, geer colleagues at school, university or
work (Hermes 2006; Schickel 1985). Thus, it is dialy to say that film stars, directors,
rock/pop stars, athletes, novelists, artists anenewmodels have without any doubt
become an essential part of our contemporary eagrgdlture (Barbas 2001; Evans
and Hesmondhalgh 2005; Gabler 1998; Turner 200d nzerket economy (McCracken
1989; Thomson 2006). Of course, most people terntat@ only a fleeting interest in
celebrities per se and thereby enjoy primarily ¢ikehange of gossip with other like-
minded individuals (Hermes 2006; Stacey 1994). Haresome consumers experience
a significantly more intensive level of interestiaadmiration for a specific film actor or
actress (or any other celebrity for that matter)l,asubsequently, become what are
commonly known agans(Henry and Caldwell 2007; Leets, de Becker an@s511995;
O’Guinn 1991) orcelebrity worshippergMcCutcheon, Ashe, Houran and Maltby 2003;
McCutcheon, Lange and Houran 2002).

And as it so happens, I'm one of them. Indeed, sirere | by chance bought the DVD
of the indie-flmSaved!(US 2004) in a 3-DVDs-for-€20-sale back in Apdd5, | have
been a devoted fan of the young, attractive ang taented film actress Jena Malone,
who features primarily in lesser known, yet muchrenmteresting and challenging
independent films such @onnie Darko(US 2001),The United States of LelaftdS




2003),Four Last Song$UK 2007),The Go-Gette(US 2007)Into the Wild(US 2007),
The RuingUS 2008),The MessengefUS 2009),Five Star Day(US 2010) orSucker
Punch(US 2011). What hereby is quite curious is thaave never really experienced

this kind of admiration and devotion for a specHictor/actress or any other celebrity
before; though, like probably most other peoplbave enjoyed watching films since
my early childhood for the hedonic pleasure valoat they provide (Holbrook and
Hirschman 1982; Kerrigan 2010). But for me, filnie enuch more than merely another
form of entertainment. In fact, my fascination withrem meets Bloch’s (1986: 539)
definition of product enthusiasymwhere the product (herélms) ‘plays an important
role and source of excitement and pleasure alomg@® and aesthetic dimensions in a
consumer’s life’ This enthusiasm for films has often expressedifit; consumer
behaviour that goes well beyond the obligatorytuisithe cinema, renting a DVD or
watching a film on TV. For more than 26 years, véndeen engaged in the large-scale
collection (Belk, Wallendorf, Sherry and Holbroo®91) of films first on VHS and then
on DVD formats. Similar to enthusiastic collectofsart (Chen 2009), literature (Brown
2006a) or records (Holbrook 1987), | also take eer@ pleasure in displaying mittle
treasures’for the eyes of the occasional visitor, but eveasrarimportantly for my very
own private enjoyment (Chen 2009; Holbrook 1987¢véltheless, their collection as
cherished possessions (Belk, Wallendorf and ShE389) is only of minor relevance

compared to the contribution that films make for onea higher emotional level.

The experiential consumption of films has alwaysvpted me with both an exciting
way to escape the everyday reality of a lonelytiniged and boring life and a source of
inspiration for pursuing detter way of life’(Wohlfeil and Whelan 2008b). Therefore,
instead of being merely a passive form of shomitentertainment, my film enjoyment
actually derives from the active immersion into fih@ narratives (Batat and Wohlfeil
2009; Green, Brock and Kaufman 2004) and the itleation with film characters
(Cohen 2001; Wohlfeil and Whelan 2008b) that give thie opportunity to live out my
hopes, dreams and fantasies in my imagination. déslpite all those years of engaging
emotionally with the fascinating world of films afitmmaking, | never really viewed
or described myself as a fan. | also have neveafsf real devotion for a particular film
star either. Surely, there were certain momenisyrrlife, when | felt briefly attracted to
a certain talented and/or sexually appealing axtiks Winona Ryder, Sandra Bullock,

Neve Campbell, Alyssa Milano, Claire Danes and hatRortman, whose films |



preferred to watch on those particular occasioneernoften than others. My interest in
them was often awoken by my enjoyment of a spetilfic or TV show they were just

featuring in. But it usually involved little morddan merely watching the respective
actress in a few other films and/or TV shows, andmoading some free sexy photos
from the Internet. However, just like my passingerest in certain film genres, none of
them left me with the personal desire for develgmmmore intensive emotional feeling
for her beyond the performances in those seledi®d find, at the end, my interest in
each of them evaporated again within just a few therMoreover, | paid virtually no

attention to their private lives or anything elsgside their on-screen performances. At
least, that was the case until, by chance, a yolahgnted and very attractive actress

called Jena Malone unexpectedly crossed my patltapidired my heart...

Indeed, ever since | first saw her, | experieneg tompletely different and much more
intense emotional relationship with Jena MaloneilgV8aved!(US 2004) has become
one of my all-time favourite films, | actually lowe watch all of her films endlessly. No
surprise then that | obviously have every single ohthem added to my private DVD
collection as soon as they are released and beawvailable for purchase (Belk 1991).
But in addition to having all her films in my persd collection, | also feel this constant
desire in me to learn more about her as both aieeeperformer and a private person
(Wohlfeil and Whelan 2011a). Yet, because shess kmown and/or doesn’t follow the
typical, widely expectedareer pathof parties, scandals and tabloid publicity likenya
other (wannabe) celebrities (Gabler 1998; Gerag60; Schickel 1985; Turner 2004),
good interviews, articles or websites with up-tdedaformation about her (as a result?)
are quite rare. Hence, | go to great lengths tisfgany needs by buying them on eBay
even for above-retail prices. Nevertheless, my nuwrished treasures are Jena
Malone’s original hand-signed photo autographspeeislly those ones that she has in
person dedicated to me personally. In some strarye | feel that Jena Malone has

actuallySaved!(US 2004) me from a lonely and frustrating lifeaasunwilling single

by filling it with meaning and a sense of purpo®éofifeil and Whelan 2009, 2011b,
c). However, my emotional attachment to Jena Malma®gealso presented me with some
truly interesting questions that, in my opinion, rigat further investigation. For
instance, what is it exactly that attracts an adinconsumer like me to become and
remain the devoted fan of a film actress (or arheotelebrity for that matter)? Why

does a consumer like me experience such a strorgiieral attachment to one



particular film actress, but remains indifferentatber equally talented and/or sexually
attractive ones? What does the everyday lived étationship with one’s admired film
actress mean to the individual consumer? And hogs domanifest itself in everyday

consumer behaviour?

Yet, because these are indeed some valid andshtegguestions, it is quite surprising
and also disappointing that so little academicaesehas previously sought to address
them. In fact, while a growing interdisciplinary dyo of literature from such diverse
academic disciplines as cultural anthropology, @aogy, social psychology, sports and
leisure research, media studies, marketing anducogaisresearch has been dedicated to
the study of fandom in recent years, earlier sttleve focused mainly on the symbolic
(and sometimes obsessive) consumption practicesrtdin, moreextreme’subgroups
of fans usually associated with media text entlamsi@Brooker 2005; Jankovich 2002;
Jenkins 1992; Kozinets 2001; Shefrin 2004) or spepectatorship (Derbaix, Decrop
and Cabossart 2002; Murrel and Dietz 1992; Ricleard®04; Richardson and Turley
2006, 2008). Researchers have thereby limited tbkes methodologically to an
outsider-looking-inperspective (Smith, Fisher and Cole 2007) thatgrasided them
primarily with the opportunity to establish and nfeirce an ideological distinction
between'US’ (the normal, rational, mainstream and sociallyirdete) and'THEM’
(the abnormal, irrational, deviant and socially esicable) by looking down from some
obscuremorally superiorhigh ground on the non-confor@ THER’ within culture and/

or society. But because the interpretation of wadn is seems only too often to be
highly dependent on the underlying agenda of tepeetive researcher investigating the
phenomenon (Smith et al. 2007), it is no wondet tha present literature still lacks
even a coherent understanding of what exactly tatest fandom in the first place
(Wohlfeil and Whelan 2008a, 2011b, c). What is cléhough, is that both academic
literature and popular media have placed fans stergly on the receiving end of
ridicule, negative stereotyping afizhd press’(Barbas 2001; Jenson 1992; Lewis 1992;
North, Bland and Ellis 2005; Redden and Steinel02@ehickel 1985; Thorp 1939).

As desired, fans are thereby conceptualised edleuneducated, gullible, dull and
vulnerable‘'numbs’, who are easily controlled and manipulated by agdeous and

‘evil’ popular mass culture (Boorstin 2006, Fiske 199%hl& 1998; Schickel 1985), or
as subversive and creative rebels against the @igestablishment, who poach and



utilise commercial media texts to create their avemv textual products (Barbas 2001;
Jenkins 1992; Shefrin 2004; Turner 2004). Some lach@ortray fans as members of
neo-religious cults, who worship celebrities likedg through shared rituals and the
sacralisation of associated profane items withia-thinded communities (Jindra 1994;
Kozinets 1997; O’Guinn 1991). Others describe thresngeeks and alienated, lonely
social misfits, who experience for various reasdesfcits in their social skills and/or
networks (Horton and Wohl 1956). While often bewegll-educated, creative and very
successful in school or at work, these consumesk ife their private lives lonely,
rejected and stigmatised especially by those otlvene may be less imaginative and
intelligent, but are much more privileged in teraisocial skills, status and/or physical
attractiveness (Cusack, Jack and Kavanagh 2003n&isz2001). Thus, fandom would
provide them with a means of compensation and kaciaraction with similarly
isolated individuals. In following Munsterberg’s91l6) legacy, however, a small group
of social psychologists have recently set out agaira deliberate quest to confirm the
century-old and sensationalist popular stereotyya tans essentially are cognitively
inflexible, gullible, dull and uncreative individisa(McCutcheon et al. 2003; North et
al. 2005) or, even worse, delusional, pathologutsessive stalkers (Maltby et al. 2004,
McCutcheon, Scott, Arugate and Parker 2006). I fdcCutcheon et al. (2002, 2003,
2006) have even gone so far to imply tbelebrity worshipwould actually constitute a
‘serious mental illness’although their own published statistical datarsgty contradict

every single one of their arguments.

In light of such devastating views of fans, admgtpublicly to my infatuation with the

film actress Jena Malone and risking to be bramdéid one of the common stereotypes
or, even worse, to be declared as cognitively xilfle, dull, gullible and obsessive — at
least if the findings by McCutcheon et al. (20080&) are anything to go by — may
seem to be a very unwise move. But as none of ttwseeptualisations either describes
or fully captures many facets of my own everydagdi fan consumption experiences, |
can't stop wondering whether there is maybe muchremm a consumer’s fan

relationship with one’s admired film actor/actrges celebrity) and any subsequent
consumption practices than previous research hesvered so far. This suspicion is
further strengthened by the fact that all earltadies have conceptualised fandom from
an outsider-looking-in perspective, whereby scholars have imposed th&mn o

preconceived abstract ideas onto the phenomenoriih(®imal. 2007). Moreover, they



all share two main commonalities. Firstly, previoesearch has only investigated
certain, more‘extreme’ subgroups of fans on specific occasions such as Bek
Conventions (Jenkins 1992; Kozinets 2001), fan<lgHenry and Caldwell 2007;
O’Guinn 1991; Richardson 2004) or fan-blogs (Kozn&997, 2007; Richardson and
Turley 2006, 2008) while paying little attention the ordinary everyday lived fan
experiences of thanormal’ fan in one’s daily life. Secondly, all the prevsostudies
have focused either on the symbolic relationship$ social dynamics that consumers
experience with other fans within their respectte@sumption subcultures (Henry and
Caldwell 2007; Jenkins 1992; Kozinets 1997, 20@D 72 Richardson and Turley 2006,
2008) or on the psychological well-being‘gtillible, pathological-obsessivecelebrity
worshippers (Leets et al. 1995; McCutcheon et D32 2006) instead of actually
exploring the nature of fans’ personal relationshigpth their objects of admiration in
the first place. This inadvertently meant thatthe process, the admired fandom objects
have often been reduced to the mere status otarcihmngeable commodity.

The interesting questions raised by my brief awtgtsiphical account above, however,
suggest a need for an alternative conceptualisafitendom that instead focuses on the
fan’s dyadic relationship with the fandom objechu$, my own research path has
become a journey to explore the phenomenon of kgldandom in more detail from
the fan’s point of view that has not been lookegraviously. Yet, addressing those
earlier questions appropriately requires a firsspe approach that gives the consumer
a voice (Stern 1998) and allows an examination fgenuine insiderperspective
(Levy 1996; Smith et al. 2007) what it really medosthe individual consumer to be
the devoted fan of a film actor/actress (or a a@heln general). This present thesis,
therefore, contributes to the literature by deviglgm genuinely holistic understanding
of what meaning(s) the privately experienced fdati@ship with one’s admired film
actress has for the individual consumer and hownanifests itself in everyday
consumer behaviour. In taking an existential-phegrmoiogical perspective (Merleau-
Ponty 1962; Thompson, Locander and Pollio 1989) asiig a narrative form of
subjective personal introspection (Gould 2008aHblpbrook 1995, 2005a), | describe
and critically examine through a narrative tranggoyn approach (Gerrig 1993; Green
et al. 2004) how my own personal fan relationshifhwhe film actress Jena Malone
has developed and expressed itself in everyday loansumption experiences over a

period of 20 months (Wohlfeil and Whelan 2011b, e emphasis is hereby placed



less on the factual recollection of observable oon#tion practices that could have
been obtained through less controversial reseasthads, but much more on how my
everyday lived experiences (i.e. inner feelingguthts, sensations, daydreams and

fantasies) derived from or translated into my falationship with Jena Malone.

1.2 Origin of My Research Journey

While the issues and questions in relation to cglebandom that | have raised in the
previous section are clearly of interest, my resdegourney didn’t actually commence
with the aim of investigating them, but instead eyed from my initial research idea by
a fortunate coincidence. Inspired by Holbrook’soatihnographic writings about his
personal consumption experiences stemming fromngrusiasm for jazz music (1986,
1987, 1995, 1998a) and photograph collections (892805, 2006), my initial research
back in spring 2005 started off by studying theezigmtial consumption of films from
an individual consumer’s insider perspective (Batadl \Wohlfeil 2009; Wohlfeil and
Whelan 2006a, 2008b). As | have enjoyed watchind emllecting films since my
childhood for the hedonic pleasure value of losimgself in their imaginary worlds, |
felt back then that this would make for an intarestand insightful contribution to
consumer research (and | still do). In contrastaioventional product or service brands,
films must hereby be viewed as composite artistantds that consist of a complex
tapestry of various other brands, which include agnothers the participating actors
and actresses, the director, the producer(s), dhptwriter(s), the cinematographer(s),
the editor(s) and the soundtrack composer(s) asidudhl human brands in their own
rights (Kerrigan 2010; Kerrigan and O’Reilly 200&ohlfeil and Whelan 2006a). The
film's brand image and success influences and naulsaneously influenced by the
personal image and value of each participating mubrand (Albert 1998; Beckwith
2009; Elberse 2007; Levin, Levin and Heath 1997]l&¢a, Seigerman and Holbrook
1993). Hence, | initially considered the phenomeabfilm star fandom merely as one
of many relevant factors contributing to a consumenjoyment of films (Wohlfeil and
Whelan 2008b).

With my own personal admiration for the film acsekna Malone intensifying during
the summer of 2005, however, it emerged that thenpimenon of celebrity fandom
would provide a beautiful opportunity that was jiei good to ignore. In fact, a number

of questions intrigued me due to my own personalelgoeriences in particular and just



begged for closer examination. For instance, why tel so emotionally attached to
Jena Malone instead of any other (i.e. a nypular and media-friendly celebrity?
What is it about Jena Malone that fascinates mantemsely, while | usually remain
rather indifferent towards any other celebrity etebrity culture in general? Moreover,
although | describe myself openly as a Jena Mafanewhat exactly does it actually
mean to be a fan in the first place? These areethdeme pretty interesting questions
that due to their nature and relevance to our Jpustern consumer culture also lend
themselves to a holistic examination. Therefore, éimphasis of my research project
has shifted towards understanding the widespreatigrhenon of celebrity fandom —
with a special view on film actors/actresses —taxeéntral focus. By using subjective
personal introspection, | have recorded and exasming own personal everyday lived
consumption experiences as a Jena Malone fanraanyrdata to provide some insights
into celebrity fandom from a fan’s insider point\oéw. All insights emerged thereby
iteratively from the introspective data themselweishout prior knowledge of the
relevant interdisciplinary academic literature @amdom and stardom. Obviously, the
research’s new focus and overall approach has qmegt&n some way a gamble on two

fronts that could have easily backfired under umnifoate circumstances.

First of all, there has always been the dangerhatan interest in Jena Malone and
my admiration for her could have evaporated attang as quickly as it began. In other
words, | could have ended up with insufficient aspective data and had to start all
over again. Fortunately, my emotional attachmenhi® film actress has persisted and
even intensified not only throughout the perioddafa collection, but also continues to
this very day. Secondly, and maybe even more diycimy knowledge of both the

fandom and the stardom literature was virtually -ea@istent at the time of data

collection. In fact, | only read up on the fandomdastardom literatures after | had
completed the 16 months of contemporary self-oladEmw and started to transcribe the
recorded diaries. The obvious advantage of thisragmh is that | would neither

consciously nor unconsciously be able to influetheerecording of introspective data in
the diary in favour of or against certain curreaheeptualisations of celebrity fandom
in the present literature, if |1 didn’t know them adlvance. The major downside to this
approach is that all findings emerging iterativislym the introspective data could have
failed to make a contribution to the literaturecéngse they might have already been

addressed in detail by previous studies. Fortupatelebrity fandom has turned out to



be still a largely neglected field of research wmtthe interdisciplinary study of fandom
longing for closer academic investigation and myaesearch is already making a first
significant contribution to enhance our understagdof the meanings that a fan
relationship with a celebrity may have for the indual consumer, as evidenced by the
papers included in this thesis. By coincidencéherding also Smith et al.’s (2007) call
for a genuine insider perspective into a consumeed-lived fan experiences with the
subject of one’s admiration, my introspective reskeas not only leading to an urgently
needed re-conceptualisation of fans and fandomhasitalso become an important part

of the emergingConsumer Introspection Theory (Clgaradigm (Gould 2011).

1.3 Overall Aim(s) and Purpose of the Thesis

The general idea of conducting academic researtdh gentribute to the growing body
of knowledge in a specific area or discipline denest by investigating phenomena that
call for scholarly explanation. The romantic imag#rat we hereby usually have is that
of ajourney of discoverywhere a researcher ventures into unknown teyrtmexplore
observed phenomena of interest and after somergtmens back home again to report
the findings. But if this travel metaphor is acdarahen it seems that most researchers
select the phenomena they investigate akin to mgckaurists walking sightseeing on
the beaten path from one tourist attraction or haadk to the next highlight of the tour.
In some cases (the so-calledmchair scholarshipj, scholars even seem to be content
enough to review merely the existing literatureider to theorise about certain distant
phenomena without ever actually leaving the satétyheir desks — which is pretty
much the scholarly equivalent of writing a travebk without ever having been in the
country or culture in question. And as it happehs is particularly true regarding the
study of fandom. Indeed, with the exception of adial of ethnographic studies, where
the researcher has at least temporarily visitecbapyof (often hardcore) fans within the
special context of conventions (Jenkins 1992; Ketar2001), fan-clubs (Brooker 2005;
Henry and Caldwell 2007; O’'Guinn 1991; Richardsd@®94) or fan-blogs (Kozinets
1997, 2007; Richardson and Turley 2008), the vagbrty of scholars have theorised
fans and fandom without ever actually engaging enspn with the very people and
phenomenon they sought to investigate. Under theexir of objectivity and scientific
rigour, all of them have tended to occupy a detdchdsider-looking-inposition, from
where they could describe and examine fans and kieiaviour by imposing their own

preconceived, abstract, one-sided and only toongiiejudiced meanings onto this



phenomenon (Smith et al. 2007) that would allowdiffierentiating fans as thdeviant
other from what is considered to be normal in sociatythle process, all those previous
studies have treated the consumers’ object of adimir merely as an interchangeable
commodity of no further relevance for one’s fandother than providing a social link
to other fans (Jenkins 1992; Henry and CaldwellZ26®zinets 2001; Nayar 2009).

It should therefore come as no real surprise thiagn | started my research journey, a
review of the fandom literature has presented agatence that we still lack a genuine
understanding as to why and how a consumer reafigreences this special emotional
bond to a specific film actor/actress (or any otbelebrity) that s/he admires and what
meaning this personal devotion carries for theviadial(s) involved in one’s everyday
life. Hence, the overall aim of this thesis is tsp the frontiers of knowledge and to re-
conceptualise celebrity fandom by providing somaugee holistic insights from the
perspective of a real insider into what meaning(spnsumer’s private fan relationship
with one’s admired film actor/actress has for thesumer and how it manifests itself in
everyday consumption practices and experiencesttiSehial. 2007; Stern 1998). Thus,
in taking an existential-phenomenological perspectMerleau-Ponty 1962; Thompson
1997; Thompson et al. 1989) and using a narratilgestive personal introspection
approach (Gould 2008a, b; Holbrook 1995, 2005a; Ngbtand Whelan 2008b, 2011b,
c), | have been occupying the dual role of bothrdsearcher and my sole informant by
describing, examining and interpreting my own pievaveryday lived experiences as a
devoted fan of the film actress Jena Malone and th@y manifest themselves through
my consumption of her films, autographs and otladlectible items. In other words,
my research journey required me to explore the amed territory of celebrity fandom
as a native backpacker with an open mind andtésthidaggage of preconceived abstract
ideas and prejudices as possible in order to ilgastthe phenomenon from a genuine
insider’s point of view. Furthermore, the reades b@ereby been invited to join me on
this journey as a side-participant and to expegeasgtebrity fandom as it is experienced
by a real-living fan. In doing so, the researchrj@my and, subsequently, the present
thesis commenced with the following initial objeets in mind that reflect the questions

raised earlier by my autobiographical experiensea dena Malone fan:

« To explore the nature and extent of a fan’s ematiattachment to one’s favourite

film actor/actress (or any other celebrity). Byrgag first-hand insights into what it

10



Is exactly that attracts an ordinary consumer hke to become and remain the
devoted fan of a film actress like Jena Maloneweeld be able to understand why
a consumer experiences such a significant leveltefest, admiration and devotion
for one particular celebrity, while not experiergsimilar feelings of attraction and

attachment towards other equally talented andaradly appealing celebrities.

To develop a genuine understanding of what meas)ndpe everyday lived fan

relationship with one’s admired film actor/actrésss for the individual consumer
within the context of one’s personal life-world @mhpson 1998). In examining the
meanings that being a devoted fan of Jena Malosefdramy personal subjective
guality of life experiences, this thesis seeksruvjgle a true insider perspective to
understand in particular what it really feels Ifke an individual consumer to be the
fan of a film actor/actress. Furthermore, by giviageal fan his own voice of

representation (Stern 1998), it would be intergstmmexplore through his eyes how
and in what different forms the experienced ematiorelationship with one’s

admired film actor/actress is occupying both a raleand a physical space with the

consumer’s everyday life.

To examine how a consumer’s emotional attachmeah&s favourite and admired
film actor/actress expresses itself in everydaysaarer behaviour. As it is highly
unlikely that an ordinary consumer like me woulereget to know one’s admired
film actor/actress as the real private person lgktte public persona in the media
(Dyer 1998), this thesis aims to enable a deepa@enstanding of how the individual
consumer may express one’s emotional fan relatipnglith the admired film
actor/actress through the acquisition and consumpif tangible possessions such
as autographed photos, posters, DVDs, articlesatimer collectibles to create or
enhance the personal feeling of the respectiveoagls physical presence in one’s
everyday life (Wohlfeil and Whelan 2011a, b, c).

Still, it must be noted that these initial objeevhave merely served as early points of

departure and were not intended to be imposed wsd&dion for some preconceived,

deductive hypotheses. Instead, all insights obthoh&ing the research have emerged

iteratively from the introspective data througheadthy and thorough hermeneutical

analysis (Gadamer 1989; Thompson 1997) of the dianyscripts, which were only
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brought into context with the relevant existingdam and stardom literature during the
analysis process. Nonetheless, first readings duttie hermeneutic analysis of the
introspective data have made it apparent that eigaeon narrative transportation theory
(Gerrig 1993; Green and Brock 2000; Green et @42®app and Gerrig 2006) and, by
extension, parasocial interaction theory (AlperstéB91; Horton and Wohl 1956;
Rubin, Perse and Powell 1985; Rubin and McHugh 1@87conceptual frameworks
from the social psychology and communication researould in particular benefit our
understanding of a consumer’s emotional attachnaewlt devotion to a film actor/
actress as a fan. Indeed, by drawing on these hwories during the hermeneutic
analysis (Thompson 1997), my research and, hehie thesis looks at whether the
introspective data into a genuine insider’s eveyylileed fan relationship provide any
evidence that might support, question or even ehgh pre-established stereotypes,
assumptions, (mis)conceptions and beliefs aboudwoers’ fan relationships with film
actors/actresses (or other celebrities) that schdiave in the past imposed on fans
while theorising the fandom phenomenon from theveorence and safety of their

distant outsider positions.

1.4 Epistemological and Methodological Foundationsf the Research

As a research methodology provides the road maprf@cademic journey of discovery
into a phenomenon that calls for scholarly expl@amatthe question arises as to why |
have taken an existential-phenomenological persgeahd chosen subjective personal
introspection (SPI) as the research methodologyhisrresearch and thesis rather than
any other, more established and less controvessial While | discuss and justify my
research methodology and its philosophical fouldatin Appendix A in much more
detail, | address the question here briefly. Tlha fnto the Wild(US 2007), in which
Jena Malone also features in a support role, offereby an excellent analogy for the
existential-phenomenological approach that hasegligly research journey. Just like
the lead character Chris McCandless, we need towgetf the comfortable trap that is
the established path in academic scholarship, l#e@d (= what is known and/or how
it became known) behind and walk with an open mimod ‘unknown territory’ to
obtain genuine insights into the human conditioatd8 and Wohlfeil 2009). Indeed, by
studying only individual elements of consumptiorepbmena in isolation, the scientific
methodologies that still dominate most marketirgeegch on consumption experiences,

including my earlier studies (Wohlfeil and Whela®0Bb, c, 2007), have usually failed
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to appreciate their holistic context and complexit\oreover, the research methods that
have informed much of the fandom and stardom lteeatend to examine film stars
and their fans purely as isolated texts by impogiregonceived, ideology-informed and
often prejudiced meanings onto them from a detaahadider-looking-in position
(Evans and Hesmondhalgh 2005). Yet, in order ta gdruly holistic understanding of
a consumer’s fan relationship with one’s admirémh factor/actress, the consumer must
be given a voice by focusing from a real insidesspective on the consumer experience
in the way it presents itself to consciousness ([@&erPonty 1962; Thompson et al.
1989). If we, like Chris McCandless, look therehtoiour own individual subjectivity,
we might learn a few things about ourselves as mupeengs (Gould 1991, 2006a). But
while he eventually met his doom at the unforgivimands of Mother Nature, | hope

that, at the end of my journey, | may be spareidhdas fate at the hands of academia.

As phenomenology is essentially a philosophy, agigm and a research methodology,
it is often hard to describe. Husserl (1985, 1988)eloped it as an anti-foundationalist
approach to knowledge that is centred in the aggtaf conscious thought and rejects
all the foundationalist notions of Cartesian dyalé&bsolute truth and its criteria of
evaluating knowledge claims (Hirschman and Holbrd2®R2; Thompson 1990). Key to
understanding phenomenology is Husserl’'s (1985uraemt that material objects,
despite their real physical existence in the exematerial world, only appear to the
individual person in one’s conscious thoughtiatentional objects’rather than being
perceived correctly as the things they are. By ndigg objects not as things in
themselves but @phenomena of consciousnese concluded thaall consciousness

is consciousness of somethingnd that all thoughts are always directed at some
phenomena of interest (Husserl 1985, 1986; Waldeif@92). Thus, Husserl proposed
to ‘go back to the things themselver’ order to understand the truessence’of a
particular phenomenon in its ideal form and thetexinof its appearance. But to grasp
knowledge with certainty, researchers would be irequto bracket out their own
preconceptions of the external world and to foauly on the contents of consciousness,
which Husserl (1986) called thieved experience’Hence, the role of the researcher is
to interpret the everyday meanings and structutbefvorld aslived’ by the individual
person — the so-calletife-world’. The foundation of human understanding emerges
thereby from an underlying field of pre-reflecteédet experiences such as emotional

experiences, practical knowledge and an intuitindeustanding of one’s socio-cultural
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way of life (Husserl 1986; Thompson 1998; WaldenfE992). Other phenomenological
scholars such as Heidegger (1927, 1935), MerlealyRd962) and Gadamer (1989)
built on Husserl’s thoughts by injecting existelisiaideas and proposing that the life-
world is the structure of fundamental relationshipst shape an individual’'s everyday

lived experiences and private meanings s/he asctibhem (Thompson 1997).

The proponents of existential-phenomenology arpaethe life-world is a hermeneutic
construct that provides an analytical frameworlotigh which holistic understandings
of phenomena arise iteratively from the interpretinteraction between the developing
understanding of consumers’ life narratives anehiorld categories (Thompson 1998).
In borrowing from Gestalt psychology, Heidegger Z1p proposed that knowledge
manifests itself in its existentigbestalt (figure)’ or ‘Dasein (being there)and should
provide insights into human life experiences asittigvidual’'s ‘being-in-the-world:
Merleau-Ponty (1962) suggested that the pre-reftegerceptual experiences serve as
the foundation for conceptual knowledge claims hade to be understood as a process
of ‘seeing-as’metaphors. Human experiences that have traditioba&len viewed as
unconscious are hereby described as both reflectédinreflected and as being located
only in the present life-world rather than as bedegermined by historical antecedents
(Merleau-Ponty 1962). As reflective meanings thgreimerge from the background of
unreflected experiences, their relationship to esitier can be explained through the
figure/ground metaphor (Lai, Dermody and Hamnerydl@008). Human experiences
must therefore be seen as a dynamic process, wbdegn aspects stand out as a figure
from the ground at one point in time, while recedvack into the ground at another
point in time when other aspects become figuraksd (Thompson et al. 1989). Hence,
the figure is never independent from its contexgraund, as they constitute each other
and neither can exist without the other (Heidedd#85). All human experiences such
as thoughts, feelings, fantasies, memories, paorepand imaginations, furthermore,
are intentional phenomena that are directed towswdse focal point of interest (Lai et
al. 2008; Merleau-Ponty 1962). This means that ilE@onsumers’ behaviour patterns
can't exist in isolation, they also shouldn’t badsed independently of their social and
environmental contexts. Existential-phenomenoldggrefore, seeks to describe human
experiences in the very way they dliged’ within the context they emerge from,
whereby the world of lived experience doesn’t neagl/ have to be identical with the

world of objective observation and description (&aér 1989; Thompson 1997).
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In taking an existential-phenomenological perspectthe aim of my research project
and thesis is to obtain holistic insights into asumer’s everyday lived fan experiences
with one’s admired film actor/actress through thésticular individual’'s eyes (Gadamer
1989; Heidegger 1927; Merleau-Ponty 1962). But tduhe perceptual and experiential
differences that naturally exist between the redearand the informants, the ultimate
form of understanding human experiences withinrtbigiational and personal contexts
would be achieved by a fusion of horizons (Gadab®&9) that involves the researcher
taking on the dual role of the researcher and nf@med subject. And this is also the
reason why | have been using a narrative form bfestive personal introspection (SPI)
as the research method for data collection. SPlimtesduced to consumer research by
Holbrook (1986, 1987, 1995, 2006) 25 years ago sl been advanced further in
particular by Gould (1991, 1995, 2006a, b), Browfi98a, b, 2006b), Patterson (2005,
2009), Shankar (2000), Rambo (1992, 1996, 2005) lately, by myself to form what
Gould (2011) is calling the emergent paradigntaisumer introspection theory (CIT)
In its purest form, SPI is aextreme form of participant observation that foesison
impressionistic narrative accounts of the writeo\wn private consumption experiences
with a phenomenon from the viewpoint of an inforrmed deeply involved insider’
(Holbrook 2005a: 45), where the researcher is @iecsole informant. While | discuss
the history and controversy surrounding this redeanethod (Renu 2011, Wallendorf
and Brucks 1993, Woodside 2004, 2006) in Appendiore of its major advantages is
that it allows the researcher an unlimited 24-hatoess to an insider’s everyday lived
experiences with the investigated phenomenon withaning to wrestle with ethical
concerns regarding the informant’s privacy (Brov@98b). Moreover, SPI enables the
researcher to explore the subjective nature of Imufeelings, daydreams, sensations
and streams of consciousness related to consum(iionld 1993, 2008b) in the very
way they are experienced by the individual, butehaemained inaccessible through
traditional scientific and qualitative research noets (Wohlfeil and Whelan 2011b, c).

For this research, | have thus provided some ip&cdsve insights into my own private
lived consumption experiences as a devoted fahefilm actress Jena Malone in the
form of a narrative essay (see Appendix B), whiagmmarises in detail the different
types of introspective data that were collectedr avtotal period of 21 months of self-

observation. My lived fan experiences in the pefiotn April to 10" September 2005
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were obtained as retrospective data in a 36,00@svessay, which was written in early
September 2005 to describe how | became a fanmaf M&lone in the first place. Then,
in the following period from 1 September 2005 to 3December 2006, | collected all
my personal everyday lived fan experiences wittaJdalone as raw contemporaneous
data while they occurred in real time in ordertsuwe a high degree wlata accuracy’
(Wallendorf and Brucks 1993). Contemporaneous spective data field the unique
advantage of providing a large pool of pure emaiaata on consumption experiences
that would be inaccessible to any other scientfigualitative research method that is
based on retrospective recall or pure observatnh #nerefore, inevitably lost forever
(Wohlfeil and Whelan 2008a, b, 2011b, c). To cdlligem, | used thought-watching
exercises that are relatively similar to the onescdbed by Gould (2006a, 2008a),
whereby | observed within me how my thoughts, faieis or feelings in response to
Jena Malone-related stimuli — both external (illen performances, interviews, photos
or articles) and internal (i.e. daydreams and imagg— developed, progressed, receded
and even resulted in different emotional respomasesphysical reactions. Yet, my own
approach is much closer to the narrative introspeotspoused by Holbrook (1987,
1995, 2005a) or Rambo (1996, 2005), where autodpigcal stories provide us with a
lens for looking into the human condition of our mdane everyday lives. To ensure
data accessibility for external review, | have reledl all the contemporaneous hand-
written data systematically, unfiltered and on #pet in a specifically assigned diary
(Patterson 2005). In total, | obtained more tha®,@80 hand-written words as raw data,
which were also supplemented by 50 photographsitdkeng the same time to provide

further holistic insights, for a thorough hermenepart-to-whole analysis.

In line with the existential-phenomenological ttaeh, | have used a data interpretation
process that largely draws on Thompson’s (1997pgsed hermeneutical-narrative
model of understanding. In his opinion, the phenoohegical process of hermeneutic
circles involves a part-to-whole analysis of eadforimant’s accounts through an
interactive process, whereby five key aspects osomer stories need to be analysed.
First, individuals structure narrative contentspgbgtlines that present events according
to a temporal movement to highlight goals, motiaesl envisaged outcomes. Second,
the consumer narratives reflect symbolic paralbEsveen the meanings of different
events. Third, they also present us with intertalxtalationships, in which the meanings

of different consumption stories become integratecbnsumers’ narratives of personal
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history (Thompson, Pollio and Locander 1994). Houdonsumer narratives express
existential themes by which consumers negotiate gadf-identity through reflections
on consumption experiences, rituals, treasuredgssgms and life choices (Thompson,
Locander and Pollio 1990). Finally, consumer narest reflect and draw from socio-
cultural codes of shared meanings and conventsetiiewpoints (Thompson 1997).
But as such hermeneutic analysis normally work$ wetrospective data that has been
obtained in a number of interviews from variousomfiants (Thompson et al. 1990), |
have had to make a few adjustments to meet theuamgguirements of this research
and thesis. Firstly, despite being merely a saroplene, | have generated a large data
set of more than 190,000 words in total rather thawveral small data units. Secondly,
only the retrospective essay would meet the pliterea of a consumer narrative (Boje
2001). While the contemporaneous data represeradberate chronological sequence
of events, a structured plot is subsequently abdésnertheless, the contemporaneous
data can still be considered as a collection ofllemiterlinked narratives. Also, to get
some distance between my role as researcher amdlengs informant, the hermeneutic
data analysis first began a year after completiggdata collection and approximately
four months after finishing the data transcriptidine temporal, mental and emotional
distance also enabled me to bracket out precommreptnat | have had about myself.

The first step of the hermeneutic analysis involaegpeated full reading of the entire
introspective data transcripts to gain a first seftg the overall picture. Due to the
‘plotless’ nature of the individual instances that | colléctaver the full 21 months of
self-observation, | summarised the introspectiia dlman extensive consumer narrative
presented in Appendix B that reflects the chroniclzigorder of events while staying
true to the emotional consumption experiences aetinigs to gain a better overview.
Based on the early impressions, | broke the conbeamgous data set down into more
manageable, logically coherent chunks to be exaimimdividually asparts Thereby, |
discovered that the identification of different pag, through which the fan relationship
has moved, was the best way of achieving it. Ondindace, all identified phases
seemed to share issues like the search for th&t lafermation about Jena Malone, the
enjoyment of her acting performances in films, thechase and collection of Jena
Malone-related items (i.e. DVDs, magazine articlessters and autographs) and her
constantly experienced presence in my everyday Yiét, their nature, the importance

and emphasis placed on them and, most of all, Xpereenced emotional intensity
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seemed to differ significantly within the contexteach identified phase. A further part-
to-whole reading supported the chosen breakdowmhefdata into (in themselves
conclusive) temporal phases. The next step invohaagliring a feeling for any ideas
expressed within the accounts of the individualsgisan order to understand them fully
in their contextual complexity. In the third stdpstarted to‘extract key statements’

(Goulding 2005) within the context of each indivaddiandom phase by identifying key
sentences, specific phrases, terminology and ewataphors | used as an informant to
describe a particular situation and/or fan expeeewith Jena Malone. In doing so, |
examined whether the extracted statements wouldated certain themes by grasping
them as the outcome of figure-ground relationshighin their respective situational

contexts. The emerging meaningful key themes wesa put in context of each other
and the overall consumer narrative to be scrutthigether in order to identify key

patterns of meaning (Thompson 1997).

However, despite iteratively clustering recurregngicant statements into meaningful
themes, | also aimed to prevent the emerging eh@mes from being abstracted and
generalised into etic constructs, which would omlgibit us from understanding the
true essence (Gadamer 1989; Husserl 1986) of avidndl consumer’s everyday lived
fan experiences with one’s admired film actor/adrdnstead, | sought to integrate the
emerging emicsurface level'themes into a coherent, thick and meaningful detsen
(Goulding 2005) of my everyday lived fan relatiopskvith Jena Malone as an emic
‘higher level’ theme based on identified intertextual linkagesvben my own life text
and the mediated Jena Malone text (Wohlfeil and MM2008a, 2011b, c). An aim was
thereby to reduce the thick description to the mismlestructure that would offer an
explanation for the experienced fan relationshifhiwithe socio-cultural context of the
individual's (= my) life-world, which includes myrate perceptions of the cultural
settings, the lived body, the historicised self amndrelationship to other people such as
family, friends, colleagues and, obviously, Jenddvla in particular (Thompson 1998;
see also Appendix A). But any interpretations thaterge iteratively from the data
through a hermeneutic analysis never represerfirtheand absolute findings, but can
only be viewed as one set of possible explanatmisas a snapshot of the phenomenon
at a particular moment in time, which evolves fartlwith every new reading and
knowledge obtained thereafter (Thompson 1990). Elewith the exception of paper 2,

each paper presented in this thesis emerged atefledts a different stage in an on-
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going hermeneutic process by focusing either goeaiic data set (paper 1 and 3) or on
a different theme emerging iteratively from the m@ieconsumer narrative (paper 4, 5
and 6) and building gradually on each other. P@pénstead, followed up on paper 1's
earlier theme through an interactive introspectishere Wided Batat and | each wrote
and compared a retrospective essay in January Eib@r way, the emphasis is placed
less on the factual recollection of observable aomsion practices, but much more on
how my everyday lived experiences (i.e. inner fegdi thoughts, fantasies and

daydreams) derived from or translated into my eamati attachment to Jena Malone.

1.5 Content of Collected Publications and Their Camibution to the Literature

As mentioned in the previous section, each of tiewing six publications that form
this thesis have emerged from the hermeneutic sisalgf the introspective data
collected first retrospectively and then contempewsly in the period from April
2005 to 31 December 2006 — with the exception of the secaruigation that is based
on the exchange and comparison of two introspeebsays written in January 2008 by
Wided Batat and | in order to expand on the areexpkriential film consumption that

has opened up with the “Confessions of a Movie-Fmaper.

1. Wohlfeil, Markus and Susan Whelan (2008), “Confessns of a Movie-Fan:
Introspection into a Consumer’s Experiential Consumption of ‘Pride &
Prejudice”, European Advances in Consumer Reseay@) 137-143.

This paper could be regarded as an early poinepadure from my initial research idea

of studying film consumption towards the study efebrity fandom and was praised by

Patterson (2009) as dmpressive contribution to SPI'Yet, more importantly, this

exploratory paper was also the first publicationrc&dl for a turn towards interpretive

methods in order to examine in a truly holistic wayw consumers actually consume
films (Kerrigan 2010). Indeed, previous researchilbn consumption has exclusively
focused on economic dimensions by relying on saatiger simplistic assumptions and
guantitative modelling approaches to assess whaagdtmindividual variables (i.e. film
stars, film critics or word-of-mouth) may have & ttommercial success of films at the

box office (see Albert 1998; De Vany and Walls 20BRashberg and Sawhney 1994).

At the same time, film studies have relied puretyandience-response theory, whereby

the scholar as afexpert viewer seeks to show how an imagined, idealised viewer

would respond to film texts and the cinematic eigrere by making ideology-informed
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assumptions about probable motives, expectationgpaar knowledge (see Hirschman
1999; Mulvey 1975; Phillips 2007). Instead, basadaanarrow subset of introspective
data collected in the period from July to Octob@02 in relation to my consumption of
Pride & Prejudice(UK 2005), which happened to be the first film hwitena Malone |

had watched in the cinema, this paper argues tbhatrglex tapestry of interconnected

factors contributes to a consumer’s film enjoymémitdoing so, this was — as Kerrigan
(2010) points out — the first publication ‘istinguish between film consumption as a
collective and an individual actto provide evidence that film consumption bedorg
before and ends long after the actual viewing, @nexplore the phenomena of repeat
viewing and building up film collections; all factothat weren’t considered by previous
studies at all. Moreover, in proposing narrativensportation theory as an alternative
framework for explaining film enjoyment, this pageund that a consumer’s personal
engagement with the film narrative and its characte of particular importance. This
personal engagement not only allows for a momengggape from reality into the
imaginative film world, but is even further enhaddérough intertextuality, by which

the consumer connects the film to one’s persofeakkperiences.

2. Batat, Wided and Markus Wohlfeil (2009), “Getting Lost ‘Into_the Wild’:

Understanding Consumers’ Movie Enjoyment Through a Narrative

Transportation Approach”, Advances in Consumer ResearcBb, 372-377.
Despite featuring Jena Malone in a support roke fitm Into the Wild(US 2007) didn’t
play a role in my 21 months of self-observationitamly had its cinema release nearly
a year after | completed my introspective dataembibn. Hence, this paper is the only
one presented in this thesis that is based onfexetift introspective dataset, which was
collected at a later time — even though it buildsadheme that emerged from the actual
research. Indeed, apart from providing the oppattuo work with Wided Batat, this
paper was actually inspired by some comments liveden relation to earlier drafts of
the “Confessions of a Movie-Fan” paper. Severaddaoacs questioned the findings’
merits, as they felt uneasy with the paper’s reaon a single informant as data source
and implied that introspective accounts from sevafarmants needed to be compared
analytically in order to substantiate the knowled@ms in amore objective, reliable
and generalisablefashion. Thus, to put this suggestion’s meritshi test, this paper
uses a different type of SPI called interactiveaspection, whereby Wided and | wrote,

exchanged, compared and interpreted retrospectsagys of our personal consumption
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experiences with the filnto the Wild(US 2007), which we both just happened to have
watched at that time. While the comparison andyaiglof both introspective essays
clearly supported the previous paper’s findinggytlalso revealed some interesting
similarities and differences in how each of themetdrs is actually experienced by the
individual consumers. This is particularly true tbe consumer’s personal engagement
with the film narrative, its characters and undedymessage that was found once again
to be of particular importance to one’s enjoymefthe film, as it enables the consumer
to experience temporarily a complete immersion thi film’s imaginary world. This
paper thereby found that the nature and inten$ityapnsumer’s immersion experience
is determined solely by one’s private motives, nesés and inherent desires. This makes
it close to impossible to describe, measure anthexp by any quantitative means. As
a side-effect, this paper made it apparent thdt igrowing number of informants any
data interpretation would focus more and more @ndimilarities (while ignoring the
differences) and, by reducing it to the smalleshcmn denominator, disenfranchise the

human experience inadvertently of its very ess@mtiee process.

3. Wohlfeil, Markus and Susan Whelan (2008), 'The Book of Stars. Some
Alternative Insights into Celebrity Fandom”, Proceedings of the 2008 Academy

of Marketing Annual Conferenceat Aberdeen Business School, Robert Gordon

University, Aberdeen: Academy of Marketing, on USB.
This conference paper has received the Best Papgets & Heritage Marketing Award
at the 2008 Academy of Marketing Annual Confereridee exploratory paper reflects
my personal disappointment with the manner, by Wwihie fans of film stars and other
celebrities have been represented in both the atadierature and popular media so
far. In particular, | felt frustrated with how famich studies were primarily designed to
confirm century-old stereotypes and to reinforcenownly-held prejudices either by
means of self-fulfilling experiments (McCutcheonatt 2003) or by imposing certain
ideological views onto fans (Sandvoss 2005). Howetwe voices and views of actual
fans, whom they generally treated as being dullilder and abnormal, never really
featured in those studies at all. Even the hamaffethnographic studies often tended to
study fans a&he other’in society by looking only at a narrow subset afid at very
special occasions (see Henry and Caldwell 2007;u&1991). Hence, | felt that the
present conceptualisations of fans failed to dbscaind fully capture my own fandom

with a film actress. This exploratory paper, theref is the first publication on fandom
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that takes a true insider perspective to provideume insights into a consumer’s
everyday lived fan experiences with a celebrity.rdbwer, this paper represents a first
attempt in demonstrating how a deeper and moreigemunderstanding into the nature
of celebrity fandom could be gained by drawing anrative transportation theory. But
as narrative transportation theory was initiallyeleped to explain the phenomenon of
‘getting lost in a book’it was exclusively aimed at understanding the tadearctivities

of reading, whereby the reader mentally immerseselfinto a book’s narrative world
(Gerrig 1993). In drawing on Dyer (1998) and therddm literature, which views film
stars as a specific type of film texts that are stacted through an intertextual
accumulation of various media texts, this papersgmés a conceptual argument in
outlining why this theory is also suitable for urgtanding consumers’ everyday lived
fan experiences with a celebrity. In doing so, thégper found that a consumer’s fan
experiences with a film star derive from one’s peed engagement with the celebrity’s
creative work and public persona, which is esskytithe consumer’s personal

intertextual reading of what s/he perceives todbevant and reliable media texts.

4. Wohlfeil, Markus and Susan Whelan (2011), “There’sSomething about Jena

Malone: New Insights into How Celebrities Appeal taConsumers”, Proceedings

of the 2011 Academy of Marketing Annual Conferen@ the University of

Liverpool, Liverpool: Academy of Marketing, on USB.
Although this conference paper is the most recabtigation presented in this thesis, it
looks at a key theme that already came relativatlyen in the hermeneutic analysis to
stand out from the contextual ground and has preven since to be essential for really
understanding a consumer’s emotional attachmeantadmired celebrity. The paper
explores the actual substance of a celebrity and hoappeals to the individual
consumer. In doing so, this exploratory paper aflects my personal frustration with
the extremely simplistic and superficial way, inigfhthe stardom literature within both
film and media studies (see Dyer 1998; King 199Aht3n 2007a) and also the present
human brands discourse within marketing and the A§&#R Fischer 2011; McCracken
1989; Thomson 2006) have examined film stars alebdées only as one-dimensional
textual constructs that embody and personify caltarchetypes. In fact, due to the
researchers’ lack of personal engagement with géeband their audiences, it seems
that those simplistic conceptualisations of filmarst and celebrities are primarily

grounded in ideological and/or methodological conseaather than in any actual real-
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life observations. Hence, while celebrities haverbpresented as semiotic systems that
reflect a coherent, firm and recognisable canomref and off-screen media texts, it
became already apparent in early stages of the emmutic analysis that this
conceptualisation would be ill-equipped in explagimy emotional attachment to the
actress Jena Malone presented in the earlier “Tdak Bf Stars” paper. In drawing on
my collected introspective data and on consumeregocited in Stacey (1994), Barbas
(2001), O’Guinn (1991) and Henry and Caldwell (20@fis exploratory paper looks in
particular at how and why consumers become emdhjoatiached to one celebrity, but
remain indifferent to other equally talented, ieging and attractive ones — a question
that previous positivist and ideology-based stuttie@ge conveniently overlooked. This
paper found that the actual substance of a cejebtonsists of four key human brand
attributes through which s/he appeals to the iddial consumer as a) a performer and
artist, b) the‘real’ person underneath the performer, c) the tangildaif@station of
both the performer and theal’ person through products, and d) the social lindther

consumers; depending on the consumer’s persomaésis, values and inherent desires.

5. Wohlfeil, Markus and Susan Whelan (2011), The Book of Stars:
Understanding a Consumer’s Fan Relationship with &ilm Actress Through a

Narrative Transportation Approach”, European Advances in Consumer

Research9, (in press).
The paper was initially presented as a competjimeer at the ® European Association
for Consumer Research Conference at Royal Hollowhis publication reflects a more
advanced stage in the hermeneutic analysis pra@es$uilds directly on the findings
of the earlier, similarly titled conference papBue to my continuing dissatisfaction
with the current fandom and stardom discourse énatademic literature and popular
media, this exploratory paper takes an introspecimnsider’ perspective and draws on
narrative transportation theory to explore the reatf a consumer’s fan relationship
and emotional attachment to an admired film starceédagain, the paper found that a
consumer’s fan experiences with a film star defireen one’s private engagement with
the celebrity’s creative work and public personadohon the consumer’s personal
interests, values and inherent desires. This siyarantradicts the stardom literature’s
proposition that celebrities appeal to all conswsrezually as media-managed semiotic
image systems that personify the cultural idealglafmour, success and even the divine

in society. Dyer (1998) and the stardom literatiage also theorised that fans would
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admire film stars aSlawless, superiorhuman beings, who present a consistent human
brand image both on- and off-screen by only pomigya canon of virtually identical
film characters that mirror theirue’ real-life personality and life-style. In other wisy
the film star and his/her portrayed charactersraseparably intertwined as one and the
same — a view shared by much of the celebrity eseaoent literature in marketing
(McCracken 1989; Thomson 2006). This exploratorpgsahowever, found that the
consumer clearly distinguishes between admiringitimestar’s acting performances on
screen and adoring the actual person. It is, thezethe first publication ever to focus
in particular on the consumer’s fan relationshiphwhe film star as an actual living
person. But because it is unlikely that we will eweeet the real person behind the
public media image, this paper argues that a fanage of the celebrity’s private
persona is actually the consumer’'s own mental cocisbn that evolves from an
ongoing personal intertextual and selective readinghat s/he perceives to be relevant
and‘reliable’ media texts, which is determined by the consumahsrent desires and

may even result in the feeling of actuakpowing’ the film star like a personal friend.

6. Wohlfeil, Markus and Susan Whelan (2011), *Saved! by Jena Malone: An
Introspective Study of a Consumer’s Fan Relationsipi with a Film Actress”,
Journal of Business Resear¢l®4, (in press), doi:10.1016/j.jbusres.2011.02.030

This very recent paper reflects an even more adhdhstage in the hermeneutic analysis

process as well as a further development of thedisgoresented in the earlier two “The

Book of Stars” papers. Gould (2011) also praises ilmaking a significant contribution

to the emerging paradigm of consumer introspedi@ory (CIT) by beindin many

respects a “tour de force” in terms of its sheedauaity and self-revelation’/Although
both the stardom and the celebrity endorsememalitee suggest that consumers would
admire film stars and celebrities ‘awless, superiorhuman beings that personify the
cultural ideals of glamour, success and even thmealiin society, Gould (2011) points
rightfully out that I'was not so much into her glamour @swas into her ordinariness’

Indeed, following up on the previous papers’ firgfirthat the fan engages with the film

star’s private off-screen persona through a petsmtertextual and highly selective

reading of relevant andeliable’ media texts, this exploratory paper as well fothmat
drawing on narrative transportation theory can &xpin more detail how and why fans
often develop and experience the feelingknbwing'’ the film star personally, including

his/her private thoughts, feelings, personality aray of life, despite having actually
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never met the real person. As this experienbethd of emotional closenessan at
times be strong enough to elicit within the farealihg of‘personal friendshipor even

a feeling of'love’ towards the admired celebrity, this paper explaneparticular the
parasocial nature of a consumer’s fan relationshilp an admired film actress and how
this emotional attachment to her develops and restsfitself in everyday consumer
behaviour. The paper’s real contribution, as Gdgil1l) suggests, ithe description
of the actual process of encounter with the filnress that, despite being a parasocial
relationship, resembles and is recognisable in #mgitional social relationship.
(and)...has some bearing on the attraction and relatinggesss’ Just like draditional
social relationship, a consumer’s parasocial @stip with a film actress is a dynamic
process that evolves over time in response totsinea circumstances and emotional
feelings. Moreover, this paper also found thatghesocial relationship with a celebrity
can actually provide lonely individuals with a cartlic experience that helps to restore

their emotional well-being in times of psycholodidsstress.

1.6 A Brief Structural Map to the Thesis

As the objective of the present research projetd ovide some truly holistic insights
into the phenomenon of celebrity fandom from a gemunsider’s point of view (Smith
et al. 2007), this thesis describes and examinethe form of the six above-mentioned
publications, how a consumer’s everyday lived falatronship with an admired film
actress develops, evolves and expresses itselfagperiod of time and what meaning(s)
the emotional attachment to the celebrity may Havehe respective individual(s). As
this thesis, in doing so, reflects in essence alsgmbolical and literal journey of (self-)
discovery, | first provide you with a brief travelap through the rest of the thesis,
because the best way to start a journey is to kadwere we are at the moment.
Therefore, before diving head over heels into tixepsiblications presented in this
thesis and their respective individual examinatiohslifferent facets in a consumer’s
everyday lived fan relationship with an admirednfiactress, it would be beneficial to
clarify how each of the papers individually andtlae combined thesis are positioned

with respect to the current interdisciplinary fandand stardom literature.

Hence, | provide you in Chapter 2 and 3 with a itelaoverview of how and to what
extent the academic fields of consumer researchketiag, film studies, media studies,

social psychology, sociology, sports and leisureeaech have already covered the
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phenomena of celebrity fandom, stardom and celebutture. But because previous
fandom research has focused mainly on fans oflddlshows or films, graphic novels/
comics and sports spectatorship, research invéstigeelebrity fans has remained quite
scarce. Thus, | look in Chapter 2 at fandom in gan€&ollowing a brief introduction to
the role of the creative industries, celebritied tans within our contemporary culture, |
start this chapter by critically examining the alefandom literature across various
academic disciplines with a view of approachindgq@adugh and truly interdisciplinary
taxonomy of all the contemporary conceptualisatiohtans and fandom in the present
literature. In doing so, | also explore to whatesmtthose contemporary understandings
of fans and their consumption practices have nbt been informed by, but have also
been the immediate outcome of the traditiamabkider-looking-inperspective (Smith et
al. 2007) that all previous studies have exclugivelied on. Based on this review, |
suggest a need for an alternative conceptualisafitendom that focuses instead on the
intricate relationships that consumers form withitfiandom objects.

Due to the lack of literature that looks directtycalebrity fandom, | provide a detailed
review in Chapter 3 of the celebrity and stardaeréiture with a specific regard to what
is already known about the consumption of film st@s human brands and the precise
role that celebrities would play in our (post-)modesociety and culture. Besides
marketing and consumer research, | thereby paycpkt attention to film and media
studies. But because the study of film actorseasts and celebrities in those academic
disciplines is intrinsically intertwined with anamrceptually determind by the study of
film and media texts, | start this chapter by rewreg what is already known on the
consumption of films and how it has been studiedate. Then, | examine how film
stars and other celebrities are primarily consadicand investigated as textual
consumption objects by the film studios, managgesits, film and media scholars, the
media, consumers and the celebrities themselvasrréhan as real human beings. |
conclude this chapter by proposing the use of tieraransportation theory as an
alternative approach to gain a genuine understgnadiirthe lived meaning(s) that the

personal enagement with a film actor or actresddra$e individual consumer.

In Chapter 4, | present the six publications inl fhat form the core of this thesis and
have already been briefly introduced in the presisaction. Papers 1 and 2 focus on a

consumer’s experiential consumption of a film. Amklile papers 3 and 4 look at how a
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consumer engages with a film actress as a textealianconstruct, papers 5 and 6
explore how a fan develops and maintains a relshipnwith the film actress asr@al’
person. Based on the findings of paper 4 that ebc&y would appeal to a consumer as
a) a creative performer (incl. character portragyd3 the‘real’ private person behind
the public image, c) the tangible manifestationhef performer and/or theeal’ person
through products, and d) as a social link to otlke-minded consumers, the order of
the papers also reflects a logical transition framinitial focus on the fan’s admiration
for the film actress as a performer and her poelagharacter in films (paper 1 and 2)
via the fan’s engagement with the film actress*suffeen persona as a textual construct
with a personal appeal (paper 3 and 4) to the fparasocial relationship with the film
actress as a living person (paper 5 and 6). Ingled) the meaning that the everyday
lived fan experiences with the admired celebritypapntly have for the individual
consumer differ quite significantly depending oe tinderlying needs they serve. Each
publication is thereby given the opportunity to apéor itself both individually and in

context to the other papers.

Finally, in Chapter 5, | conclude this thesis bsstf summarising the combined findings
of the presented papers and, then, discussing akienall contribution to the fandom,
stardom and film consumption literature. In doirg kdraw suitable conclusions from
the obtained insights and recommend an urgentlgieteee-conceptualisation of fans by
making relevant suggestions for further researdh @affering an invitation to further
debate. Due to the controversial nature of its ehassearch method, | critically assess
the research project's methodological advantagestributions to literature, potential

and also shortcomings. Limitations of the researehaddressed as well.

In Appendix A, | outline in more detail the philggacal and methodological issues that
underpin the research project. Following the iniicithn of existential-phenomenology
as the philosophical foundation for this reseancti thesis, | provide a comprehensive
overview of subjective personal introspection asseearch method, the controversy that
still surrounds it and how its application in comgr research would nonetheless enable
or even benefit us in gaining insights into phenoanéhat are not accessible through
other more traditional research methods. In disogdsow | have employed a narrative

form of SPI to examine the phenomenon of celeldfatydom as experienced from a
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fan’s genuine insider perspective, | hope to viatkcmy choice of this controversial
methodology, whereby | occupy the dual role ofrésearcher and the sole informant.

In Appendix B, | present you with the extensive uimer narrative that summarises the
entire retrospective and contemporaneous introsjgedata of my everyday lived fan
relationship with the film actress Jena Malone exittd between April 2005 and *31
December 2006. As the introspective data undeltlizud one of the presented papers in
this thesis, the aim of this extensive consumeratige is to enable you to experience a
consumer’s fan relationship with the admired filatrass through the eyes of the fan
and, subsequently, to gain a raw personal impnessfowhat the phenomenon of
celebrity fandom really feels like for an insideitout having already been inundated
by the researcher’s provided preconceptions andgiced explanations. In doing so, |
hope to allow the reader to judge independentlytidrethe findings discussed in each
of the presented papers in this thesis, which reaerged at different stages of the
hermeneutic analysis and interpretation processidvimdeed provide some plausible
and insightful explanations — even if some alteweainterpretations may equally be

possible as well.
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CHAILER 2

THE DANGEROUS LIVES OF FANS

2.1 Introduction

Before we delve deeper into the different faceta abnsumer’s emotional attachment
to one’s admired film actress and how this fantieteship manifests itself in everyday
consumer behaviour, as examined by the six papesepted in this thesis, | thought
that it might be good idea to provide you firsthwé critical review of what is already
known about celebrity fandom in the current litarat— especially with regard to fans
of film actors and actresses. But as incrediblé asy sound, it actually turns out that
surprisingly few academic publications are lookintp celebrity and film fandom in
the first place. Indeed, although film stars — aetébrities in general — have played a
crucial role in our popular culture by capturing tittention of their fans for more than a
century (Barbas 2001; O’'Guinn, Faber and Rice 198®)vast majority of the fandom
literature’s interdisciplinary body is instead d&aab either to sports fans or to the fans
of specific cult TV shows, films, soap operas aagic novels. Hence, | have divided
the following literature review into two separateapters. While | review the stardom
literature in Chapter 3 with a particular emphasidilm and media studies, | take in the
present chapter a closer look at what is alreasyvknin the academic literature about
fandom in general. The chapter starts with a bnigbduction to the role of the creative
industries, celebrities and fans within contempgraiture. In critically examining how
fans have been conceptualised across various agadésuiplines so far, my overall
aim is to contribute to the fandom literature bym@aching a thorough and genuinely
interdisciplinary taxonomy of the contemporary cgpitialisations of fans and fandom
in the present literature for further discussiondbing so, | also explore to what extent
these conceptualisations of fans have not only bdermed by, but have actually been
the result of the traditionalutsider-looking-inperspective that virtually all previous fan
studies have exclusively relied on (Smith et aD20Finally, | conclude this chapter by
suggesting a need for an alternative conceptumlisaf fandom that focuses instead on
the intricate relationships that consumers fornhwlheir fandom objects.
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2.2 Creative Industries, Celebrities and Fans in Qaemporary Culture

The observed scarcity of academic literature deelitto film star and celebrity fandom
is quite surprising in light of the broad attentitwat celebrities and their fans generally
receive in our popular media discourse these ddgggr 2009; Turner 2004). After all,
for more than a century, the creative industriegeh#ot only played an essential role as
acculturation agents in many societies’ populatural(Barbas 2001; Hirschman 2000a;
Kochberg 2007; O’Guinn et al. 1985), but have alsatinuously been some of the
commercially biggest and most successful industimeshe world (De Vany 2004;
Finney 2010; Fraser 2005; Hennig-Thurau 2004a,’Be{lly 2005). And in addition to
their very own production outputs, these industhese also spawned, feed in and
depend on a network of other billion dollar indiesr which range from glossy gossip
magazines and publicists over various kinds of mandising products to theme parks
and tourism and which have all prospered from fsatig our general public interest in
the ‘glamorous and scandaloudives of film stars and starlets, rock/pop statb]etes,
models and any other celebrities (Gabler 1998)el@@les, subsequently, perform not
only a very important role as the creative indestrimost visible faces, but can also
command a substantial space within our contemparaltyre for themselves as well
(Geraghty 2000; Giles 2006; Marshall 1997). Morepirecontrast to Boorstin’s (2006)
much-cited derogatory definition that celebritie® anerely ‘people who are only
famous for being famouygtheir respective claims to fame are in fact prdiverse and
can derive from either their artistic-creative tdletheir professional occupation, their
personal relationships with (other) famous peopée é&s a spouse, offspring, relative or
love affair) or their mere notoriety for &sutrageous’and‘scandalous’public lifestyle,
such as an excessive social party life, havingaextarital love affairs, posing for nude
photographs in the tabloids or having a home-maunta jpeaked’ onto the Internet
(Evans and Hesmondhalgh 2005; McDonald 2003; Tu2@&4). But whatever their
personal claim to fame may be, each individuallm@\gs popularity is still dependent

on the symbolic relationship that they form witkeithmost loyal admirers — their fans.

The strong media presence of celebrities shoulétbe give us a good indication as to
how important to our contemporary culture they hagtially become. Yet, what most
consumers really enjoy while engaging with celghbeitlture is primarily the exchange
of gossip with other like-minded individuals (Hersn2006). As a result, they tend to

have merely a fleeting interest in the glamourndets and private lives of film stars
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and celebrities per se rather than investing argngtfeelings in the admiration for a
specific celebrity. Nevertheless, some consumergideed develop and experience a
stronger emotional attachment to their favouritelméty and, subsequently, become
what are commonly known dans (Leets et al. 1995; O’Guinn 1991; Wohlfeil and
Whelan 2008a, 2011b, c). However, despite a cetéaidency in the popular discourse
to stigmatise fans agullible’ and‘odd’ (Jenson 1992), celebrity fandom is in fact quite
a common social phenomenon. We just need to takeedul look around us to find the
fans of film actors/actresses, rock/pop stars, Evspnalities, athletes, models or even
novelists virtually everywhere and across all watks€ontemporary life. They have the
audacity to admire the creative works of their favie celebrity in broad daylight and
full public view, share the latest information agaissip obtained from the media, wait
for hours at premieres to catch a glimpse of tidédl and passionately collect the
beloved celebrity’'s hand-signed autographs and @hgr memorabilia (Ehrenreich,
Hess and Jacobs 1992; Henry and Caldwell 2007)h&umore, these consumers don’t
hesitate to come to the aid of their adored cellebritimes of needsuch as the receipt
of bad reviews, relationship problems, illnesseli@ions, court hearings and even to
protect them against the threat of abusive stalfgrs as we could recently witness in
the cases of Michael Jackson, Britney Spears, Heatlger, Jade Goody, Owen
Wilson, Lindsay Lohan, Anne Hathaway, Cheryl Calévtaire Brennan to name just a
few. Hence, it's only fair to suggest that fans npégy an equally important role in our
popular culture as the very film actors, musiciatb|etes, models or novelists that they
so enthusiastically, if not at times even obse$gi@dmire (Schmidt-Lux 2010a, b).

2.3 Fans: The Rise of Evil?

It should therefore come as no real surprise tiad have also becomésaft target’ for

the very same cultural critics (i.e. Adorno and keimer 2006; Boorstin 2006; Gabler
1998; Giles 2006; Hyde 2009; Schickel 1985; Tho®B89) and their many followers,
who have pretty much since the creative industeesly days been on a tireless crusade
to portray popular media consumption and, espegciatlebrity culture religiously as
the apocalyptic embodiments by which todagscessive capitalist consumer culture’
is dulling our minds and, thereby, threatening fsaedom and the very fabric of our
social, cultural, intellectual and psychologicallMeeing. Their efforts in convincing us
of the popular mass culture’s inherent perils hagen so relentless, especially over the

past 40 years, that we could easily be persuadedealieving that we are about to face
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another Sodom and Gomorrah, if we don’t repentveays towards a mormatural’
and puritan mode of consumption that ideally tagksce outside theexploitative’
capitalist marketplace (Gabler 1998; Hyde 2009;icket 1985). Thus, the very notion
that there are actually consumers out there, whaldveoluntarily decide to forfeit the
educatedspiritual-intellectual’ appreciation for the high arts and devote insteéatge
amount of their mental energy, time and finanocgsources to thgrimitive, dull and
tasteless’popular mass culture (Boorstin 2006; Bourdieu 198dran 2006; Winston
1994), must really be a terrifying idea for thesiias. For them, the only acceptable
logical explanation to make sense of stiofational’ behaviour, therefore, is that the
consumers in question (= fans), due to thehlierent gullible nature’and overaltlack

of critical awareness’must obviously have fallen prey to the manipupowers of
the popular mass media (Adorno and Horkheimer 2Q@&iler 1998; Giles 2006; Hyde
2009; Schickel 1985). Underpinning their line of@ment is thereby the concept of the
‘vulnerable audience’which implies that consumers would be highly spsible to the
influence of media images and tifi@se values’they provide (Boorstin 2006) and that,
with increasing consumption, they would even ngtambe able to distinguish between
the ‘fictive media contentand thereal world’ (Gabler 1998; Munsterberg 1916).

Given that cultural critics have expressed suclalvdisgust and contempt for celebrity
culture, fans and the popular media overall, iinseeuite ironic, if not even strange,
that much of their critical discourse is dissemadatia the very same popular media
they despise — often with the aim of enhancing thersonal reputation (fame’). Yet,

at the same time, the popular media have also weldpembraced and promoted, if not
even often initiated these derisive images of géleb and their fans as well in an effort
to increase their circulations with sensationatistoabout celebrity-obsessed teenagers
screaming in front of hotels and at premieres,d$tl nerds at ComicCons or SciFi
conventions, violent football fans or psychopatti@kers (Barbas 2001; Jenson 1992);
even though they are in the process criticising agiduling in essence (parts of) the
very audiences on which they commercially depengaE and Hesmondhalgh 2005;
Hermes 2006). Thus, while the tabloids and entamant press regularly slam popular
media, celebrity and fan cultures self-righteoualy anti-social and dangerous to
society, they also stimulate, feed and profit higaad quite openly from them. But the
tabloids and gossip media are not the only popuoladia that have embraced these

representations of fans, as the very same stereiypages of fans often serve as story
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or character material for the film and TV industrizzhose entire commercial existence,
ironically, is largely dependent on the fans’ em@nt and admiration for their products
(Barbas 2001; Jenkins 1992; Shefrin 2004). Apantnfthe much-citedaturday Night
Live sketch, in which guest host William Shatner wastged with Star Trek-related
guestions by some exaggerated, stereotypical rf&rdigkers’ (= Star Trek fans), who
seem to live in their parents’ basements, know eliermost irrelevant miniscule detail
of every episode and buy everything related tosthew, until he responded with the
famous phraséGet a life!” (Jenkins 1992), Lewis (1992) points out that savéim
stories have portrayed fans as childish nerdsJegy Lewis’s gullible Anita Eckberg
fan in Hollywood or Bust 1956), as social misfits whose fandom severelgrieres
with a romantic love life (i.e. Jimmy Fallon’s basdl fan inThe Perfect Catgh2005)
and much too often as dangerous psychopaths @srde® Nosbusch iDer Fan 1982,
Robert de Niro inThe Fan 1996, or Kathy Bates iMisery, 1990).

Either way, a particularly interesting and domingedture of this critical discourse is
that cultural critics seek to present a dichotoragneen what they view as theorship

of false heroesin today's excessive, corrupted and sexualisedtaiegp consumer
culture and a past, where consumer behaviour wiaedy puritan moral values and
where public acknowledgement was granted basedr&at gchievements and special
skills (Boorstin 2006; Giles 2006; Schickel 1988dth academic literature and popular
media have thereby discussed fandom and the obeesgh celebrities always as quite
recent, contemporary social phenomena that poserecee to our culture and society.
However, contradicting this common belief, fand@nhistorically seen, anything but a
new phenomenon and, actually, at least as old & omeative industries themselves
(Barbas 2001; Schmidt-Lux 2010a). Indeed, everesthe film industry began in the
mid-1890s to show motion pictures that depictedvoming impressions of life on the
silver screen, consumers across the world havastieer it as a dream factory, where
nothing seems impossible and even the wildest dseaay come true (Gaines 2000;
Faulstich 2005). Although their enthusiasm may hsividéted over time from an early

technology-focused curiosityover a fascination with the art of filmmaking to a

! The very early years of cinema — the so-catleedma of attractions- revolved exclusively around a
consumer interest in the film technology’s visuasgibilities in representingeality’ on the silver screen
rather than on the film contents themselves. Wéjilprox. thousands of new films were produced every
month to meet the growing demand, the first film&luL897 were essentially very short (1-2 mingnn
narrative depictions of vaudeville performers, netdiy people and reports of newsworthy events.
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obsession with the glamour of Hollywood, film faalso have in all those years felt
enchanted by the magical worlds and aesthetic im#gat films provide them with
(Barbas 2001; Kreimeier 1996; Thorp 1939). Moreptieough consumers have had a
keen interest in the acting performances and miliges of film stars since the very
early days of the Hollywood star system (Kerrigdil@ McDonald 2000), leading
theatre actors on Broadway or the London West Eawe lalready enjoyed in the mid-
19" century the support of loyal and enthusiasticofotrs, while novelists, poets, opera
singers, stage actors, composers or the infamaitsatiawvere adored by audiences in
Germany, France, Austria and Italy throughout tB8 and 19" century (Gabler 1998;
Schmidt-Lux 2010a). But although the film industms still in its infancy, it were in
particular film audiences that social reformerghsas the Christian Temperance Union
in the US, were picking as'‘soft target’ in their desperate attempt ro stem the tide of

socio-cultural change that came with economic msgin industrialised societies.

To support their condemnation of films as‘avil menace’that corrupts people’s souls
and their moral integrity, the social reformersdithumerous news reports, in which
films supposedly tempted young women into a lifgomdmiscuity and vice, dissuaded
young men frontdoing the right thing’and literally frighteneddecent folk’to death
with their realistic images on the screen (Bali@3;9Barbas 2001). But even though it
turned out that the Christian Temperance Uniorahisence of any real evidence, made
most of these reports up and planted them in numselacal newspapers themselves,
their claims gained credibility by having some pmemt psychologists amongst their
ranks, such as the renowned Harvard Psychologye$gsof Hugo Munsterberg (Barbas
2001; Faulstich 2005). In order to provideientific support’'for the social reformists’
ideological views, Munsterberg (1916) proposed addanced his theoretical concept
of the‘vulnerable audienceby which he portrayed all film audienéendiscriminately
as impressionable, uneducated, uncritical and yassewers that, like children, would
easily be deceived by films into mistaking the fdike realities for the real world; a

view that has dominated the critical discourse @ulia audiences and fans in particular

2 Up to 1920, films catered mostly for audiencesrfmociety’s lower social classes, such as the \ugrki
classes and the new immigrants in the cities atiie€east Coast (Kochberg 2007; O’Guinn et al. 1985)
Underlining this point is the fact that the firsinfs were shown as special attractions in travellin
vaudeville shows before moving by 1896/7 into mixed locations — the nickelodeons that were mostly
found in the poorer working class areas of townrfigan 2010). For the middle- and upper classbsnsfi
and cinema only became an attractive and accepiiblee activity with the rise of Hollywood cinema
(and the UFA studios) since 1919 and the subseaquenith of theatre-like film palaces (Faulstich 8D0
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ever since. Munsterberg (1916) was thereby conditicat films aréelike a drug’ that
heighten emotions, reduce inhibitions, alter serm&s$ cause pathological delusions
among theaddicted’ viewer. The historical evidence, however, cleatipws that even
the very first film audiences were already well asvaf how the films’ visual effects
work, actively exchanged their knowledge on filmteology and discussed how visual
effects or other facets in the flmmaking processlad be improved (Balio 1985; Barbas
2001). In doing so, they laid the foundation fomsoof today’s highly regarded film
journals and the academic field of film studiest, Yehile there has actually never been
any empirical evidence to support the vulnerabldience concept, it hasn't stopped
cultural critics from taking up its central ideasdareiterating them with astonishing
regularity ever since (Adorno and Horkheimer 20B6prstin 2006; Schickel 1985;
Thorp 1939). And because of their constant repetitihese ideas are by now taken for
granted as proven fact in our contemporary acadamicpopular discourse and have
shaped our stereotypical views and conceptualisaied celebrity culture and fandom.

2.4 Fan or Fanatic: What Actually Is a Fan?

While the media applies the terfan’ quite liberally to cover all audiences, spectators
or even buyers of music-CDs, concert- or cinemkietethese days, it is the devastating
picture of fans, which the academic and populacalisse has historically painted, that
is still dominating the common public image of faBgcause of the stigma attached to
fandom, it is hardly surprising that consumersroftel the urge to distance themselves
from this fan image (Cusack et al. 2003). Indeeldenvasked to describe, explain or
justify their personal dedication to a certain Thow, film or music or their strong
emotional attachment to a particular celebrity portss team, many consumers tend to
reply immediately with statements likem not one of THOSE fans who..ih an effort

to highlight their'normality’ in opposition to théother, abnormal fan'(Brooker 2005;
Grossberg 1992). And, as the introspective dathignresearch indicates, | responded in
a similar way on several occasions — especialthénfirst year. Even the fact that I'm
‘confessing’to my own fan relationship with the film actreend Malone shows some
resemblance to ‘@oming out’or attending an AA meeting. However, during tharse

of my research so far, | have also received a numidgvell-meaning’comments from
reviewers, who felt so uneasy with this study’si¢cpgontent and approach that they
advised me, for my own good, to close this resesatier sooner than later, leave my

‘fannish inclination’ behind and devote myself insteadgooper’ and moreéworthier’
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academic pursuits. Because these kinds of respaasepartially be explained by the
negative connotations that seem to come with thme fandom’ itself, it is necessary at
this point to clarify what a fan actually is andathhe etymological origins of the term
are. The widely shared public belief, as Leetsl.efl®95) pointed out, is that the term
‘fan’ is an abbreviation of the worthnatic’, which in return derived from the Latin
word ‘fanaticus’ — meaninginspired by a deity’ This view seems to gain additional
credibility by the fact that the Greek translatiminfanatic is‘entheos, from which the

contemporary wortkenthusiasmoriginates (Redden and Steiner 2000). And asettme t

‘fanatic’ refers since the 1650s to individuals who subsciibextreme religious and/or
political views with zealous and intense uncritidahotion (Thorne and Bruner 2006),

it requires little imagination to see where oura@ge pictures of fans come from.

The only problem with this popular association kewn/fan’ and‘fanatic’, however, is
that it isn’t historically accurate, but was actyahtroduced and spread by the Christian
Temperance Union in the late"i@entury with the aim to discredit, first, spectatat
baseball matches and, later, film audiences (Ba2b@4). The origin of the terffan’,
seems to be instead the English wibodfancy’, which mean&o experience an intense
liking for someone or somethingis in the early #century boxing aficionados among
the English and Irish working-classes were oftdiedafancies’ or ‘fances’— meaning
people who fancy to watch boxing fights (Dicksor8ap During the mid-19 century,
Irish immigrants brought the tertfances’, which shortened over time tians’, to the
US by referring, at first, to boxing spectatorsd atihen, expanding its use to supporters
of popular theatre productions as well. A particgieoup of such theatre supporters, the
Bowery Boys, may have in light of the so-called gdPalace riots of 1849 the dubious
honour to be probably the first hooligans in higtqGabler 1998). Still, the concept of
a‘fan’ (or ‘fandom’ in general) in its contemporary interpretatiorgorated in the late
19" century to describe, at first, enthusiastic sumsrof the new US sport baseball
(Dickson 1989; Leets et al. 1995) and, soon theggadll other team sport supporters
around the globe — especially in relation to sacites at this stage that social reformers
of the Christian Temperance Union sought to eshldin association between fans and
fanatics — and succeeded, as even the Oxford Datyohas accepted this definition for

fact. With the emerging film industry in the 1891d the arrival of the Hollywood star

® But as the Bowery Boys also constituted a leadiegent in New York's 19century gang culture and
were deeply involved in organised criminality, ibadd be unfair to equate their behaviour with famdo
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system in the 1920s, the teffan’ expanded from sports spectators also to enthicsiast
admirers of the performing arts, popular culturd amen celebrities (Gabler 1998). By
now, it is even fair to say that everyone has,dadlyi at least once in their lifetime, been
a fan of something — be it a particular sports temmathlete, a rock/pop star, a film star,
any other celebrity, a particular TV show, filmamother kind of leisure pursuit (Barbas
2001; Jenkins 1992; Thorne and Bruner 2006). Mammsemers are fans of specific
novelists like Stephen King or JK Rowling (BrownQ&) 2007), while even literary
icons such as Jane Austen, James Joyce or LewisliCatho passed away a long time

ago, are still admired by devoted fan communiti&z®gker 2005).

Yet, due to their adherence and sense of belorigihgyh-brow culture coupled with an
inherent‘snobbish’ disdain for popular culture, these committed deestof literary
icons prefer to view themselves as connoisseuedicionados that meet each other in
serious societies (Brooker 2005). In doing so, tbkearly seek to distant themselves
from those fans that belong to low-brow culture anthe together in gullible fan-clubs
or at conventions (Kozinets 2001), despite actuatigaging in quite similar behaviours
such as the devoted collection of cherished waksfacts and memorabilia associated
with the sacred subject of desire (Belk et al. 39&8%hunger for gathering and updating
one’s knowledge on the subject and even going pilgemage to homes, landmarks or
other sites associated with the writer and hisWak (Brooker 2005). In light of such a
dispersed terminology and negatively loaded puintiage, Thorne and Bruner (2006:
53) provided some excellent definitions that helglifferentiate between fans, fandom
and fanatics. Afan’ is defined asa person with an overwhelming liking or interest i
a particular person, group, trend, artwork or ideahose behaviour is typically viewed
by others as unusual or unconventional but doevintdte prevailing social normsin
sharp contrast, afanatic’ is defined asa person with an overwhelming liking or
interest in a particular person, group, trend, adrk or idea that exhibits extreme
behaviour viewed by others as dysfunctional anthtii@y social norms’ Finally, they
defined the overarching concept'édndom as‘a subculture composed of like-minded
fans, typified by a feeling of closeness to otlveth a shared interest’Interestingly,
unlike Barbas (2001), Kozinets (2001), Richardsond &urley (2006, 2008) or myself
(Wohlfeil and Whelan 2011b, c), Thorne and Brur@®06) interpreted fandom as a
subculture rather than as fan activities, practares experiences. It is also important to

note that they interpreted fandom as a subcultbifares and NOT of fanatics. Either
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way, this leaves the question as to why fans, tkespé clear distinction between them
and fanatics and the fact that we all are fan®toesdegree, still are consistently on the
receiving end of ridicule, stereotyping and badsprevithin the academic and popular
discourse. Thus, besides the terminology and hisiopublic discourse, the nature of

how academic fields have studied fans and fandognais® provide some explanation.

2.5 Fans and Fandom as Subjects of Academic Resdarc

Despite having been such a widespread, global ocopison phenomenon for more than
140 years that should have been of particular esteto a variety of academic fields,
academia had until recently shown little intere@sthe study of fans with the exception
of a handful of theoretical publications by psydgts and cultural critics that sought
to build on Munsterberg’'s (1916) concept of thenewaible audiences and focused on
media audiences or sports spectators in geneeal Adorno and Horkheimer 2006;
Boorstin 2006; Thorp 1939). However, in responsth&orise of hooliganism in British
football and the murders of John Lennon and Mexg&iager Selena Quintanilla as well
as the attempted assassination of Ronald Reagaelbgroclaimed fans in the early-
1980s, scholars from various academic disciplinet @s sociology, forensic sciences,
social psychology, sports psychology, sports andute research, media studies,
marketing and consumer research suddenly begaaytanpich closer attention to the
study of fans and fandom and a growing interdigtguly body of literature that is
investigating in particular sports and media faas Bmerged ever since (Dietz et al.
1991, Jenson 1992; Thorne and Bruner 2006). Andialtleeir diverse backgrounds in
terms of areas of expertise and academic schodloafht, researchers have obviously
not only looked at the phenomenon from very diffiengerspectives with very different
agendas in mind, but have also brought with thewargety of different investigative
approaches that are dominant in their very ownipeacademic fields and that range
from literary criticism and discourse analysis ogerentific inquiry to ethnography.
Nevertheless, because the conceptual understaotliags seems only too often to be
driven by the underlying agenda of the respectesearcher studying the phenomenon
(Smith et al. 2007), the growing interdisciplindnydy of literature still lacks a coherent
interpretation of what actually constitutes fandemthe first place. Furthermore, to
describe the current body of fandom literaturéraerdisciplinary’ only pays justice to
the fact that fans are a subject of study in varidifferent academic disciplines, but

fails to acknowledge that very little cross-referi@g is actually happening between the
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current literatures of the various different acatedisciplines, as most fan scholars
have primarily the discipline-specific researchratgeof their academic fields at heart.

For example, it is no secret that marketing andn®ss researchers’ primary interest in
fandom revolves around the economic value that faoside as consumers (Thorne
and Bruner 2006). Hence, marketing research isystgdans merely as homogeneous,
very brand loyal and commercially attractive markagments that represent ideal target
audiences for a host of marketing activities (HuBristol and Bashaw 1999; Redden
and Steiner 2000). Within the field of social psyidyy, on the other hand, the research
interest in fans closely follows up on Munsterber@1916) work on the vulnerable
audiences and pays very close attention to a \Egific type of celebrity fans. Indeed,
following the assassination of John Lennon in 1886, shortly after, John Hinckley’s
attempt on President Ronald Reagan, who claimedttvas an effort to prove his love
for the actress Jodie Foster (Kramer 2003), squsgithologists started to develop an
interest in exploring, assessing and profiling thgonales of psychologically disturbed
fans for approaching, harassing and causing elitbéily or mental harm to celebrities
in order to prevent potential future threats oaeks (Dietz et al. 1991). But while these
original studies went to great lengths to differatet between this miniscule minority of
psychotic, delusional fanatics and the absoluteonitgjof normal fans (Dietz et al.
1991, Leets et al. 1995), the later researctcelebrity worshipperswithin the field of
social psychology failed to make such distinctiand generalised their findings instead
to all fans indiscriminately (McCutcheon et al. 20@003, 2006). Researchers, thereby,
suggest that becoming and being a fan constitiiesndividual’'s inherent character
trait that would reflect some form of mental illsemnd may even be genetic (Maltby et
al. 2004). In doing so, these (rather doubtfulylss catered for the century-old popular
stereotypes of fans as either gullible nerds opahological-obsessive psychopaths
presented by the popular media (Jenson 1992) agrd mwmoted by the film industry
itself (Lewis 1992). Now, due to the long histoffysports fandom, the obvious interest
of sports and leisure research as well as spoythpkgy is to study sports fans. While
earlier research focused on hooligans and othey flaat displayed violent behaviour,
most contemporary studies are interested in thévatmns and social dynamics among
either sports participants or sports spectatore(A2003; Murrell and Dietz 1992).
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It may seem strange that film studies have paiaia@ily no attention to the fans of films
and film stars so far, as the discourse betweerdlly film fans more than 100 years
ago laid essentially the ground for the birth dimfistudies as an academic discipline
(Barbas 2001). This would normally suggest a certasearch interest in the fans of
films and film stars as a particularly dedicatethggoup among film audiences. One
possible explanation for this scant interest miggnte been the aim of film scholars to
get film finally included in the canon of high-brawlture and, subsequently, to be seen
as being equal in terms of aesthetic status artdralivalue to literature, theatre, opera
and the arts. And as fandom has traditionally beewed as being only a working-class
phenomenon strongly linked to thasteless’consumption of popular mass culture, an
interest in suchuneducated’audiences would therefore be counter-productivéhi®
overall goal. Now, while film studies are purelyarested in studying films within the
context of the cinematic experience, media studiggimarily concerned with popular
mass media and television (programs). Thus, fandgsearch has in its entirety been
‘handed over'to the‘unwanted offspringof media studies. Much of the earlier debate
on fans and media audiences was dominated by timveework of cultural critics (i.e.
Adorno and Horkheimer 2006; Boorstin 2006; Bourdi€84; Schickel 1985; Thorp
1939) that portrayed them as gullible nerds, depriworking-classes and vulnerable
victims of popular culture. Inspired by Horton anbhl’s (1956) concept of parasocial
interaction, media scholars have by the mid-1988skbped a strong research interest
in the relationships that TV viewers form and mainteither with newscasters and TV
personalities (Houlberg 1984; Rubin et al. 1985)vidh TV shows and soap characters
(Bielby, Harrington and Bielby 1999; Brower 1992utin and McHugh 1987). Since
the early-1990s, media scholars tend to focus ensttial dynamics of participatory
media fandom in relation to specific cult-TV shoarsd cult films due to the special and
unique nature of expressed fan behaviour, whe8thy Trekhas attracted most of the
interest (Jankovich 2002; Jenkins 1992; Jindra 1984lled only byStar Warsand
The X-FilegHills 2002; Jankovich 2002; Shefrin 2004)

It is however interesting to note that, despiteelogty culture being the central area of
research within media studies, studies focusinfaos of celebrities have remained to
be extremely rare (Turner 2004). Instead, fansuatelly portrayed as engaging and
relating virtually exclusively with the media chearars rather than the actual actors who
portray them (Jenkins 1992; Hills 2002; Rubin andHvgh 1987). In contrast to film
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scholars’ complete reliance on critical theory @aghes to study film and stardom,
media scholars have been open to a variety of ilgative approaches, of which critical
theory in particular and also, to a lesser extetfipography are the most common ones.
Due to this diversity of approaches, media schdlanrge therefore investigated fandom
from different perspectives that, based on thamary emphasis, can be grouped into
the four categoriefandom-as-cultural-deprivatigrfandom-as-subversigfiandom-as-
neo-religiosity and fandom-as-community-of-misfi{§&ray, Sandvoss and Harrington
2007). At the same time, consumer researchersdexadoped a limited interest in both
sports and media fans that followed similar patess sports and leisure research or
media studies and even integrated those litergtbrgsvith a much stronger emphasis
on fans as participatory consumption subculturesri§Bix et al. 2002; Kozinets 1997,
2001; Richardson 2004) that is influenced by a gngwnterest in brand communities
(Cova 1997; McAlexander, Schouten and Koenig 2002)iz and O’Guinn 2001). But
the ethnographic studies by O’Guinn (1991) and Memd Caldwell (2007) as well as
my own publications presented in this thesis haantihe only research that has looked

at fans of celebrities such as film or pop stars.

2.6 Approaching a Taxonomy of Fans

As the aim of my research project is to provideidtial insights into what meaning(s)
the emotional attachment to one’s beloved filmessdrhas for the individual consumer
and how this fan relationship is experienced inrgday life, my research project calls
not only for an interdisciplinary examination beyote narrow confines of marketing
and consumer research that draws on the fan lirerfitom a broad range of academic
fields such as film studies, media studies, squsgtchology, sociology and sports and
leisure research, but also inadvertently adds ¢éovdry same as well. Indeed, despite
being located within the paradigms of consumerucaltheory (CCT) (Arnould and
Thompson 2005) and consumer introspection theof¥)((Gould 2011), the significant
overall contribution of the papers presented irs tiiesis is to the interdisciplinary
fandom and stardom literature in particular by ffg an alternative conceptualisation
of fandom that puts the emphasis back on what ghoatmally matter the most — the
special bond fans form, experience and maintaih wWie subject of their admiration.
However, as we have seen in the previous sectiennijor problem is that, despite the
interdisciplinary nature of the phenomenon, theamtyj of the scholars investigating

fans (maybe with the exception of consumer reseasglinave limited themselves to the
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literature within their own respective academicigtiBnes and shown very little interest
in crossing the boundaries to the literature okeothicademic fields. Subsequently, the
few existing taxonomies of fandom tend to be ret#d to specific academic disciplines
such as marketing (Hunt et al. 1999) or media studGray et al. 2007) and usually
limited to either ranking the different intensitgvels of fan commitment (Hunt et al.
1999; McCutcheon et al. 2002) or providing a hisedrsummary of discipline-internal
paradigm developments (Gray et al. 2007). But duthéir primary concern with the
ideological views of their respective academicd$lnone of those taxonomies has so
far paid any attention to the essential differerafelsow fans have been conceptualised.
Thus, this thesis’s first contribution to the fandditerature is the development of a
detailed, truly interdisciplinary taxonomy of comtporary academic conceptualisations
of fans. The following is a critical discussiontbbse seven conceptualisations of fans

that | have identified across the various differ@cedemic disciplines.

2.6.1 Fans as Target Markets

Marketing and business research has always ackdgedethe existence and economic
value of fans as consumers (Thorne and Bruner 2@@8pite having historically paid
very little attention to the study of film consunapt, film actors and other celebrities.
Nevertheless, marketing practitioners and acadeatiics tend to regard fans merely as
commercially attractive, homogeneous and very brbnyadl market segments that
would provide ideal target audiences for a hoshafketing activities (Hunt et al. 1999;
Redden and Steiner 2000). Indeed, fans are notsedy as extremely brand loyal to
their objects of obsession, but also as willingneest large amounts of time, money
and other resources to their devotion (Thorne anoth& 2006), which would involve
the continuous and indiscriminate hunt for and &stion of relevant material objects
(Bloch 1986; Derbaix et al. 2002). The consumeenthtends to cherish and sacralise
these material possessions as a physical linkdaatiored celebrity, to the supported
sports team or to the fictional world that consétuthe particular object of desire (Belk
1991). With regard to celebrity fans, therefores gnimary focus of marketing research
is to identify opportunities for positioning a humlarand’s (Thomson 2006) products in
a way that meet the needs of his/her fans (Browdb2Blede and Thyne 2010; Hunt et
al. 1999). For example, in the case of a new filfaithcoming release, the fans of cast
members or the director should be made aware weltlvance through strategic media

coverage (i.e. film trailers, official websiteseps releases, cast interviews on TV and in
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magazines, etc.) to arouse their interest and ¢xjp@es, so that they don’t want to miss
watching the film in the cinema (Kerrigan 2010; Mar2009). Furthermore, marketers
are constantly reminded by these studies that mmest never forget to tie-in the film
with appropriate merchandising to be sold acrosfuwa retail outlets (Brown 2002,
2005; Brown and Patterson 2010; De Vany 2004; Ma2i209).

However, the vast majority of marketing and businssholars still find it extremely
difficult, if not impossible to conceive of filmsd celebrities as brands in themselves —
and not only as convenient promotion vehicles. &toge, it is hardly surprising that
most marketing and business studies focusing os &sntarget markets are primarily
interested in utilising consumers’ emotional attaeht to their favourite film actors or
human brands for the marketing of other, completgiselated products (Escalas 2004;
McCracken 1989, 2005; Thomson 2006). Their printgigothesis, thereby, is that fans
show such a high predispositional involvement girtifiavourite film actor or celebrity
that they are constantly and indiscriminately seiaug for any information connected to
their subject of admiration (Redden and Steinel020biorne and Bruner 2006). Hence,
marketing researchers assume that fans also hgmmibess any product information
that is either directly or indirectly brought intontext with their admired celebrity in a
favourable light (Thomson 2006). While the direppaach of bringing products into
context with celebrities is through endorsementg/amd Dubelaar 2006; McCracken
1989, 2005), the indirect approach usually involpesduct placement in films or TV
shows (Russell and Stern 2006; Stern and Russé4;2¥iles and Danielova 2009).
The general problem with academic studies that eptoalise fans merely as target
audiences is that they provide no real insights fabhdom as a consumption experience,
an individual consumer’s intrinsic and extrinsic timations to develop an emotional
attachment to a particular film actor or celeb@tyd how fandom expresses itself in
consumer behaviour. By focusing instead solely @magerial implications, marketing
research has primarily been interested in the cawiaieexploitation of fandom and,
thus, in the segmentation of fans in specific caieg based on general demographic
and psychographic variables (Hunt et al. 1999; Redahd Steiner 2000). Thorne and
Bruner’s (2006) investigation of the charactersitoé consumer fandom and fanaticism
in general, which involved both qualitative and wopitative analysis, and Thomson’s

(2006) study on the antecedents of consumers’ emaltiattachment to human brands
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have been the only exceptions to the rule to-dateough both, nonetheless, looked at

fans and fandom from a managerial perspective.

2.6.2 Fans as Spectators and Sport Team Supporters

Public media discourse has always had the hahisiofy the terms fans, supporters and
spectators synonymously for all audiences attensipgts events or rock/pop concerts,
listening to a musician’s records or reading a tie¥e books. But because of the long
historical link between sports audiences and teappaters, scholars within sports
psychology as well as sports and leisure reseaech the first to equate spectators with
fans. Sports fandom is thereby understood as agstpoedispositional interest in a
specific sport or sports in general, which is espegl either in active participation from
grassroots to elite levels or the spectatorshiprofessional sports or any combination
of these two (Dietz-Uhler, Harrick, End and Jacqagen2000). Although hooliganism
and other violent sports supporters commandedeabelyinning the most attention from
academics, the emphasis changed by the early-l&8Dsjuickly shifted towards two
more‘normal’ forms of sports fandom — sports participation gapdrts spectatorship. In
the process, fan behaviour in relation to sporectgtorship, but also to a much lesser
extent in relation to sports participation, hasatly been receiving growing attention
among marketing (Dionisio, Leal and Moutinho 208®int et al. 1999) and consumer
researchers (Derbaix et al. 2002; Fisher 1998;&dgon 2004; Richardson and Turley
2006, 2008) as well — although often only from anagerial perspective. While sports
and leisure studies are usually more interestélddrmpersonal and social facets of active
sports participation (Allen 2003; Jackson 1996g, literature on sports participation as
an expressed form of fandom is surprisingly scafte few studies that do exist are
mainly interested either in another dark and hatmifle of fandom that is compulsive
exercising or in how gender differences among spiarts express themselves in terms
of sports participation (Dietz-Uhler et al. 200@mks and Ridinger 2002).

With regard to compulsive sports participation,egesh has investigated motivations
and reasons for sports fans to engage obsessivalgeicific sports like weightlifting,
aerobics and jogging, which have enjoyed a greaulaoity since the global fithess
craze in the early-1980s (Lehmann 1987). In domgparticular attention has been paid
to those sports fans, who are so extremely involaettheir sports activities that they

seem to have become addicted to their specifiedgrmegimes and exercises (Shank and
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Beasley 1998). While academic research into hooisga explored the different forms
and underlying motivations for causing harm to cthéhese studies have looked at the
self-harm brought about by the fan’s obsessiveigypation and interest in one’s
favourite sport(s) and often investigated it incas$ation with the abuse of performance-
enhancing drugs and/or rigorous dieting (Lehman®71$%hank and Beasley 1998). A
common theme in these studies, therefore, is thtieoindividual as a fanatic, who —
similar to drug addicts — only lives for one’s dpor exercise regime while losing any
grip of reality. However, an increasing number pbrgs fandom studies have adopted a
more neutral point of view. Their interest mainigsl in the gender distribution among
sports fans. The research questions that theseestiotus on look at whether the age-
old myth that sports fandom is gender-biased imdawf men is true or whether male
and female sports fans differ in their favour fartgcular sports, in the intensity with
which they commit themselves to their sports oterms of their intrinsic and extrinsic
motivations (Dietz-Uhler et al. 2000; James andirigyer 2002). Interestingly, Dietz-
Uhler et al. (2000) found that male and female tspfans primarily differ in terms of
the sports they prefer to engage in, but couldféntify any significant differences in

relation to commitment or motivations.

The overwhelming number of studies on sports fanduowever, has been devoted to
sports fans as spectators and, more often, asategapporters of professional sports.
Having left the extremism of hooligans behind, dal®are nowadays interested in the
motivations of sports fans for supporting particidports and teams, in the influence of
gender differences on the support of specific spard teams, in the way fandom is
expressed towards insiders and outsiders or ma#mifeself in consumer behaviour.
Hunt et al. (1999) found that sports and espectabyn support develops at an early age
through acculturation and is influenced by a clsildxposure to specific sports, by a
child’s ability to play the sport, by the preferescof parents, siblings and/or friends
and by local media attention to the sport. As sptabhdom seems to continue through
most of an individual’s life (even up to seniordand retirement), sports scholars have
proposed two main theories to explain and prediterént levels of identification and
passion among fans. The first theory involves coress’ attachment to sports teams as
an extension of a consumer’s self (Richardson 2&dhardson and O’'Dwyer 2003).
Identification with a specific sport team, oftenrr the local area where the individual

has grown up, is essentially a means for fansdaegpamong others their belonging to a
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certain social group within a region (i.e. AC Milaupporters come from Milan’s
middle-class, while Inter Milan supporters comarirMilan’s working-class) and their
loyalty to their hometown represented by the telharfell and Dietz 1992; Richardson
and Turley 2006, 2008). The identification with tteam is subsequently signalled to
other supporters as well as outsiders through #ering of team-related merchandising
such as scarves, flags, official replica team-pgsend the sacralisation of the team’s
colours (Derbaix et al. 2002; Richardson and O’'Dm&@03; Theodoropoulou 2007).

The strong identification with a sport team, whiekpresses and even enhances one’s
self-concept, involves a certain degree of self-taoimg, whereby the fan perceives the
success or failure of the supported sport teamraflection of one’s own self-identity
(Hyman and Sierra 2010; Richardson 2004). Henee sdtond (and widely popular)
theory is the double concept BIRGingand CORFing(Hunt et al. 1999; Murrell and
Dietz 1992). BIRG stands here fitxasking-in-reflected-glory’which means that fans
identify themselves with successful teams or atisléd enhance their own self-esteem.
As fans view themselves and their support as aensidn to the team or athlete, which
gives the players strength and courage on the tieefijht on and to try even harder (in
soccer often calletthe 12" man), they experience and celebrate positive outcdiores
their team as their personal successes as welhssutiate themselves even more with
the team (Murrell and Dietz 1992; Richardson andel2006). Indeed, many great
sport teams often attract a strong following ofmers at times of success, which are
nonetheless highly despised ‘gioryhunters’ by hardcore fans (Derbaix et al. 2002;
Richardson and Turley 2008). If the team suffergatige outcomes, fans who aim to
enhance their self-esteem are engagingunting-off-reflected-failure’ which means
that they disassociate themselves from the lossagntor athlete due to disappointed
expectations like rats leaving a sinking ship (Mirand Dietz 1992). But although the
idea of BIRGing and CORFing sounds somewhat logRedhardson and Turley (2006,
2008) have shown that it hardly reflects the fanddrrue supporters, who often stand
by their team in good times and in bad times. b1, faports fans, who strongly identify
with their team as an extended part of the sedf,umlikely to CORF on their team and
feel even closer to other hardcore fans due t@eeshcommitment (Richardson 2004).

Whether fans now identify with their favourite tedmexpress their self-identity and

social belonging or whether they identify with tteam to nourish their self-esteem
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through BIRGIing strongly depends on the natureiatahsity of their fandom. Being a
team supporter either as an expression of oneendgtl self or attaching oneself to a
successful, widely popular team, obviously, is ooly driven by different motivations
(the former intrinsic, the latter extrinsic) busalreflected in different types of fans.
Hunt et al. (1999) distinguished between five categg of sport fans: temporary fans,
local fans, devoted fans, fanatical fans and dydfanal fans, which would all reflect
different motivations and levels of attachmentheit team. Temporary fans, who are
strongly disliked by hardcore fans (Derbaix et28l02; Richardson and Turley 2008),
don’t regardbeing-a-fan’as important to their self-identification and shomly a high
situational involvement in the team or sport, whaetly lasts for the time of the match
(incl. the media build-up to an important eventjtefwards, these fans return to their
ordinary behaviour patterns (Hunt et al. 1999).réfare, internalising a team’s success
through BIRGing seems to be coming natural to tyjpe of fans, who would have no
difficulties in case of failure to distance thenves from the team again, which is why
they are despised by hardcore fangémyhunters’ (Richardson and Turley 2008). On
the other hand, local fans are bound by geograpimstraints and the fan support for
the local team is essentially an expression ofltgy@wards one’s hometown. While
Hunt et al. (1999) argue that leaving the area déead to a diminished enthusiasm for
one’s home team, | would rather suggest that thgdo the distance and time away
from one’s hometown the stronger would the consigsn@entification with one’s home

team be part of a nostalgic trip down memory laaeklio one’s roots (Holbrook 1993).

Devoted fans have a strong attachment to theiruiaseoteam and like to communicate
this passion to others. Because of the high predigpnal involvement in the favourite
team and the sport in general, devoted fans eh@yse¢arch for and discussion of new
and old information with like-minded fans in pub(Dionisio et al. 2008; Richardson
2004). Furthermore, material possessions associat¢gide team and their systematic
collection play an important role in the devoted’$alife (Belk 1991; Fisher 1998).
While BIRGing may to some extent occur, devoted fare highly unlikely to engage in
CORFing (Hunt et al. 1999; Murrell and Dietz 199Banatical fans go even a step
further than devoted fans. While devoted fans ptaeg fandom within the context of
having an everyday life beyond the team or spbe,téam, sport and fandom form the
central focus in the fanatical fan’s existence (Hetal. 1999; Richardson and Turley

2006). Fanatical fans not only buy and collect falated memorabilia, but also dedicate

a7



shrines to their devoted team or often an entioanres turned into a fan museum (Holt
1998; Richardson and O’Dwyer 2003). In doing soafacal fans are willing to invest
substantial amounts of time and money into theidéan in order to obtain relevant or
even rare items. While the consumer behaviour mditfaal fans can be called obsessive
and out of the ordinary, they are unlikely to caasg harm other than putting maybe
some strains on their social relationships witts leathusiastic family members and
friends (Hunt et al. 1999). Dysfunctional fans, lewer, virtually build their entire
existence around their favourite sport team ags tihdlyy method of self-identification, so
that this strong identification seriously interferevith their ability to perform in an
everyday life outside fandom (Hyman and Sierra 20Hence, Hunt et al. (1999)
differentiate between fanatical and dysfunctioraisf not so much by the degree to
which they engage in fan behaviour, but more bydbgree to which the behaviour is
anti-social, disruptive, deviant or even violemdéed, as dysfunctional fans readily
justify their disruptive behaviour under the preteiktheir fan support for the team, they

pose a serious threat to other fans and non-famsriG€ and Bruner 2006).

While these studies have been aimed at examiniifgyeint categories of fans with the
intention either to identify market segments faigeed marketing purposes (Dionisio
et al. 2008; Fisher 1998; Hunt et al. 1999) ordentify potential troublemakers at an
early stage to prevent similar tragedies like tleyd¢l Stadium disaster in 1985, sports
and leisure research also investigates whetheregetifferences among sports fans
exist and how they might express themselves. Dikiler et al. (2000) found that,
although male fans identify themselves much strorgebeing sports fans, males and
females are equally likely to view themselves awrtspfans. However, the underlying
motivations differs slightly, as male fans’ intar@s sports often derives from an active
interest in also participating (or wishing to peifiate) at some level in the favourite
sport, while females favour the social environmeamd atmosphere at sport events much
more (Dietz-Uhler et al. 2000). James and Ridin@€02) also found that males and
females differ in terms of the teams and sports$ thay support. Male fans tend to
prefer men’s sports and teams, while female fand te support teams of both genders
equally. Furthermore, the motives for sports sgecship in relation to both men’s and
women'’s basketball were found to differ in relationtheir aesthetic appeal (James and
Ridinger 2002). Male fans appreciate the athlati¢ graceful beauty of both men’s and

women'’s basketball more, while female fans find wors basketball aesthetically
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more appealing. Yet, fans of both genders have damme action of the sport as their

prime motivation for their sports fandom.

Although academic studies into sports fandom haweiged a good blueprint for the
research into film fandom, there are nonethelessesshortcomings that prevent their
transferability to studying the fans of celebritiEgst and foremost, while scholars have
looked at sports fans’ emotional attachment tor tfaiourite team or sports in general,
scant research has examined as to why fans atiaoisélves to one sport/team rather
than another — especially when the team is notal lone. Furthermore, of particular
interest to my research of a fan’s emotional atteatt to a film actress is to understand
what meaning(s) the everyday lived fan experiemee® for a consumer and how they
are expressed in everyday consumer behaviour fronmsader’s point of view. Yet,
studies on sports fandom have so far neglectedubgctive, personal experience of
the individual‘on the ground'in favour of abstract generalisations. Subsequgeitéims
and scales often measure what researchers dedocafscant literature and think to be
potentially relevant rather that what has actulaéign observed in the field (Dietz-Uhler
et al. 2000; Hunt et al. 1999; James and Ridin@&22Murrell and Dietz 1992; Shank
and Beasley 1998). Though some consumer reseansbedsethnographic approaches
involving participant observation and in-depth mitews (Derbaix et al. 2002; Hyman
and Sierra 2008; Richardson 2004; Richardson amkyr@006, 2008), they provided
primarily an outsider perspective into a more artesubset of sports fans within the

special context of fan-clubs, fan-blogs and suppgtthe team live fronfan-blocks:

2.6.3 Fans as Victims of Popular Culture

While sport teams, creative industries and the enéluiese days refer to all audiences
indiscriminately as fans, ever since social refogrsich as the Christian Temperance
Union have singled them out as their prime tardet,most popular conceptualisation of
fans is still the one portraying them as uneducajetiible, dull and vulnerabl&®numbs’
that have fallen victim to the manipulative powefghe dangerous ardvil’ popular
mass media culture (Fiske 1992; Gabler 1998; Jefh8684; Thorp 1939). The bulk of
literature relating to this conceptualisation aidas primarily located within the field of
media studies and sociology, which are dominatedamyideology-informed critical
discourse that builds on Munsterberg’'s (1916) cphoé the vulnerable audience and

those cultural critics that followed (i.e. AdornadaHorkheimer 2006; Boorstin 2006;
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Bourdieu 1984; Schickel 1985). Just like films ditioh stars by film scholars, media
scholars view fans and their fandom as texts thathe read, analysed and interpreted
in order to explore the triangular dynamics betwkentexts, the social culture as their
author and society including the scholar as theader (Sandvoss 2007). The difference
to critical approaches in film studies or socioldgg in the position of the fan within
the triangle. While traditionally the fan is seemthe reader and, hence, consumer of the
text, the critical approaches on fandom view the famuch like the film actor in the
stardom literature — as the text that is produceti given meaning by broader cultural
forces within society (Sandvoss 2005). As such,fdmom literature is, apart from
Munsterberg’s vulnerable audience, strongly infeezhby the neo-Marxist ideology of
the Frankfurt School (Adorno and Horkheimer 2006wenthal 2006; Sandvoss 2005;
Weber 2006) and, especially, by Pierre Bourdied’384) work on cultural capital
(Browne 1997; Fiske 1992; Jankovich 2002). In esseBourdieu (1984) transferred
Marx’s theory on the economic and social relatigmsbetween access to capital,

production, consumption and worker’s alienatiothi® area of contemporary culture.

According to Bourdieu (1984), culture representapitalist economy in which people
invest and accumulate capital in the form of sdgiahd institutionally legitimated
cultural products (Fiske 1992). The cultural systéawever, promotes and privileges
certain cultural tastes and artistic competenitegh culture/arts) over others‘fow’ or
‘popular culture/arts) through a society’s cultural institutions suchthse education
system, museums, art galleries, state theatrescandert halls. The value of any
individual cultural product is therefore determindy its compliance with the
legitimated cultural taste and competence (Grogstd&92) and inclusion in the
‘canon’, which is the set of privileged texts from musant, literature and the
performing arts that is considered to ‘a@rthy’, ‘valuable’ and ‘tasteful’ (Bourdieu
1984; Fiske 1992). Popular culture, on the otherdhas vehemently rejected and
derided as inherentiunworthy’, ‘worthless’ and‘tasteless’ Yet, as with the economic
system, access and resources within the cultustésyare unequally distributed and,
thus, lead to a class distinction between the leged and the deprived (Bourdieu 1984;
Fiske 1992; Jankovich 2002). Hence, high culture @aly be‘properly accessedby
those privileged ones, who possess cultural tasie subsequently, are in the position
to appreciate its true value (Browne 1997). Furtlteee, because the possession of taste

and the access to high culture also produces alsaturn in the form of enhanced
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social prestige, access to political influence betler jobs, Bourdieu (1984) argued that
social mobility can only be achieved by obtainingltaeral taste through personal
investment in and acquisition of education. Butduse the privileged elite with access
to cultural capital regard themselves as the gaasdof'proper’ cultural taste (Browne
1997; Fiske 1992; Winston 1995), they not only destiate their strong contempt for
popular culture, but also attempt to deny thoseplgeaccess to the canon, who are
deemed as lacking the ability to appreciate andgutthe true aesthetic pleasure and
value of high culture appropriately (Grossberg 198&@nston 1995). In fact, as the
access to cultural capital and education go handaimd with the access to economic
capital, the culturally rich elite even attemptpitect their privileges by suppressing

the masses through meaningless popular culture.

Given their critical Marxist overtones, it is ir@anihat scholars in literature, film, media
and cultural studies have often relied on Bourdigl'984) theory to justify or even
advance the distinction between high-brow and loewbculture, whereby they cherish
the former and despise the latter. While high calia seen as unique, tasteful, beautiful
and of aesthetic value, popular culture as itsrigingposite is mass-produced, tasteless,
ordinary and only of functional value (Gabler 1998inston 1995). With regard to the
critical discourse analysis on fandom, this trateslaessentially in two main points of
view. The first point of view looks at fans frometischolarly perspective of high culture
and, subsequently, portrayed them in line with gbeial reformist and Munsterberg’'s
(1916) tradition as a bunch of uneducated, tastedad mindless numbs, who are (un-)
willingly manipulated by the contemporary populaasa media culture (Adorno and
Horkheimer 2006; Boorstin 2006; Fiske 1992; ScHhick@85). Following Marcuse’s
Marxist criticism of rational industrialism as aesdimensional society void of any
prospect for change, Sandvoss (2005) and Winst®85(1claim that popular culture
would only provide consumers with the illusion tleagenuine polysemy of meanings
could be discovered in popular texts. In realitpwlkver, consumers would only be
distanced from the true meaning of cultural cagitalthe promise of simple pleasures
and instead fed with meaningless entertainment Beu 1984; Sandvoss 2005, 2007;
Winston 1995). Popular culture, according to thsnp of view, is understood as a
means of turning consumers into passive, oftencéeldiand mindless media zombies
(Munsterberg 1916; Schickel 1985). Hence, the tlaat media fans are even willing to

devote themselves on their own accord to somecpéati popular media is a frightening
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thought for media scholars, sociologists and caltaritics adhering to the high culture
perspective. Their common explanation for such bela is that media fans, because
of their low education and subsequent lack of tastgst have innocently fallen victim

to the evil trappings of popular culture (GableB&9Hyde 2009; Thorp 1939).

While the first perspective is based on a disdamdapitalist consumer cultureand,
subsequently, for fans as consumers of inferiorufapculture, who are accused of a
deliberate devotion t&asteless banality'and an unwillingness to better themselves
through the'tasteful devotion'to the artistic canon of true cultural and aesthedlue
(Gabler 1998; Hyde 2009; Thorp 1939; Winston 19¢%,alternative perspective holds
that the privileged elite deliberately deprives thajority of consumers of their rightful
access to cultural capital (Bourdieu 1984; BrowB87t Fiske 1992; Jankovich 2002).
As a consequence, fandom is thereby seen as thgdqgliure of the society’s culturally
alienated and disempowered masses, who have clfeatdéemselves a cultural shadow
economy within the official cultural system throudie sacralisation and aesthetic
appreciation of profane mass commodities (Belk.et289; Browne 1997; Fiske 1992;
Jankovich 2002). Being denied the legitimate acte&slucation as a mobility agent to
true cultural capital, media fandom becomes a méanthe society’s deprived masses
to express their sense of self and their commuedations to others by constructing an
alternative cultural world out of superficial popumass media texts that to some extent
Is as rich and intricate as the official culturgstem (Fiske 1992; Jankovich 2002). In
doing so, fan communities develop and establisin tven cultural value system, which
in its structure mirrors pretty much the dominanitural system by privileging certain
popular texts (i.e. specific films, TV shows, mads; comics or popular literature) as
being of higher aesthetic value than others (Brow@@7; Jankovich 2002). While true
social mobility and prestige is unattainable, théividual fan is still enabled to grow
one’s reputation and social prestige among peeosigh the devotion, knowledge and
systematic accumulation of certain popular medidstéhat within the community are
deemed to be of aesthetic value (Fiske 1992; Jactk@002; Wegener 2008).

That sounds like an interesting discourse, but tlliesconceptualisation of fans hold up
in the context of real everyday life? Personallghihk that this whole idea of fans being
mindless victims of popular mass culture — be fosred by a cultural elite or by the

individual’'s own stupidity — is preposterous andaesly flawed; and not only because
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of its dodgy origins within the fanaticism of thd@&tian Temperance Union and other
self-proclaimed social reformers (Barbas 2001)sthir none of the media scholars and
cultural critics behind this conceptualisation ah$ has actually ever engaged in any
form with actual‘real’ fans, fan culture and their fan behaviour in reatryday life
contexts, which is strongly reflected in their thetacal writings that clearly emerged
from behind the safety of their desks without evaving personally been in thectual
field’. Instead, they seem primarily to be interesteadwancing their personal ideology
regarding both high and popular culture by applyabgtract social theories, such as the
vulnerable audience (Munsterberg 1916), to specdrtemporary phenomena without
providing any empirical support from studies oflyedsting fans, fan cultures and fan
behaviour. Secondly, the idea that popular culisinger se aesthetically and culturally
inferior to high culture — or even a menace to etyct appears not only to be arrogant,
but also pretty ignorant of our cultural-histori¢adritage, as most of today’s canon of
high culture, such as Shakespeare, Schiller, Gpéibrel Byron, Mozart, van Gogh,
Jane Austen, Charles Dickens, Ravel or the perfayrarts in general, were originally
little more than popular entertainment and onlyngdi their high culture status at a
much later time — usually posthumously. To sayrdtoee, that the consumption of and
even devotion to popular culture is a sign of thaividual’s stupidity and lack of taste
resulting from a lack of education and subsequeness to cultural capital is rather

narrow-minded — to say the least.

Finally, while fans are prejudiced as being dumb aneducated due to their emotional
devotion to tasteless arahworthy’ popular media texts, Brooker (2005) found in his
ethnographic study that members of the culturaé elkpress a very similar emotional
devotion and behaviour patterns towards high-broltucal icons such as James Joyce
or Lewis Carroll, which involves the systematicleotion of authentic or relevant items
and the ritualistic pilgrimage to associated sdaad homes — a finding also shared by
Hede and Thyne’s (2010) ethnographic research. déspite those factual similarities
in consumption practices and experiences, medialashand cultural critics still tend
to describe the latter as aficionados or connorssevhose devotion to high culture
icons and their creative works would derive fromra#ional, educated appreciation,
rather than as fans, whose devotion to popular anexiins and their creative works
would be irrational, emotional, uneducated andetass (Bourdieu 1984; Fiske 1992;

Winston 1995). However, the biggest irony is thegt blind devotion of cultural critics
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and media scholars to the works of philosopherssamhl critics like Freud, Derrida,
Adorno, Horkheimer, Marcuse, Bakhtin, Foucault, &alard, Boorstin, Campbell or

Bourdieu constitutes — in a way — a form of fandasrwell...

2.6.4 Fans as Subversive Rebels

While the conceptualisation fans as victims of gapwulture portrays celebrity and
media fans as oppressed consumers, who are cavitarthe inferior social status and
prestige that their fandom reflects, Jenkins (1992posed, by drawing on De Certeau
(1984), an entirely different and revolutionary ceptualisation of fans and fandom that
caused in the process a deep rift within the dis@p of media and cultural studies.
Being strongly influenced by the postmodernist nmgat, this new conceptualisation
of fandom completely rejects the traditional stéype of fans as passive and mindless
cultural idiots, who are manipulated by the popufess media, and instead argues that
quite the opposite would in fact be true. Inde@amsfare thereby portrayed as creative,
highly imaginative and subversive rebels againstcibrporate establishment (Jankovich
2002; Jenkins 1992), who engage with media textsnlaking them their own(Bielby,
Harrington and Bielby 1999) and creating their omaw textual products. Instead of
consuming popular media texts merely within thertoaries of pre-authored meanings
and contexts, fans are seen as being active prexland creative, skilled manipulators
of media texts (Shefrin 2004; Wegener 2008). Assoamers in postmodern societies
are seen as the producers of their own self-imhgesilising the fragmented meanings
of diverse products as their raw materials, megnaldém involves the fragmentation and
reconstruction of media images according to thesgorers’ individual needs to design
their self-identities. As a consequence, fan bahavwithin this conceptualisation is
usually associated with the two terfparticipatory fandom’(Brower 1992; Roose and
Schafer 2010; Shefrin 2004) attdxtual poaching’(De Certeau 1984; Jenkins 1992),
which essentially refer to the same underlying ide&agmenting and reconstructing
media texts. In contrast to the commonly held viat fans would just mindlessly
consume media texts and, at best, imitate chasdtery actually assign their very own
personal meanings to them and, subsequently, atammership of these media texts
(Bielby et al. 1999; Hinerman 1992). This idea tlaais claim ownership of media texts
has already received empirical support from a nurobethnographic and structuralist
studies (i.e. Bielby et al. 1999; Jenkins 1992;f@&m@004; Wegener 2008).
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Fans’ claim to ownership of media texts has beemdao take two distinct forms that
can both be witnessed in today’s YouTube and @lledjle-sharing culture (Giesler
2008; Hennig-Thurau, Henning and Sattler 2007).a0yasic level, fans feel that they
are entitled to have a say on the content, strecamd narrative development of the
media text asco-producers’because of their devotion and commitment towahgs t
media text (Bielby et al. 1999; Shefrin 2004). Treigument, thereby, is that fans, due
to having become closer to the media text, itsattars and the plot than any of those
film studio or TV executives holding the legal rigrever will, would be much better
positioned to judge the authenticity and credipilif narrative developments or new
character introductions (Bielby et al. 1999; Browl&92). In order to express their
opinions publicly, fans have ever since the filmdustry’s early years interacted with
other fans and the producers of media texts byngritan-letters to the film/TV studios
and official publications, leaving comments on wtdss setting up their own fan-sites
or publishing fanzines (Barbas 2001; Jenkins 199&ner 2004). During the golden
years of Hollywood from 1919 to 1950, the majomfistudios had set up departments,
whose job it was to screen fan letters for feedlmackheir films and stars as well as for
ideas and suggestions for new projects. In faatgistbosses like Jack Warner, Cecile
de Mile, Samuel Goldwyn or David Selznick were kmote have spent one day per
week reading fan mail to stay in touch with thaidi@nces (Barbas 2001) — a practice
that today’s studio executives would do well tonteaduce rather than putting their
faith in the obscure advice of economists (De Va0§4) and accountants. Hence, the
issue of media text ownership has not only spadaatiemic debates, but also resulted
in a number of legal disputes between media pradueed media text's devoted
audiences. Shefrin (2004) examined hereby howrdifitefilm studios in the age of the
Internet dealt with participatory fandom in relatito the productions dford of the
Ringsand Star Wars: The Phantom Menad&hile the latter attempted to discourage
participation beyond competitions on their officlaébsite and even waged copyright
lawsuits against individual fans, the former adialvited fan participation by asking
for opinions in relation to storylines that diffdrérom the original novel as well as

networking with unofficial fan-sites via links frothe official website (Shefrin 2004).

Jenkins’s (1992) concept of textual poaching, havegoes even a step further than the
fan’s feeling of entitled ownership. In his interesiethnographic study of various fan

communities fronStar Trekto Twin PeaksJenkins (1992) found that the fans of media
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texts behave similar to nomadic poachers with kgarconstructing their very own
cultures by borrowing storylines, characters, idaad images from commercial media
texts to create their own fictional media produdtsdoing so, fans not only interpret
their own meanings into a given media text, butialéy produce new creative texts out
of fragmented media images, which feature knowrnraztars and environmental or
situational contexts participating in self-imagineakratives (Turner 2004). One of the
oldest forms of poaching, which developed as easly.900, is the writing of fictional
stories that involve the characters, scenerieg#otdf an existing, admired media text,
which are often published in specific unofficiahznes. The emergence of Super 8 film
cameras in 1960s/70s and video cameras in the 1#0snabled creative fans to shoot
their own films, which is nowadays made even muasiex with the availability and
affordability of the digital camcorders, editingiseare such as Windows Movie Maker,
PowerDirector Express or Apple Final Cut and Youdals a free distribution platform
(Turner 2004). The amateur writers and filmmakaettsee have new story ideas or feel
that the official story solution of the original dia text is insufficient and needs to be
altered (Hinerman 1992; Jenkins 1992). Due to tlosvong popularity of queer theory
as a critical approach within media studies, theated ‘fan slash’genre has received
a particular interest in recent yeafan slash writings’are fictional erotic, sometimes
pornographic stories that take the popular medid, iés characters and situational
context as their point of departure and developraantic/sexual relationship between
the lead characters (Cicioni 1998). While mostdtash is about imagined homosexual
relationships between male characters, i.e. Kig¢Bp they are nearly exclusively
written by females (Cicioni 1998; Jenkins 1992).offrer form of fan expression that
Jenkins (1992) encountered at Star Trek convent®rfgking’, where fans perform
self-written songs with lyrics about media charegtgithin their fan community. Many

songs follow the melody of familiar folk or pop g but some are self-composed.

2.6.5 Fans as Members of Neo-Religious Cults

Because several US TV shows and films that havacé¢d particularly devoted fan
communities, such &tar Trek BonanzaStar Wars Twin PeaksPicket Fencesr The
X-Files have had strong religious overtones, it comesetbee as no surprise that some
scholars have investigated fan culture and fan coniies as neo-religious cults (Hills
2002; Jindra 1994; Rojek 2006). Though these studre Hill's (2002) own words,
representvoices in the wildernessseveral ethnographic studies in consumer research
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have also identified some forms of (neo-)religidaghaviour within fan communities
(Caldwell and Henry 2005; Henry and Caldwell 20B@zinets 1997, 2001; O’'Guinn
1991). Furthermore, research of fan communitieseasreligious cults is thereby not
only limited to TV shows, films or novels (Hills 2Q; Jindra 1994; Kozinets 1997), but
is also one of the conceptualisations of fans eélxégnds to celebrities as well (Caldwell
and Henry 2005; Henry and Caldwell 2007; O’'Guin®1;9Rojek 2006; Schau and
Muniz 2007). The conceptualisation of fans as redigious cult members suggests that,
like organised religion, fan communities form a @amf textual elements in relation to
the admired media text or celebrity, which are degno be true and authentic, lay out
regularised rituals and practices that determieerigpht way’ of appreciating the media
text or celebrity and form a member hierarchy @R2002; Rojek 2006; Schmidt-Lux
2010c). By sacralising the otherwise profane meeas or celebrities through shared
meanings (Belk et al. 1989), fans give them a sppatatus in their life and even define
their self through them (Henry and Caldwell 200X3. with sports fandom described
earlier (Holt 1998; Richardson 2004), the sacrtibsaof a media text or celebrity can
reach such an extent, where fans devote a shritteinliving space (or even an entire
room) to their admired TV show, film or celebritggldwell and Henry 2005; Henry
and Caldwell 2007; Kozinets 2001; O'Guinn 1991).tWi this context, fans of
celebrities are also often overheard saying they thorship’ their favourite idols and
in some cases even credit them with some air dhitjv— as recorded by O’Guinn
(1991) and Henry and Caldwell (2007) in their edmaphic studies of Barry Manilow
and CIiff Richard fan-clubs. After all, we have radays become used to refer to film

and rock/pop stars &gods’ — though obviously not in a literal sense (RojeR@).

Besides the private sphere, the conceptualisatidarocommunities as neo-religious
cults focuses in particular on the communal andigeenstitutionalised facets of their
expressed fandom. In this context, fan-clubs asergslly seen as the equivalent to the
traditional churches (Caldwell and Henry 2005; $12002; Jindra 1994), which might
also explain the contempt voiced by religious do@formers. Both institutions are in
essence set up for the purpose of worshipping itheeg whether it's a god, a hero, a
celebrity or any other media text doesn’t reallyttera(Hills 2002; Jindra 1994). While
the fan community defines and celebrates the cdhanlays out the true content of
authentic faith through ritualised practices (K@&$2001), another function is to share

stories with each other that attribute divine duesdi to the worshipped celebrity or
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media text (Henry and Caldwell 2007; Kozinets 1997Guinn 1991; Schau and Muniz
2007). Acquired and sacralised merchandise and etithenticated memorabilia are
collectively cherished like sacred relics, espégiathen the celebrity or a genuine
media text representative (i.e. an actor of theshgw) has blessed them through their
personal presence, such as a hand-signed autogrgphsonalised item or a used towel
(Henry and Caldwell 2007; Kozinets 2001; O’'Guinm@1® Ethnographic studies by
O’Guinn (1991), Henry and Caldwell (2007) or Schend Muniz (2007) have also
found evidence of a missionary spirit among devdéé@dcommunity members. Like the
followers of most religions seeking happiness aagagion through serving their god,
fan communities regard it as their duty to recnetv members, to protect their idol,
media text and faith from the harm of bad presdaridad fans’and to‘be there’for
the subject of their fandom at all times. Despiéng an atheist and having a certain
dislike for religion of all sorts, | can’t deny thtéhe behaviour expressed by many fans
and fan communities shows in some circumstanceseanblance to religious practices.
Also, in contrast to some other fan conceptuabseti this one is actually backed up by
a wealth of ethnographic data. However, most ofrésearch merely studied a specific
subgroup of fans for a limited period of time undery special circumstances, i.e. Star
Trek conventions or fan-clubs. Hence, there isenily little data available on whether

and how these findings also translate to a fardgary, everyday lived experiences.

2.6.6 Fans as Alienated Social Misfits

While | have some personal difficulties as an atht associate myself with the idea of
fandom being a form of neo-religious expressiofedl quite the opposite inclination
towards the conceptualisation of fans being lorggdgks and alienated social misfits.
The German satirist Wiglaf Droste (1995) once shat the problem with stereotypes
and clichés is that they are always, at leastjgiigrtrue. His observation seems to ring
especially true with regard to the idea of fansigdoners, nerds, geeks and other social
misfits, which also is how they often tend to betgyed within media texts (i.&.he
Big Bang Theorywhere science geeks are also gullible comic amhee-fiction fans).
As it happens, this is probably one of the oldest most established stereotypes within
both popular media and academic literature in igrato fans and, hence, has strongly
influenced most of the contemporary conceptuabsatiof fans. After all, there must be
something wrong with fans, when they devote so ntumbk, money and effort in mass

produced media commodities, such as TV shows (derli@92; Kozinets 1997, 2001),
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video games (Cova, Pace and Park 2007), music rieich, Hess and Jacobs 1992;
Holbrook 1987), literature (Brooker 2005; Brown BaJ, films (Barbas 2001; Shefrin
2004) and even celebrities (Henry and Caldwell 20DTGuinn 1991; Stacey 1994),
instead ofdoing more worthy thingdlike ‘normal people’(Jenson 1992). And, indeed,
the data from ethnographic research by Jenkins2)1 %®zinets (2001), Cusack et al.
(2003) or O’Guinn (1991) provide striking evidertbat media fans, in sharp contrast to
sports fans, are very often not the most populgs giu school or at work. In fact, most
fans in these studies reported that tlseynehow don't fit in with the mainstreanfeel
themselves to be misunderstood by others, havdyhany friends, report feelings of
loneliness and isolation, and only too often exg@e various forms of stigmatisation,
discrimination and bullying (Cusack et al. 2003;ziKeets 2001). Moreover, there is also
evidence that many of them don’t exactly do welsport, are regularly shunned by the

‘in-crowd’ and rarely invited to parties or dates.

However, sharply contradicting the popular stergetgf fans being rather unintelligent,
gullible, dull and boring individuals, who consistly fail to succeed in real life and,
thus, escape to popular culture fantasies (GaBi@8)l the majority of fans encountered
by Jenkins (1992), Kozinets (2001), Cusack et24l08) or Stacey (1994) have actually
turned out to be highly intelligent people, who alyuare quite successful in school or
in their professional careers (just like the chemacinThe Big Bang TheojyBut it is
primarily in their private and social lives, wheleese fans experience deficiencies in
their social skills and acceptance and tend talsrated by a lack of social interaction
with others that make them feel lonely and isolgtédsack et al. 2003). Furthermore,
several fans in Kozinets’s (2001) study reporteat they even feel being stigmatised
and isolated especially by those, who are lesdligeat, imaginative and creative than
they are, but who are much more privileged or lelésa terms of social skills, status
and physical attractiveness. Hence, fandom prouidese individuals with a means of
escaping their socially isolated environments andtfating, lonely everyday lives for
awhile by engaging in the deliberate search ani@cadn of media texts of interest (i.e.
films, TV shows, theatre performances, magazinésles, books, music, games or
even celebrities) and, in the process, keeping théids occupied. In relation to this
context, Horton and Wohl (1956) observed alreadynduthe early days of television in
the 1950s that TV audiences would often develomotional attachment to media

personalities, TV anchormen or soap characterseMar, they also suggested that in
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particular TV personalities such as anchormen &agvanasters would in fact actively
encourage such an attachment by interacting intireath TV viewers through the
camera as if they are in an actual face-to-faclglige. Horton and Wohl (1956) have

referred to this illusionary and/or simulated dgle asparasocial interaction!

Once individual audience members, however, extéed parasocial interaction with
their favourite TV personalities far beyond thetiali TV show (i.e. by watching their
appearances in other shows or media, by readingt dbem in magazines, etc.) over a
longer period of time, they begin to engage with thedia personality in ‘@arasocial
relationship’ (Horton and Wohl 1956). Since then, Horton and YgoWwork has not
only become one of the most influential papers edia studies and social psychology
with regard to celebrity fandom and audience reteg@klperstein 1991; Cole and Leets
1999; Giles 2002; Houlberg 1984; Rubin and McHu@87; Rubin et al. 1985), but
unfortunately also one of the most misinterpretadso(as we will see in the following
conceptualisation of fans). Indeed, the latter lledsto the widely-held view that the
parasocial relationships that fans form with tHawourite celebrities are clear evidence
for the individuals’ inherent social deficienciesaven for their pathological-obsessive
mental disorders (McCutcheon et al. 2002, 2003hoalgh Horton and Wohl (1956)
actually viewed and described them as being veajtineand complementary to normal
social life. In fact, Horton and Wohl (1956) arguédt parasocial relationships with TV
personalities, soap characters, film stars and a#lebrities would serve as particularly
beneficial, compensatory emotional substitutegtiose people, who experience only a
rather restricted social life for various reas@s;h as being geographically or socially
isolated, timid, elderly, physically or mentallysdbled, inept in forming social bonds or

because they feel otherwise unpopular and rejéntedhers. In their own words:

“Nothing could be more reasonable or natural thdratt people, who are
isolated and lonely, should seek sociability angelavherever they can find
it. It is only when the parasocial relationship bewes a substitute for
autonomous social participation, when it proceedsabsolute defiance of
objective reality, that it can be regarded as paddigical” (Horton and
Wohl 1956: 223).
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In other words, celebrity and media fandom providessumers with a healthy means
of compensating for experienced emotional defi@ss;long as it doesn't turn into an
addiction and the individual's sole purpose of (ifeets et al. 1995). And this is exactly
what fans have reported as their personal emotexyriences in several ethnographic,
structuralist and naturalistic studies (i.e. BarB@81; Cusack et al. 2003; Henry and
Caldwell 2007; Jenkins 1992; Kozinets 2001; O'Gul®®1; Schau and Muniz 2007).

In fact, fandom has offered many of those otherdasely individuals the opportunity
to interact socially with other like-minded consusjevho not only share with them a
similar interest in a certain media text or celeési but also similar feelings of social
isolation, alienation and rejection (Cusack e2803; Kozinets 2001). With increasing
social interactions and the exchange of media kexivledge or private experiences
among like-minded media or celebrity fans, so-chfen communities emerge, develop
and provide these media or celebrity fans with ace| where they can come together
and share their interest with each other. Thesedammunities can thereby take various
shapes and forms ranging from infrequent, inforgaherings over Internet chat-rooms
and fan-sites to highly organised conventions arsfitutionalised fan-clubs (Barbas
2001; Hamilton and Hewer 2010; Henry and Caldw@lD2 Jenkins 1992; Kozinets
1997, 2007; O'Guinn 1991; Richardson and Turley&0&ither way, fans of media
texts or celebrities, who would normally experieticemselves as social misfitsidt
fitting in with the mainstreany find within these fan communities the very kiofl
social acceptance, companionship, status and apfoecthat they have been craving
for in their private lives, even if they are onlfyatemporary or virtual nature (Cusack
et al. 2003; Henry and Caldwell 2007; Kozinets 2001Guinn 1991). Furthermore, the
fan communities provide individual fans as welllwihe opportunity to share their own
creative, self-designed outputs, such as fanziiaessites, poems, songs, paintings or
self-directed home-made films, with a supportivel @appreciative audience of like-
minded peers (Barbas 2001; Cusack et al. 2003; lttamand Hewer 2010; Kozinets
1997, 2001, 2007; Stacey 1994). In contrast tohmrotonceptualisation of fans, the
production, presentation and exchange of self-ntadative outputs (including the re-
sampling of commercial media texts) is not undedtas a liberating exercise in
‘sticking it to the Man’(Jenkins 1992), but as a liberating means of gginither fans’
approval and even admiration by paying a loving agento a shared interest (Barbas
2001; Kozinets 2007; Otnes and Maclaran 2007; QiG1i991).
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And this behaviour is not only limited to fan commities devoted to popular media
texts or celebrities, but also to those devotetthéchigh arts (Chen 2009). Indeed, while
they may call themselves aficionados and connoissadmire high-brow cultural texts
or icons and meet in societies rather than fans;labthe end of the day, members of
James Joyce, Lewis Carroll or Jane Austen sociktigs often joined them in the same
way and engage in similar practices and ritualthasmembers of media, sports or
celebrity fan-clubs (Brooker 2005; Hede and Thyf&®. But irrespective of whether
these fan communities centre around a celebritpula® media text or high-brow
culture, each of them can in essence be undersamda brand community
(McAlexander et al. 2002; Muniz and O’Guinn 200%)ab least as a consumer tribe
(Cova 1997). It is therefore not surprising thaparticular the participation and social
dynamics within fan-clubs, conventions and fanssiteve already received special
attention from consumer researchers associatedtatbonsumer culture theory (CCT)
paradigm (Arnould and Thompson 2005). This paréicutesearch focus on fan
communities, unfortunately, has reached such d téhexclusivity in the discourse that
‘being-a-fan’ is automatically conceptualised as participat@mydom and solely about
the social interaction between community membess,eddenced by Thorne and
Bruner's (2006) definition of fandom (see p. 37this thesis). In fact, | was told on
several occasions during the course of my resganajkct that | can’t be a fan of Jena
Malone, simply because | don't participate in aidad fan community, where | could
share my knowledge and appreciation for her witterst! My admiration for her acting
performances and my infatuation with her as a peiy@rsona would be irrelevant!

2.6.7 Fans as Irrational, Pathological-Obsessive dlusional Stalkers

Unfortunately, the interpretation of fans as lonalyenated social misfits has also (re-)
invited the much more extreme conceptualisatiofan$ as pathological-obsessive and
delusional stalkers that has always been very jpoputh the tabloids — and at fictional
level with the film industry as well (Jenson 1992wis 1992). Indeed, ever since the
late-1890s, when social reformers such as the t@wiSemperance Union created,
planted and began to popularise the image of fangudlible, dull, irrational, deviant
and hysterical lunatics (Barbas 2001; Gabler 199®)academic and popular literature
on fans and fandom is haunted by popular and senaéist stories and images of the
socially inept and deviant fanatic, whose excessieeanged behaviour clearly borders

on the mentally insane (Jenson 1992). On the ond,this conceptualisation of fans
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has enjoyed a renewed academic interest since98@sdue to its widespread coverage
in the tabloids and popular media; especially ditark David Chapman’s assassination
of John Lennon, the murder of Selena Quintanillahgychairperson of her official fan-
club and John Hinckley’s attempted assassinatidRasfald Regan in order to impress
the film actress Jodie Foster (Gabler 1998; Kragt¥)3) as the most infamous, often
cited (but also largely the only!) real-life exampl While academic literature normally
tends to shun the popular literature as unsciendifid subjective, cultural critics and
some scholars within media studies and social dggly seem, nonetheless, to have a
disproportionally strong interest in the darker @&xttemist sides of fandom (Maltby et
al. 2004; McCutcheon et al. 2002, 2003, 2006) -nhaheugh it merely represents an
exceptionally tiny minority of individuals, and ntasf whom aren’t actually fans at all
(Dietz et al. 1991; Leets et al. 1995). On the ottend, this renewed academic interest,
which follows closely in the footsteps of Munstedpé1916) and builds on his theory
of the vulnerable audience, was also strongly nesbby a serious misinterpretation of
Horton and Wohl's (1956) parasocial interactiorotlye

As discussed in 2.6.6, Horton and Wohl (1956) pydd fans’ parasocial relationships
with their favourite celebrities as complimentaoyrtormal social relationships, which
provide a healthy alternative for those individualso experience a deficit in social
relationships for various reasons. Only when ainviddal becomes so obsessed by the
parasocial relationship with a particular celebtitsit s/he loses one’s grip of reality and
can no longer differentiate between fact and fictihey argued, can such fan behaviour
be regarded as pathological and delusional — biyttben. However, especially within
the field of social psychology, many scholars séerhave ignored Horton and Wohl's
(1956) original distinction and focused right frdaire start purely on the pathological
side of fandom — sometimes seemingly with the psepaf having a term or concept
like the ‘celebrity worship syndrometredited to their name (see Maltby, McCutcheon,
Ashe and Houran 2001). Nevertheless, both medtiestiand social psychology look at
pathological fandom from slightly different perspees based on their underlying
research paradigms. Media studies emphasises tiferyedit images of pathological
fans, which can be characterised as a) the hyatenember of a crowd, and b) the
obsessive, stalking loner (Jenson 1992) — both lathwhighlight quite clearly their
social reformist heritage. The study of fan patlgglon relation to frenzied crowd

members emerged in response to the crowds gatharede funeral of the actor

63



Rudolph Valentino in 1925 (Barbas 2001; Hansen 199id has ever since been
associated with (mostly female) fans of film andkipop stars (Ehrenreich et al. 1992;
Gross 2005; Lowenthal 2006; Thorp 1939).

Indeed, the popular press aren’t the only onesotmnect the images of screaming,
weeping and hysterical teenagers, who gather igelarowds at premieres, hotels,
airports or concert halls to catch in person a gfenof their idols (even if it is merely
for a second), rigorously to the dangers of viokgnalcohol, drugs, free sexual and,
especially in the US, racial mingling to this vedgy in an effort to warn concerned
parents of th&devilish temptationstheir kids are getting themselves into by listgrio
rock ‘n’ roll, punk, heavy metal and hip hop, watahscience fiction and horror films,
playing video games or admiring a particular cetgbfBarbas 2001; Jenson 1992).
Media studies and cultural critics have followedt,sonce the Elvis and Beatles
phenomena of the 1950s and 1960s in particular baused worldwide chaos because
of hysterical teenage crowds gathering randomlamge numbers (Ehrenreich et al.
1992). While nearly all early research appeardoetself-fulfilling prophecies designed
to lend similar academic support to popular prejesi that Munsterberg (1916)
previously gave to the Christian Temperance Unlater research like Ehrenreich et
al.’s (1992) study of Beatlemania have looked a& theaning that such hysterical
behaviour may have had for teenage girls within ¢batext of their contemporary
cultural circumstances. They concluded that theatdrical fandom had enabled young
girls to open an internal pressure valve and teas® the cultural burden of sexual
oppression that society had placed upon them withauing to risk losing their female
virtue and‘honour’. Recent studies into hysterical teenage fan bebawith regard to
boy groups or teenage film actors have come tolaimbnclusions and view fandom
among young girls as an expressed emotional transiito sexuality and womanhood
(Karniol 2001), which is only a temporary statettiwuld require parents to provide

their daughters wittproper’ guidance and moral support (Giles and Maltby 2004)

In either case, research on fan pathology regaraysterical crowd members has also
inspired and influenced the study of football hgahism with sports fandom discussed
earlier (Jenson 1992). Yet, it particularly is theage of the weird, alienated, obsessive
and fanatical loner, who hamst his marbles’(they mainly happen to be male) and

threatens to go over great length to satisfy hissienal belief of having a romantic,
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sexual or merely driendly’ relationship with a certain celebrity, that hasals caught
the imagination and interest of social psychologgearchers and the tabloid media
(Dietz et al. 1991; Leets et al. 1995; McCutchebale2002, 2003). Nevertheless, due
to their strong philosophical grounding in (neohaeiourism and the scarcity of pre-
existing academic literature, most of their hypstgeand research designs derived from
the stereotypes generated by the popular medidhenflnproven) theories of cultural
critics rather than observations of actual rea@-fdindom in the field. The fact is that
most social psychological studies have simply igdoany prior ethnographic research
(i.e. Jenkins 1992; Jindra 1994; Kozinets 1997,12@Guinn 1991; Stacey 1994) as
being inferior or of no academic value (Maltby &t 2001, 2004; McCutcheon et al.
2002, 2003), while popular media and tabloid reqpadrt contrast, must supposedly be
trustworthy. This is not to say that there is erfoagidence for the opposite (Dietz et al.
1991), but that a number of those studies haves quitarly been conducted ¢oretty
shaky’grounds and have mainly been ideologically mo&gat or at least influenced.

Following the above-mentioned murders of John Leni®/ actress Rebecca Schaeffer
and Mexican singer Selena Quintanilla or the attechpssassination of Ronald Reagan
as well as hundreds of threatening letters sectlbrities worldwide on any given day
by apparently mentally unstable individuals, a needresearch was recognised in the
early 1980s to prevent potential attacks on fanpmagple in the future by understanding
the mind of the obsessive stalker as well as bytifyeng various types of pathological-
obsessive fans and the nature and extent of te&isidn (Dietz et al. 1991). The most
comprehensive study in this regard was the longittesearch conducted by Dietz et al.
(1991) in cooperation with a major specialised Aetod security consultant agency,
which involved a content analysis of 1800 inappietpr and/or threatening letters
written to celebrities by 214 individuAlwith regard to their content and the differences
between approach and non-approach risks. Integhgtidespite identifying 16
variables that would describe pathological fandtmygh mainly in their very extreme
and excessive variation), Dietz et al. (1991) coitldeally find any typifying
differences betweefapproachers’and ‘non-approachers’ Strongly contradicting the
popular stereotype, however, they found evideneg those fans, who are obsessed

with fantasising about a romantic or sexual retelop with an adored celebrity, turn

#4107 of the subjects were deemedan-approach risk’ while 107 had approached thgirget'.
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out to be actually the least likely candidatesdeeking real-life encounters with their
object of desire. Instead, the most extreme andetans pathological-obsessivans’
among both approachers and non-approachers seém less fixated on a particular
celebrity as a person but more on celebrity famgeimeral by writing simultaneously to
various celebrities at any given time (Dietz et1#91). Furthermore, their obsession
with celebrities, in fact, is often little more thahe mere extension to much broader
mental delusions that were primarily expressed radical, often incoherent religious

(but sometimes also political) fanaticism (Dietakt1991).

Most importantly, Dietz et al. (1991) always poohtgut in no uncertain terms that they
were studying only a microscopic minority, who moet be confused at any time with
the vast majority of ordinary, mentallgormal’ everyday media and celebrity fans —
and, thus, strengthening Horton and Wohl's (195&)al argument. Still, even though
Dietz et al.’s (1991) research was very thorougitaitbd and informative, it still fails to
determine in what ways the dangerous pathologibaéssive minority exactly differs
from the normal everyday celebrity fan in termshofv their fandom is practised and
experienced. Leets et al. (1995), therefore, fadldwp by comparing the motivations of
‘normal’ consumers to write or contact celebrities, whinéytobtained through both a
survey of university students and a content analgkfan letters received and provided
by an unnamed celebrity, with Dietz et al.’s (19@Hylier findings. In their student
sample, Leets et al. (1995) have identified cutygsiformation seeking followed by
expressing one’s admiration (or criticism) for tbeebrity and his/her creative work
and the intent to associate oneself or express@adf-identity with the celebrity (often
BIRGing) as the primary motivations. These findingsre largely confirmed by their
content analysis of the fan letters as well — voitie exception. Asking the celebrity for
favours or requests — i.e. appearing at a for thigewimportant private (birthday,
marriage, anniversary) or social event (prom nifdnt;club meeting, conference, social
party), visiting a terminally ill relative, givingonations in kind or money, signing a
personal autograph or forwarding the writer's oweative work to the celebrity’s agent
or producer — has turned out to be the biggestvatati identified from the actual fan
mail (Leets et al. 1998) Compared to Dietz et al. (1991), there is nottong of the

® The finding also highlights once more the quaiiatdifference between data reflecting hypothetical
intentions (i.e. student samples) and actual igalebservations obtained in the field (i.e. faniljnen
accurately reflecting or describing a phenomenateuimvestigation.
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ordinary even though some minor similarities colbdrecognised. Both groups have
expressed their admiration and devotion to thebeiye requested some kind of favour
and often enclosed one or more items with therlegea personal gift (i.e. a poem, tape,

photo or a small present).

Where the normal fans have differed from their pkitbical-obsessive counterparts has
been the extent and excessiveness of their devasiawell as in their perception of the
relationship they have with the celebrity. Evenutjo normal fans may fantasise about
a romantic and/or sexual relationship with a paléc celebrity (especially in absence
of a real-life relationship), they are always fullyware that this fantasy is exactly that —
a fantasy — and often expressed in the open gueséoction of Leets et al.’s (1995)
survey some embarrassment about theolishness! Subjects in Dietz et al.’s (1991)
study, on the other hand, were mostly under thasteh of actually being in a mutual
romantic relationship with the celebrity and thiagit feelings have been undoubtedly
reciprocated, which often also meant that they \iea celebrity’s real-life partners as
adulterous intruders. Furthermore, they differeghigicantly in terms of the items they
have enclosed in their letters. While normal faasehenclosed mostly Christmas and
birthday cards, personal photos and self-writteenp® self-mixed tapes, CDs or home-
made video films (Leets et al. 1995), the enclosehs from pathological-obsessive
fans have ranged from the innocuous to the extiebighrre, such as bibles, half-eaten
candy bars with lipstick on them, bed pans, excreameblood syringesfresh sperms
for impregnation, medical photos of corpses with the celebrity'sefgpasted on, etc.
(Well, you get the picture!). According to Leetsadt (1995), normal fans won't really
go to extreme lengths of getting in contact witkitifavourite celebrities beyond or
other than fan mail (or, these days, networkingFaebook and Twitter), attending
their shows, premieres and public autograph signorgoure chance encounters on the
street. As the works of Dietz et al. (1991) andtkest al. (1995) have provided such
good general insights into the psychological deton and behavioural differences
between the tiny minority of pathological-obsessdelusional individuals and the vast
majority of normal, mentally healthy fans, it isiguincomprehensible that a group of
social psychologists has since 2001 set out orlibedate quest to confirm the popular,
stereotypical conceptualisation of fans empiricdily ignoring or, alternatively, quite
liberally reinterpreting all those previous findgwqh order to advance their own dodgy

agenda of painting a very different theoreticatymie of fans (Maltby et al. 2001).
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In their research ofcelebrity worshippers’ McCutcheon, Ashe, Houran, Maltby and
their various other co-authors have argued thatyeperson, who admires a particular
celebrity and his/her creative work or celebriiiegeneral, would clearly suffer from a
serious inherent mental illness (which they nanedGelebrity Worship Syndromesr
short CWS) that may even be hereditary (MaltbyleP@01, 2004; McCutcheon et al.
2002, 2003, 2006). In fact, they propose that cglebandom, as a form of parasocial
interaction, constitutes a psychologically abnorimethaviour that could be categorised
as a type of erotomanic delusional disorder. Thiegrefore, believe that fans are not
only obsessive and pathological-delusional in tlagloration of celebrities, but must
also be expected texhibit verbal, visuospatial, intellectual and cotjve deficits
related to flexibility and associative learningcCutcheon et al. 2003). In other words,
Maltby et al. (2001, 2004) suggest that the admoimadnd adoration of their favourite
celebrities is a clear indication that celebritydain sharp contrast toormal’ people,
are generally less intelligent, dull, unimaginativeable to cope with or even enhance
their daily lives and even suffer from a potentedrning disability (McCutcheon et al.
2003). This idea, obviously, both derives from Meniserg’s (1916) original idea of the
vulnerable audience and feeds into the popularprg&ation of fans as deprived (but
this time of intellectual cognition rather than tocwél capital), gullible and mindless
numbs put already forward by social reformers amtual critics (i.e. Boorstin 2006;
Cashmore 2006; Gabler 1998; Gross 2005; Hyde 2066rp 1939). Hence, every
notion, suggestion and even genuine empirical exiedrom the field that fandom is
actually providing lonely and socially isolated,t mitherwise normal individuals with
both a platform to interact with other like-mindeeople and an outlet for creative self-
expression — be it subversive (Jenkins 1992) ostroctive (Kozinets 2001, 2007) —

has been rejected or ignored.

While the theory that McCutcheon, Maltby and theitleagues have put forward is
highly debatable, if not dodgy and questionablepight warrant further exploration, if
these researchers — who are deeply embedded malagnpiricism and committed to
scientific inquiry — had actually provided someidgacientific evidence in at least one
of their nearly a dozen published papers. But ae happens, the data they presented in
support of their hypotheses actually proved thecexgposite and supported not a
single one of their propositions (see, for examplaltby et al. 2004; McCutcheon et al.

2003, 2006). It is therefore quite a scary thought researchers, who are so committed
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to logical empiricism, not only reject any datatthave been obtained in ethnographic
research or through actual celebrity fans’ verbatiesnents in their entirety as unreliable
and unscientific, but also misinterpret or evendotreir very own data in an effort to
present the results that would support their theWriile reading their body of work, |
was left with the impression that either McCutchema Co. must lack a fundamental
knowledge or experience with regard to multivaridéga analysis and interpretation of
statistical results or they have been so obsesgbdinding empirical support for their
hypotheses that they deliberately ignored or métba real findings of their data. But
it is even more worrying that some of their pageage actually passed the peer review
in highly rated publications such as the Journd@Psychology or the British Journal of
Psychology, suggesting that the respective reviewen’t understand multivariate data
analysis either or failed to compare the autharglihgs with the provided data. As I'm
aware that this is a verfparshly worded’judgement, | will now discuss some of the
most serious flaws within their work and urge teader to have a look for yourself to
make up your own mind — especially as some of tiveilings have already made their

way into the popular media (Cashmore 200@w.irishhealth.ig.

First of all, as devoted neo-behaviourists, McCetehet al. (2002, 2003) believe that
verbal statements of subjects are generally utnleliand can’t be trusted (Nisbett and
Wilson 1977). Consequently, they reject all presiditerature based on ethnography or
discourse analysis for the development of their dwpotheses and measurement
instruments. Surprisingly, though, the unsuppodkedns by Munsterberg (1916) and
other theorists or popular media reports haverégnbguestioned in a similar way. But
McCutcheon et al. (2002) did challenge earlier lmely appeal scales (i.e. Stever 1991),
despite their high construct validity and relialyilratings, as unsuitable measurements
for identifying and measuring the extent of celgbmvorshipping. In their opinion,
these scales are either ttapecialised’ for specific types of celebrities, such as TV
personalities and newscasters (Rubin and McHug;1R8bin et al. 1985) or focused
‘too much on emotional(Stever 1991) rather thdrational’ dimensions by including
‘irrelevant and distracting’items relating to liking, sexual attraction or ramtic appeal
(McCutcheon et al. 2002). Using a Rasch scalingaggt, McCutcheon et al. (2002)
proposed the Celebrity Attitude Scale (CAS) as pesdor and universally applicable
alternative. However, due to rejecting out of hamg knowledge of fandom obtained

by previous research and having little other lii@ma to build on, the original 32 items
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for the scale were derived from the popular dissewand selected by the researchers
based on common-sense, but were then reducediterid with the deliberate purpose
to cover three theorised levels of fandom (McCubchet al. 2002). At the basic level,
celebrity worship has awntertainment-socialvalue for the individual, who has been
attracted by the celebrity’s ability to captureeatton and entertain. The intermediate
level of celebrity worship is characterised tiytense-personal’values, where fans
develop and are driven by intense and compulsigknigs towards the celebrity. And,
finally, ‘borderline pathological’behaviour is the most extreme expression of ce&yebr
worship, where the individual is so obsessed witlke’® favourite celebrity that s/he
would be willing to spend one’s entire fortune tems that have been used or owned

by the celebrity and/or to engage in anti-socidladweour (McCutcheon et al. 2002).

In doing so, McCutcheon et al. (2002, 2003) implgttthe more an individual worships
the admired celebrity, the more would s/he expegem decline in one’s psychological
well-being, cognitive flexibility and intellectudlinctioning. But the very nature of the
CAS scale, despite the reported internal validitgt eeliability, means that applying it to
any sample merely confirms a self-fulfilling proglye Yet, at the same time, they also
argue that celebrity worship would under no circtanses be related to an individual's
feelings of loneliness, isolation and shyfd¢&saltby et al. 2004; McCutcheon, Arugate,
Scott and von Waldner 2004), which contradictsfihéings generated by virtually all
ethnographic research to-date. But even thougIC&fe scale was set up in this way, as
described by McCutcheon et al. (2002), the authmeist in each of their other papers
that these three factors would emerge from the datang the factor analysis rather
than from the very design of the scale (Maltby let2@01, 2004; McCutcheon et al.
2003, 2004, 2006). Nonetheless, tmsnor issue might have been acceptable, if the
CAS actually delivers consistent results acrossdemsample range, as the researchers
reported in every publication. But, curiously, thets NOT been the case. While the
CAS has held up in the main samples drawn fronsthdents at their own universities
in Florida and Georgia (McCutcheon et al. 2002,2@D06), a sample collected at a
Georgian university (McCutcheon et al. 2004) anthdallected from working class
samples in the UK have turned out to be all overglace or presented very different

factor constellations (Maltby et al. 2001, 2004&t,Yeach time the authors have praised

® The lack of correlation is hardly surprising, he CAS scale fails to measure or account for su@ny
other emotional variables in the first place.
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the universal applicability of their CAS scale, fHeave conveniently failed to mention
those irregularities. However, it is when the CASS Ibeen applied and the findings are

discussed that a flawed research design turnsihighly questionable exercise.

A perfect example is provided in McCutcheon ef(2003), in which the authors claim
to have presented strong empirical evidence th&tbadey worshippers’ inherent
cognitive deficits result from erotomania. The C&Shereby said to correlate strongly
with six cognitive measures reflecting verbal crgst, crystallised intelligence, spatial
abilities, arithmetic skills, creative thinking ameéed for cognition (i.e. enjoyment of
solving intellectual problems) adopted from varioelevant psychological studies. The
problem is that the provided table (McCutcheonl.e2@03: 317) clearly shows that the
arithmetic skills and need for cognition measunesNOT statistically significant (p >
0.05) in the bivariate regression analyses! Thitkpagh McCutcheon et al. (2003)
argue that fans are less intelligent and creatia® hhormal’ people and have serious
difficulties in associative learning, it's quitetémesting to learn from the data that they,
nonetheless, show no differences to other peopterins of‘relishing the opportunity
to solve complicated puzzles and enjoying challemesed by intellectual problems’
(McCutcheon et al. 2003: 314), which are so chargstic for the need of cognition or
arithmetic/mathematical abilities. Furthermore, thtber four dimensions may have
been statistically significant, but their practisainificance has turned out to be of little
to no relevance at all, as each of them explainginbetween 9.6% and 17.6% of the
variance. And while the multiple regression anaysorrelated with an adjusted R? =
0.25, which explains just 25% of the variance, &&n more curious that not a single
one of the six measures scored a statistical (mewusdl a practical) significance in their
3 values. Multiple regression analyses also shawlai results in predicting the three
factors as independent subscales, which achietistisi@ significant (p < 0.1) adjusted
R2=0.17, 0.23 and 0.16 respectively, but agath wo statistically significant 3 values.
The only exception is the mildly significant (p <0B) verbal creativity measure with
regard to the borderline-pathological subscale {B.34). Nevertheless, McCutcheon et
al. (2003) has had no hesitation to interpret tHesbngs as'strong evidencefor the
support of their hypotheses and theory. Their engtlan for the complete absence of
any statistically AND practically significant 3 wals is thatthe six cognitive measures

only contribute to the CAS and its subscales ‘ctilely’ rather than individually’
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2.7 The Need for an Alternative Conceptualisationfd~ans

In light of these overall devastating views of faitanay seem that admitting in this
thesis to my own private infatuation with the fibmtress Jena Malone and risking to be
branded with one of those common stereotypes iratiagemic and popular discourse
would be an unwise move (Wohlfeil and Whelan 201Beit while the presented truly
interdisciplinary taxonomy provides the first dé&tdioverview of how fans and fandom
have been conceptualised across the contemporadgac literature of various fields,
it also highlights a number of conceptual defiaitgl limitations within every single one
of the seven fan conceptualisations that have trajins in the respective researchers’
own agendas and prejudices (Smith et al. 2007gdddeven though the introspective
consumer narrative of my own fan relationship wiéma Malone (see Appendix B) may
seem to lend empirical support to any of the sdaarconceptualisations when looking
at them through the respective theoretical lertbes,support usually involves focusing
merely on individual consumption practices and ewgoees (i.e. the enthusiastic and
aesthetic appreciation of the media text or thelréy and his/her creative work, the
admired subject’s elevated role in the fan’s peviifie and/or the dedicated collection
and treasured possession of associated itemsplaticn by taking them often out of
their holistic situational context. As a result tintrospective data of my research seem,
at the same time, to confirm AND to contradict greconceptions about fans held by
each of these interdisciplinary conceptualisatiohtans and fandom in the literature —
to the extent that each of them leaves most of enggnal emotional attachment to Jena
Malone unexplained. Hence, as none of these comtempconceptualisations of fans
either describes or fully captures many facets gfawn everyday fan consumption
experiences, | can’t stop wondering whether themaybe much more to a consumer’s
personal fan relationship with a celebrity (or otimeedia texts) than what previous

studies have uncovered and discussed so far.

This suspicion is further strengthened by the fiaat all previous research that provided
the conceptual foundation for each of the taxon@ngeéven fan conceptualisations
share in essence three major commonalities. Finsttiiout any exception, all previous
studies have investigated fans and fandom primdribyn an outsider-looking-in

perspective by imposing their own preconceivedrabstideas onto the phenomenon,
which originate from sharing and building on themsaoriginal sources such as
Munsterberg’s (1916) theory of the vulnerable andée(Smith et al. 2007). As much of
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the current body of fan literature, apart from & fthnographic studies, has developed
without scholars ever actually engaging directlyhvthe subjects of their investigation,
many preconceived conceptual ideas and theories haen passed on without ever
being challenged or confronted with reality. Sedgndprevious research has
concentrated only on certain, mofextreme’ subgroups of fans often under very
special, extraordinary circumstances like Star Teekventions, football or celebrity
fan-club meetings or on dedicated fan-blogs (Jenk®92; Kozinets 1997; Richardson
2004; O’'Guinn 1991) for two obvious reasons: a) yilaee easily identifiable and
‘readily available’ for scholarly observation, and b) th&ixtreme; out-of-the-ordinary
behaviour makes it easier for the researcher teeptethem as thileviant other’in
society. However, this also meant that researdhave paid very little attention to the
ordinary everyday lived experiences of thermal’ fan in one’s daily life. Thirdly, all
previous studies have focused either on the sdgi@mics and symbolic relationships
that consumers experience with other fans withia tontext of their respective
consumption subcultures (Henry and Caldwell 20@nkihs 1992; Kozinets 2001) or
on the psychological well-being and mental statésfams (Leets et al. 1995;
McCutcheon et al. 2003, 2006). As a result, neithesingle one of the seven
conceptualisations of fans nor any single preveiugy has actually explored the nature
of fans’ emotional attachments to their admiredeoty in the first place. In fact, the
fandom object has always been treated as an iategelable commodity of no further
relevance throughout the entire body of fan literat This also explains why | was told
on occasions that, despite my obvious strong ematiattachment to Jena Malone, |

wouldn’t be a fan simply because I'm not participgtin a fan community.

I, therefore, feel that an alternative conceptadili; of fans is needed, which puts the
emphasis back on what is normally the most impoffestor in any consumer’s fandom
and, subsequently, should matter the most — theapemotional bond that fans form,
experience and maintain with the subject of thdmimation. Hence, my own research
journey into the phenomenon of celebrity fandom tek®n an introspective turn in
order to address the conceptual and methodolooahtions that restricted previous
studies of fans and fandom. My aim is thereby ttaiobtruly holistic insights into a
consumer’s personal everyday fan relationship witdm actress and how it manifests
itself in everyday consumption practices and exgmeres from a genuine insider’s point

of view (Smith et al. 2007). In doing so, a deeged much more honest understanding
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of what meaning(s) such a fan relationship hasiiordinary consumer’s daily life can
be gained that is much better equipped to captulesaplain the many facets of a fan’s
emotional attachment to a film actor or actressl(&y implication, any other celebrity,
sport team or media text) in their holistic comitiexBut due to the scant literature that
has been dedicated to the study of celebrity fandondhfans of film stars in particular,
it IS necessary at this point to draw in more detaithe stardom literature. And because
film stars perform a vital role within the film indtry (Barbas 2001; De Cordova 1991;
Gamson 2006; Kerrigan 2010; McDonald 2000), thismsethat the discourse on film
stardom is conceptually and methodologically tiedyclosely to the study of film texts
(Dyer 1998; Hollinger 2006; King 1991; Kramer 2008his is one reason as to why it
is required to have a better understanding of ¢hevant literature on film consumption
first. The second reason is that a major partéorasumer’s fan relationship with one’s

admired film actress obviously involves the enjoyinaf her films.
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CHAITER 3

THE MESSENGER

3.1 Introduction

In the previous chapter, | have not only provided with a genuinely interdisciplinary
taxonomy of how fans have been conceptualisedermpthsent literature, but also made
the case for a necessary re-conceptualisatiomafa towards a stronger emphasis on
the emotional bond that consumers actually expeeievith the admired subjects. Thus,
the time has come to have a closer look at theestibf fandom that is at the heart of
my research project and, subsequently, this thekis actors and actresses. As already
mentioned earlier, the academic literature has peaaht attention to celebrity fandom in
general and to the emotional attachment that coesumevelop, foster and cherish
towards their favourite film actors in particuld@his lack of academic research interest
is pretty disappointing; not only because of tHe findustry’s size and commercial
potential, but also because the consumer-humard bedationship between film actors
and their fans makes for such an exciting phenomenoexplore. In absence of a
relevant fan literature, | take in this chapterlaser look at the current stardom and
celebrity literature in order to provide you withdatailed overview of what is already
known on how film actors and actresses appeal mswoers. But because the study of
film stars, by its very nature, is intrinsicallyked to the study of film, | first discuss
how different academic disciplines have studiedctresumption of films so far. Then, |
examine how film stars and other celebrities amnanily constructed and investigated
as textual consumption objects by the film studimsnagers/agents, film and media
scholars, the media, consumers and the celebititggsselves rather than as real human
beings. | conclude this chapter by proposing treeaisiarrative transportation theory as
an alternative approach to gain a genuine undefstgrof the lived meaning(s) that the

personal enagement with a film actor or actresddrathe individual consumer.

3.2 For Love of the Movies

For more than a century, the film industry has rwdusly been one of the world’s
commercially biggest and most successful indusiii¥s Vany 2004; Eliashberg and
Sawhney 1994; Ravid 1999), which plays an esserdialin many societies’ popular
culture (Kochberg 2007; McDonald 2000; O’'Guinn etl®85) and which has spawned
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a number of major sub-industries from merchandising theme parks to glossy tabloid
magazines that satisfy consumers’ relentless fasomwith the glamour of film stars,
starlets and even minor celebrities (Gabler 1998DWhald 2003; Turner 2004). Thus,
ever since its very early beginnings in the 188@s film industry has been engaged, for
better or worse, in a symbiotic relationship wilmfaudiences (Barbas 2001; Faulstich
2005). The essential role of film stars in the pss; especially during the Hollywood
studio era from 1919 to 1950, has thereby beendowage consumers to participate as
film-goers, enthusiastic film fans and/or loyalléolers of particular film stars actively
in this relationship with the film industry (McDolla2000; Stacey 1994). This suggests
that the film industry and film consumption providefruitful research domain for
scholars in marketing and other disciplinéliashberg, Elberse and Leenders 2006). It
is therefore pretty disappointing that the marlkgtand consumer research literature,
when | started my research journey back in 200§, gead very little attention to the
marketing and consumption of films and film actass artistic brands in themselves,
which only since 2006/7 began slowly to changeofeihg a few special issues in top
journals. Nevertheless, while marketing academasgetonly recently become at least
aware of the economic potential offered by filménfstars and film audiences, film
scholars have traditionally had an interest in gtigating how film viewers perceive
and respond as individuals as well as collectivéiences to films and the cinematic
experience (Jenkins 2000; Mulvey 1975; Phillips ZO®nd because film stars are in
essence a product of the film industry as muclhhaditms in which they perform (Luo,
Chen, Han and Park 2010; Watson 2007a), they haetetloe past 20 years received the
critical-theoretical attention of film scholars a®ll. Yet, as the same methodological
approaches that dominate the study of films are atgplied to the study of film stars, it
is essential to have first a look at how film camgdion has been studied before we can

move on to the stardom literature.

3.2.1 The Study of Film Consumption in Marketing anl Consumer Research

Although the consumption and enjoyment of films Wasldwide never been so popular
as in the last three decades (Aft 2006; Eliashieéer. 2006; Finney 2010), neither the
marketing nor the consumer research literaturgpaabmuch attention to the marketing
and consumption of films and film stars as arti$tfands (Batat and Wohlfeil 2009;
Wohlfeil and Whelan 2008b); at least until very eetty. But even when marketing
scholars have actually directed their researchrastetowards films, then merely as a
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medium for promoting and selling other productshwta marketing communications
framework (D’Astous and Chartier 2000; DeLorme &wld 1999; Stern and Russell
2004; Wiles and Danielova 2009) rather than asymtsdin themselves. One possible
explanation for this blunt lack of interest miglet that films, in contrast to conventional
manufacturing and service brands, are essentialtyposite artistic brands that consist
of a complex tapestry of various other artistic mman brands (Kerrigan 2010;
Kerrigan and O’Reilly 2008; Wohlfeil and Whelan Ba). Indeed, the participating
actors, director, producer(s), scriptwriter(s), paser(s), director of photography and
editor(s) are individual human brands (Thomson 2Q0ét create the film together as
an artistic brand in its own right and, in the meg, impact on each others’ brand image
and value in the public and media either positivaiynegatively (Albert 1998; Elberse
2007; Luo et al. 2010). And if the film is the seneadaptation of a novel or the spin-off
of another film, then this artistic or cultural hohis even a sub-brand of another artistic
brand (Basuroy and Chatterjee 2008; Brown 20025p0Dhe difficulty in addressing
the complexity and unpredictability of film brandscurately might have scared many
marketing and consumer researchers away, who rpteéer to remain in the comfort
zone of the simpler and much mdstraightforward’ traditional, mass-manufactured
consumer goods, industrial products and services. féEw marketing and consumer
researchers that study film consumption and filmiences tend to do so from different
points of departure with marketing scholars favegran economic perspective while

consumer researchers look at the different formatuming and enjoying films.

3.2.1.1 The Study of Film Consumption in Marketing

As already mentioned earlier, up until as recerthadate-1990s, the primary interest of
marketing scholars in film consumption has beenceamed with the question of how
the popular appeal of films can be utilised to posia particular brand favourably in
the minds of consumers. Product placement, in quaati, has thereby captured the
interest and imagination of marketing academicshaslatest thing’ (D’Astous and
Chartier 2000; DeLorme and Reid 1999; Stern ands&Uu2004; Wiles and Danielova
2009). The only problem, however, is that produeicement isn’'t exactly anything
new. In fact, a strong cooperative relationshipsMeein the major Hollywood studios
and the producers of consumer brands from fashimh @ars over beverages to
electronic equipment was a common practice througtiee Hollywood studio system
and can be traced back to as early as 1918 (B&®@k, Herzog and Gaines 1991,
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Stacey 1994). Hollywood studio executives, morepwemsider product placement
since the 1980s as a welcome source of additiorwalne to cover the rising costs of
modern blockbuster film productions (De Vany 20&iashberg et al. 2006; Hennig-
Thurau 2004a; Wasko 2008). But even though progdlastement has been a constant
feature in the Hollywood film industry, marketingh®lars seek to investigate in
particular a) whether consumers could memoriserandll brands placed in films, b)
how consumers evaluate products placed into adibnt decoration, and c) what forms
of product placement would be most beneficial fobrand (D’Astous and Chartier
2000; Gould, Gupta and Grabner-Krauter 2000; Russel Stern 2006). The films
themselves, however, are generally treated aswuaat and interchangeable. In fact,
despite having been multi-billion dollar industrits nearly a century, the film and
media industries have until very recently receivauy very little attention from
marketing scholars, who tend to prefer nurturingrthesearch interest in the traditional

consumer industries instead.

Following Eliashberg and Sawhney’s (1994) pionegrnesearch, théruitful research
domain’ of film business and marketing (Eliashberg eR@D6) has only since the late-
1990s begun to capture the attention of a very Ishaadful of scholars in marketing
and economics, who have identified a great resgaotdntial within the field of media
management in general and the film industry inipaldr beyond their mere usefulness
for product placement (i.e. Ainslie, Dreze and ¥dén 2005; Basuroy and Chatterjee
2008; Chang and Ki 2005; De Vany 2004; Eliashbetg, and Zhang 2007; Hennig-
Thurau et al. 2007; Hennig-Thurau, Houston andjatest2009; Kerrigan 2010; Swami,
Eliashberg and Weinberg 1999). Obviously, the kaitmarketing research that has
been and is still conducted so far in relationibmg (and to an even lesser extent in
relation to film stars) is primarily interested the economic dimensions of film
consumption. Hence, these studies usually focusmeasuring and evaluating the
profitability of films in terms of box office perfmances (Basuroy and Chatterjee 2008;
De Vany and Walls 1999, 2002; Hennig-Thurau and akrR000; Liu 2006) and the
sales and rentals of VHS, DVD or media files (Hgrhhurau et al. 2007; Lehmann
and Weinberg 2000). Particular emphasis is thepehgt to how a film’s profitability
could be enhanced through managing an efficiemt fitoduction process (De Vany and
Walls 2002; Eliashberg et al. 2007; Finney 2010y&eetz, Hardy, Haslam and Randle
2007) and an efficient distribution channel in detireeand global markets (Hennig-
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Thurau et al. 2007; Hennig-Thurau, Walsh and Bod@42 Kerrigan 2010; Lehmann
and Weinberg 2000; Swami et al. 1999). Researchcaled to understanding the
impact of critical reviews (Basuroy, Chatterjee &walid 2003; D’Astous 1999; Desai
and Basuroy 2005; Eliashberg and Shugan 1997) amd-of-mouth (Duan, Bin and
Winston 2008; Liu 2006) on a film's short- and letegm profitability also enjoys
increasing popularity. While most research looksetyeat Hollywood and the US film
industry, a few selected studies also explore dppdres for European (and other non-
US film) industries to position themselves sucadbsbn domestic and global markets
without sacrificing their artistic value (Cooke Z00Delmestri, Montanari and Usai
2005; Jansen 2005; Kerrigan 2010; Kerrigan and Iinti2002, 2004; Steele 2004).

Film consumption, in either way, is thereby redutethe mere purchase of individual
tangible media formats, such as cinema, VHS, DVDligital downloads, by specific
consumer segments (Ainslie et al. 2005; Basil 200&adrado and Frasquet 1999;
Krugman and Gopal 1991; Hennig-Thurau et al. 2@difionton 2009) rather than seen
as the consumption of the film as an intangiblentran itself (Hennig-Thurau et al.
2009; Kerrigan and O’Reilly 2008; Wohlfeil and Waerl2006a, 2008b). Furthermore,
films are usually treated as identical and intengjegable products that consumers select
for a on-off viewing based on some informed, ecoigerational decisions (De Vany
2004; Eliashberg and Shugan 1997; Hennig-Thural @007; Liu 2006; Sawhney and
Eliashberg 1996) rather than as unique cultura@aiks (Batat and Wohlfeil 2009;
Kerrigan 2010; Wohlfeil and Whelan 2008b). This mosly means that virtually all
academic studies measure the success of films lmasedrely economic criteria such
as their box office performances, while ignoringitrcultural value, artistic merits and
entertainment value. As a logical consequence, matlyese studies suggest some, for
film fans, quite dubious, dodgy and highly quesdible managerial recommendations.
Unfortunately, if we take a closer look at the autpf the major Hollywood studios
over the past 10 years, then it seems that sortfeosé — sometimes quite ridiculous —
recommendations must have fallen on attentive ésdtsr all, the times when the film
studios were headed by competent managers withtAnsgasm for as well as practical
experience in filmmaking — as it was generally ¢hse before, during and immediately
after the Hollywood studio system or with the URAdios prior to the takeover by the
Nazis (Barbas 2001; Kreimeier 1996; McDonald 200@ye by now a thing of the past.

Instead, most of today’s senior film studio exegesi are accountants, economists and
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lawyers, who have been brought in by hedge funas foutside the film industry and
who often tend to have very little to virtually mpoior industrial background, personal

experience and/or interest in film production amel art of filmmaking.

In a series of these studies, for example, De \Gard/Walls (2002) make the case that
the typical family-friendly PG-rated film would tdrio generate statistically three times
more revenues than R-rated films. Hence, they attgateit would be economically and
managerially irresponsible for film studio execeswvto continue green-lightning a four
times higher output of R-rated film titlesNow, what at first glance might sound logical
to the ignorant ones would essentially mean intgrachat thriller, horror films and the
vast majority of dramatic, intellectually challengiand much more demanding films
are no longer produced (including most Academy Almamners and nominations of
the past 20 years!), if the major film studios steeding De Vany and Walls’s (2002)
call. What film audiences would instead be lefthaig a stable popcorn-diet consisting
entirely of Disney films a l&lighschool Musicalsome stereotypical romantic comedies
and CGl-animated family-friendly blockbusters. Ither words, cinema as mentally
dull, unimaginative and boring as it can get! Bitatvis only a nightmare vision at this
moment in time has the potential to come truehdf film business continues to be left
in the hands of accountants and economists. A rag®int that is relevant to my
research is the severely mismanaged cinema rebédsma Malone’s latest fillBucker
Punch(US 2011). The film is an exciting audio-visualitale force with a challenging
narrative, whose complexity is clearly unsuitecatty audiences under 15. But instead
of targeting the proper audiences, Warner Bros.ensane last minute cuts in order to
get a PG-rating for the film and, due to Vanessddémns’s involvement, to tap into the
prepubescent female audience of Heghschool Musicafame. The predictable results
were confused audiences and a relatively poor Wiicegerformance. And if you still
believe that | may exaggerate a little bit, themeha look at another recommendation by
business consultants, which is one of many thahdeédhave already found the listening
ears of today’s film studio executives. As prodgcanfilm is an investment-intensive
business that, on the one hand, promises highmetur investment, if the film succeeds
at the box office, but, on the other hand, alsa$al high failure risk (De Vany 2004;

" By 2011, the major Hollywood film studios do indetend to produce slightly more PG-rated rather
than R-rated films and settle instead with obtajnthe distribution rights for R-rated films thatear
produced by or in cooperation with independent potidn companies (Goodwin 2011).
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Eliashberg et al. 2007; Hennig-Thurau 2004a; W&ka8), it is hardly surprising that
studio executives would like to reduce the finahesks of their film projects.

Fact is that only three out of 10 film releases aggnto recoup their investment directly
at the domestic box office, while most films’ prafility depends on auxiliary incomes
from DVD sales, rentals and legal downloads (Amgt al. 2005; Swami et al. 1999).
Thus, in an attempt to reduce this risk of boxaaffailures, several academic studies
have drawn on the old concept of brand extensimm the mass-manufactured FMCG
industries and, subsequently, recommend urgentiyieh stronger reliance on familiar
stories, faces, titles and the strategic developroeflm brand franchises that we have
increasingly witnessed in the last decade (DesdiBasuroy 2005; Eliashberg et al.
2007; Hennig-Thurau et al. 2009; Sood and Drezé&R0he brand extension concept,
thereby, suggests that consumers are always faithdive internal fear of making a
wrong decision, when having to choose a particliliar for consumption, and, hence,
seek to reduce the level of uncertainty as muchoasible (Eliashberg and Sawhney
1994; Hennig-Thurau et al. 2009). The applicatidnthee brand extension concept,
therefore, reassures film audiences that the filgquiality meets their expectations and
reduces their risk and anxiety of making a bad sieci (De Vany and Walls 2002;
Hennig-Thurau et al. 2009; Sood and Dreze 2006§ pioblem is that the concept
implies two underlying assumptions: a) consumerkarfdm choices based on purely
rational cost-benefit criteria by seeking the faaniland avoiding the novel and
surprising, and b) consumers always watch a filty once and never twice. Both are
highly unlikely to occur in real consumer behavioas the excitement and enjoyment
of films (like other art) usually derives from theaiovelty, uniqueness and surprising
twists, while films made according to standard folas are received as dull (Batat and
Wohlfeil 2009). Nevertheless, some executives atntiajor studios must have heeded
their call in recent years, as Hollywood’s currebhsession with releasing an ever-rising
number of sequels and prequels to previously sstdeblockbusters, the growing
trend to producing trilogies since the succestafl of the Ringsand the increasing
number of remakes of foreign films or film classwsuld suggest. Fortunately, some
executives at the bigger independent film studsosh as Harvey Weinstein or the late

Bernd Eichinger, still tend to buck the trend wathbstantial commercial success.
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3.2.1.2 The Study of Films in Consumer Research

Taking a humanistic point of view, a small numbecansumer researchers discovered
in the mid-1980s the value of studying films aseams of enhancing our understanding
of consumption in general (Hirschman 1986; Holbra®88; Holbrook and Hirschman
1982, 1993). Inspired by Mick’s (1986) work on hgemiotics could provide insights
into the understanding of advertising, films areréiby investigated primarily as carriers
of consumer symbolism (Holbrook 1988; Holbrook &ticschman 1993) rather than as
consumption objects in themselves. Thus, in themisal paper, Holbrook and Grayson
(1986) examined how the depicted forms of consusnpith the filmOut of Africaare
used to describe the development of individual atiars in the film and to carry the
film narrative visually. While accepting that works art represent a cultural mirror to
our society and, therefore, can teach us some#bogt consumption, the authors make
instead a case for using consumption symbolisrmtierstand the meaning of artworks
in general and films in particular. In fact, Holbkg Bell and Grayson (1989) repeated
the exercise shortly after in relation to the theaiayCoastal Disturbances order to
demonstrate how such a semiological approach quolide much deeper insights into
aesthetic consumption experiences than any traditiguantitative methodology would
ever allow. Hirschman (1987, 1988, 1992, 1993; ¢tinsan and Stern 1994), has taken
the opposite point of view and made it part of lifets work to learn from films more
about the meaning of consumption in our societiesloing so, she has also sought to
uncover how the semiotics of film narratives reffl@ed represent a society’s underlying
myths and culture (Hirschman 2000a, 2004). In eittese, expert viewers trained in
literary criticism or critical theory watch and adestruct films in order to analyse their
semiotic content from a particular ideology-infosngosition (i.e. Marxism, feminism
or queer theory) with the aim of deriving criticgasights into their underlying meanings
for society and the human condition (Dalli and @&606; Hirschman 1988, 1999).

The gquestions, however, that consumer researchemsnit addressing, when | started
my research journey, were how consumers actuajtyyaghe consumption of films as
experiential products and what subjective contrdyufilm consumption makes to an
individual's quality of life. A few studies havedked at how consumers make purchase
decision when selecting an experiential produchsag a film (Cooper-Martin 1991,
1992) and their preferences for particular typeslois (Chuu, Chang and Zaichkowsky
2009; Cuadrado and Frasquet 1999; Gazley, ClarkSamiaa 2010), while others focus
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on comparing whether one media format would be ratiractive for the consumption

of films than others (Basil 2001; Hennig-Thurawakt2007; Krugman and Gopal 1991).
Holbrook (1999, 2005b) has also explored how omjir@nsumers judge the quality
and popular appeal of a film in comparison to tegements of expert viewers. Hence,
| felt the need to take a very different approaglobserving my own lived consumption

experiences with the filiRride & Prejudice(Wohlfeil and Whelan 2008%)Although

the introspective data clearly suggest that a cemtapestry of interconnected factors
contributes holistically to a consumer’s film enjognt, my research also finds that a
consumer’s mental immersion into the film narratarel personal engagement with its
characters is of particular importance. This peas@mgagement not only allows for a
momentary escape from everyday reality into thegimery world of the film, but is
even further enhanced through out-of-text intettakty (Hirschman 2000b; Wohlfeil
and Whelan 2008b), by which the consumer connéetdilim to one’s own private life
experiences. In a follow-up stutjyn which my friend Wided Batat and | compared our
personal consumption experiences with the fibo the Wild we were not only able to
confirm the earlier findings, but also found thia¢ thature and degree of a consumer’s
experienced immersion into the film narrative isedained by one’s very own private
motives and desires (Batat and Wohlfeil 2009). Whilfew quantitative studies have in
the meantime also looked at how consumers’ ideatifon and immersion experience
results in film enjoyment (i.e. Fornerio, Helme-@&am and Gotteland 2008), they tend
to be rather superficial due to the methodologsteirtcomings discussed by Holbrook
et al. (1989). The positive exception is the dethdtudy by Addis and Holbrook (2010)

that, by coincidence, also shares and confirmswabeu of my own previous findings.

3.2.2 The Study of Films in Film Studies

If the critical theory approach that consumer redears employ to examine, analyse
and interpret films for the meaning(s) of their gstic contents sounds familiar, then
this is the case because Hirschman, Holbrook amskethwho follow in their footsteps
ever since (i.e. Dalli and Gastri 2006; Friend &viestgate 2008; Pantzalis 2001; Stern,
Russell and Russell 2005), have adopted this apprivam the scholarly discipline of
film studies. Following its humble origins withihe film fan discourse during the film
industry’s early years (Balio 1985; Barbas 2001yl&#ch 2005; McDonald 2000), film

8 See 1.5 and 4.2 in this thesis.
® See 1.5 and 4.3 in this thesis.
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studies emerged as an academic discipline in tB8sl8ut of the scholarly tradition of
both literature and art studies, which also melaat literary criticism has become well-
established as their primary mode of inquiry. latgrcriticism or discourse analysis,
thereby, represents a linguistic approach fromhiln@anities, which sets out to explore
the triangular dynamics between the author, theaed the reader(s) and examines how
the various textual elements are likely to refi@etl affect audiences (Stern 1989, 1995;
Stern and Schroeder 1994). And as any text alsoasca mirror for the contemporary
social and cultural structures of society from vehgroriginates (Alberoni 2006; Dyer
2000; Holbrook 1988; Marshall 1997), the researexamines the text from a specific
ideological perspective in order to uncover anadidig the hidden power relationships
within the cultural contexts that it representshi@boni 2006; Evans and Hesmondhalgh
2005; Hirschman 1988, 1999; Stern 1989). The mopular ideologies, which are of
particular interest to critical film and media stdres as well as cultural critics, are a
Marxist theory informed by the philosophers of #rankfurt School (i.e. Horkheimer,
Adorno, Marcuse, Lowenthal, Boorstin, Habermas, lBmwu or Thornton), a feminist
theory that incorporates some elements of Freugsychoanalysis and, increasingly, a

gueer theory that adapts and expands feministyheaards homosexual contexts.

Due to emerging from the scholarly tradition oétdature and art studies, film scholars
have absorbed and incorporated their dominant mbdeguiry, as described above, as
well. However, the 1930s also were the heydays®ivertically integrated Hollywood
studio system, which was characterised by induise@ mass production of films
through a strong division of labour that resembieate the assembly line at a factory
(Bakker 2008; Balio 1985; Kerrigan 2010; Kochbel@0?2) rather than a haven for
artistic creativity (Kreimeier 1996; Steele 200fws, while film scholars regatfilms

as art and appreciate its artistic value, whichars expression of artistic creativity that
needs to be consumed by ordinary individuals feirtawn merit’ (Dyer 2000: 7), film

is at the same time also seen as an art form shandlessly reproducible through
factory-like mass production and, hence, caterafsupposedly passive mass audience
(Adorno and Horkheimer 2006; Benjamin 2006; Lowah®006). But even though the
film industry itself has in the meantime gone thgbuseveral significant structural
changes (Canterberry and Marvasti 2001; JaeckeB;2R6rrigan 2010; Lampel and
Shamsie 2003), this early heritage and legacyinm $tudies has nonetheless continued

to have a major influence on how film scholars exenanalyse and interpret films and
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film consumption to this very day (Dyer 1998, 20Q0yell 2003; Speidel 2007). This
heritage of film studies has also had another on&that could be consideredrange’
from an outsider position. Although film studiesaasacademic discipline aim to cover
a broad spectrum from filmmaking as an expressivéoan to its impact on audiences,

| find it quite curious that film scholars pay kaffless attention to the actual process of
film production (Jaeckel 2003; McDonald 2000) thanidentifying and examining
through ideology-informed critical theory the unlgierg cultural meanings of films as
works of art (Dyer 1998, 2000; Nowell-Smith 200®ilps 2007). As a result, critical
approaches in film studies, quite similar to litgrariticism, can thereby be divided into
three major schools of thought depending on whetiermprimary focus lies either on

the film text, the auteur (= creative author) a¢ Hudience (Watson 2007b).

3.2.2.1 The Study of Films as Film Texts

Ever since the birth of their discipline in the 083 film scholars have continuously
focused on the educated criticismfibin texts which also provides the foundation for
the critical reviews of new film releases in thegs and the expert judgements on those
films’ quality (Dyer 2000; Holbrook 1999, 2005b;rRms 2000). Particular attention is
hereby paid to the inherent and formal qualitietheffilm such as acting performances,
narrative flow, mise-en-scene (= props and art @gmm), cinematographic framing of
the film picture, lightning, sound, editing, etcy lleconstructing, examining and
analysing through explication or closeading’ (actually watching!) how the film, for
example, adheres to — or, alternatively, violatesdio-visual conventions and cultural
expectations in the narrative development (Nicl28160; Nowell-Smith 2000; Speidel
2007). However, because of widespread public coiovis in popular discourse that
films would have a powerful effect on the viewesstial beliefs, values and consumer
behaviour (Adorno and Horkheimer 2006; MunsterdE§6; Thorp 1939), which has
been heavily promoted by social reformists, cultargics and the media (Barbas 2001)
alike, critical theory in film studies has beenamhed and even driven by different
ideologies (Branston 2000; Lovell 2003; Perkins @08peidel 2007). And in light of
the highly industrialised nature of the Hollywodddio system and its close association
to a capitalist consumer culture (Herzog and Gait@%1; Nichols 2000), it should
therefore come as no surprise that many film stu¢especially those until the 1970s)
have followed a (neo-)Marxist ideology inspired bye writings of Horkheimer,

Adorno, Marcuse, Althusser, Lowenthal, Boorstinpkelamas and Bourdieu. The aim is
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to uncover how the narrative and character depistio specific films reflect or even
justify a society’s cultural norms, values and uhdieg power structures as a means of
maintaining the status quo (Austin 2003; Dyer 2(@ékins 2000; Speidel 2007)

3.2.2.2 The Study of Creative Authorship in Films

While the focus on film texts remains relativelyppitar within film studies and has also
been introduced to consumer research through thikswad Holbrook and Hirschman
(1993), the emphasis on theuteur’ (= ‘creative author) has already proven to be a
rather delicate and difficult issue for film schaland, subsequently, receives only little
academic attention. The main reason for it lieheproblem of identifying thauteur.
Indeed, creative authorship either in literaturé oa music can easily be credited to the
respective writer, artist, composer or musiciana(Bhaw, McDonagh and Marshall
2006; Schroeder 2005; Winston 1995). But due toetlidier outlined complexities of
films and film production as a cooperative artwéhlat combines creative inputs from
various contributing sources, film scholars aresthevith a number of complications
when trying to associate a film’s creative authgrskith any one particular individual
(Watson 2007b). Indeed, who can honestly claimasthp for a film? During the old
Hollywood studio system from 1918 to 1950 (and i also prior to that by the film
companies attached to the MPBCall creative decisions regarding a film projeetre
exclusively made by the studio executives, whichls® the reason why the Academy
Awards for Best Film are awarded to the film’s puodr(s) to this very day (Goldsmith
and O’Regan 2005; Squire 2006). After all, the picat is responsible for getting the
film green-lighted and made in the first place l®jesting the appropriate script and
getting it financed while controlling the budgetefdm 2006; Finney 2010; Eliashberg
et al. 2006). But does this qualify for creativehamuship? The idea, plot and script are
essentially the product of the scriptwriter(s) @teson 2009). Yet, scriptwriters have
very little influence on the audio-visual realisatiof their scripts once the film is green-
lighted and goes into production (unless the sergr is also the film’s director) — and

on the final product. The director of cinematogramhusually the one responsible for

% The Motion Picture Patent Company (MPPC) trushviis headquarters in New York was a quasi-
monopoly of the 10 biggest film companies, whickdhal the film technology patents and which sought
to control the US film industry and market from guction over distribution to exhibition by forcirthe
nickelodeons to screen only MPPC-produced and esgpr film stock while excluding independent
filmmakers from access to the distribution and bitltin sector. It is ironic that the very indepentiilm
producers that brought down the MPPC in 1914 beoaitien barely 5 years the major film studios that
formed the Hollywood studio system and largely ldslglobal film industry ever since (Kerrigan 2010
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the visual element of the film by capturing andhinag the scene and the performance
of the actors with the camera in the best aesthigtit (Speidel 2007). But in doing so,
s/he is essentially implementing the director'sagl@nd vision by following the given
instructions in the very same way as the actorsamtigtsses also bring their portrayed
characters to life under the guidance of the dmre@ferrigan 2010; Squire 2006).

It is therefore no coincidence that most of theeautheory in film studies has focused
on the director as the film’s creative author bgatestructing and examining especially
the works of famous directors like Sergei Eisemstdohn Ford, Howard Hughes, Billy
Wilder, Alfred Hitchcock, Bernardo Bertolucci, Cldei Chabrol, Sergio Leone, Francis
Ford Coppola, Martin Scorsese, Steven Spielberdpores Cameron for some kind of
‘creative fingerprint’as evidence of their artistic genius (FaulsticB®205taiger 2003;
Watson 2007b). The problem with this approach as tturing the Hollywood studio era
directors were only another division of labour witlhe film production process, who
were assigned to individual projects by their stuekecutives (Kochberg 2007). And
even though a number of directors have since tf®d®ecome well-known or even
famous for their creative works, most directorsatpare still hired by film producers
via talent agencies as creative labour for a sjefiiim project rather than being the
initiators and creators of their own films (Finn2@10; Kerrigan 2010; McDonald 2000;
Squire 2006). The only exception to the rule seerbet the increasing number of low-
budget independent and world cinema films thatdecent years enjoy both critical
acclaim and a growing popularity among ordinarynfifestival audiences and film-
goers (Batat and Wohlfeil 2009; Chuu et al. 2008¢rigan and Ozbilgin 2002; Unwin,
Kerrigan, Waite and Grant 2007). Young filmmakefisst-timers’) or art film directors
often try to realise thereby a film project deartheir own creative vision and heart
(Kerrigan 2010; Watson 2007b). However, the pamadiic reading of singling out the
director as the creative author of film text — jbstcause of being the individual in

charge — has also posed some serious questiorsatgkbd within film studies.

First of all, identifying only the director as tlfitm’s sole creative author devalues the
artistic work and contribution of all the other mduals that are involved in the film

production process (Watson 2007b). For examplehtat extent can the impressive and
beautiful landscape pictures Bfie Lord of the Ringse attributed to Peter Jackson, the

ones inBrokeback Mountaimo Ang Lee or the ones into the Wild(US 2007) to Sean
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Penn rather than to their respective directordredmatography? Secondly, the research
of film scholars on creative authorship has besmtdéid to the selected work of a few
rather exceptional directors. Not surprisinglysthas often led to the charge that much
of amateur theory is biased, because the respddtivecholars are kind of star struck
(Lovell 2003; Watson 2007b). For example, while sméilm scholars tend to accredit
the creative authorship of the famous court rooenecinA Few Good Merto the
acting performances of the two lead actors Jackdson and Tom Cruise rather than
to director Rob Reiner, it is quite curious that asingle one of them has ever doubted
Martin Scorcese’s creative authorship@dbodfellows even though the film features a
cast of exceptional method actors like Robert d® ,NRay Liotta and Joe Pesci. Why
exactly do film scholars now find Martin Scorceseremworthy of being considered an
auteur than someone like Rob Reiner? As a resuliesfie and similar questions, film
scholars largely tend to side-step the issue d@tiwe authorship by turning away from
the practice of filmmaking towards the critical-tinetical analysis of film text described
earlier or towards the theoretical and criticalraktion of spectatorship and audience
responses (Hirschman 1999; Jenkins 2000; Mulve;1Bfillips 2007).

3.2.2.3 The Study of Audience Responses to Films

Ever since the first pictures began to move, th& films were shown in vaudeville
shows in 1895 and later in the nickelodeons, thesealways been an academic interest
in understanding how films affect their audiendgarbas 2001). Having initially drawn
on Munsterberg’'s (1916) idea of the passive andemable audience, film scholars seek
to explain the effects of films on viewers critigaihrough the conceptual approach of
‘audience-response theoryBut before reviewing the academic film studigsrature
on ‘audience-response theoryf need to point out that film scholars have theiaus
habit of equating film consumption exclusively witihe cinematic experience, while
completely ignoring the basic fact that consumeatctv the same films on TV, DVD or
even as downloads on their iPods and iPhones dsYet] even though film scholars
have traditionally shown a critical-theoreticalargst in the effects that films may have
on their audiences (Dyer 2000; Gaines 2000; Th&39), a genuine consideration for
the film audience’s role in co-creating meaningfiims through a personal dialogue
with the film text has only developed slowly sinbe early-1970s in conjunction with
similar developments in literary criticism (Phikif2007; Stern 1989). Due to the focus

on how film viewers interact in theory with filmxs, audience-response theory would
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seem to be a critical theory approach that may ladgsof particular interest to consumer
researchers to gain insights into the phenomenofiinofconsumption. Incidentally,

Scott (1994) has already introduced reader-respibresey to marketing as a conceptual
approach that could be useful to examine, analyderderpret the effects of advertising
on consumers from a cultural-critical perspectiVbis introduction has been followed
up by Hirschman (1999), who applied audience-respdheory in its original sense to
examine how consumers may interpret TV shows asuwoption objects in themselves.
Thus, instead of the ordinary film audience meniixeryou and me, whom Hirschman
(1999) calls‘common-culture readers (viewersh selected group oéxpert readers

(viewers)'formally trained in Marxist and/or feminist criictheory have thereby been

asked to examine critically how a pilot TV show Wbbe read by its audiences.

But despite the interesting insights that this@itapproach may generate, | have some
serious doubts regarding the practical value ofema#-response theory in providing a
genuine understanding of how ordinary consumerasnon-culture viewers respond
and interact with films as part of their everydayetl consumption experiences (Batat
and Wohlfeil 2009; Wohlfeil and Whelan 2008b). Iede audience-response theory
usually involves only expert viewers trained irtical theory, who seek to demonstrate
in theory how an imagined, idealised viewer wowddpond as an individual spectator
and/or audience member to the film text and theallveinematic experience (Jenkins
2000; Phillips 2007). In doing so, these trainegezk viewers assume, based on their
own underlying ideology-informed critical agend&jaw prior knowledge, motives and
probable expectations their imagined audience methkepposedly has (Hirschman
1999; Stern, Russell and Russell 2007; Mulvey 1976)synthesis of ideas from
linguistics, semiotics, Marxism, feminism and, iarficular, psychoanalysis has hereby
created and often (re-)confirmed the image of dlge) passive spectator, who is often
vulnerable to the manipulative qualities of theecimatic experience and takes over the
ideological‘look of the cameraivithout questioning (Munsterberg 1916; Phillip£20
Stern et al. 2005, 2007; Thorp 1939). Alternatiyéiye passive spectator is through the
ideological‘look of the cameraengaged in the personal satisfaction of one’su@gx
voyeuristic pleasures (Hansen 1991; Jenkins 20Q0yéy 1975; Tan 1994). Due to its

1 The imagined, fictional audience member is usugiléycritic’s own alter ego and acts as proxy fisr h
or her personal opinion that is often abstractedl ganeralised as given fact (see Austin 2003; Mulve
1975; Kirkland 2003; Tan 1994).
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development primarily in times of social unresthe US, the problem with audience-
response theory is that it has in the process beocessentially a study of ideology
through the medium of film (Lovell 2003), where expviewers often discuss assumed
audience responses as a means of advancing their oven personal political-
ideological agenda (Phillips 2007). Influenced e tearly-1970s by the US women’s
liberation movement, feminism in strong connectiaith a psychoanalytical criticism
has thereby become the predominant mode of criticaliry of film and media scholars

in relation to today’s audience-response theorylEy1975).

For example, Mulvey’s (1975) famous paper on thgpssed role of thémale gaze’in
the pleasure of the cinematic experience is prisnaimed at supporting her personal
ultra-feminist ideological views rather than exjhgr film enjoyment itself. By drawing
quite ‘liberally’ on Freudian psychoanalysis, Mulvey (1975) argied ¢tinematic film
viewing pleasure derives exclusively from {ineale) viewer'ssexual exploitation of the
female figure on screen. Not only is the femal@regsubject téhis’ voyeuristic desires
by being solely displayed in her exhibitionist rale adecorative sexual (lust) object’
but she is then further sexually consummated thrduoig’ identification with the male
lead protagonist ahis’ screen surrogate (Mulvey 1975). Now, apart frookilag any
supporting qualitative or quantitative evidencenirthe actual responses of real film
audiences, the major problem with Mulvey’s (19#9dry is that, by simply ignoring
the existence of female audiences in their entifggnsen 1991; Phillips 2007), it fails
to explain why and how female film viewers actuakperience the cinematic viewing
pleasure. But if Mulvey (1975) is right, wouldnhat mean that all female film viewers
must be either lesbians or masochistically disp@dedtead, is it not equally possible
that female viewers derive their viewing pleasua the sexual exploitation of the
male figure and his sexual consummation throughidwemtification with the female
lead as her screen surrogate? Yet, while femicisdlars have no problem accepting
Mulvey’s thesis, they tend to deny the outlined sploiity out of hand. Interestingly,
Hansen (1991) found out in interviews with senibizens that female audiences from
the early 1920s onwards have already enjoyed gatgstheir very own romantic and
sexual fantasies through the consummation of mkhedtars like Rudolph Valentino,
Errol Flynn or Clark Gable as sexual objects. Iseaize of real-life alternatives, male
film stars seem to provide female audiences wighahly culturally acceptable way of

living out their sexuality in a morally strict sety (Hansen 1991). Stacey (1994) has
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come to a similar conclusion in her review of feenfdn letters from the 1950s. And
even though my own introspective data (Batat andhN&b 2009; Wohlfeil and Whelan

2008b, 2011c) suggest that some form of sexuadithn and consummation of the
actress as a person does occur at times, thisllgctugppens never during the

consumption of her films and always in form of rai@, non-exploitative fantasies.

3.3 The Book of Stars

After this detailed review of the academic literaton both the film industry and film
consumption, we can now finally turn to the verytpef the film industry that is the
subject of celebrity fandom and, thus, at the hefamy research project and this thesis:
film actors and actresses. As already mentionddegdilm actors and, especially, film
starg? are not only the very profession that consumessaate most with films, but in
essence are also a product of the film industrgnash as the films they are featuring
and performing in; and which sometimes even maketfamous in the first place (De
Cordova 1991; Gamson 2006; McDonald 2000). Eveanghphistorically, the first film
studios and the MPPC in particular initially trielkeep the names of their film actors
anonymous as a means of keeping their salaries@std at a minimum (Barbas 2001,
Gabler 1998), the Hollywood studios sought instemte the very early days of the
vertically integrated studio system to manage tlegiding actors as capital investments
that attract film audiences in their numbers ahdraby, ensure the profitability of their
films at the box office (Barbas 2001; Faulstich 208errigan 2010; McDonald 2000).
From 1918 to the late-1940s, therefore, Hollywotali®s employed an entire division
of publicists, whose sole responsibility it wasdvelop attractive images for potential
film stars that would meet the demands of the filomg public (Barbas 2001; Gabler
1998; Thorp 1939). And even years after the entblmeak-up of the mighty studio
system, it is still common practice that film astdauild, develop, position and maintain
recognisable images for themselves to ensure tvair employability within today’s
global film industry — or thealmighty agencies'do that for them (McDonald 2000;
Squire 2006). Consequently, the study of film stardetermined by the same scholarly
interests and modes of inquiry as the study ofdilescribed in 3.2. However, while
the stardom literature has developed within filondgs by the late-1980s to investigate

the semiotic symbolism of film stars as textual g@s in film (Dyer 1998; Gledhill

12 According to film scholars, there is huge concaplifference between film stars — the objects of
desire — and film actors — the film industrifaceless’on-screen labour force — (Dyer 1998).
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1991; King 1991; Staiger 1991), marketing and careuresearch have primarily paid
attention to the role that the$auman brands'(Thomson 2006) could play as celebrity

endorsers for other commercial brands (Ang and Ralb&006; McCracken 1989).

3.3.1 The Study of Film Stars in Marketing and Consmer Research

When the former independent film companies begawden 1912 and 1918 to settle in
the Los Angeles region and formed the verticalegmated studio system, they also
gave birth to what should be become known as thiywaood star system (Barbas
2001; De Cordova 1991; McDonald 2000). And evecssitihose early days, film actors
have essentially been managedhrasnan brands’ whose on- and off-screen images,
personal identities and reflected values are chyefi@signed and positioned formerly
by the Hollywood studios and these days by powesldnt agencies to suit market
needs (Gamson 2006; Levin et al. 1997; Luo et@02 Thomson 2006). As film stars
are such big business, it is quite surprising #@tolars in marketing and consumer
research have, until very recently, paid so litteention to the study of film stars as
‘human consumption objectsrhis scant academic interest is the more disapipgi, as
film stars, starlets and even minor celebritiesehlay now captivated the imagination of
consumers for nearly a century and, subsequerglygrne a vital part of our everyday
culture (Evans and Hesmondhalgh 2005; Gabler 1@@8aghty 2000; Turner 2004).
Instead, the only interest that most marketing Erkoseem to have in film actors or
any other celebrities is whether and how they atergially suitable for endorsing other
consumer products (Ang and Dubelaar 2006; McCradk&s0, 2005). In doing so,
particular attention is paid to the positive ansbalhe negative image transfer between
the celebrity endorser and the commercial consurard (Johnson 2005; McCracken
2005; Thomson 2006). McCracken (1989), therebyindsffilm star$® as complex and
individualised sets of culturally constructed meagsi that they accumulate through
their portrayal of virtually identical fictional enacters on screen. Moreover, the little
business research that is conducted regardingstiéms themselves is merely interested
in measuring their brand value (Levin et al. 19RUo et al. 2010; Wei 2006) and/or
general economic contribution to the commerciakeas or failure of films at the box
office (Albert 1998; Beckwith 2009; De Vany and \¢al999; Elberse 2007; Wallace

et al. 1993). Yet, the overall inconclusive and tcadicting findings of these studies

'3 Even though McCracken (1989, 2005) never drawsraeferences film studies’ stardom literature, his
view and definition of film stars is, nonethelegsite similar to that of Dyer (1998).
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usually stem from their conceptual failure to dlawho is a film star in the first place —

or, more precisely, when exactly is a film actoaotress a film star and when not.

While Wallace et al. (1993) have selected the wigrof an Academy Award as their
main criterion, other studies operationalise filtars based on the actors’ track records
of their previous films’ box office performancesligart 1998; Basuroy et al. 2003; De
Vany and Walls 1999; Elberse 2007; Ravid 1999; A0€i6). Hence, it should be quite
obvious that, apart from being a convenient proxgasure for quantitative modelling,
neither of these common criteria is of any prattiedue to distinguish film stars and
their contribution to a film from that of any oth&m actors. Firstly, the Academy
Awards honour the artistic merits of an actor’'sf@enance in portraying a specific
character as one’s professional achievement raltlaer the film’s commercial success
(Wallace et al. 1993). Indeed, most Academy Awartners and nominees are
rewarded for their acting performances in filmsttharn high critical acclaim but often
achieve only limited box office success (McDonaliD@). Moreover, many actors tend
to receive their Academy Award nearly at the endheir career. Does this now mean
that those actors aren't film stars for most ofrtipeofessional lives, only to have their
‘starhood’ awarded posthumously, so to speak? Furthermoirgwell-known that the
Academy of Motion Picture Arts & Sciences, from éro time, hands out awards for
internal political reasons rather than true aristits. Secondly, there are also a number
of problems with focusing on a film actor’'s box ioff track records. First of all, this
narrow focus leads us back to the murky watergeditore authorship, as the credit for
a film’s commercial success is given only to the on two lead actors, while the entire
contributions of all other cast members and thepdeta film crew are ignored. Many
famous film actors, furthermore, choose from timeitne to play only a support role in
a film rather than the lead role. Finally, partatipg in successful blockbusters doesn’t
necessarily earn you stardom. For instance, whéditerature generally discusses Will
Smith as a film star due to his track record of omrcial successes with films like
Independence DagndMen in Black(King 2003), Jeff Goldblum isn’t given the same
recognition despite having starred Jarassic Park Lost World: Jurassic Parkand
Independence Dayn fact, many blockbusters in recent years, sagburassic Park
Harry Potter, Lord of the Ring®r Avatar, haven't really featured any famous film stars

in the lead roles at all and still have — or beeanfst — been commercial successes.
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Until recently, Derbaix and Sjoberg (1994) and Tkom (2006) have been the only
marketing studies that aren’t interested in theneouc dimension of film stars. Yet, for
Derbaix and Sjtberg (1994), film stars have semedely as a means to challenge the
marketing research practice of operationalisingdai¥e reactions as preferences and
cognitive representations as similarities, whergyilarity spaces would usually act as
a starting point for the mapping of preferences.Haying 176 subjects to judge 14
well-known film actors in terms of similarities anqmteferences, Derbaix and Sj6berg
(1994) have found that similarity and preferenaggments differ the more from each
other the higher subjects are involved with a paldéir film actor and, therefore,
recommend marketing practitioners to avoid extepnaference analysis strategies. But
if one seeks to understand how and why film staescansumed as individual human
brands by their fans, then this study is of no h&lppmson (2006) hasn’t addressed this
guestion either. By viewing celebrities merely asnlan brands, he focuses instead on
identifying the nature and extent of consumersidtient to those human brands from
the narrow perspective of the recent consumer-brafationship literature (Fournier
1998; Patterson and O’Malley 2006). His aim, thgrebto utilise the consumer-human
brand relationship for targeted celebrity endorsgmérhomson 2006). Either way, the
results suggest that consumers feel more strongyled to a celebrity, when the
human brand doesn’t suppress a perstading of competencdut rather enhances
feelings of relatedness and autonomy, and thabagttachment indicates a satisfied,
trusting and committed relationship with the hurbaand (Thomson 2006). Yet, | can’'t
say that feelings of competence and/or autonomeg keaer been an issue of any sorts in
my emotional fan relationship with Jena Malonetdas, Thompson’s (2006) findings
are the direct result of his scientific approacheveby he not only operationalises the
measurement items based on economic cost-beniggitizitaken from the literature on
consumer goods branding, but also fails to disistgbetween very different types of
relationships (i.e. professional, social, familgmantic or sexual). In doing so, he also
sidesteps the question why a consumer may feelienadiy attached to one particular
human brand, but remains indifferent to another thiaé appears to be similar in terms

of appeal and market positioning (Wohlfeil and W4me2011a, b, c).

3.3.2 The Study of Celebrities in Media Studies
While it is pretty disappointing that the literaguin marketing and consumer research

has paid such scant attention to film stars anebcgies beyond their mere potential as
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product endorsers for consumer products (McCradlg89, 2005; Thomson 2006) or
their contribution to a film’s commercial succedstl@e box office (Beckwith 2009;
Elberse 2007; Luo et al. 2010), the audience appkeélm stars and celebrities has,
nonetheless, caught the interest of film and medilars. Subsequently, the result is
the two significant bodies of literature on stardwthin film studies and on celebrity
culture within media studies. But even though tiaed®om and celebrity literatures often
tend to supplement each other, they have, nonsthelery different conceptual points
of departure because of the two academic disciglinery different scholarly interests
and agenda. While the stardom literature centretusixely on the study of film stars
as film texts (Dyer 1998), the focus of the celgbliterature has traditionally been on
the ‘bigger question’of what meaning fame and celebrity have in ourtemporary
culture (Giles 2006; Levy 1989; Marshall 1997; Mora006). In incorporating and
building directly on the earlier work of the culélircritics (Adorno and Horkheimer
2006; Boorstin 2006; Lowenthal 2006; Thorp 1939;0&fe2006) that were influenced
by the ideological agenda of social reformers like Christian Temperance Union,
media scholars look abhow the media portrayal and construction of celgbs shape
the way in which audiences understand and makess#the social world{Evans and
Hesmondhalgh 2005: 14). In doing so, the field edm studies investigate celebrities
as an abstract concept, which mirrors our questaime and the desire to stand out of
the crowd (Giles 2006), rather than how consumelege to individual celebrities. As a
result, film actors and actresses feature in tissussion merely as just another group of
famous people. Either way, for several decades nwdia scholars and cultural critics
have quarrelled among each other as to whethebragleulture would really represent
the serious cultural decline predicted in the anadeand popular discourse (Adono and
Horkheimer 2006; Boorstin 2006; Schickel 1985; Th@®39) or whether it would in
fact constitute a truly democratic process of ddeielling (Alberoni 2006; Evans and
Hesmondhalgh 2005; Marshall 1997; Turner 2004).

3.3.2.1 Celebrity as Cultural Decline

The proponents of the traditionaklebrity-as-cultural-declineperspective (i.e. Davis
2006; Gabler 1998; Giles 2006; Holmes 2006; Hydao20/1oran 2006; Schickel 1985)
are influenced by Munsterberg’s (1916) idea ofvhlmerable audience, which implies
that, as passive and defenceless recipients ofanexlis, consumers would be incapable

of differentiating fictional media images from faat reality. Cultural critics such as
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Adorno and Horkheimer (2006), Barthes (2006), Baladd (2006) and Thorp (1939)
have then elaborated on this theory further andribed that the sole purpose of the
creative industries and, by extension, celebritituce is to divert people’s attention
away from the important things in life and dirdoém towards orchestrated, superficial
pseudo-events instead. But it was Boorstin (200§)articular, who has informed the
current‘celebrity-as-cultural-decline'discourse (Evans and Hesmondhalgh 2005) and
inspired contemporary media scholars like Cashn(@d®6), Gabler (1998), Holmes
(2006), Hyde (2009) or Schickel (1985) by goingreaestep further. According to him,
fame was only attributed in the past as a pubbadlly posthumous) acknowledgement
in recognition of a person’s special skills anddmeachievements; and, subsequently,
had scarcity value (Boorstin 2006). Celebrity, be bther hand, is awarded without the
requirement of any talent or heroic achievemenmdde Boorstin (2006) argued that
celebrity stands for a culture that seeks instaatifgcation and that valuesurface
image’, narcissistic self-obsession atidme-for-its-own-sakebver substance and the
personal striving for ggreater good: His conclusion that celebrities are mergigople
who are only famous for being famousis dominated the celebrity discourse within
media studies and the popular media ever sincewBieé his much-cited, derogatory
definition of celebrities may be fitting in somesea such as the current reality TV craze
(Giles 2006; Holmes 2006), overall it is nonethelgsite unfair, as the respective claim
to fame of celebrities can be pretty diverse. lndeelebrities can be famous for their
artistic-creative talent, their professional ackmments, their personal relationships with
(other) famous people (i.e. as a spouse, offsprelgtive or love affair) or, well, their
notoriety for an‘outrageous’ and ‘scandalous’public lifestyle, such as an excessive
social party life, having extra-marital love affgiposing nude for photographs in the

tabloids or having a home-made pdeaked’ onto the Internet (Turner 2004).

3.3.2.2 Celebrity as Social Levelling

While the proponents of the traditioriaklebrity-as-cultural-declineperspective view
celebrity primarily as the evil manifestation of excessive capitalist consumer culture
that corrupts our minds and souls (Gabler 1998jc8eh1985), the proponents of the
more recentcelebrity-as-social-levellingperspective (i.e. Levy 1989; Marshall 1997;
McDonald 2003; Nayar 2009; Shefrin 2004; Turner&Q@ke a more optimistic point
of view by using Alberoni’s (2006) work as theirmeptual point of departure. In their

opinion, celebrity culture is the natural end-poma long process of democratisation in
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capitalist consumer cultures (Evans and Hesmonthz20§5; Turner 2004). But while
Alberoni (2006) still theorised that film stars andlebrities constitute gowerless
elite’, who can commend the attention and reverenceenf #udiences and the media
alike but do not have any real political power, ¥€%¥989) and Marshall (1997) argued
that, even though celebrities may not have the paavenake political decisions, they
are still in the position to attract the public%eation to a certain cause or to mobilise
the masses for or against particular policies.Haurhore, Marshall (1997) suggests that
celebrities are also the visual representatiorsoofal mobility in democratic societies,
where fame is ultimately the reward for one’s dffior self-improvement. Celebrities,
therefore, express the democratic values and paré@edom that capitalist consumer
cultures offer each of us through the widely aldéaaccess to media technologies and
consumer products (Evans and Hesmondhalgh 2005ef@004). But even if we, as
consumers, don’t manage to rise to fame ourselvesre still empowered as audiences
to determine through our consumption preferencashwtelebrities succeed in a highly
competitive marketplace (Marshall 1997); be it tlglo buying or downloading music
songs or albums, watching films in the cinema, MDDor TV or just voting for certain
candidates on reality TV shows. In fact, consunageseven given the power to make
and break celebrities and to indulge in their gevaves through the exchange of gossip
in popular media outlets (Hermes 2006). Yet, wihile two dominant perspectives in
media studies may differ in their views on the niegrof celebrity in contemporary
culture, both their focus is centred on the shaded that celebrity reflects the human
desire for being famous and recognised (Giles 2006;er 2004), but offer no genuine

insights into why consumers feel emotionally atetto a particular celebrity.

3.3.3 The Study of Film Stars and Actors in Film Sidies

Because marketing and consumer researchers tgray teuch scant interest in studying
the consumption of film actors, it seems to beeitprgood idea to take a closer look at
the one academic discipline that you would expedid dedicated to the study of film
stars: film studies. And, indeed, the stardom diiere has become an academic sub-
discipline with film (and media) studies that i<kisively dedicated to the study of film
stars. However, it is quite interesting to note tha scholarly study of film stardom is a
rather recent development within film studies. Tikiparticularly surprising, as film is a
performing art form (like threatre) that has froim early beginnings relied on the work
of professional actors (Allen 1999; De Cordova 1989amson 2006; McDonald 2000).
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In fact, without actors, if you exclude documerdgariand animation films, there
wouldn’t be any films at all. Nonetheless, unti tlate-1970s, film scholars have shown
surprisingly little interest in the art of actin@d Cordova 2006; Thompson 1991) or in
the study of film actors themselves (Dyer 1998isE1I999; King 1991; Staiger 1991).
This initial lack of interest among film scholars the study of film actors and screen
acting was the direct outcome of the disciplinelsassive preoccupation with the
critical examination of film texts while simultanggly ignoring the actual practice of
filmmaking in its entirety. Indeed, for most of ttime, film studies have treated actors
only as a division of labour within the film prodion process and, therefore, unworthy
of any scholarly attention (Allen 1999; De Cordd\@91, 2006). As a consequence, the
acting performances of film stars have only beeam@red as another inevitable part of
the film text just like the mise-en-scene, the shuhe lighting or the camera frames
(Dyer 1998; King 1991; Thompson 1991). Even thotigdre were a few earlier, largely
unnoticed studies, this traditional point of viewly changed with the publication of
Richard Dyer’s seminal bodstars’ in 1979, which has conceptually and ideologically
defined (with very few exceptions) the study andenstanding of film stardom within
the field of film studies to this very day (Dyerd® Ellis 1999; Gledhill 1991; King
1991; Lovell 2003). Nevertheless, it still took ithe early-1990s, before the study of

film stardom could finally establish itself as dstarly sub-discipline in its own right.

3.3.3.1 Dyer’s Distinction between Film Stars anddommon) Film Actors

By now, you have probably noticed that | try to iavasing the termfilm stars’ and
refer to'film actors and actresseshstead. My intention, hereby, is to get arouncheo
connotative difficulties that arise from the contteg question as to when exactly a film
actor can be called a film star and when not. Ferparsonally, film stars are simply
ordinary film actors, who just happen to be famfmigeing very successful performers
either commercially or artistically or even bothndd\I'm sure that you or many other
consumers would largely agree with my definitioiimFscholars, on the other hand,
propagate a very different understanding of thentéitm star’ by making very clear
conceptual distinctions betweéitm stars’, ‘film actors/actressesand otherordinary
celebrities’ (Ellis 1999; King 1991; King 2003; Kramer 2003)ognded entirely in
Dyer’s (1998) original interpretation. Firstly, il scholars have developed the general
habit of viewing stardom as an exclusively cinemagthenomenon (Dyer 1998; Ellis
1999; Haskell 1999; King 1991), which is primariigd to the glamour of Hollywood.
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In doing so, the status of stardom is essentialyi@d to famous performers from other
creative industries such as rock/pop musiciangestectors, TV personalities, athletes
and, especially, those actors, who feature mamlyfV films or soap operas (Lacey
2003; McDonald 2003). Thus, it is hardly surpristhgt film scholars tend to complain
on regular occasions that the tefstar’ is becoming almost meaningless due to its
constantoveruse’in the public discourse (Dyer 1998; Gledhill 19%ing 1991; see
also Geraghty 2000 and Watson 2007a for more ylefdie major problem with this
argument, however, is that the star system isallyan invention of the film industry
in the first place (Barbas 2001; De Cordova 199m&on 2006).

For example, the Italian opera had already a cgrarlier spawed a number of tenors,
who became internationally famous — at least withi culturally developed European
societies — for their singing voices and intergietss (Gabler 1998). In the T&nd 14
century, their fame was only outshined by the irdamcastrati, whose claim to fame,
however, came at a very heavy price that wasnltyreacouraging at aif. Moreover,

at the outgoing 18and early 19 century, a number of British theatre actors eamed
popular reputation for their individual acting gyland stage performances and went
regularly on sold-out tours throughout the US (@all998; Gamson 2006; McDonald
2000). This led to the development of a home-gretam system within the US theatre
industry long before the arrival of film (Barbas02). New York’s Broadway should
thereby become and remain to this very day thesputied epicentre of US theatre
industries, while a number of so-called stock conms toured the vast US country-
sides (Gabler 1998; Gamson 2006; McDonald 200@3réstingly, the first actors in the
film industry’s early days were usually those stagwrs, who were only cast by theatre
companies in minor support and chorus roles or ween'in-between’jobs — meaning
unemployed (Barbas 2001). Furthermore, becausepithenotional emphasis of the
MPPC members was still on their patented film tetbgy, the actors in the early
narrative films from 1900 to 1913 were not everditesl (Barbas 2001; Faulstich 2005;
McDonald 2000). This only changed slowly from 138vards, when the independent
film producer Carl Laemmle and his company IMP (ndwiversal Pictures) began to
promote the former Biograph-girl Florence Lawreasehe main audience attraction of
their films (Barbas 2001). From then on, the indeaat film companies that should

14 Castrati were initially talented choir boys, whdsstacles were violently destroyed, when they were
barely 7-9 years old, in order fareserve’their beautiful soprano voices forever.
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later become the major Hollywood studios startedreadit film actors as a means of
differentiating their films from the competition @¢@onald 2000). Nevertheless, only
after the quasi-monopoly of the MPPC had been ditled and the independent film
companies developed between 1916 and 1920 intenHjer global players of today

was the foundation laid for the Hollywood star syst(Barbas 2001; McDonald 2000).

Secondly, and more interestingly, Dyer (1998) adgtiet film stars can never be film
actors, because they are special! In his opiniidm, $tars reflect a glamorous artistic
elite that by its very nature is different from tkemmon film actors’who are nothing
else but merely the professional labour force wmithie film industry (Allen 1999; Ellis
1999; Gamson 2006; King 1991). This distinctiofiinsly grounded in the conceptual
idea that film actors are just a divison of labwithin the filmmaking process, in which
film studies as an academic discipline has hae liiterest in the first place, while film
stars are seen as another form of cinematic teatscan be examined through the same
critical approaches that are already used in theysbdf film texts or audience-response
theory (Ellis 1999; Geraghty 2003; King 1991; Kran®003; Watson 2007a). Of
course, this discourse was helped by the orgaarsdtistructure of the vertically-
integrated Hollywood studio system from 1915 to lte-1940s, where employees had
their accommodation assigned on the studio growwd®rding to their hierarchical
status. Only the studio’s leading directors, pra&ts@nd film stars were accommodated
in their own houses in proximity to the studio. Aray, the interpretation of film stars
as texts within film studies shows a strong resamie to Thomson’s (2006) concept of
celebrities as human brands and McCracken’s (1€@€8hition of celebrities. In all
three cases, film stars are considered to be diffdrom other film actors, because they
are NOT humans, who work as professionals in tlpring arts, but living semiotic
images, whose signification is realised throughiverdity of media texts and public
discourses (Dyer 1998; Ellis 1999; Hansen 1991kela4999; Hollinger 2006).

While Dyer (1998) acknowledges that film stars eeal-living human beings, we are
unlikely ever get to meet and know them in persotha real people they are in private.
Instead, we are essentially forced to settle witlatwve learn about them in various on-
and off-screen media texts — in other words, th@lipumage and private identity that
they signify to the audience. That is why Dyer @P@escribes film stars generally as

systems of semiotic images that personify the cmesusociety’s cultural ideals of
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success, glamour, the extraordinary and even theediln fact, despite being literally
embodied by real human beings through their narhgsipal appearance, voice and
acting skills, Dyer (1998) theorised that film stare to us only accessible through their
semiotic on- and off-screen manifestations in uaidilm and other media texts, in
which they portray a firm, stable and recognisalaleon of virtually identical characters
(cultural archetypes) that personify particularterdl values and desires (Geraghty
2003; Haskell 1999; Hollinger 2006; Huffer 2003;nki 1991; King 2003; Redmond
2006). Moreover, drawing on selected examples fioenHollywood studio era of the
1920s to early-1950s, Dyer (1998) also argued filrat stars are always admired as
‘flawless, superiorhuman beings, who display a consistent mediatbtiqgpunage both
on- and off-screen by portraying only those chanacbn film that mirror their own
‘true’ personality and life-style in their private livgsollinger 2006; King 1991). Thus,
he identified two ideological concerns as the magasons for studying film stars,
which he broadly characterised as the sociologindlthe semiotic. The former centres
on film stars as a social consumer culture phenomen a capitalist society, where
films are of interest purely because they have fbars starring in them (Dyer 1998;
Haskell 1999; Huffer 2003). The latter, on the otl@and, views film stars as a
representative system of cultural symbols, whdre §tars and what they signify only
exist within the context of film and media textsy@ 1998; Hollinger 2006; King
1991). As a result, critical approaches in the ywtafl film stardom have developed
broadly into three principle schools of thoughtfbgusing on'stars as commodities’
‘stars as textsor ‘stars as objects of desir¢iWatson 2007a). It is only too obvious that
the three principle schools essentially mirror ttimee traditional schools in film studies

in relation to the auteur, the film text or the mnte.

3.3.3.1.1 Film Stars as Commodities

The first (and oldest) critical school of thought fdim stardom essentially views film
stars as commodities within the economic contexktBlra production and marketing
(Watson 2007a); and, thus, shares some commosalitd the very recent marketing
literature on films and film stars (Albert 1998 bElse 2007). Film stars, thereby, act as
a mere mechanism for selling films to both exhitstand audiences by guaranteeing
them certain cinematic pleasures and enacting anawaial strategy for the marketing
of films (Allen 1999; Gamson 2006; McDonald 2000at8bn 2007a). However, this

already weakly represented critical school has &&n more significance with the
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publication of Dyer’s (1998) book in 1979; unts tevival in the late-1990s in the work
of McDonald (2000, 2003, 2008) in particular. Dgyithe Hollywood studio era from
1916 to the late-1940s, any creative and techmpeatonnel were tied through long-
term contracts as labour force to a particular 8kedio, which was holding all the legal
rights and sole control over the production, manage and commercial exploitation
(incl. celebrity endorsements) of film star imagesl identities (Barbas 2001; Gamson
2006; McDonald 2000; McLeod 2006). Thus, film si@dentities were manufactured,
promoted and managed by the Hollywood studios adaagrto their specific market
needs, while the individual actors and actressegi@stion had virtually no say in it at
all (Allen 1999; Barbas 2001; De Cordova 1991).i&alky, the aim of the Hollywood
star system was to provide film audiences Wgtlarantees of predictabilityin relation

to a film’'s quality by embodying or personifying cearly-defined set of specific
expectations antbromised pleasures{Watson 2007a). And in order to ensure exactly
that, the Hollywood studios arranged for film stéwsportray continuously a certain,
clearly recognisable type of characters in simillanot even identical film genres (De
Cordova 1991; McDonald 2000). Moreover, the filmdsbs also attempted to align the
(publicly known) private lives of their film stakgith that of their respective on-screen
persona (Barbas 2001; McDonald 2000; Watson 200¥&)ce, the creative authorship
of the film star’'s on- and off-screen persona laglesively in the hands of the studio

executives and not in the hands of individual ac{éidlen 1999; Staiger 1991).

Since the enforced break-up of the vertically-indéégd Hollywood studio system in the
early-1950%’, film actors are nowadays hired as free labouptmgucers on a project-
by-project basis (Christopherson 2008; McDonald80&ven though their interests in
dealing with film producers and studios are repmess and managed by talent agencies
(Christopherson 2008; McDonald 2000, 2008; Turr@4), the creative authorship of

film actors’ public on- and off-screen personasthéays, lies largely with them or, at

'3 |n a twist, the 5 major Hollywood studios, which farmer independent film companies brought down
the quasi-monopoly of the MPPC in 1914, were in71lBédbught to court for anti-competive behaviour of
their own. As vertically-integrated corporation$iey controlled not only the film industry’s three
industrial sectors (production, distribution andhiéition), but also ensured through the practicblotk-
booking (In order to show a particular film, an épendent cinema had also to book and screen between
12-20 other films of the studio for a certain tijnthat independent film production companies were
denied access to the exhibition sector (Pendak08R0he Paramount Act of 1948 ordered the major
Hollywood studios to divest of one of the threetsex; while the long-term employment contracts with
creative talent were banned. But as many Hollywstdiios have since the 1980s been taken over by
bigger conglomerates, which also hold substantitdrests in the various multiplex chains and media
retailers, the big studios have gained controhefrhainstream exhibition sector again (McDonald800
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least, with their personal managers (Geraghty 28@fDonald 2003, 2008). As a vital
part of the'package-unit'around which films are nowadays produced andarebften
put together by the major talent agencies (Kerrig@h0O; McDonald 2000), film stars
have been upgraded from a former commodity to @&aldpvestment that increases the
producers’ certainty of return, which is reflectedthe high salaries that leading film
stars can demand for their films these days (Mcb2@00, 2008; Ravid 1999; Wasko
2008). Indeed, as producers tend to invest moreegnonto films that feature the latest
film star, film stars can attract financial backifagg a film that wouldn’t be available
otherwise and ensure with their involvement ancesloa- and off-screen presence the
necessary promotional buzz for the film (Kerrig&1@, Watson 2007a). The industrial
role of film stars first as commodities and latercapital investment, thus, touches and
highlights a number of issues in relation to thev@ostructures with the film industry,
which has invited a number of film scholars to sttias particular side of film stardom
from a mainly Marxist ideological point of view. Rirawing on the writings of Adorno,
Althusser, Marcuse, Boorstin, Gramsci, Lowenthdhetoni, Bourdieu and Thornton,
film scholars seek to uncover how the productiomnagement and consumption of
film stars reflect and justify the underlying powstructures and struggles with the film
industry in relation to creative authorship andbsaguently, ownership of film star
texts (McDonald 2000, 2003, 2008). But as with eomporary media studies, attention
is also paid in recent years to the idea of filarsbeing a demaocratic elite (Levy 1989),
which addresses the presumed paradox that filns stamstitute a social elite, who in
contrast to the majority of film actors can bothm@dmd high salaries for their creative
work and also advance film projects that are dedneir heart, but who nonetheless still

lack any real political or social power within seigi (Dyer 1998; Levy 1989).

3.3.3.1.2 Film Stars as Film Texts

While interesting to read when you enjoy gainingdeologically-informed perspective
into the industrial side of Hollywood’s dream fagtgGaines 2000), film stardom itself
is generally investigated as a rather generalidstract concept. Individual film stars
(usually from the Hollywood studio era) are onljereed to, if a fragmented element of
their on- and off-screen persona suits a particstiady as an example for advancing a
certain ideological proposition.The question regaydthe creative authorship of the
film star text is therefore discussed in rathergdigtic terms as to who has the power,

while ignoring a variety of other factors that mafluence a film star’s identity and
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image, i.e. the film scripts, directors, tabloidijoalism and private life-styles (Lovell
2003). As an alternative, the second critical stlvddhought has derived from and is
strongly influenced by Dyer’s (1998) original waok film stardom. His specific blend
of semiotics, sociology and critical theory focusesthe film star as a text and seeks to
understand film stars as a system of signs, or rmpogeisely as an image, constructed
through an intertextual network of various film amedia texts (Dyer 1998, 2000; King
1991; Watson 2007a). Central to this critical s¢hedhe idea that film stars cannot be
viewed as real living peope, because the audienit@ever meet or get to know them
privately in person, but instead must be seen agptEx semiotic persona made up of
the film texts, in which they feature, and the séfeen texts that can be found in other
media texts (Beltran 2006; Dyer 1998; Kirkland 2D08though film stars are literally
embodied by real human beings through their narhgsipal appearance, voices and
specific acting skills, they are accessible to nky through their manifestation in film
appearances as well afficial (interviews, official Facebook and Twitter sitgBess
releases, publicity events, websites, official bagipies, etc.) aunofficial (tabloid news
and other gossip, fanzines, fan-sites, etc.) maskts (Dyer 1998; McDonald 2003).
Dyer (1998) differentiates film stars, thereby,nfrall other‘ordinary film actors’, who
only exist within film texts without having virtugl any presence in external media

texts at all and, thus, remain unnoticed by filndiances due to their insignificance.

As defined by Dyer (1998) and all those that fokalnn his path ever since (i.e. Austin
2003; Beltran 2006; Carnicke 2003; Haskell 1999lliKiger 2006; Huffer 2003; King
1991; King 2003; Kirkland 2003; Kramer 2003; Redmd@006; Williams 2006), the
aim of the stardom literature, therefore;net to peel away these layers of textuality in
order to reveal the true self of the star, but m@alyse the explicit and implicit meanings
of precisely that mediated image and to read ith@ context of wider ideological and
social discourses(Watson 2007a: 130). In doing so, the study of ftars investigates
in particular the duality between a film star’s sereen and off-screen personas with an
emphasis on identifying homogeneities and discoirites between them (Baker 2003;
Beltran 2006; Dyer 1998; Geraghty 2000; Hollingé6@; King 1991; Redmond 2006).
But despite being the dominant mode of inquiry witstardom research, from the
perspective of a film scholarly outsider like mastcritical school exposes a number of
major weaknesses in its study of film stars thatadso shared by McDonald (1998) and

Lovell (2003) in their critical restrospections tire last 30 years of academic research
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in this sub-discipline. First and foremost, thi;xceptual understanding suggests that
the film star as text is clearly recognisable asr@variety of film texts by portraying a
canon of virtually identical characters (an arcpely which feature certain individual
traits and characteristics that are also represeataf the film star’'s private off-screen
persona (Barker 2003; Dyer 1998; Hollinger 2006d<2003; Kramer 2003; Redmond
2006; Williams 2006). Film scholars, thereby, téagrovide evidence for this view by
discussing in particular those film stars highlyestve that fit their conceptualisation
best. And because this conceptual understandiagtige reflection of the Hollywood
star system, many film scholars, subsequently,§dbeir attention on film stars from
this specific era or, at least, from the immedeftermath of its collapse in the 1950s
(i.e. Allen 1999; Dyer 1998; Ellis 1999; Hansen 19Baskell 1999; Staiger 1991).

Yet, faced with the need to discuss contempordny ftardom as well, the stardom
literature aims to substantiate its critical apptoand conceptualisation since the late-
1980s by looking at those selected contemporany diiars for investigation that portray
in essence the same archetypes as their counterhamg the Hollywood star system
(Hollinger 2006; King 2003; Lovell 2003; Redmond0B). For example, the archetype
of the romantic hero established in the Hollywoadl® era by charming film stars like
Rudolph Valentino, Errol Flynn or Clark Gable aa#tén over by Cary Grant and Rock
Hudson in the 1950s is nowadays discussed in tine &6 Warren Beatty, Richard Gere
and George Clooney, while Arnold Schwarzenegger Syldester Stallone represent
the modern versions of John Wayne’s asexual adteno (i.e. Austin 2003; Huffer
2003; McDonald 2000). In addition to the selectiteice of suitable film stars as texts,
film scholars also were and still are highly salexin terms of the film and media texts
they discuss in relation to a particular film dfiae. Beltran 2006; Hollinger 2006; King
1991; King 2003; Kirkland 2003; Redmond 2006; Véilis 2006). In doing so, they
tend to include only those film characters in tiszdssion that support their ideological
argument while they simultaneously exclude all éhother film characters that do not
(i.e. King 2003; Kirkland 2003; Redmond 2006; Wiitis 2006). Hence, the ultimate
consequence of this critical approach is the indpad often-cited argument that film
stars — as opposed to tleedinary, insignificant character actor- can'’t really act and,
instead, only play themselves (Lovell 2003; McDond998). As a matter of fact, Dyer
(1998) himself argues that it is impossible foreal’ film star to play any characters

other than oneself, as the film audience, due &g frior knowledge of the film star’s
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other film texts, will always idemtify him or hesahe film star s/he is. This critical
approach and argument, however, fails to acknovelétlg key issues that a) most film
stars actually have a substantial professional gracikd as experienced theatre and/or
film actors beforébecoming’film stars, and that b) film audiences may aciuehjoy
the acting skills and convincing character perfaroes of film stars rather than merely
consume their textual presences (Lovell 2003).Heumore, it also fails to recognise
that film actors, whether they are film stars ot, mssentially portray their characters by

following a pre-written script under the supervisord guidance of a director.

3.3.3.1.3 Film Stars as Objects of Desire

The third critical film school views film stars abjects of desire, which is essentially
an offspring of audience-response theory. Subselyuéns entrenched in the feminist-
psychoanalytic ideology; even though queer the@y &lso gained some momentum
since the mid-1990s (Austin 2003; Huffer 2003; Wei891). Yet, while being strongly
influenced by Mulvey’s (1975) concept of theale gaze’and the exploitation of the
female figure on screen as a (visual) sex objbai,dritical school in stardom research
is nonetheless associated mostly with the workidarfsen (1991), Haskell (1999) and
Stacey (1991, 1994). Its stated aim, thereby, it at the film audience’s explicit
role in (re-)constructing the meaning of the tekfiilen star image through the act of
reading the film and media texts, the politics péctatorship and thpleasures of star-
gazing’ (Hansen 1991; Stacey 1991, 1994) to theorise end#ological nature of the
film star-spectator relationship (McDonald 1998; téém 2007a). In doing so, the film
star is primarily seen as ambject of desire’and, therefore, studied in relation to how
audiences engage with and find meaning in film gats by interacting with them,
identifying with them, gaining some feeling of filrient from their textual images or
even experiencing moments of erotic pleasure thrabgm (Dyer 1998; Hansen 1991,
Haskell 1999; Lacey 2003; Stacey 1991; Weiss 198alferms of my current research
project and this thesis, this critical approachhseat a first glance to be predestined for
actually providing some theoretical background ow lthe relationship between a film
actress, her fan and the subsequent lived fan iexpes expresses itself in everyday
consumer behaviour. Unfortunately, for many of (feav) studies within this critical
school of stardom research, advancing the schadarsideological agenda through the
theoretical examination of film star texts appetrsbe much more important than

providing any genuine insights into the actualtreteships that real film audiences have
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with film stars (see Austin 2003; Ciecko and Le®20Haskell 1991; Kirkland 2003;
Kramer 2003; Lacey 2003; Weiss 1991).

Following Mulvey’s (1975) feminist psychoanalytaeiology on gender roles in relation
to audience responses, the role of female filmssgaprimarily presented as sexualised
spectacles that are solely designeddtsrupt film narratives with “moments of erotic
exhibitionism™ (Ellis 1999; Haskell 1999; Stern et al. 2005, 20@vhich have very
little to do with the story development - otherrinaeing‘eye-candy. Male film stars,
on the other hand, provide the central mechanisndémtification for the film audience
by being the heroes in full control of the film rative (Ellis 1999; Watson 2007a). To
support their argument, film scholars provide teéioal evidence again by discussing a
highly selective staple of film stars as well aghty selective film and media texts,
which are usually from the heydays of the Hollywogtddio era and, subsequently,
well-suited to advance the underlying feminist atgenf exposing female exploitation
rather than allowing for genuine insights into attapectator-film star relationships
(see Haskell 1999; Mulvey 1975; Kramer 2003; Redm2006). The rise of critical
gueer theory in film studies since the mid-199@s added a new twist to the feminist-
psychoanalytic critical approach by examining sakectfilm star relationships for an
explicit interpretation of the underlying homoselkaeeanings that they assume to be
hidden in film star texts with wider social contexXfustin 2003; Huffer 2003; Weiss
1991). But to be quite frank, as a film scholarlytsider, most of the studies and their
findings sound to me like being a whole lot of paelitist nonsense, whereby the
respective film scholar's own personal ideologiagenda, ideals and assumptions are
projected onto individual film stars as a generatht even though there is never any
real-life or empirical evidence to support thoseoidgy-informed conceptualisations.
Instead, as already with Mulvey’s (1975) feminisyghoanalytic criticism, | often have
this justified feeling that they must be talkingoab very different film stars (or films)

than the ones | know under those names...

Refreshingly different within stardom research &imd studies in general, therefore, are
the studies by Hansen (1991), Stacey (1991, 199 )Barbas (2001) in terms of both
methodology and conceptualisation. As the onlyistudh the field of film studies that |

have come across, Barbas (2001) used a histoticaigralist approach, while Hansen
(1991) and Stacey (1991, 1994) followed an ethrgigcaapproach to investigate and
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conceptualise the relationship between film stgpectatorship and pleasure holistically
within the actual context of real-living film audiees. As a consequence, these are the
only studies, whose findings are actually basedempirical data and genuine field
observations involving interviews, fan-letters,rata and footage of news reports. The
studies have found that female film audiencesdeniifying with the female film star
and enjoying the (more direct) sexual objectifieatof the male film star on screen,
actually engage in a similar, but reversed behavioat feminist-psychoanalytic critics,
for ideological reasons, accredit exclusively tolenaudiences (Barbas 2001; Hansen
1991). Stacey (1994) has managed not only to @ataldhe different ways by which
female film audiences respond to and identify vtgtktual film star images, but also to
distinguish between various modes of identificatiand the subsequent types of
experienced pleasures that derive from them. litiadgdboth Stacey (1991) and Barbas
(2001) have critically examined in detail fan leste¢hat film audiences have posted
from 1900 to the late-1960s either to the film sdgdor directly to their favourite film
stars in person. Their findings confirm not onlg tethnographic observations in both
Hansen’s (1991) and Stacey’s (1994) research,|botfiad very little empirical support
in the real world of film actors, film audiencesdathe actual relationships between
them for the assumption and conceptualisationscifitatal film scholars have espoused
in the past. Hence, Barbas (2001) has criticisguhiicular how cultural critics as well
as film and media scholars have abused their oitistglowers as influential academics
to discriminate against those legitimate interestd relationships that film fans form
with film stars merely for the purpose of advancigir own political-ideological
agenda, their scholarly positions within academia their cultural perspectives without

any empirically and methodologically valid and/eliable justifications.

3.3.3.2 Geraghty’s Alternative Understanding of Fin Stardom

After having now reviewed the stardom literaturéhwn film and media studies in more
detail, I'm not quite sure to what extent it actygdrovides any insights that would be
useful in examining and explaining why | admire &€l so emotionally attached to the
film actress Jena Malone and/or how | enjoy watghnar films and her acting talent. If

| apply Dyer’s (1998) widely accepted distinctioatiween film stars, who are famous
as much for their glamorous publicised privatedies for their on-screen persona, and
ordinary character actors, who disappear compleatety the personification of their

characters, then Jena Malone is definitplgt’ a character actress and not a film star.
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This means that, according to Dyer (1998), | shadulially neither notice her in films
nor pay any attention to her; not to mention feglaptivated by her. Yet, it is exactly
her flexibility to play different characters andrlability to make each of them appear to
be ‘real people’that | admire in particular about her on-screerigsmances. In fact, as
Lovell (2003) brilliantly points out, many film gt such as Orson Welles, Marlon
Brando, Al Pacino, Robert de Niro, Dustin Hoffmaimthony Hopkins, Sean Penn,
Katherine Hepburn, Meryl Streep, Susan Sarand@sySpacek, Jodie Foster or Emma
Thompson are often excellent character actors, lveélve become famous film stars first
and foremost because of their acting skills. Furttuge, very little is publicly known
about their private lives, which clearly contradiat particular Dyer’s (1998) definition
that emphasises the importance of the duality betvibe on- and off-screen personas
for the film stardom concept. On the other handess rather mediocre (if not poor)
film actors are primarily famous for their well-gidised and mediated off-screen
persona rather than any substantial on-screen rpaafces (Gabler 1998; Geraghty
2000; McDonald 2003, 2008; Turner 2004). Does thike them now film stars? For
example, in contrast to Lindsay Lohan, Jessica Albslegan Fox, who are more know
for their off-screen shenanigans and scandals thiaany acting performances, Jena
Malone as well as Ellen Page or Scarlett Johanksawe chosen to play character roles
in critically-acclaimed, low-budget independentrfd rather than featuring in mediocre

teen-comedies that the major film studios produwkraarket in their dozens.

Because Jena Malone has also resisted Hollywoddayr, gossip-publicity and
party-life in favour of understanding her actingassand refuses to become sexualised
by meeting any fashion and beauty ideals (Alt 2@k 2008; Calhoun 2003; Chan
2007; Hastings 2004; Lyon 2008; Pachelli 2011; R@®84), very little media texts
exist about her off-screen persona. But even thdligie are many more popular, more
publicised, more beautiful and more sexualised fictresses out there, it is still Jena
Malone who fascinates and captivates me — and hetNicole Kidmans, Angelina
Jolies, Lindsay Lohans, Sienna Millers or Kathettedgls of the world. However, film
scholars and the stardom literature have faileddress this important issue as much
as they fail to acknowledge that there are mamy §tars and actors out there, who are
famous for portraying a very diverse set of filmaddcters that differ significantly from
their public image and who don't fit the film ststereotype that the stardom literature

describes (McDonald 2008). As Lovell (2003) repdBt@oints out, films stars are first
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and foremost professional actors, who play bott BED support roles by following a
pre-written script under the guidance of a direcks a result, Geraghty (2000) finally
called for a much needed rethinking of film stardama how it should be studied within
the context of the modern digital age. Hence, glopgses a new approach that takes
Dyer’s (1998) original idea of film stars as senudexts with an on- and off-screen
persona as much into account as the, within filodiss largely neglected, profession
and art of acting. Geraghty (2000), thereby, défeiates between the three categories
‘stars-as-celebrities’ ‘stars-as-professionalsand ‘stars-as-performersin a way that
makes much more practical sense to me and is aleh iwloser to my personal naive
interpretation and understanding of film starsgbéneral, all three categories have in
common that they represent film stars as ‘te@hg-and-breathing’professional actors,
so that Geraghty (2000) no longer makes any conaégistinctions between film stars
and film actors, but views as them one-and-the-sdiffiering only in their degree of
fame. The distinction between the three categotieseby, reflects less their varying
degree of acting talent and abilities, but morerthtire of their primary claim to fame
and popular success (Geraghty 2000, 2003; LoveiB2®/atson 2007a).

3.3.3.2.1 Film Stars as Celebrities

While the ‘stars-as-celebritiescategory is based on Dyer’s (1998) traditionallithua
between the film stars’ on- and off-screen perstima.emphasis is thereby put entirely
on the film actor’s private biography (Turner 200atson 2007a). However, Geraghty
(2000) does no longer make the classical distinchietween film stars and any other
film actors. In her opinion, film stars are professl film actors, who just happen to be
more famous and/or successful at a particular momeime than the majority of their
colleagues. Anyway, celebrity is hereby concepsealias a mode of stardom that has
nothing to do with the person’s professional exaetke, acting talent and ability, critical
acclaim and/or commercial success as a film agargghty 2000; McDonald 2003;
Turner 2004). Instead, celebrity as a mode of staris exclusively sustained by the
individual’'s displayed level of infamy and notogieh relation to the private sphere that
Is enough to ensure a regular presence in theidafledia — especially on the important
front pages (Evans and Hesmondhalgh 2005; Gabl@8;19ermes 2006). Celebrity,
thus, privileges true and false biographical infation about a film actor or film star to
the extent that their stardom is entirely rooteciml constructed through gossip, press

and TV reports, magazine articles and publicityré@gaty 2000; Watson 2007a), which
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means that the professional performance as a fitor & of little to no relevance to the
celebrity’'s fame (Geraghty 2000; Turner 2004). kdlenany film actors and especially
(former) film stars are still able as celebritiescommand public and media attention
for themselves — even after they suffer a seridsogfoffice failures or receive negative
reviews for acting performances (Barbas 2001; Geya2000; McDonald 2003; Turner

2004; Watson 2007a). Often, celebrity is the onayweft for some film actors such as

Lindsay Lohan or Corey Feldman to stay in the publie and to be cast for new roles.

3.3.3.2.2 Film Stars as Professionals

‘Stars-as-professionalsbn the other hand, is a stardom category, wineremphasis is
strongly shifted towards the film actor’s on-scrgemsona of Dyer’s (1998) conceptual
film star duality. For Geraghty (2000), the filmasias a professional performer makes
particulary sense when a specific film star imagmientionally combined with specific
film texts, which was a common feature within thellidvood studio system and still
appears to be a popular concept in certain filmregerfi.e. action, comedy, science
fiction, horror). In practice, this involves thdnfi star’s identification with a specific
genre as much as consumers’ pre-established etipastthat an actor’s presence in the
film actually corresponds with his or her professibrole identity and textual image as
an actor (Geraghty 2000; Huffer 2003; Watson 200lfapther words, the respective
film actor portrays only a very specific set oftually identical film characters, whose
personality traits and physique seems to matchatih@’s own private personality, in
the same or, at least, similar film narratives witthe same genre — though some minor
genre variations are thereby possible due to cvessdi.e. a modern-day Italo-western
like DesperadpOnce Upon a Time in Mexiar Kill Bill or an action film that plays in
the future likeTotal Recall The Fifth Elemenbr I, Robo). Some of those film stars are
actually talented actors like Clint Eastwood, Sgtee Stallone, Harrison Ford, Bruce
Willis, Bette Davis, Audrey Hepburn, Michelle Pfeif or Vanessa Hudgens, who just
tend to be typecast by producers, the media artthgasgents (Geraghty 2000; Huffer
2003; Lacey 2003). However, the majority of male é&&male film actors in the stars-
as-professionals category have come to film fronlifi@rent field of popular interest
(i.e. music, sports, modelling, celebrity relatiamrsfamily connections) with virtually
no formal acting training and very little actindetat, i.e. Johnny Weissmueller, Chuck
Norris, Arnold Schwarzenegger, Russell Brand, Zsa Gabor, Pamela Anderson, Paris
Hilton or Jessica Alba (Geraghty 2000).
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Despite having been the common form of film starddwing the Hollywood studio
system, the film star-as-professional actor catedpas once again gained significance
within the contemporary film industry for three maeasons. Firstly, the emergence of
video stores in the early 1980s brought about aon@jange in film distribution and
promotion, whereby particular attention is paidhe film’'s genre as a means of product
identification rather than product differention digethe tendency of video and, these
days, DVD stores to display films according to lorggnre categories (Geraghty 2000).
The film star-as-professional concept, therebgtriengly supporting this categorisation
by providing simple clues to sellers and custonf@rfatson 2007a). Secondly, although
they are not film stars in the classical senseweat laid down by Dyer (1998), several
film actors have gained a substantial followinghiitthe B-movies markets for action,
horror or science fiction films or within the TV wie sector (Huffer 2003; Jenkins
1992; Lacey 2003; Stern et al. 2005, 2007). Anudldiyy the blockbusters of the 1980s
and 1990s have brought about a wave of film stalh® have become associated with
specific genres — mainly action and adventure, &ls erotic thrillers — and, hence,
have guaranteed the film studios some box officeeasses by being seen as essentially
playing themselves (Geraghty 2000; Watson 2007ka¢. dften cited examples include
Arnold Schwarzenegger, Sylvester Stallone, BrucdisdVWill Smith, Kim Basinger,
Sharon Stone or Demi Moore (Huffer 2003; King 2008)consistent, homogeneous
film star image, thus, is of vital importance fowetfilm star-as-professional (Geraghty
2000). Nevertheless, the consistent image alseesawith it the serious problem that
their audiences rarely allow for any change or tpmaent in their image to happen
(Ciecko and Lee 2007; Huffer 2003), which means the shelf-life of these film stars
is rather limited and that their star usually falks quickly as it has risen. Indeed, when
the film actor loses his/her appeal for a particglenre due to increasing age as well as
descreasing beauty and fitness, film stars-as-psadgals often face a serious decline in
their fortunes. In fact, only a very few of thedenfstars — usually the ones with actual
acting talent — such as Clint Eastwood or Sean €gnmanage to revive their careers
with a changed film star image (Ciecko and Lee 2@3araghty 2000; Watson 2007a).

3.3.3.2.3 Film Stars as Performers
The third category ofilm stars-as-performers’finally, pays particular attention to the
actual work of all film actors, which iacting’! In doing so, the emphasis is on the film

actors’ ability and skill to impersonate any giveharacter in a truly realistic and
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believable way (De Cordova 2006; Geraghty 2003;likttr 2006). According to
Geraghty (2003), it also is no coincidence that fime star-as-performer is strongly
associated with method acting, which is describead @re-eminently realistic, natural
style of acting that emphasises the significancéhefcharacter’s inner emotional life
and its authentic expression by the film actorésgr(Carnicke 2003; Geraghty 2000).
Method acting, therefore, highlights the craftetdland art of a film actor or actress in
merging one’s self with the character (Watson 2D0&a a consequence, this stardom
category focuses in particular on the film starack record in selecting specific film
projects and delivering remarkable, but believaibliaracter portrayals in both lead and
support roles (Geraghty 2000, 2003), which Dye®©@)%as conveniently neglected in
his original film stardom conceptualisation. While hierarchy between film stars and
the rest of the cast was quite clearly and visgtiyctured within the Hollywood studio
system (i.e. in terms of allocated accommodatiaonghe studio grounds), whereby the
film star was surrounded by lesser sidekicks, tlethod actor tends to view oneself
much more as an ensemble member and is also widipéay a support role to a lesser
known actor (Geraghty 2000), if the respective abtar is creatively challenging
enough. Furthermore, in a complete reversal to‘fime star-as-celebrity, the film
star’s off-screen persona and private life aredgrgrelevant for the claim to stardom
in the‘film star-as-performermode of film stardom (Watson 2007a). In fact,ppears
that the film stars-as-performers, and the mettatdra in particular, seek to reclaim a
degree of cultural prestige by demonstrating aalmsdor the‘trappings of celebrity’
and vulgar commercialisation in favour of artistictegrity and critical acclaim
(Geraghty 2000, 2003; Watson 2007a). Well, everughoshe has not been formally
trained as a method actress (Brink 2008; Miller&@D0ena Malone can undoubtedly be
categorised as film star-as-performer; even thalghwould probably reject the notion

of ‘star’ and view herself instead as an artist and/or s€ffleyon 2008; Pachelli 2011).

3.4 Understanding a Consumer’s Fan Relationship wita Film Actor/Actress

After my detailed review and discussion of the entiiterature on film stardom within
the context of both the film industry and the aeamediscipline of film studies, |
haven’'t been sure whether it actually providestuslavith any genuine understanding
of how and why consumers often experience suctoagtmotional attachment to their
favourite film actors and what meaning the consuompdf films and film actors has for

them. While | have to admit that Dyer’s (1998) wbiks surely been groundbreaking in
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the sense that it has at last managed to diredattastion of film scholars towards film
stars as exciting subjects for academic investigadind also makes for some interesting
reading, the theoretical insights gained from Hia stardom theory and its underlying
conceptual thoughts are nonetheless flawed, agel &leeady outlined in 3.3.3.2. Due to
his and other film scholars’ narrow ideology-infadtheoretical concerns with the
sociological and, especially, semiological dimensu film stars, the important human
dimension of film stars and their relationship witthsumers has never been addressed.
Not only have film stars been dehumanised to memg@aic systems of textual images,
but film audiences have also been reduced to apstoastructs that suit primarily some
ominous ideological agenda of a respective cultarigic or film scholar (Dyer 1998;
Ellis 1999; Kramer 2003; Mulvey 1975). Even wheitical film scholars purport to
discuss individual film stars and/or viewers, tlodten only do so in order to generalise
on all film stars and audiences (Hollinger 2006]IMfs 2006). The dehumanisation of
film actors and their audiences is even more evidethe underlying assumption that
consumers are interested equally in all film starg, thus, respond to them in the same
way (Dyer 1998; King 1991; Redmond 2006). What sterdom literature, however,
doesn’t explain at all is why a consumer is emdilynattached to one film actor or
actress, but not to another one, who is equallactve, talented and represents a
similar image or type of person. Therefore, a magntribution of my research project
(and this thesis) to the literature on film stardand celebrity fandom is proposing a
narrative transportation approach as an alternasAg to gaining genuine insights into
consumers’ actual emotional relationships with plaeticular film actor or actress and

also into why they may often feel differently towarother equally talented film stars.

3.4.1 Taking a Narrative Transportation Approach

Narrative transportation theory was initially desgd by the social psychologist Richard
Gerrig (1993) in order to gain insights into thenta¢ imagery processes that consumers
generally experience while reading fictional liter@. His aim, thereby, is to understand
in particular the previously unexplained phenomeabigetting lost in a book’where

a reader becomes so absorbed in a story thatssteenporarily even unaware of his or
her surroundings. In doing so, Gerrig (1993; Palichnd Gerrig 2002) has paid close
attention to how readers immerse themselves megrntalhe fictional story and relate
emotionally to the individual characters, whoseaiare fates they are following. Using

the metaphor of a jourey to a foreign country, vebgrthe reader itransported’ into

114



the fictional world of books, Gerrig (1993) calléais mental process of immersion
‘narrative transportation’ (Green and Brock 2000, 2002; Rapp and Gerrig 2002)
recent years, narrative transportation theoryse gresented as an exciting alternative
to understanding media enjoyment (Green and Br@022002; Green et al. 2004,
Rapp and Gerrig 2006) and advertising effectiverifgssalas 2004; Escalas and Stern
2003; Wang and Calder 2006) within the contexteatual and visual print media. Of
particular interest, thereby, is the underlyingaidbat‘media enjoyment can benefit
from the experience of being immersed in a nareatworld through cognitive,
emotional and imagery involvement, as well as frime consequences of that
immersion’ (Green et al. 2004: 311). So, how does narratigasportation actually
work? In general, Gerrig (1993) describes narratre@sportation as a psychological
process, whereby the reader seeks to be taken fawrayone’s ordinary life and, thus,
ventures mentally to a distant narrative world byne means of transportation (i.e. the
book or fictional story) and by actively performimgrtain cognitive and emotional
actions such as imagining the story, characterssaederies. In doing so, the reader
travels some distance away from one’s daily lifdyioc even becomes temporarily
inaccessible, in order to experience a differetftasd to connect empathetically with
fictional characters as if they are real friendsg@ Zhui and Dahl 2008; Cohen 2001;
Oatley 1999). But as with any other journey to fgmecountries, the reader eventually
returns after some time back home again; thosgimewhat changedjy the emotional

experience of the journey (Gerrig 1993; Green .€2@04).

The biggest problem with narrative transportatioeory to-date, however, is that it has
only been tested empirically in controlled laborgtexperiments by researchers strictly
embedded in the behaviourist paradigm (Argo e2@08; Green and Brock 2000; Rapp,
Gerrig and Prentice 2001). The artificial setupgheir controlled experimental research
designs have thereby not only shown very littleengislance with consumers’ real-lived
reading experiences, but also been surprisinglylain(if not identical) to the ironic
pseudo-studyhat Holbrook et al. (1989) conducted to critictke use of quantitative
methods in studying aesthetic consumption expeg@s pointless and non-sensical.
For instance, Rapp et al. (2001) as well as RappGaerrig (2002, 2006) have provided
two groups of participants with a self-written 8¥snce text. The difference between
the groups was that two sentences of the contolmtext were changed to prevent the

immersion experience by sounding more rational ttenoriginal text. This research
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design is particularly strange, as Gerrig (1998)dalf originally argued that the reader
must first get to know the charactésser time’in order for an immersion experience to
occur. But this would be hardly possible in therseuof 8 sentences! Green and Brock
(2000, 2002), on the other hand, have tried to gmkethe control group from losing
themselves in a short story by giving them non4sahgasks to do like counting certain
words. Personally, | find it rather questionablenat doubtful, that people can or cannot
lose themselves in a story just because some obszartell them either directly or
indirectly to do so. Still, the theory has alredzBen sound enough for Escalas (2004;
Escalas and Stern 2003) to provide an alternatiypéaration for consumers’ personal
engagement with advertising by using similar expental research designs. Wang and
Calder (2006) even confirmed Escalas’ findings matvhas virtually been a copycat of
her previous studies. In either case, these stuthes tried to measure consumers’
narrative transportation experiences in relatiopriat ads by using in their laboratory
experiments nearly the same artificial researcigdesas Rapp and Gerrig (2002, 2006)
or Green and Brock (2000) — with the same quedblen@sults emerging. The biggest
conceptual problem, thereby, is that consumersialigely to spend enough time on a
mere print ad in order to lose themselves in thaated story (usually a picture) and
develop an emotional bond with the character(s) twee.

But although the methodological shortcomings okthprevious studies mean that there
are still some question marks regarding its applitg to consumers’ real lives, in my
opinion, Gerrig’s (1993) original narrative transgadion theory has a lot of conceptual
value and potential to offer. Because Gerrig (19883igned narrative transportation
theory to understand the phenomenon of gettingitoatbook, one of the original ideas
has been that it can only work in relation to vertttexts like novels, short stories or
poems, as the immersion experience is stronglyrdbpg on the personal relationships
that the reader develops with the fictional chaec{Green et al. 2004; Radway 2002).
According to Oatley (1999) and Cohen (2001), residezry personal engagement with
literary characters and their stories can exprsedf iwith a growing level of narrative
immersion in broadly three different forms. On theakest level, the reader merely
sympathises with the characters (= ferih them) as a side-participant whiesthem.
On the next level, the reader feels empathy forctieracter (ssharesthe character’s
emotions) because of perceivednilarities to one’s own private life experiences.

Finally, the consumer identifies afrderges’with the character (feels the character’s
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emotionsas one’s own) in a similar way as an actor plagngle. In doing so, Cohen
(2001) distinguishes strongly betwetdentification’ and ‘imitation’. While imitation
means that a person extends one’s self-identitgdmying a character’'s behaviour and
appearance, Cohen (2001) interprets identificaiera momentary mental role-play,
where the consumer (just like an actor) imaginesdoa character in the story. Once the
story ends, s/he moves on to experience the nexacter role. Although Oatley (1999)
views identification as the ultimate goal of losioigeself in a book, he denies this level
categorically to consumers’ enjoyment of films. B@atley (1999) and Gerrig (1993)
argue that the viewer is always aware of the faat another actor is already playing the
character and, hence, can only sympathise witlchleacter/actor as a side-participant.
In my own research project that forms the basigHim thesis, | have therefore not only
taken a very different conceptual point of viewt hlso a very different methodological
approach to explore the narrative transportatigreagnce in relation to film enjoyment
(Batat and Wohlfeil 2009; Wohlfeil and Whelan 20R8b

On a conceptual level, | argue that it is indeexy weell possible for consumers to lose
themselves in a film narrative and enjoy the nareaimmersion as a major part of their
film consumption experience; just like any otherdmetext. After all, film scholars
have always been studying films as texts (Philp87). Thus, in order to explore film
enjoyment through the proposed narrative transpontapproach, | have conducted a
subjective personal introspection into my own pievaxperiential consumption of the
film Pride & Prejudice(UK 2005) (Wohlfeil and Whelan 2008b). While | leathereby

identified a complex tapestry of interrelated fastthat contribute to an individual's

film consumption experience, the major finding bé tstudy is that my enjoyment of

Pride & Prejudice(UK 2005) derives in particular from my ability tose myself fully

in the film’s audiovisual imagination. Thus, theérospective data provide indeed strong
support for the extension of narrative transpastatheory to film narratives. Although
| have to admit that it is difficult thboecome’the film character, the introspective data
still suggest that | strongly empathise and, onesogtasions, even identify myself with
several characters (Wohlfeil and Whelan 2008b). pdysonal engagement is thereby
enhanced further through a perceived out-of-tetdriextuality (Hirschman 2000b) by
which | connect the film to my own personal lifepexiences (Wohlfeil and Whelan
2008b). The findings are also confirmed in my falap study, in which my friend
Wided Batat and | compare through interactive spextion our private consumption
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experiences with the filrmto the Wild(US 2007) for similarities and differences (Batat
and Wohlfeil 2009). The main finding of this studythat consumer enjoyment of films
results from their potential for allowing consumé&rdose themselves in their narrative
worlds, where they can experience a different ggl§age with fictional characters like
friends and escape temporarily from their everytlags. But while a consumer’s

personal engagement with the narrative, its chara@nd underlying philosophy is of
particular importance, we also find that the nataral intensity of the consumer’s
experienced immersion into the film narrative isedmined not by age or gender, but

by one’s very private interests and desires (BatdtWohlfeil 2009).

3.4.2 Fan Relationship with a Film Star as a Narrave Transportation Experience
Nevertheless, while a strong argument can be madesing a narrative transporation
approach in order to gain some genuinely holistgights into a consumer’s personal
engagement with a film, its melodramatic narratit®)ead and support characters and
even its underlying philosophy or message, onenéssequestion that is of vital
importance to my research project and, henceliesis remains: How can drawing on
narrative transportation theory explain a consustan relationship with a film actor or
actress? This is, indeed, a very good and valicteque After all, Gerrig (1993) has
initially designed the theory in order to understéine phenomenon of readers mentally
‘getting lost in a book’A film actor or actress, on the other hand, lisiag person and
not a fictional book or a film. The rationale bethimy proposed narrative transportation
approach, however, becomes clear when we are ¢paick) to consult the film stardom
and celebrity literature within film and media sesl As a reminder, Dyer (1998) and
film scholars in general view film stars and anhenst celebrities in essence as living
textual images or human brands, whose on- andcodes persona, personal identity
and reflected values are carefully desigriadthored’), positioned and managed in the
media by talent agencies (or previously by the yadlod studios) to suit particular
market needs (McDonald 2008; Thomson 2006). A coresis interest and admiration
for one’s favourite film star could therefore beeipreted as a kind dimmersing’
oneself into the factual melodramatic narrativeg@\et al. 2008) that is the film star’s
public and private life as depicted by various radeixts, which may include portrayed
film characters, TV and press interviews, magaairieles and gossip (Hermes 2006).
In doing so, the consumer may sympathise (= feedrasbserver with the film star),

empathise (= share the film star’s feelings dusitailar personal life experiences) or

118



even identify (= feel the film star's feelings asets own) with one’s favourite film
actor/actress as if s/he is a media character (félbhhd Whelan 2011Db, c). After all, it
is extremely unlikely that we are ever given tharate to meet and get to know the real,
private person behind the film star’s public ond afif-screen image in the media (Dyer
1998). In the next chapter of this thesis, thersfbpresent in six published papers how
the use of the proposed narrative transportatigmoggeh provides new holistic insights

into film consumption and a consumer’s emotiontatment to a film actress.

119



CHA-TER 4

LIFE AS A JENA MALONE FAN

4.1 Introduction

In this chapter, | finally present in full thosex giublications that form the core of this
thesis. As a film actress can appeal to consunmes performer, private person and
social link that can all be made tangible througbdpcts, the order of the following
papers follows a logical transition from the conswisi admiration for film actress’s
creative work to the adoration of her private parddence, paper 1 and 2 look at the
consumer’s personal engagement with film actress psrformer (ak&actress) and,
hence, with her performances (akating skills’) and creative work (akdilms’) by
investigating through an narrative transportatippraach how the consumer enjoys the
film consumption experience. Paper 3, then, shoa la narrative transportation
approach can also generate insights into a con&ineagagement with the film
actress’s textual off-screen persona, while papcbnstructs the substance of the film
actress’s textual persona into four main areaonosgmer appeal. Finally, the papers 5
and 6 explore how the consumer develops an embtdtaghment to the film actress as
a private person that can even take the form oaragwcial relationship. As | have
already discussed their individual contributionthe literature in 1.5, each publication

IS now given the opportunity to speak for itselttvaiut any further comment.

4.2 Paper 1 — Confessions of a Movie-Fan: Introspigon into a Consumer’s

Experiential Consumption of ‘Pride & Prejudice€

As people enjoy movies for various reasons, thipepas taking an existential-
phenomenological perspective to discuss the consommpf movies as a holistic
personal lived experience. By using subjective qeab introspection, the author
provides hereby insights into his personal livechstomption experiences with the

recently released movRride & Prejudice Although the introspective data suggest that

a complex tapestry of interconnected factors cbutés to a consumer's movie
enjoyment, this study found a consumer’'s persomglagement with the movie
narrative and its characters to be of particulgrartance. This personal engagement not

only allows for a momentary escape from realityitite imaginative movie world, but
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is even further enhanced through intertextuality,which the consumer connects the

movie to one’s personal life experiences.

4.2.1 Introduction

Probably like most other people, | have enjoyedchiag movies since my early
childhood for the hedonic pleasure value that theyide (Hirschman and Holbrook
1982). But for me movies are much more than meebther form of entertainment. In
fact, my fascination with movies meets Bloch’'s (&@9%39) definition ofproduct
enthusiasmwhere the product (in this caseovie$ plays an important role and source
of excitement and pleasure along sensory and asstfimensions in a consumer’s life
The experiential consumption of movies provideswita an exciting way to escape the
everyday reality of a routinised, boring and lonéfg. In addition to giving me the
chance to live out my hopes, dreams and fantasieayi mind (Green et al. 2004),
movies present me with a source of inspirationpiansuing aetter way of lifelndeed,
an individual’'s consumption and subsequent enjoynaémmovies can therefore vary
from mere short-term entertainment to the expedesfccomplete immersion into the
movie narrative (Green et al. 2004) and identifaratwith movie characters (Cohen
2001).

Yet, when reviewing the literature on movie constiorg one must inevitably conclude
that the subjective contribution the consumptionnudvies makes to an individual
consumer’s life is still not fully understood. Thetant attention may result from
marketing’s primary interest in the economic dimens of movie consumption, where
the focus is often limited to box office performasmr the sales and rentals of DVDs in
specified markets (Hennig-Thurau et al. 2004). &ind so, movie consumption is
usually reduced to the mere purchase of individizslgible media formats (the
“packaging”) rather than investigated as the actwalsumption of the movie as an
intangible brand in itself (Basil 2001; Krugman aBdpal 1991). Although film studies
have always shown a theoretical interest in thectdfthat movies may have on their
audiences, audience-response theory usually ingvobwert viewers trying to show
how an imagined, idealised viewer would respondntwvie texts and the cinematic
experience by assuming probable expectations, ewtiand prior knowledge
(Hirschman 1999; Mulvey 1975). A synthesis of iddemm linguistics, semiotics,

psychoanalysis, Marxism and feminism has herebwtedethe image of a passive
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viewer, who is vulnerable to the manipulative qiiedi of the cinematic movie
experience (Phillips 2007). Furthermore, expertweiss have also often discussed
audience responses as a means to advance theipaitiocal-ideological agenda (see

Mulvey 1975 as a good example).

Narrative transportation theory (Green et al. 20dpp and Gerrig 2006), however, has
presented in recent years an exciting alternativenedia studies for understanding
media enjoyment. Despite being primarily applieddading, this theory suggests that
enjoyment can benefit from the experience of bemgersed in a narrative world
through cognitive, emotional and imagery involvetneas well as from the
consequences of that immersiavhich include emotional connections with chareste
and self-transformations (Green et al., 2004: 3Tiansportation is hereby seen as an
active process by which the consumer seeks to ke taway from the everyday life
into narrative worlds, where one could experiencdifferent self and connect
empathetically with media characters like real fde (Green and Brock 2000).
However, by following strictly the behaviourist pdigm, the theory was only tested in
controlled laboratory experiments (Green and Br@6k0; Rapp and Gerrig 2006),
whose atrtificial designs showed little resemblateceonsumers’ real life experiences.
Thus, the question remains whether there is angeece for transportation theory in
consumers’ real movie consumption experiences. ly & therefore to provide
alternative insights into a consumer’s holistic mogonsumption experience from an
existential-phenomenological perspective. By usiagjective personal introspection, |
will describe and examine my own personal livedesignces in relation to the movie
Pride & Prejudice(Dir.: Joe Wright, UK 2005) and how | connecteé thovie to my

personal life experiences.

4.2.2 Methodology

Unfortunately, | have to disappoint all those readeho are now expecting hard,

scientific evidence on movie consumption that hagnbobtained in hypothetical-

deductive methods. But in order to understand mamoasumption as a holistic

phenomenological experience (Thompson et al. 198@)quires a research method that
allows for an easy, unlimited 24-hour access tanaider’'s ongoing lived experience

with the phenomenon, while not having to wrestléhvathical concerns regarding the

informant’s privacy (Brown 1998b; Holbrook 1995)hdrefore, | will provide insights
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into my own lived consumption experiences with teently released movieride &
Prejudice(UK 2005) by using subjective personal introspmc{iSPI). Holbrook (1986,
1987, 1995) introduced SPI 20 years ago as an a@pro consumer research that, as
an extreme form of participant observatidiocuses on impressionistic narrative
accounts of the writer's own private consumptiopeziences(Holbrook 2005a: 45).
SPI, therefore, lends itself perfectly to the pwgmf this paper, as it allows me to
obtain first-hand data of one particular consumexgeriential consumption of a movie

(in this casePride & Prejudicg from the privileged perspective of a “real” insid

Although SPI has been criticised in the past by pesitivists and several interpretivists
alike in a heated debate about stgentific justification(Brown 1998b; Gould 1995;
Holbrook 1995; Wallendorf and Brucks 1993), | witlot add further to the
philosophical debate on SPI's virtues and limitasiat this point in time. However, |
will address some of the concerns voiced by Wabheihdnd Brucks (1993) that are of

particular relevance to the current study.

Wallendorf and Brucks (1993) argued that the retansve nature of long-term
memory would distort the retrospective recall oémt¢ due to knowledge obtained in
the intervening time. They also feared that dateciigity is compromised by the
danger of reporting generalised inferences rathan tspecific instances and voiced
concerns about the extent to which the introspealata are recorded and accessible to
others. For this research, | have collected mydliezperiences as contemporaneous
data while they occurred in real time to ensurehhigccuracy of the data.
Contemporaneous introspective data field the uniaghantage of providing a large
pool of emotional data, such as personal feelitigsights, daydreams, fantasies and
creativity, that would be inaccessible to any othesearch method that is based on
retrospective recall or pure observation and, assalt, inevitably be lost forever. To
ensure data accessibility for external review, Yehaecorded the data systematically,
unfiltered and on the spot in a specifically asedjuliary (Patterson 2005) as part of a
much larger introspective data collection. Thedweihg essay represents a summary
from the diary based on a total of approx. 20,08@vant hand-written words as raw
data collected from July 2005 to February 2006. ifigk an existential-
phenomenological perspective (Merleau-Ponty 196Bpnipson et al. 1989), the
emphasis is placed hereby less on the recolleaifofactual behaviour during my

consumption oPride & Prejudicebut much more on my private lived experiences (i.e
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feelings, thoughts, fantasies or daydreams) as Té$Sential elements of my
experiential consumption of this movie. My co-autheviewed the diary separately to
ensure that my essay and the subsequent interpnstatuly reflect the recorded data.
But because some of the emotional data were redardéhe “heat of the moment”, |

took the liberty to rephrase them in order notaase unnecessary offence.

4.2.3 My Experiential Consumption ofPride & Prejudice

Over the summer of 2005, | became a fan of the valgnted, young actress Jena
Malone. While browsing through her film listings tme IMDb website, | learned that
she is playing the role of Lydia Bennet in the liadming new cinema version Bfide

& Prejudice The film was due to be released off' Beptember and would present me
with the opportunity to see Jena Malone for thetftrme on the big screen. As she

primarily features in high quality independent nes/such aPonnie Darkoor Saved

whose releases for commercial reasons are oftemmicted to arthouse cinemas
(especially in Europe), | was so far only able tatetn her movies as DVDs on my
laptop. However, | must admit that | would probablgt have cared abofride &
Prejudiceat all, if Jena Malone had not played a role .ifnitfact, back then | was never
even tempted to read Jane Austen’s famous novehuise, a long time ago, | had the
misfortune to watch the highly praised and criticalcclaimed BBC TV version with
Colin Firth. While many people still regard it dsetultimate screen version of Jane
Austen’s beloved noveind as thdenchmark for all screen versions yet to comg
own opinion differs slightly. To be honest, | thiitls rubbish! Like most British period
dramas (especially those made for TV by the BB@uhd this film to be a completely
clichéd glorification of a nostalgic past that feure has never existed in this form —
except maybe in the imagination of a desperatehgeddousewife. But, who knows,
that might be the reason why so many female viewavs in Colin Firth the ultimate
personification otheir Mr Darcy? The acting standard is on par with tfaoronation
Street(a popular British TV soap opera), while the clotges are so one-dimensional
that the only thing missing is a sign on the sheulstating their name and dominant
personality trait — just in case the viewer hasioticed. Personally, | couldn’t care less
about any of the portrayed characters.

On Sunday, July 31 | saw that the Sunday Times featured an artitleut the
forthcomingPride & Prejudicemovie in itsCulture supplement. In the hope of also
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finding something written about Jena Malone | bdutje Sunday Times for the first
time ever. But to my big disappointment, there itasne single word about Jena — just
about leading actress Keira Knightley and direcioe Wright! The article itself,

though, was actually very well and interestinglytten by Joanna Briscoe (2005). First
of all, she shared my opinion of the BBC TV versand ensured me that I'm no longer
the only one with a strong inherent dislike forBut more importantly, by placing Jane
Austen’s novel in the context of her time, Brisewgued that all previous small and big
screen versions have placed the novel in the wimergpd for mainly stylistic and

glamorous reasons (One that is more in line witlkraanticised nostalgic past rather
than with the lived reality of Jane Austen’s timahd subsequently altered inevitably
the understanding of the narrative and its sociktalkground. In contrast, Briscoe
(2005) regarded the coming movie as much moresteathan any of its predecessors,
because ibypasses all the previous traditional Regencydiaventions of a painterly

tableau of empire-line dresses, sotto voce ballregoreals and high-ceilinged elegance
of the annoying BBC version. In fact, rather than 1813, when the book was
published, director Joe Wright located the new raaw the Georgian time of 1797,

when Jane Austen actually wrote the initial drdftlee novel, and recreated the rural
life of the gentry accordingly. More impressively,order to ensure realism, Joe Wright
prohibited the actresses from wearing any makehap wasn't available in the 1790s.
Surely, this decision must have pissed off HollydisdvlaxFactor make-up artists, who
are famous for their stylistic involvement in alagorous, pseudo-historic Hollywood

blockbusters. But | had no doubt in my mind tha¢ thctresses would look more
beautiful in their natural appearance than anyhef MaxFactor-styled glamour girls

from the ads!

All in all, the article captured my interest foretimovie. In fact, an internal excitement
and expectation was mounting up. As a form of sded went to the local bookstore
the next day and bought a newly released copy & Jausten’s novel, which “by
coincidence” already featured the coming movie’'steo artwork on the cover. As |
read the book over the coming weeks, the storyienchany characters grabbed me
more and more. However, it must be noted that nggmal reading of the novel
differed increasingly from the stiff and over-indatl interpretation of the dreadful BBC
TV version | saw before. | couldn’t wait any londger the movie’s release and started

counting the days down to September".16n early September, something else
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happened in my personal life. After several monthsstruggling, | finally had the
courage to ask a certain girl out for a date. [ua $tring of bad experiences in the past,
I'm very shy and have a low self-esteem when it @ero making the first step and
conversing easily with womdim attracted to. Thus, this was a very big steprhe. |
wanted to make the date as romantic and memorabpossible. And what could be
more romantic than sitting next to each other dag cinema and watching a romantic

movie like Pride & Prejudice whose story has been loved by women for centtiries

While | was looking in excitement forward to ourtelan next Saturday, TV ads were
announcing the Irish and UK wide release of the iméor coming Friday. On Sunday,
September 14, | bought the Sunday Times a second time, bec#useCulture
magazine featured this time a detailed article aldena Malone (see Photo 1). As this
is the first “real” article on Jena in an Irish/Uublication I'm aware of, | was totally
delighted! On Wednesday, | watched the news erdhtisally in order to see glimpses
from the Pride & Prejudice Dublin premiere. Jena Malone even appeared for 30

seconds on a short TV3 news report! Overall, titecsifor the movie were surprisingly

good. Not that | care much about them, but it' sse@ing...

But then followed the major disappointment! Theshrwide release oPride &
Prejudice was for some mysterious reasons restricted to iDulllork and Limerick
only. After all the promotional build up, my growgrpersonal expectations and my
internal excitement, this no-show was very frugtgtWith the initial plan for my first
date in shatters, we both went on to €a&derella Maninstead. | was so frustrated that
| spent half the movie wondering whether thereo much salt in the popcorn or too
less popcorn in the salt. After some careful deibens | came to the conclusion that
the latter must have obviously been the case. tinfately, the date didn’t work out the
way | was hoping for either. As | returned to myuais unexciting daily life as an
unwilling, lonely single, |1 was hoping th&ride & Prejudicewould be released the

next week in my town as well. After all, it was juspping the box office. And indeed,
the movie was finally released in all other areabeland with only one exception — the
area where | lived in. As | tried phoning the cireeto enquire their plans for showing

Pride & Prejudice | was only connected to a tape that gave meuhert programme |

already knew and allowed for automated bookings,nat for human enquiries. The
website provided exactly the same information. Héwey never heard of customer

service? Thus, | tried to enquire directly at theema and experienced real-life
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relationship marketing in practice. Instead of peireated as a valued customer, | was
just unfriendly repudiated by a bored, disinteréstenployee behind safety glass who
told me that “they don't know because all decisicm® made by the Dublin
headquarters” and that “there is no way of findmg’. In fact, he claimed that they
don’t even have a contact number to call their gaaders! Obviously, | was already
extremely disappointed that | couldn’t watch thevimo But this openly expressed
disregard for their customers frustrated me everemdelt so angry and helpless that |

couldn’t concentrate on anything for the rest &f day!

One week laterPride & Prejudice was finally released in Waterford as well. An

exciting kind of happiness mixed with anticipation even joy to finally see Jena
Malone on the big screen went through my entireybadd filled it with a kind of
warmth. | couldn’t wait any longer and needed te e film! Thus, | packed up all my
things and went off to the cinema. It was worth Weaat, becaus@ride & Prejudiceis

simply a magnificent movie that you can watch caed over again. And for the record
this movie is by far superior to all its predecessand in particular to the dull but
popular BBC TV version. The movie never gets boramgl is just a joy to watch -

beautiful landscape pictures allard of the Ringxombined with nice camera frames
that outline the England of the 1790s. All actoid @ great job in making every single
character appear to be real and believable. Desyyiheart | can feel the way they feel
and know why they do what they do. It doesn’'t ewsatter whether you sympathise
with them or dislike them. In facRride & Prejudiceas a story really plays with

judgement errors made by first impressions (thgimai title of the novel). At the end,

there aren’t really any good or bad guys — only aom

The only exception is Mr Wickham who represents tyy@cal handsome, smooth
talking guy girls are always falling for. Men likem know how to be the centre of
attention and how to attract women. But behindrtpetty masks and smooth words,
those “mercenaries” (Ironically, Wickham is a liemaint with a travelling regiment.) are
often shallow, arrogant and selfish cowards, wha'tdcare for anyone else but
themselves. Yet, while decent, honest men (like caa)easily look through their fog of
deception, women still always seem to fall for thand simply turn a blind eye to the
falseness in their cheap words. Obviously, I'm & jealous of their permanent,

undeserved success with the ladies. Every time vahginl that | fancy ignores me and
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instead falls for the false charm of anottgickham | have this painful feeling of
heartache and powerlessness simultaneously rutimoggh my entire body. But it just
hurts even more, when the same girls, aihe®r Wickhamleaves them in misery, are
then quick to blame ALL men instead of their owi-saposed ignorance. Poor Lydia
will soon learn this lesson as well! Maybe thisalso why | sympathised rather than
laughed at Mr Collins? Because Tom Hollander diceacellent job in portraying Mr
Collins exactly as | have imagined him while rea@dthe novel, seeing him on screen
made me feel much better about myself. | know Ehanot very handsome and women
usually don’t notice me, but I'm pretty sure thatan never be THAT dull and boring
for anyone! | got a confidence boost just realidimgt! Nevertheless, | also felt empathy
for him, as | have experienced many times how disfdike to find yourself being
ignored or even laughed at by the females you fangyst because you are unable to

make interesting conversation.

| empathised even more with Mr Darcy, the centralentharacter, because like me he
is uncomfortable in interacting with people he doeknow — especially with women.
And similar to my personal experiences, his introvgehaviour and insecurity is
interpreted by the ladies (and other people) asgance, pride and incivility, which
leads to their prejudices and dislike of him. Irs l@xcellent portrayal, Matthew
Macfadyen lets his Mr Darcy look dislikeable in @wvoluntary and passive fashion,
whose real character must be discovered by theeaceliin the same way as Elisabeth
does by looking behind the prejudices that resulenn first impressions. His
interpretation differed significantly from Colin f’s rather theatrical performance. |
could especially identify myself with Darcy’s inted struggle in trying to talk to
Elisabeth and to show his affections to her, wtabkays results in forced mimics and
in saying the wrong words at the wrong time. Of reey this only supports her
prejudices against him. It happens to me all theetand only reinforces my personal
insecurities. Thus, | share Mr Darcy’'s lonelinessis inner struggle and
disappointments, but also his hopes and dreams s&é&n as the person he really is — at
least by the woman he loves. However, Mr Darcy twas advantages that at least
attract some female interest: he is rich and handsand I'm neither! But otherwise the
internal similarities in character are strikingust hope that at one point in time | will

be rewarded like he was at the end.
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As a male consumer I'm obviously much more inte@sh the female characters and
the actresses who personify them. The main femiaégacters are Elisabeth (Keira
Knightley) and Jane Bennet (Rosamund Pike). Jatteeigood-hearted oldest daughter
who always sees the best in anyone and is saic tthd most attractive girl in the
county. Although she surely is beautiful, she igeally my type. Elisabeth would be
more interesting to me due to her wit and freeitsgdeira Knightley delivers probably
her best performance to-date in bringing this attarato life. | was particularly stunned
by how closely Elisabeth resembles many women ehaet so far in the way she
responded to the different types of men represelnyellir Darcy, Mr Collins and Mr
Wickham. To each of them she responded with preguthat was based on her first
impression of their physical and social appearanaber than on their actual
personalities. | find it quite ironic that womem my personal experience, always
criticise men for judging them on their physicahbty (Which is true!), while they do
exactly the same thing (Which is only fair!). Yétey still claim to look only for the

inner valuesn men. However, Elisabeth at least tries to cleamgy prior judgements.

As a Jena Malone fan, | obviously paid particuldergtion to her character of Lydia
Bennet, the youngest daughter. Although | must adhat I'm biased, Jena did an
outstanding job in portraying Lydia as a ratherdwdver-romantic 15-year old girl with
an obsession for fashion, dancing and officers shiort as the typical spoiled teenager
of today and back then. Lydia is young, naive arsd jomantically in love with love
itself rather than any particular man, which ultietg leads her into trouble, when
Wickham tempts her into having underage sex outsidaiage. Though Wickham is
forced to marry her, she is too naive to see thatrily wanted to exploit her youthful
beauty and innocence for little more than a ondvnsgand. | feel really sorry for Lydia
when she finds out that Wickham never cared for Herwill soon treat her badly and
betray her with other women. However, Jena Malmuks incredible beautiful and
sexy in her Georgian-style dresses. She is a eatal beauty to fall in love with and

doesn’t need any MaxFactor styling. But then agéaim piased!

Still, Mary Bennet (Talulah Riley) is the femaleachcter | most emphasised with, as
she is very shy, introvert and lonely — just like.nshe is also said to be only ordinary
looking and less beautiful than Jane and Elisabé¢h, | find her to be much more

attractive than her sisters. In order to find hiexce, Mary consistently tries to be the
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perfect daughter to her parents by wanting to Ifdlfi the cultural expectations that
society has held for women in that time. But notardtow hard she tries, all her efforts
go unnoticed by her parents, sisters, relatives raed alike. Thus, Mary seeks her
happiness in playing the pianoforte and singingil®h one particular scene the whole
Bennet family is gathered for breakfast at thegaMary takes hers at the pianoforte.
Subsequently, she is very enthusiastic about grgdpr chance to shine by singing and
playing at Mr Bingley’'s ball. Unfortunately, whikhe is a relatively good player on the
pianoforte, Mary’s voice can’t hold a note and performance ends in a total disaster.
Everybody’s laughing at her until her father fiyadtops her. | could really feel how
hurt and heartbroken she is. So much that | woalehiked to comfort her! But instead
I've to sit lonely in the cinema and watch her left her own crying and feeling sadly
alone again. On the next day it got even worseMary, because she was probably the
only person in the family who would have settledrf@arrying Mr Collins. As Jane was
“unavailable” and Elisabeth rejected him, Mary vgase that, as the third daughter, it
would now be her turn. Although anything wasn’tdsaither in the film or in the novel,

| could read it in her face (Excellent acting bylulah Riley!). Instead, Mr Collins
ignores her by marrying Elisabeth’s friend Chaddtticas.

All in all, watchingPride & Prejudicewas a really great experience, which exceeded

my expectations and was worth the wait and excitenihe only bad thing was that |
had to change my perfect seat in the cinema bedauseniddle-aged ladies couldn’t
keep their mouths shut for just one single minutd atop commenting every single
scene. Why is each time | go to the cinema, att leas ignorant person somehow
determined to ruin my movie experience? Nevertlselesimply knew that | would
watch the film soon again, which was already th&eoduring the following week. As
I’'m an involuntary single for years and don't haary hope of being in a loving
relationship in the nearer future, | felt lonelgdsand depressed and were simply unable
to concentrate on my work. Thus, | left my deskyand drifted towards the cinema.

My choice fell onPride & Prejudiceonce again, because | knew that it would be good

for rescuing my emotional well-being. This timerhevasn’t anybody around trying to
spoil it for me, which was really great! Althoughynmpressions from the first viewing
were all confirmed, this time | paid even more mtitsn to Jena Malone, who really
owns the screen with her charm, even when shelysimthe background of the frame.

Despite her young age, she has already shown hieatssan excellent actress with a
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great future. It just required her smile, her egied her presence to raise my spirits and
to make me feel warm and happy. The film itselbaisade me feel much better about

myself and relaxed again. | think | was even smifior the first time that day...

Photo 1: Articles inCulture  Photo 2: MyP& P Collectibles (i.e. Book, DVD, CD-
Supplements Rom Press-Kit, Original Autographs, etc.)

But my experiential consumption Bfide & Prejudicedidn’t stop with the two visits to

the cinema. In fact, they were just the beginni@ger the next months, | started to
acquire a number of collectibles on eBay (see PRytdHowever, as a devoted Jena
Malone fan, | have focused my financial resourcesuorchasing autographed movie
photos of her as Lydia, which she has personaliypesi while performing in the
Broadway playDoubt Although my whole Jena Malone collection is veear to me,

her originally autographed photos are my most \éalveasures. The only thing missing

for most of the time was the opportunity to &tttle & Prejudiceto my movie (and my
Jena Malone) collection. | waited impatiently anervously for the official DVD
release, which finally came on FebrualyZ06. The advantage of DVDs lies not only
in the picture and sound quality, but also in thkérae bonus features. On tiride
&Prejudice DVD, the bonus features range from the alterndti$eending to galleries
of the 19" century to a number of short behind-the-sceneardeataries. Of course, my
prime interest was in those documentaries thaufedtJena Malone in front of and
behind the camera. Thus, | love to waldte BennetandThe Politics of Dating in 18
Century Englandwhich include movie scenes with Jena Malone aid_Bennet, show
her in her private clothes during the rehearsatk faature a short interview with her.
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But | enjoy in particular watching th@n Set Diariesin which Jena Malone, Talulah
Riley and the rest of the cast talk in private dbieir personal experiences while
filming the movie and the close bonds they haveeltmed before and behind the
camera. It's heart-warming to see how they haveecthe “Bennet family” even off
the screen, leaving me with the desire to be plathie perfect family bond. Another
beauty of the documentary is that the actors ancesses are shown in private as
natural, lovely people like you and me. The docutagnhas increased my admiration
for Jena Malone even more. But more importantlgyve to watch this movie as one of

my favourites!

4.2.4 Discussion
The introspective data obtained from my privatddtial lived experience of consuming

Pride & Prejudicereveals some very interesting findings for furtdescussion. First of

all, while previous marketing studies on movie aonption (Basil 2001; Hennig-
Thurau et al. 2004; Krugman and Gopal 1991) focysedarily on the attractiveness
and commercial success of individual media formtits, data clearly shows that my

interest was purely in the movieride & Prejudice itself and not its respective

“packaging” and that | consumed the movie in abseot any rational trade-off
decisions. The acquisitions of movie-related coilbdes followed similar patterns. In
relation to the social consumption context, pastiss have argued that blockbuster
movies would owe their popular appeal to the faett tthey can be watched in the
company of friends or family as collective entertaent (Basil 2001), while
connoisseurs would enjoy movies as an individugleeence for its artistic merits

(Holbrook 1999). Although I intended to uBeide & Prejudiceas background scenery

for a first date, the data clearly indicates thaather enjoy the hedonic experience of
watching the movie alone for my own pleasure (RiEll2007). This leads to the
personal consumption context, which has been aa @frénterest in film studies and
refers to the viewer's emotional state and motieesnjoying the possible effects the

movie experience may have (Mulvey 1975).

Although the heated debate about movie effectheratidience is still ongoing (Oatley
1999; Rapp and Gerrig 2006), there is agreemerntrtttvies can act as means to
compensate for perceived emotional deficits (CoB6Al). The data confirms that

Pride & Prejudicehas served for me as a means to cheer myself ep Wieel lonely,
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unloved and sad. However, another strong motivimiome to see the movie was also
the fact that my favourite actress Jena Malondarisg it. Thus, being the fan of an
actor, actress or even director significantly emesna consumer’s viewing pleasure.
Both the social and the personal consumption contexeby influence AND are

influenced by the perceived atmosphere during dmsemption of the movie. Because
movie-fans aim tdose themselves into the movie wqi@reen et al. 2004), disruptions
caused by noisy audience members or poor pictunedsquality have a serious impact
on a consumer’s movie enjoyment, which is evidenbgdmny response to the two
“talkative” ladies. The data further suggests tlaamother important factor for a

consumer’s movie experience is the excitement ¢itipation and expectations long
before actually watching the movie, which unfortietya received so far little attention

in the literature. Indeed, it is such a powerfuttéa that the disappointment of
unfulfilled expectations can have a strong negativeact on the consumer’s emotional

State.

However, the major finding of this study is thae tamotional engagement with the
characters and their stories (Green et al. 20@sdo be the most crucial element in a

consumer’s movie experience. As my enjoymerRrde & Prejudicederived from my

ability to lose myself completely in the movie's diwvisual imagination, the
introspective data provides indeed strong supporttiie extension of Green and
Brock’s (2000) transportation theory to movie nawves. According to Oatley (1999),
personal engagement with literary characters aanl gories can take with increasing
level of transportation broadly three differentrfa. On the weakest level, a consumer
merely sympathises with the characters (= fegth them) as a side-participant who
likesthem. On the next level, the consumer feels enydattthe character (sharesthe
character's emotions) because of perceivadilarities to one’s own private
experiences. Finally, the consumer identifies ametgeswith the character (feels the
character’'s emotion®s one’s own) similar to an actor playing a r@ehen (2001)
made hereby a strong distinction betwégsntification andimitation. While imitation
means that a person extends one’s self-identitgdmying a character’'s behaviour and
appearance, Cohen interpreted identification agmanmtary mental role-play where the
consumer (like an actor) imagines being the charantthe story. Once the story ends,
s/he moves on to experience the next character Daspite viewing identification as

the ultimate goal of losing oneself in a book, &gat{1999) denied this level to the
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movie experience by arguing that the person wolwiéys be aware that another actor
already plays the role and hence could only symgatvith the character/actor as a

side-participant (Rapp and Gerrig 2006).

Although | admit that it is difficult ttoecomehe movie character, my introspective data
still suggests that | strongly empathised and atesoccasions even identified myself
with several characters. In fact, it seems not dolype possible for a consumer to
identify under certain circumstances with a moviwracter, but | was also able to
sympathise, empathise and even identify with mioa@ tone character during riyide

& Prejudice experience. Furthermore, while previous literatarmedia studies (Cohen
2001; Green and Brock 2000; Rapp and Gerrig 2066)ided mainly on consumer
engagement with lead characters, the data showsathart from Mr Darcy, | actually
empathised and even identified with several supploaracters (i.e. Mary, Mr Collins
and Lydia). My personal engagement was further eedhwhen | was able to make an
intertextual connection between the experienceth@fmovie characters and my own
private life experiences. Hirschman (2000b) herdisyinguished between three types
of intertextuality.Cross-text intertextualitgescribes consumers’ mental linkages across
similar narratives/texts they have encountered.ridfpam the obvious comparisons of
this movie version with the previous BBC versioml dhe original Jane Austen novel, |
also likened the landscape pictures to those ofLthrd of the Ringsmovies or use
certain words from the movie in other situatioh&stalgic intertextualityrefers to
consumers’ mental linkages between a narrative#pdttheir ideas of a nostalgic past.
While it might explain the popularity of the BBC rg@n, there isn’t any evidence in
my introspective data. Instead, the final importamting of this study is that out-of-

text intertextuality enhanced my personal engagémvih the movie and its characters.

Out-of-text intertextuality refers to consumers’ mental linkages between
characters/narratives in a fictional text and dgbeaple or life events in the real world,
which could not only result in empathy but also nitication with the fictional
character. For example, | identified myself with .MParcy because we both feel
insecure inconversing easilywith people we don’'t know (especially females) and
subsequently suffer from rejections and prejudiceile we deeply hope that the
women we fancy finally see us as the persons weFanesimilar reasons, | felt also

partially empathetic to Mr Collins, while | expenged hate and anger towards Mr
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Wickham as my perceived personification of all #nasen | have envied in the past for
their success with women. Similarly, | saw Elis&ba$ a personification of the females
who rejected me in the past purely by judging mysptal appearance. Interestingly,
the data also provided evidence that contrary &vipus scientific studies (Green and
Brock 2000) not only female but also male consumeag experience empathy or even
identify with characters across genders. As a tesfuthe experienced intertextuality
between Mary’'sfictional emotions of feeling lonely, ignored and rejected any
personalreal feelings of loneliness and rejection, | could fé&ry’s emotions as if
they were my own ones. This may also be the reaggnl felt more attracted to Mary
than to the other female characters.

To conclude, movie consumption as a holistic corgion experience depends on a
complex tapestry of interconnected factors throuwdhch the consumer can restore
his/her emotional well-being by being momentaritpmersed into an imaginative
world. Of course, | don’'t suggest that the presgnitgrospective data and proposed
findings could be generalised. But | believe timat subjective personal introspection of

my experiential consumption oPride & Prejudice offers a certain degree of

transferability by actively involving the readeradh time, you as the reader thought
know this feelingor | have had a similar experiencgou actively engaged in what
Hirschman (2000b) called a@ut-of-Text Intertextualityby which you, the reader,
connected my essay with your own personal life agpees, and thereby confirmed the
transferability of the described phenomenon. Biithasn't happen for you, then | hope

my idiosyncratic and narcissistic paper has att lewgle for some fun reading.

4.3. Paper 2 — Getting LostInto the Wild’': Understanding Consumers’ Movie
Enjoyment through a Narrative Transportation Approach

As consumers enjoy watching movies for many regstiss paper takes an existential-
phenomenological perspective to discuss movie eopsan as holistic private lived
experiences. By using interactive introspectio, ttho researchers examined their own
individual private consumption experiences with theently released moviato the
Wild (US 2007) as a complex tapestry of interrelateddofs. The introspective data
indicates that a consumer’s personal engagemehnttétmovie narrative, its characters

and underlying philosophy is of particular impoxtarior one’s enjoyment of the movie.
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This allows for and even enhances the consumengdeary feeling of complete

immersion into the movie’s imaginary world.

4.3.1 Introduction

For more than a century, consumers all over thddwmaive enjoyed watching movies
for many reasons that can range from mere shorn-tmtertainment to the personal
experience of complete immersion into the movieratave (Green et al. 2004) and
identification with its characters (Cohen 2001)t,Yaecloser review of the literature on
movie consumption indicates that we still lack B funderstanding of how an ordinary
consumer experiences the consumption of movieswdrat subjective contribution it
makes to one’s quality of life. This scant attentinay have resulted from marketing’s
primary interest in the economic dimensions of reaa@nsumption, where the focus is
often limited to box office performances or theesaand rentals of DVDs in specified
markets (De Vany and Walls 2002; Hennig-Thuraul e2@04; Ravid 1999). In doing
so, movie consumption is usually reduced to theenperrchase of individual tangible
media formats (Basil 2001; Krugman and Gopal 19@iher than investigated as the
actual consumption of movies as intangible brandeémselves (Wohlfeil and Whelan
2008Db). In film studies, on the other hand, redsans seek to explain the effects of
movies on their audiences by means of audiencesnssptheory (Mulvey 1975;
Phillips 2007). This involves trained expert vieweadiscussing in theory how an
imaginary, idealised viewer would respond to mdexs and the cinematic experience
by assuming probable motives, expectations and pnowledge (Hirschman 1999).
However, a synthesis of ideas from psychoanaliisgistics, semiotics, Marxism and
feminism has hereby created the image of a pass@wer, who is vulnerable to the
manipulative qualities of the cinematic experieriB&illips 2007). Moreover, expert
viewers have often discussed suspected audiengensss as a means to advance their
own political-ideological agenda (see Mulvey (19@5)an excellent example).

A very different approach was recently taken by Wohand Whelan (2008b), in
which one of the authors observed introspectivetyown experiential consumption of
the moviePride & Prejudice(UK 2005). While they identified a complex tapgsif

interconnected factors contributing to a consumen@vie enjoyment, they found a
consumer’s personal engagement with the film nagaand its characters to be of

particular importance and provided thereby evideiocethe applicability of narrative
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transportation theory (Gerrig 1993; Green and Br@0k0) to movie consumption.
Though primarily applied to reading, this theoryggests thatenjoyment can benefit
from the experience of being immersed in a nareatworld through cognitive,
emotional and imaginary involvement as well as frtime consequences of that
immersion which include emotional connections with charexteand self-
transformations (Green et al. 2004: 311). Trangpiort is hereby seen as a process by
which the consumer actively seeks to be taken afn@y one’s everyday life into
different narrative worlds, where one could expwee a different self and engage
empathetically with media characters like real fde (Gerrig 1993). This private
engagement is further enhanced through out-of-tetértextuality by which the
consumer connects the movie to one’s own persdaaxperiences (Hirschman 2000a;
Wohlfeil and Whelan 2008b). In a recent study, Argb al. (2008) found that
consumers’ immersion into melodramatic narratives/be dependent on the level of
fictionality, whereby females tend to empathise en@adily with narratives that feature
factual contents, while males prefer to lose themselvesarratives with highly

fictional contents.

But similar to previous studies (i.e. Green anddBr@000; Rapp and Gerrig 2006),
their hypotheses were only tested within laboratxgeriments, where the staged and
artificial setup had little resemblance to conswhegal-life experiences. The findings
also contradict Wohlfeil and Whelan’s (2008b) isfpective data, which provide clear
evidence that the male researcher empathised aeul identified strongly with the

rather factual narrative and characters Rride & Prejudice (UK 2005). Hence, the

question remains whether there is any evidencettizste findings on transportation
theory would reflect consumers’ real-lived moviensomption experiences. Taking an
existential-phenomenological perspective (Thom@@®7; Thompson et al. 1989), this
study therefore aims to provide alternative insghtto consumers’ holistic movie
consumption experiences. As both authors happéee tuf different gender, come from
different cultural backgrounds and live in differ@ountries, we will compare, examine
and discuss our own individual private lived congtion experiences with the recently
released moviénto the Wild(Dir.: Sean Penn, US 2007) and how we connected th
movie to our personal life experiences by usingrauttive introspection (Ellis 1991;
Wallendorf and Brucks 1993).
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4.3.2 Methodology

In order to truly understand movie consumption asadistic phenomenological
experience from an insider perspective, the foasstb be on the consumer experience
in the way it presents itself to consciousness ([@&erPonty 1962; Thompson et al.
1989). Subsequently, we used a research method rkremsv subjective personal
introspection (SPI), which is axperiential, private self-reflection on joys ararews
related to consumption and found in one’s own elayyparticipation in the human
condition (Holbrook 1995: 201). This method has an advantafellowing the
researcher for an easy, unlimited 24-hour access timsider’s lived experiences with
the investigated phenomenon without having to Weesith ethical concerns regarding
the informants’ privacy (Brown 1998b; Gould 2006blpwever, this also means that
we now have to disappoint all those readers whe w&pecting to find hard, scientific
data obtained through hypothetical-deductive methdaistead, we followed for this
study an approach that could be broadly descrilsedni@ractive introspection and
involves gaining illuminative subjective insightsraugh comparing, contrasting and
interpreting introspective essays (Ellis 1991; &atin, Brown, Stevens and Maclaran
1998; Wallendorf and Brucks 1993).

As it happens, both authors are of different
gender and live in different countries. The
first author is female, in her 20s, Algerian,
lives in Southern France and is for the |

purpose of this paper referred to as the INTO THE WILD
female viewer (FV). The second author is
male, in his 30s, German, lives in the South
of Ireland and is now referred to as the male

viewer (MV). Both researchers wrote

independently from each other an extensive 142

introspective essay on their personal /i
experiential consumption of the movieto ,
the Wild(Dir.: Sean Penn, US 2007), whic

by coincidence, they have both watchg

recently. Based on Jon Kracauer’s bestsellidgoto 3: Into the Wild Poster (courtesy

book, the movie retells the true story of of Paramount Vantage Inc.)
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Christopher McCandless, a young college graduatedeicided to abandon his worldly
possessions and leave his perfectly planned oetbéhind in order to escape the
trappings of a society he despised by experieneatgral life in all its immediacy in the
Alaskan wilderness. While his journey and view da touched a number of people
along the way, his romantic idealism ultimatelydeao his doom at the unforgiving
hands of Mother Nature. We then exchanged the tggsays and each researcher
compared and analysed them for both common emindbeand individual differences
(Thompson 1997). Finally, we compared our two peasanterpretations of the
introspective essays for similarities and/or d#gfeges and summarised them
accordingly (Gould 2006b; Patterson et al. 1998).

4.3.3 Major Findings and Discussion of the Data

The thorough analysis of the introspective dataiolkd from our personal holistic lived
experiences of consumirigto the Wild(US 2007) has revealed some very interesting
findings. For both viewers, the essence of ourgtevmovie enjoyment was the arousal,
pleasure and emotional stimulation obtained frone thinematic consumption
experience (Holbrook and Hirschman 1982) rathem tfilom maximising some
ominous economic benefits (Basil 2001; Eliashberd) 8hugan 1997). However, while
a tapestry of interrelated factors contributed h® toverall movie consumption
experience, both viewers experienced the strongopal emotional engagement with
the movie narrative and our subsequent abilityose lourselves mentallpto the Wild
(US 2007) as essential to our enjoyment of the moVhis confirmed Wohlfeil and

Whelan’s (2008b) earlier findings, as evidencethmfollowing extracts:

In terms of the lead character Chris, my relatiapskvith him changed
several times over the film. At the beginning, dlided him because he
appears to be another spoiled, rebellious and stupch kid that feels
himself to be totally misunderstood. Then, when family history was
revealed | started to understand his motivationd amen empathised with
him in his search for a better, more harmonic biesed on love and mutual
respect. | even understood when he failed to gralfifst opportunity. After
all, I have failed to notice a few times as weditteverything | was looking
for was directly in front of my eyes and | just hadake it, but | was too

scared or too stupid to see it. However, after bhei@usly knew that he has
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found what he was looking for in the flesh rightront of his eyes and feet
and still left to fulfil a naive, romanticised fasy, then | thought again
“what an idiot!” (MV)

“Into the Wild’ left me sobbing like a baby; | would go as far @ssay
uncontrollably — Thank God, | saw this alone and the darkness.
Regarding the character, one scene that stands iouparticular is
McCandless killing a moose. It both vividly illLekes an intimate aspect of
living in the wild and provides an almost existahthoment-to-moment take

on the newly discovered aspects of the chara(f&f)

The story itself is an incredibly important one.eE\had that feeling of
wanting to abandon your existing life and livingecstep closer to nature? |
can’'t deny being touched by the relationships thakander (Emile Hirsch)

makes on his travels and | was haunted by imagédextander desperately
trying to get food in the Alaskan wilds, in partau his efforts with a

moose. This was storytelling so good it could brymgy to tears. | was
convinced as to touching the nature of Christophlestander (FV)

It was a captivating movie experience and | belithat it is one of those
movies that you can watch over and over again amchdime you will
discover something new and different. It's alsalloh going on a journey of
self-discovery yourself each time you watch tha.fiMy relation to the
characters differed. | didn’t really identify witlanyone of them, but
empathised strongly with the hippie couple (CatmerKeener and Brian
Dierker), Ron Franz (Hal Holbrook) and even Caridut the latter could
be influenced by my admiration for Jena Malone hs #ctress who
portrayed her(MV)

Both viewers also experienced an equally intengevel of immersion and empathy
with the factual movie narrative. Thus, the intresove data would contradict Argo et
al.’s (2008) prediction that a consumer’s ability émpathise with melodramatic
narratives — whether factual or fictional — woulsldetermined by one’s gender. In fact,

the data would contradict the suggestion that sswmer’s ability to immerse in and
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empathise with a melodramatic movie narrative wdogddetermined by any of the
common socio-demographic variables such as agejcéth nationality or cultural
background. But while its intensity may appearecsbnilar, we discovered nonetheless
some interesting differences in each viewer's aostoaf our private lived movie
consumption experiences, which influenced the eatfrthe personal transportation
experience and, hence, warrant a closer examinaiitdmugh both viewers agreed that
each of our privaténto the Wild(US 2007) consumer experiences started with alsear
for relevant information across similar media (neagazines, IMDb, websites, TV or
YouTube) long before actually watching the movie time cinema, the type of
information we sought and our underlying motivasida do so differed significantly:

Once a couple of years, there comes a movie thiadtis unapologetically
soulful and offers a gentle philosophical take o® @f the timeless myths
and human tendencies. ...The first time | heard altbatfiim was in
January 2008 in a French TV talk show. | decidetei’n more about the
movie by looking for information on the Internet.l.ensured myself of the
quality of the movie by gathering much information the story, the
character, the moviemaker Sean Penn, magazinecismis; comments
comparison between French and English websitesadufition, | checked

for the box office of the English media on Yahoo (J%/)

My interest and experiential consumption of thisvimoactually started
already as early as October 2006, when | read inirgerview with Jena
Malone in Mean magazine that it was just beingdiim.As it so happened,
in this article she talked not only about her thregent film release “The
Go-Gettet and her increasing interest in expressing herseif self-
produced music and short films, but also that sloelld/ soon starting to
film “Into the Wild’ with Sean Penn. Jena Malone then vividly rechitsv
she had accidentally hung up on Sean Penn wherhbeep her at home
near Lake Tahoe to cast her, because due to a tdefeconnection she
couldn’t hear him and thought it was an obscené takally loved the way
she told the story during the interview...In Septen2@)7, the movie
trailer of “Into the Wild appeared on YouTube. Without hesitation | used

YouTube Catcher to download the trailer. Not tHa trailer was giving
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much away, but it definitely stimulated an appefite more in me....Jena
Malone being in the movie was enough reason fortonenust see it

anyway!!! (MV)

As it turned out, the male viewer is the self-castd fan of a movie actress and much
of his interest in the movie, subsequently, sterosnfher involvement in the movie
production. In fact, he became only aware of thevim@s a result of reading an
interesting interview with her. Furthermore, mudlnis information search was directly
associated with the actress, such as catching gmpf her in the movie trailer,
downloading video clips of her interviews or photdsher at the movie premiere. The
female viewer, on the other hand, had no fan-rélatierests and learnt only by chance
about the film in a TV show. Her search for infotroa about the movie was driven by
her awakened interest in its mythological narrati\téirschman 2000a), the true
background story and the lead character’s philosapideals, which haveouchedher
emotionally. The movie, nevertheless, has also anedt in her an admiration for the
leading actor Emile Hirsch — though her perceptidrhim blurred increasingly by

merging his off-screen persona with his on-scréemacter.

Emile Hirsch gave the best performance of his cameed he literally

carried the whole movie on his shoulders....| shatesl same values as
Emile Hirsch who goes on to display a person, whgdlfless and whose
goal is simply to go somewhere where he can liaegfelly... Throughout,
it was Emile’s smiles and caring advice that seerhd constant reminders
to me to have hope, to believe that there’s motelmre than the rat race

we’re so wrapped up i{FV)

As a result of those different individual motivate for watching this movie, both
viewers also differed in our personal engagemerih \ihe movie’s melodramatic
narrative and the characters as well as in theweasgctually lost ourselves in the movie
experience. As is already evident in the earlidraets and confirming Wohlfeil and
Whelan’'s (2008b) earlier findings, the male viewengaged very closely and
emotionally with the individual characters in thevie — a response that most previous
literature only ascribed to female audiences. @atl®99) and Cohen (2001) argued
that personal engagement with literary charactads their stories in novels can take
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with increasing level of immersion broadly threfetent forms. On the weakest level,
a consumer merely sympathises with the characterkedls with them) as a side-
participant who likes them. On the next level, tensumer feels empathy for the
character (= shares the character's emotions) Becafuperceived similarities to one’s
own private experiences. Finally, the consumertiflea with the character (= feels the

character’'s emotions as one’s own) for the momiemtes to an actor playing a role.

While sympathising with the parents in their deaperbut fruitless search for their son,
the male viewer empathised during his movie consgiomxperience strongly with the
hippie couple, Ron Franz and Chris’s sister Carih@wvever, much of his empathy for
her may result from his admiration for the actréssa Malone, who portrayed her. On
the other hand, though he didn’t directly admitittothere is also evidence that his
ambivalent emotional engagement with the lead dbaraChristopher McCandless is
more than positive and negative empathy, but in &&form of identification (Cohen

2001). Indeed, the use of out-of-text intertextyafiVohlfeil and Whelan 2008b), by

which the male viewer connected Christopher’s erpees on screen with his personal
life experiences, suggests that the character'sehai idealism, motives and even
foolishness served as a mirror through which thdemaewer relived his own

experiences.

While Chris moves on and meets a kind couple gidspCatherine Keener
and Brian Dierker) with their own sad backgroundrsgtof a lost son, we
can see in flashbacks behind the facade of the KMdléas family life. His
father is a career-minded individual for whom hasnily is more or less a
necessary status symbol... Chris and Carine are stamly caught up in
the middle of [their parents regular] fights or @veecipients to the fighting.
More and more | was beginning to understand theivatbn behind
Chris’s actions. His journey wasn'’t really the egpsed statement of an
over-ideological kid, but a desperate attempt afapeng from the white
suburban middle-class society that his family repreed(MV)

And | could fully empathise with him now, as | atemght myself to escape
desperately from a (lower working-class) living eamment | was growing

up in and deeply despised... Most of the time, Iteldswhat | couldn’t do
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and any dream, creativity or ambition for experiggcand doing something
different, something that matters, was cruelly glgered [by parents,
teachers, career counsellors] right from the starinstead, | ended up
working in retailing for years. In all those yeamsovies provided me with
the only source of escape and the only source syination — like Jack
London novels did for Chris McCandless. | needegetoout.. (MV)

Interestingly, the female viewer did not really gathise, empathise or even identify
with any of the characters as such. In taking araiperspective, her transportation
experiences were instead based on her personaj@ngat with the lead character’'s
(and, thus, the story’s) philosophical view on lwmgkfor the human condition and the
meaning of life in modern Western societies rattien with his person. Thus, the
female viewer seemed to empathise or even idefdyself essentially with the

presented ideals by connecting them through otgdfintertextuality with her own

personal ideals and philosophical views — an aspit the literature on narrative
transportation theory has overlooked so far, butildiavarrant further, more detailed

investigation at a different occasion.

The mission of Christopher seemed to be showingatheome point a long
time ago, we got so far from what it’s really allpposed to be about. He
lived by example in showing that the best wayyddrfigure out, where we
went wrong, would be to go back to when man livethe wild, surviving
only on his wits and his instincts. At the endniele the ultimate sacrifice
trying to figure out the answer for us — and he didhat we are social

beings, who need companionship and society todlly feappy.(FV)

| think that_Into the Wilds a gentle mediation on the poetry of the road an
the extent to which personal philosophy is coloubydour own bruised
sensibilities (some people don’'t feel they desewebe loved, says
McCandless to the ageing hippie at one point) amgedto be free,
primarily free of emotional attachment to peopleexplores the thin line
between idealism and escapism, freedom from amEbnasbility to others,
and the degree to which our tendency to sleepvimbtiugh our choices can

sneak up on the ideal of living in the wild farfrdhe modern societ{V)
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However, despite our different motivations for wag the movie and, subsequently,
the different nature of our personal transportagaperiences withinto the Wild for
both viewers watching a film is like being in a a@ine@ where we can enjoy the peaceful
moment of losing ourselves into the melodramaticatee for awhile. Hence, both
reviewers engaged in a certain routine of additi@mmmsumer behaviour to enhance
their movie consumption experiences in advance. fEBneale viewer, for example,
discovered that the film was not shown in her lataéma, so that she had to carefully
plan for a 1 hour train journey to the nearby citythe weekend, where the movie was
actually screened. In order to make the trip wohitey she decided to meet up with
friends and to go shopping, which she arrangedrnardiermain event- the cinematic

movie experience.

| learnt that “Into the Wild had only been released in Poitiers, which is an
hour journey away from the town I live in. | dedd® go there on the next
weekend to watch the movie and to spend some ftittneny friends there.
Before booking my train tickets, | first phoned theema to enquire about
their time schedules for showing Into the WildThe next weekend, |
arrived on the morning to have lunch with my frisrashd do some shopping
in the area before going to the cinema. But | ditl sk them to go with me
to the cinema, because | preferred to be on my amdhnot to share the
movie experience with them for the simple reasanlttidn’t want to listen
to other people’s troubles, but to lose myselhmithovie’s story(FV)

The male viewer also faced the difficulty that fiilen wasn’'t screened in a cinema
nearby and had to consider a 50 minutes bus twartts to a multiplex further away or
to wait for the DVD release. Fortunately for hinetlocal arthouse cinema was
showingInto the Wild(US 2007) four weeks later and he chose this opiothe end.

But this also turned out to be an advantage, aprhters the more personal and
intellectual atmosphere of arthouse cinemas in comparison & tf modern

multiplexes, which he perceives to be noisy, comirssd and disrespectful to film as
an art form with theiblockbuster & popcorn dietinterestingly, both viewers had in
common that we prefer to watch movies on our owth mot to share the experience
with others. Though this doesn’t necessarily mdet tve won’'t sometimes (but not

always) discuss the movie with friends afterwart)s joth of us simply feel that
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watching the film together with friends would onlyite the danger of continuous
comments or chats about private matters that magupl or even prevent us from
enjoying our transportation experiences. In fad,experience all disruptive influences
on our movie enjoyment, which also include late-eosn talking audience members,
chatty teenagers and noisy families with kids ragnwild around, simply as quite

annoying and frustrating.

I know only to well that many people decide to@the cinema on a rather
short notice and then often choose the respectioeieaon the spot — a
regrettable habit that has probably emerged frome tise (and partial

monopolisation) of the multiplexes and their brasd blockbuster &
popcorn diet — but I'm not one of them. ... The gty about Kino [an

arthouse cinema] is that it is visited by an olderd more intellectual

clientele, which means that the chance of beingosuded by consistently
chatting teenagers, running kids and permanenttgrmpting insensible

families, which has become such a common and amgojeature

experience with the multiplexes, is close to zéitee diet of independent
movies is anyway beyond their interest and intaligchorizon. Thus, the
chance to genuinely and truly lose myself in thevienavas quite good.
(MV)

However, the movie consumption experience didndpsfor both viewers with

watching the movie in the cinema. Instead, botluofengaged in efforts to transform
our temporary, intangible movie experiences intogtale objects to prolong our
enjoyment of the movie, its melodramatic narratarel its atmospheric audio-visual
impression on our minds. Therefore, each of us medth our movie consumption
experience by purchasing movie-related items andma@dising such as a CD of the
soundtrack, an original cast-signed movie posteoyvien stills and, maybe most
important of them all, the movie itself on DVD. Tlerall aim of this kind of

consumer behaviour enabled both viewers to expszieghe movie enjoyment either
once again and/or to provide clues for remembeoing's feelings from watching the

movie for the first time.
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The film went around in my head for days. | puregth®n eBay this
autographed movie poster, which was personallyesigioy the entire cast,
to decorate the wall of my office directly over desk. It still hangs there.
In the meantime, | also bought on eBay the offipralss booklet for $2.99.
And | placed already a pre-order on Amazon.comtlier region 1 double-
disc DVD pack of the film, which will be released 4' March 2008. The
region 2 DVD will be released in the UK one wedkerland | hope it will

also be available in Ireland, because | intend try lt for my collection as
well. (MV)

| was interested in the awesome movie soundtrackngd the Wild* as
well, which was so beautiful and so touching. Eddeslder of Pearl Jam
was simply brilliant and deserves an Oscar for #@fi®rt. All the songs are
just so powerful and bring back the deep emotimmfrthe movie. It's
simply amazing how Eddie Vedder wrote songs thapdifectly with
Christopher McCandless’s story. However, | did kiobw the singer, but |
knew how to deal with this problem. Indeed, I'veagdhrough the same
research process in relation to “Blood Diamdnich order to identify the

singer’'s name on the Internet. Of course, my prymaterest was to check
for a free video on YouTube and, then, to buy thendtrack on CD,

because it remembers me of the movie — even #stanittle bit expensive.
(FV)

As can be seen from the last extract, the souridohithe movie served to enhance the
nature of the female viewer's experienced immersiaa the movie’s melodramatic
narrative based on her identification with the préed underlying philosophy on the
human condition. Yet, not only had the musical stttack provided her with this kind
of stimulation, but also the impressive and capitigacinematography of the Alaskan
wilderness, which fascinated and drew her literafifo the narrative. Urry (1990)
proposed that, as an individual chooses to gaz@ apspecific place, anticipation is
sustained through a variety of distant non-toyisictices, such as films that construct
and reinforce the gaze. In recent years,libk of the RingSrilogy andWhale Rider
are known to have increased public awareness amdrtte among international tourists
for travelling to New Zealand. Hence, by watchlntp the Wild(US 2007), the female
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viewer experienced in her the growing desire tat We shown landscape of Alaska in
its natural beauty and purity herself as a towrst day soon, which also stimulated an

interested search on information about Alaska.

After watching Into the Wild, my interest in visgiAlaska has intensified. |
was inspired to visit some of the locales and laadss featured in the film.
| learned about Alaska through the movie and | wasitively influenced by
the beautiful areas in the US displayed in “Inte Wild’. (FV)

4.3.4 Conclusions

The study’s findings clearly prove that movie emumnt should be understood as a
private lived consumption experience that depemda bolistic tapestry of interrelated
factors and, subsequently, should be studied ireintire complexity. In line with
previous studies, we found that an individual’'sspeal emotional engagement with the
narrative, its characters and underlying philosgplizich allow for the temporary
immersion into the movie’s world, is of particulamportance for one’s movie
enjoyment. The level and nature of a consumer’'®e&pced immersion into the movie
narrative is determined less by age or genderblutne’s very private motives and
interests. The managerial implication of these ifigd is for film producers to stop
heeding the calls of consultants (i.e. De Vany Whlls 2002; Eliashberg and Shugan
1997) for mass-produced, family-friendly, made-bgnslard-formula movie packages
that serve the smallest common denominator. Becamsgumers would like to enjoy
the feeling of losing themselves in the movie comgtion experience for a diversity of
personal and intimate motives, the narrative hasdochallenging and stimulate
personal engagement from a variety of differeni@sngrhis would require each movie
to be created again as a unique artistic produtterathan as an interchangeable
commodity. The point seems to be supported in qdar by the recent global success
and the growing popularity of both independent §ilamd world cinema movies that
tend to provide audiences with unique, interestingplving, challenging and much
more demanding narratives than Hollywood’s cursganhdardisecand family-friendly
blockbuster-diet. Moreover, after losing their feanelitist image, arthouse cinemas and
film-clubs are becoming increasingly popular al&gives in Europe to the multiplex
cinema chains, which are often the vertically-inéégd exhibition divisions of the

major Hollywood studios (Kerrigan and Ozbilgin 2002004). Maybe, instead of
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following the advice of accountants and consultatite time has come for film
producers to listen once again to real consumeis sw and why they enjoy watching

movies in order to understand what movie consumpsigeally all abourt...

4.4 Paper 3 —‘The Book of Stars: Some Alternative Insights into Celebrity

Fandom

While consumers have had a keen interest in thé&snand private lives of celebrities
since the dawn of the Hollywood star system in ¢aely 1920s, some consumers
experience a significantly more intensive leveinbérest and admiration for a particular
celebrity and, subsequently, become what are corynkoown asfans However, scant
attention has been paid to how the relationshipvéetn fans and celebrities expresses
itself in everyday consumer behaviour. This papsr taking an existential-
phenomenological perspective to discuss fan bebawas a holistic personal lived
experience from a fan’s point of view. By using jgalive personal introspection, the
lead author provides hereby insights into his pevared consumption experiences as
the fan of the young and talented actress Jenandalawhich were obtained and
recorded as contemporaneous data over a perio8 ofahths. In doing so, the paper
demonstrates how drawing on narrative transporati@ory may provide a deeper
understanding on the nature of celebrity fandone Jtady found that a consumer’s fan
experiences derive from one’s personal engagemghttiae celebrity’s artistic work
and public persona, which is essentially the corsismpersonal intertextual reading of
what s/he perceives to be relevant and reliableartedts.

4.4.1 Introduction

Since the dawn of the Hollywood star system in #aely 1920s, consumers have
always had a keen interest in the works and prilrags of movie stars (Dyer 1998;
McDonald 2000) and other celebrities. Indeed, thklip demand for celebrities is so
strong these days that movie actors, directorsjaians, athletes, novelists and models
have without doubt become an essential part ofemaryday culture (Gabler 1998;
Turner 2004). However, some consumers experiensgyraficantly more intensive
level of interest and admiration for a particul@ebrity and, subsequently, become
what are commonly known a®ns (O’Guinn 1991; Thorne and Bruner 2006) or
celebrity worshippergMcCutcheon et al. 2003). And I'm one of them! Ygsu have
read correctly! Ever since | bought by chance tMbf the movieSaved!(US 2004)
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back in April 2005, | have been the devoted fanthef young, attractive and very
talented actress Jena Malone, who features prynarilesser known, yet much more
interesting and challenging indie-movies suclbasnie Darko(US 2001),The United
States of Lelan@JS 2003) Pride & Prejudice(UK 2005),Four Last Song$UK 2007)

andInto the Wild(US 2007). But what is it exactly that attractsaadinary consumer

like me to become and remain the devoted fan obaieractress? What does the lived
experience of being the fan of a movie actressafyr other celebrity for that matter)
actually mean for the individual consumer? And hdees celebrity fandom express
itself in everyday consumer behaviour? Becauseethes very interesting questions, it
is quite surprising that little research has sodanght to address them. The current
study therefore aims to fill this knowledge gap fpviding some insights into a
consumer’s holistic everyday lived fan experienaéh a celebrity from an existential-
phenomenological perspective (Thompson 1997). Byngussubjective personal
introspection (Holbrook 1995), | describe and exsmihereby my own private lived
consumer experiences in becoming the fan of thressctlena Malone back in 2005. In
doing so, this research is not only looking for agwidence that either supports,
guestions or even contradicts previously held agsioms about fandom, but also draws
on narrative transportation theory to explain fae$ationships with celebrities.

4.4.2 The Dangerous Lives of Fans

Despite a growing body of literature recently bedgglicated to the study of fandom, a
coherent understanding of what actually constitédesiom is still missing. In fact, the
interpretation of what a fan is often seems to ighli dependent on the underlying
agenda of the researcher investigating the phenomafvhat is clear, though, is that
both academic literature and popular media haveeplafans consistently on the
receiving end of ridicule, negative stereotypingd d&rad press(Jenson 1992). As
desired, fans are hereby portrayed either as uagetlicmindless and tasteless numbs,
who are manipulated by the dangerous and contgolliopular mass culture (Fiske
1992; Gabler 1998; Sandvoss 2005), or as creatidesabversive rebels against the
corporate establishment, who poach and utilise cercia media texts for the creation
of new textual products (Jenkins 1992; Shefrin 200drner 2004). Some authors
viewed fans as members of neo-religious cults, wiwoship celebrities like gods
through shared rituals and the sacralisation oba@ated items within like-minded
communities (Belk et al. 1989; Jindra 1994; Kozn&B97; O’'Guinn 1991). Others
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described them as geeks and alienated, lonelylsogséts, who experience for various
reasons deficits in their social skills and netvgofidorton and Wohl 1956). While often
being intelligent, well-educated and highly sucé#lsat work or in school, in their
private lives these consumers feel lonely, rejected stigmatised especially by those
others, who may be less intelligent and creatiwé,nore privileged in terms of social
skills, status and/or physical attractiveness (Keta 2001). Fandom would, therefore,
provide a means of compensation and social interactvith similarly isolated
individuals (Jenkins 1992). Some social psycholsgieowever, have in recent years
set out to confirm sensationalist popular mediarespby portraying fans as cognitively
inflexible, dull and uncreative individuals (McChton et al. 2003) or, even worse, as
delusional, pathological-obsessive stalkers (McBeno et al. 2006). The choice is

therefore all yours!

Yet, despite their different perspectives, all thatudies have essentially two main
things in common. Firstly, previous research stidanly certain, moreextreme
subgroups of fans on special occassions such asT&tla Conventions, football fan-
clubs or fan-blogs (Jenson 1992; Kozinets 1997h&itson 2004) while paying little
attention to the ordinary everyday lived experienoé thenormal fan. Secondly, the
fandom literature focused either on the social dyisa and symbolic relationships that
consumers have with other fans within their resgectonsumption subcultures
(Jenkins 1992; Kozinets 2001) or on the mentakstat celebrity worshippers (Leets et
al. 1995; McCutcheon et al. 2003, 2006) insteaexgdloring the actual relationship
between fans and their objects of admiration. Tduswing on narrative transportation
theory (Gerrig 1993) may provide some explanatitméill the gap in the literature.
Though primarily applied to reading, this theoryggests thaenjoyment can benefit
from the experience of being immersed in a nareatworld through cognitive,
emotional and imaginary involvement as well as frtme consequences of that
immersion which include emotional connections with charexteand self-
transformations (Green et al. 2004: 311). Trangiort is hereby seen as a process by
which the consumer actively seeks to be taken afn@y one’s everyday life into
imaginary narrative worlds, where one could experea different self and engage
empathetically with media characters like real fide (Gerrig 1993). Wohlfeil and
Whelan (2008b) also found that the personal engagemwith the narrative and its
characters is further enhanced through out-ofiteettextuality by which the consumer
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connects the narrative to one’s own personal kfseeences. As Dyer (1998), Geraghty
(2000) and Turner (2004) viewed movie stars anérotelebrities essentially as living
textual images or human brands (Thomson 2006)nauwrner’s interest and admiration
for one’s favourite celebrity could be interpretesl a kind of losing oneself into the
factual melodramatic narrative (Argo et al. 200@ttis the celebrity’s public life. In
doing so, the consumer may sympathise (= feelintp)wempathise (= sharing the
feelings) or even identify (= feel the feelings}iwthe celebrity like a media character
(Cohen 2001; Wohlfeil and Whelan 2008b). After dllis extremely unlikely that we
would ever get to know the real, private personirizelthe public image in the media
(Dyer 1998).

4.4.3 Into the Wild (or Methodology)

In order to gain truly some holistic insights ir@acconsumer’s personal everyday lived
fan experiences with one’s favourite celebrity, tmmsumer should be given a voice
(Stern 1998) by focusing from an insider perspectim the consumer experience in the
way it presents itself to consciousness (MerleanP®©962; Thompson 1997). But in
taking an existential-phenomenological perspectivedso have to disappoint all those
readers now, who are expecting to find some harignsfic data obtained through
hypothetical-deductive methods. Instead, | userdroweersial research method known
as subjective personal introspection (SPI), whigham extreme form of participant
observation thafocuses on impressionistic narrative accounts & writer's own
private consumption experienc@dolbrook 2005a: 45). The major advantage of this
method is that it allows the researcher for an easyimited 24-hour access to an
insider’s lived experiences with the researchechpheenon without having to wrestle
with ethical concerns regarding the informantsvacy (Brown 1998b). Therefore, |
will provide some introspective insights into my mowprivate lived consumption
experiences as a fan of the actress Jena Malonerelash | collected three types of
introspective data. My lived fan experiences inpgreod from April to September 2005
were collected as retrospective data in a 36,00@svessay, which was written in
September 2005 to describe how | became a JenanMdsn. My everyday lived
experiences as a Jena Malone fan froi $&ptember 2005 to 31December 2006
were then collected as contemporaneous data Wigledccurred in real time to ensure
a high degree of data accuracy. Contemporaneorssjgctive data field the unique

advantage of providing a large pool of emotiondahdhat would be inaccessible to any
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other research method that is based on retrospaetball or pure observation and, thus,
inevitably lost forever (Wohlfeil and Whelan 20088 ensure data accessibility for
external review, | have recorded the data systeaiatj unfiltered and on the spot in a
specifically assigned diary (Patterson 2005). Italtol collected more than 150,000
hand-written words as raw contemporaneous datadioneneutical analysis. Due to the
limited space, the following short essay providebriaf snapshot into a consumer’s
early fan experiences with a focus on some intexgsnsights that have emerged
iteratively from the introspective data recorded2@05. The reader may hereby be
reminded that the emphasis is placed less on tt@leetion of factual behaviour but

more on the everyday lived experiences (i.e. peivfaelings, thoughts, fantasies and
daydreams) as THE essential elements of the faeriexge. My co-author reviewed

the diary separately to ensure that both the essdyts interpretations truly reflect the

recorded data.

4.4.4 Confessions of a Jena Malone Fan

As | said earlier, it all started back in April Z§0wvhen | bought by chance the indie-
film Saved!(US 2004) in a 3-DVDs-for-€20 sale. | can’t readxplain why, but |
simply had this sudden urge creeping up in melthaid to own this particular movie.
And it has become one of my favourite movies eusred Moreover, from the very first
moment | watched it, | was absolutely blown away bgna Malone’s acting
performance in portraying the lead character Mamyn@ings — a good Christian girl
who tries to save her boyfriend from being gay hgreicing her virginity, but gets
pregnant as result and is, subsequently, ostra@gadtly by those, who preach the
Christian values of love, tolerance and forgivenddéthough | have to admit that | was
attracted to her beautiful eyes, her charming siuilé her natural beauty, | was also
totally captivated by her believable, natural agtperformance and simply had at once
to watch the DVD for a second time. But this tirhewitched to the commentary of the
leading actresses Jena Malone and Mandy Moore.e\Nhlistened to Jena Malone
explaining how she developed her character anthtabout the context of particular
movie scenes, | became even more fascinated byNotronly is she pretty and an
extremely good actress, but she also seemed tm lxaeptionally interesting, smart
and surprisingly mature young woman. Surely, ther@ways the danger of mistaking
the actress with her role — unless you have seemlzevariety of other roles. For me, a

really good actress is therefore one, who makels eber characters appear to be real
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and believable and who manages through her perfarenhat you enjoy watching even
those movies that you would have never watchedretbe. Because only a few
actors/actresses would meet these criteria, | wantao | needed — to find out more
about Jena Malone as a person and actress assmellveatch other movies with her.
Hence, | started to browse the Internet for angrmition that | could get my hands on.
Except that | could hardly find any at all! Whileere are hundreds of sites and articles
for virtually any single talented and more oftentalented wannabe celebrity on Earth,
disappointingly little was available on Jena MaloNenetheless, on IMDb | found out
that Jena Malone, at the age of 20 back then, lmaddy featured in 20 movies, 3 TV
soap guest roles and one audio recording of arthgday®. Armed with this list, |
started over the next weeks to buy the DVDDohnie Darko(US 2001),Stepmom
(US 1998) CheatergUS 2000) The Dangerous Lives of Altar BofldS 2001) andLife

as a HousdUS 2001). As | could empathetically relate tolea€ her characters as if

they were “real” people, each of her movies thatatched convinced me more and
more of her exceptional talent as an actress arr@ased an inherent desire in me to
acquire ALL her movies for my private collectionutBthat was easier said than done,
when | soon discovered that most of her movies loabg been released in the US as
region 1 DVDs, but not as European region 2 DVD#&ilgvin the past this would have
been the end of my efforts, this time | startedldok desperately for suitable
alternatives until 1 could replace them with a merétable DVD release. Finally, |
purchased an external DVD drive, which | lockedbimégion 1 to watch those US
DVDs that | bought on Amazon or eBay. All the timalso felt this strong desire to
learn more about Jena Malone as a person. Henan Wwhncovered Rommelmann’s
(2000) well-researched article on the Infotrac das&, | was (and still am) absolutely
fascinated by what | learned about Jena Malonesgoal background and my

admiration for her increased significantly.

Jena Malone was born on 21-11-1984 at Lake Taheeadd, as the unplanned result of
a one-night stand and spent most of her childhaodigg up in the poverty of trailer

parks. With her single-mother being a strugglingyess in an amateur theatre, Jena
wanted to be a performer from early on and respbrdea 10-year old to the ad of an

acting school. While this acting school turned taube a fraud, she, nonetheless, caught

'8 By spring 2008, Jena Malone, now aged 23, haadyretarred in 27 movies, 4 TV soap guest roles, 2
movie voice-overs, one audio recording of a theplag and played in 2006 for 6 months on Broadway.
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the eye of Beverly Strong, an influential agentcsglesed in child actors, who signed
her on the spot for International Creative Manag#nasd became also her personal
manager. What impressed me most was that, evem as-gear old, Jena preferred (to
her managers’ frustration) to feature in those fiirojects that were dear to her heart
rather than in commercially promising blockbustéreus, Jena turned down roles in
Air Force Oneor The Parent TragLindsay Lohan got the part instead) to play tel

characters irBastard Out of CarolingUS 1996),Hope (US 1997) ancEllen Foster

(US 1997), for which she received critical acclagome film awards and a Golden

Globe nomination. But life in Hollywood didn’t turout to be that glamorous for Jena
and her mother. Because her mother was requirddvibyo be present on set all the
time, she couldn’t work herself and Jena becamestie breadwinner. It also meant
that Jena received only home-school education -ugthoconcluding from her
interviews, she seems to be very well read! Butstvof all, her full income was taxed
at 45%, although 25% of her gross salaries werealed as fees for manager, agency,
etc., and production companies were required byg@os law to pay 30% of child
actor salaries into blocked trusts, which only lmeeoaccessible at the actor's™8
birthday (Rommelmann 2000). Thus, Jena was lefh wérely 11% of her salaries to
live on. Finally, faced with a bill of $150,000 back taxes and near bankruptcy, Jena
filed with 14 for legal emancipation from her mathahich was granted at her 15
birthday, in order to work legally like an adultcato access her blocked trusts to pay
off her debts. Since then, she is managing her caveer without interference from
others, which also included firing her manager attters, who had profited from her,
and switching to United Talent Agency, who offemadch more favourable fees and
absolute creative freedom (Cohen 2002; Rommelmad®0)2 Furthermore, Jena
focused on portraying complex young female characteith real problems in
challenging and artistically creative independelm fproductions (Miller 2006). She
also refuses to do glamour photo shoots that worddent girls with false beauty ideals
they could hardly fulfil and only make them feehdaquate(Rems 2004) and, in
contrast to other young celebrities, shunned tlaengtous LA party life by moving

back to Lake Tahoe, where she felt happy as a (Gathoun 2003).

| was really impressed by her life story and how shanaged to stay true to herself
despite her young age and the economic as welea®mpal pressure she was under. |

felt, somehow, inspired by her. Back in Germanglsb grew up as one of those latch-
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key kids in adisadvantagedworking-class neighbourhood. Fortunately, my ptren
were among the very few, who were employed andeglaenregular income, which
allowed us to move to a better neighbourhood wheras 12. Furthermore, because
movies have always provided me with a mental mednsscape, | wanted to be an
actor as well and even joined the drama socieschool. But due to my poor grades,
my parents insisted that | had to focus onlypoactically relevantsubjects and made
me quit. To be fair, | wasn't probably talented eglo to succeed as an actor anyway.
Still, there was always something missing... Yeatsr|ahe movieDead Poets Society
inspired me to go to university and become a lectinstead. While reading now Jena
Malone’s life story, | have the deepest respechfarand how she succeeded against all
the odds in doing what she wanted to do. She ionlkyt extremely talented, but also
managed to resist all the temptations of glamowntydife and the commercial
exploitation of the Hollywood machinery without ing her personal integrity. As |
said, quite an astonishing achievement for a yoacigess! And | was absolutely
fascinated by Jena Malone, because she doesritiefitypical celebrity life-style of
glamour and scandal - probably that's why the med&ms to ignore her. Instead, | like
her as the normal person | perceive her to be alither positive and negative qualities.
Subsequently, | also started to collect photos fiesta Malone has personally hand-
signed, which have by now become my most-valuedstnes, as they somehow

represent her physical presence in my life.

4.4.5 Hope (or Discussion)

Although the introspective essay only covered tingt imonths of my private Jena
Malone fan experiences, | will discuss now one rggdgng insight that emerged
iteratively from the data by drawing on narrativensportation theory (Gerrig 1993).
While previous studies viewed fandom mainly as gbeial interaction between like-
minded fans within consumption subcultures (Jenkl®92; Kozinets 2001), the
introspective data clearly shows that my persoaal dxperiences and any subsequent
consumer behaviour focused exclusively on my ematiattachment to Jena Malone
herself. In fact, during the entire 15 months df-ebservation, | have never shown any
intentions to share my admiration for her with eshand preferred to enjoy it just by
myself. Although sexual attraction surely playedimitial role in my interest in Jena
Malone, there is clear evidence that my continattgchment to her derives from my

personal engagement with her artistic work as aress and her public persona (Dyer
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1998; Geraghty 2000). However, as I'm unlikely teereget to know Jena Malone in
person, my impression of her personality is esabytian intertextual reading of
relevant andreliable media texts (i.e. articles, interviews, etc.), vely especially
those aspects of her personal life-story are enigddhshat resonate strongly with my
private life experiences, ideals and dreams andhsexquently, strengthened my
emotional attachment to her. This process of iattipn and projection (Gould 1993)
allows for the feeling oknowingthe celebrity like a friend, whose career and life
choices are then followed empathetically as if sitas a media character in an ongoing
melodramatic narrative (Argo et al. 2008). For eglanl empathised with her in how
she handled even so maturely at a young age alptbielems she had to face and
admired how she developed into such a smart, miderderesting personality without
ever losing her personal integrity. Yet, contradgtDyer’'s (1998) thesis that fans
would admire celebrities dmwless superiorhuman-beings, whose image is consistent
across their on- and off-screen persona, my endtiattachment to Jena Malone
actually derives from viewing her as rormal girl with all her strengths and
weaknesses. My admiration is also based on helbiliéx as an actress to portray a
diversity of characters that also differ from hdi-sctreen persona. But my feeling of
empathy for Jena Malone is further enhanced bygngan out-of-text intertextuality
(Wohlfeil and Whelan 2008b), whereby | linked hargonal life-story with my very
own private life experiences to an extent whereenepartially identified with her. This
becomes particularly evident when | admire her agerand determination in following
her dreams, while | failed to do the same even uleds severe circumstances. Though
| don’t pretend that this is the only possible iptetation of the data, this study has
nonetheless demonstrated how drawing on narrai@esportation theory may provide
a deeper understanding on the nature of consurerstional attachment towards their

favourite celebrity.

4.5 Paper 4 — There’s Something about Jena MalonéNew Insights into How
Celebrities Appeal to Consumers

Although the public demand for celebrities has grasw strong these days that they
have without any doubt become an essential partowf everyday lives and
contemporary market economy, the marketing liteeahas paid scant attention to them
beyond their mere potential as product endorsdnsrefore, this paper explores how

celebrities capture our attention and appeal tpearsonally. In doing so, it seeks to
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explain in particular how and why consumers becam®tionally attached to one
celebrity, but remain indifferent to many other aljy talented, interesting and
attractive ones. Drawing on introspective insigintsn the author’'s own personal fan
relationship with the film actress Jena Malone aodsumer responses from previous
ethnographic studies of celebrity fans, the papemenes what the substance of a
celebrity is and how it appeals to the individuahsumer. The study finds that the
substance of a celebrity consists of four key hubramd attributes through which s/he
appeals to consumers as a) the performer, b) #igpeeson underneath the performer,
c) the tangible manifestation of both through piduand c) the social link to other

consumers.

4.5.1 Introduction

For more than a century, the film industry and otleeative industries have
continuously been some of the commercially biggeststries in the world (De Vany
2004; Finney 2010; Hennig-Thurau 2004a; Kerrigad@ORavid 1999). It should
therefore be hardly surprising that, by virtue @ing the creative industries’ most
visible faces that capture our imagination, filnarstand celebrities in general have
managed to claim a substantial space within outetoporary popular culture for
themselves as well (Gamson 2006). Indeed, sinced#éven of the Hollywood star
system in the 1920s, consumers have always beerindtesd by the creative
performances and private lives of film stars arlcotiler celebrities (Barbas 2001; De
Cordova 1991; Dyer 1998; McDonald 2000). The publenand for celebrities has
grown so strong these days that film stars andessadirectors, rock/pop stars, athletes,
TV and radio DJs, models and novelists have witlamyt doubt become an essential
part of our everyday lives (Gabler 1998; GeraghG0® Turner 2004) and the
contemporary market economy (McCracken 1989; Thon2@06). As a result, our
popular media discourse and a number of cultuidtgrhave even suggested that we
are living now in a superficial world that is inesengly obsessed with fame, glamour
and celebrity — offake heroes’and‘human pseudo-evenisas they sometimes call it
(Alberoni 2006; Boorstin 2006; Giles 2006; Schicl&€185; Thorp 1939). However,
while our newspapers, glossy magazines, TV andoratiows and especially the
Internet are bursting with the latest news, stoaied gossip about the careers, private
lives and‘scandals’ of the‘rich and famous’ our favourite celebrities also provide us

with many positive and negative emotions to expeee
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But why are we, as consumers, so fascinated byids that we devote so much time
and money, never mind true emotional feelings, @mes famous people that we will
most likely never meet in person and who will pralganever know that we exist?
What exactly is it about them that captures owerditbn and appeals to us personally in
the first place? And more importantly, how comeattive are often fascinated by
certain celebrities or become even emotionallycatd to a particular one, but remain
completely indifferent to many other ones, who egeally talented, interesting and/or
physically attractive? These are surely some glieistions that would be of particular
interest to marketing and consumer researcherswale celebrities undoubtedly play
a vital commercial role within the creative industr and contemporary culture,
surprisingly little marketing or consumer reseatws investigated how celebrities
appeal as human brands to consumers. In fact, tregkecholars have traditionally
found it (and often still find it) extremely diffidt to view celebrities as products or
brands in their own rights (Kerrigan and O’Reill§aB) rather than merely as a means
of endorsing other products (McCracken 1989; Tham&@06). At best, they studied
what role film stars may play in the commercial@ss of films (Albert 1998; Elberse
2007; Wallace et al. 1993; Wei 2006). Because thtant attention is quite
disappointing, the present paper addresses thiwlkdge gap by providing some new
insights into how celebrities appeal to consumEnst, | review the interdisciplinary
stardom and celebrity literature by looking beydhd boundaries of marketing and
consumer research. Then, | draw introspectivelymgnown personal fan relationship
with the film actress Jena Malone to examine thestnce of a human brand. In doing
so, | try to identify a celebrity’s human brandrigtites that attract a consumer’s

personal attention and even encourage an emotttaghment to the celebrity.

4.5.2 The Book of Stars

Though it is pretty disappointing that the markegtiiterature has paid such scant
attention to film stars and celebrities beyondrtimére potential as product endorsers
(McCracken 1989; Thomson 2006) and their role ifil@m’s commercial success
(Albert 1998; Elberse 2007), the audience appedfilof stars and celebrities has,
nonetheless, caught the interest of film and medisolars. Subsequently, there are
significant bodies of literature on stardom in fistudies and on celebrity culture in
media and cultural studies, which often tend to glement each other despite their

different points of departure.
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The focus of the celebrity literature has tradisiliyy been on thébigger question’of
what meaning(s) fame and celebrity have in oure@wopbrary culture. Hence, cultural
critics have quarrelled for nearly a century aswtoether celebrity culture would
represent either a serious cultural decline oracess of social levelling (Evans and
Hesmondhalgh 2005). Proponents of the traditionalebrity-as-cultural-decline
perspective (i.e. Gabler 1998; Schickel 1985) afienced by Munsterberg's (1916)
concept of the vulnerable audience, which impliest,tas passive recipients of media
texts, consumers would be incapable of distingagsHictional media images from
factual reality. Cultural critics such as AdornodaHKorkheimer (2006) and Thorp
(1939) have then elaborated on this idea furthethémrise that the purpose of the
creative industries — and, by extension, celelmitjure — would be to divert people’s
attention away from the important things and dirdoem towards orchestrated,
superficial pseudo-events. But Boorstin (2006) weren a step further. According to
him, fame was in the past attributed as a pubknawledgement of a person’s special
skills and achievements and, thus, had scarcityevaCelebrity, however, would be
awarded without the requirement of any talent dri@ement. Instead, he argued that
celebrity stands for a culture that seeks instaatifgcation and values surface image,
narcissistic self-obsession and fame-for-its-owkesaver substance and the striving for
a greater good (Boorstin 2006). Yet, his much-cidmhket view that celebrities are
merely ‘people who are only famous for being famous’ quite unfair, as their
respective claims to fame actually are pretty digetn fact, celebrities can be famous
for their artistic-creative talent, their profess occupation, their personal
relationships with (other) famous people (i.e. aspause, offspring, relative or love
affair) or their notoriety for aroutrageous’and‘scandalous’public lifestyle, such as
an excessive social party life, having extra-mhbriteve affairs, posing for nude
photographs in the tabloids or having a home-mauta jpeaked’ onto the Internet
(Turner 2004).

Proponents of the more recertlebrity-as-social-levellingperspective, on the other
hand, have taken a more optimistic view. In theinmn, celebrity culture is the natural
end-point in a long process of democratisationapitalist consumer cultures (Evans
and Hesmondhalgh 2005; Turner 2004). While Alber@®06) still argued that film

stars and celebrities would constitute‘pwerless elite’ who can command the

attention and reverence of the media and audiealties but have no real political
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power, Marshall (1997) suggested that celebritiesvaésual representations of social
mobility in democratic societies, where fame is aeiding one’s effort in self-
improvement. They, therefore, express the demacvatues and personal freedom that
capitalist consumer culture offers each of us tghodhe widely available media
technologies and consumer products (Evans and Heftmatgh 2005; Turner 2004).
But even if we don’t rise to fame ourselves, we stik empowered as audiences to
determine through our consumption preferences wbatabrities would succeed in a
highly competitive market (Marshall 1997). Yet, diégs their different views on the
meaning of celebrity culture, both perspectivesehi@vcommon that their discussion’s
focus is centred on the idea that celebrity refldbe human desire for being famous
and recognised (Giles 2006; Turner 2004).

Due to its origins in film studies, the stardoneidture has taken a very different
direction and views film stars essentially as acBjpetype of film texts. Thus, film stars
are critically examined as complex representatisstesns of cultural symbols that are
constructed through intertextual networks of filmn¢screen) and other mediadff-
screen) texts (Dyer 1998; King 1991). The aim, therelsy;niot to reveal the true self
of the star, but to analyse the explicit and implineanings of precisely that mediated
image and to read it in the context of wider idgidal and social discoursegWatson,
2007: 130). In his seminal bodktars Dyer (1998) views film stars as systems of
semiotic images that personify the consumer sdsietyltural ideals of success,
glamour, the extraordinary and even the divine.gdedeing literally embodied by real
human beings through their name, physical appeararace and acting skills, Dyer
theorised that film stars are accessible to us tmyugh their semiotic on- and off-
screen manifestations in various film and other imdexts, in which they portray a
firm, stable and recognisable canon of virtuallgritical characters (cultural archetypes)
that personify particular cultural values and desi(Dyer 1998; Hollinger 2006).
Moreover, drawing on selected examples from thdyMwmlod studio era of the 1920s to
early-1950s, Dyer (1998) also argued that film sstaould be admired aflawless,
superior human beings, who display a consistent public emagth on- and off-screen
by portraying only those characters on film thatuildo mirror their own ‘true’
personality and life-style in real life (Holling@006; King 1991). Though they never
referred to each other, McCracken (1989) shared\iew by describing celebrities as

complex and individualised sets of culturally consted meanings that they
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accumulate through their fictional roles. Film stare therefore seen as distinct and
different from ‘common film actors’ who merely represent the film industry’s
professional, butfaceless’labour force that would remain unnoticed by thdiance
(De Cordova 1991; Geraghty 2000; McDonald 2000).

In doing so, the stardom literature fails to acce#yt most film stars are actually
experienced theatre and film actors, who just happe have played in some
commercially successful films, and that audiencesy mactually enjoy the acting
performances of film stars rather than consumiregrtmere textual presence (Lovell
2003). It also ignores the fact that film starst@or their characters by following a pre-
written script under a director’s supervision. Rermore, despite making an attempt to
explain the cultural appeal of film stars, like tkelebrity literature, the stardom
literature fails to explain why we feel attractedidbecome emotionally attached to one
particular celebrity, but remain indifferent to eth.

4.5.3 Into the Wild (Methodology)

This paper actually emerged as a side-product &anuch larger introspective study of
a consumer’s fan relationship with a film actrddsing a narrative form of subjective
personal introspection (SPI), | hereby examinedomm personal fan relationship with
the film actress Jena Malone. SPI is an extremmn fof participant observation that
‘focuses on impressionistic narrative accountshaf writer's own private consumption
experiences{Holbrook 2005a: 45). My lived fan experienceghe period from April
to September 2005 were collected as retrospectteeid a 36,000-words essay, which
was written in September 2005 to describe how atvera Jena Malone fan. Fronf"11
September 2005 to 3December 2006, | collected my everyday lived fapegiences
with Jena Malone as contemporaneous data whiledbeyrred in real time to ensure a
high degree of data accuracy. Contemporaneousspentive data field the unique
advantage of providing a large pool of emotiondahdhat would be inaccessible to any
other research method that is based on retrospe&all or pure observation and, thus,
inevitably lost forever (Wohlfeil and Whelan 20082011c). To ensure data
accessibility for external review, | have recordlee data systematically, unfiltered and
on the spot in a specifically assigned diary (Psatte 2005). In total, | collected more
than 150,000 hand-written words as raw contempoedata for hermeneutical

analysis (Thompson 1997). However, while reviewtimg transcripts, it became quickly
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evident that | wasn't attracted to Jena Malone asingple, homogeneous semiotic
textual construct of cultural meaning, as the starditerature suggests. Instead, she
appealed to me quite differently as a creativeeastras her portrayed characters, as the
‘real’ person underneath the actress, as the physicafestation of both the actress
and the person, and as a social link to other coesst This suggests that the substance
of a celebrity, far from being just a one-dimensiosemiotic receptacle of cultural
meaning, would actually be a multi-dimensional tektconstruct, whose different
human brand attributes offer a special individuat@ambined appeal to each consumer,

and, thus, a very persorihbok to bite!

4.5.4 Four Last Songs

Both McCracken (1989) and the stardom literaturat tlollowed in Dyer's (1998)
footsteps have viewed film stars and celebritiessasiiotic receptacles of cultural
meaning, which are the textually constructed acdatimn of their on-screen film
characters and off-screen media appearances. Ths,would display a consistent
public brand image both on- and off-screen by pgrirg only those characters on film
that would mirror their owritrue’ real-life personality and life-style (Hollinger @@;
King 1991). Yet, the findings that emerged from thieospective data of my personal
emotional attachment to the film actress Jena Maldearly indicate that a celebrity is
a much more complex persona that attracts ourtetteand interest through different
attributes, which appeal to consumers individualtysymbiotically in a personalised
way and, subsequently, elicit various kinds of eorm@l responses, i.e. curiosity,
interest, disgust, sexual attraction or emotiortthcament. A closer reading of the
consumer responses in earlier ethnographic studiegan-clubs (i.e. Henry and
Caldwell 2007; O'Guinn 1991; Stacey 1994) suppadhts notion generated by the
introspective data that four key human brand atteb provide the main platform for
consumers’ attraction to a celebrity. As showniguFe 1 (see Appendix), these human
brand attributes refer to: a) the performer andoneeative performances, b) the real
person underneath the performer, c) the physicahifestation of both through
products, and d) the social link to other consumers
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Performance/ “Face”/Physical

Artistic Work Presence
Human
Brand
Tangible Social
Possessions Link

Figure 1. Human Brand Attributes Providing an Appeal to Consumers

The Celebrity as a Performer

Every celebrity, irrespective of his or her claionfame, is first and foremost a creative
performer of some sorts and, thus, appeals to coasuthrough the quality of one’s
artistic performances. For example, Jena Malomefiisn actress, who primarily stars in
interesting and challenging independent films appleals to me through the quality of
her acting skills ifmaking all of her portrayed characters appear te believable and
real”. It is thereby interesting to note that | cleatifferentiate between the actress Jena
Malone and the various characters she portrayscoees. In fact, what particularly
appeals to me about Jena Malone as performer idlenebility to portray a diverse
range of characters on screen that all vary sicanitly from her off-screen persona in
the media. Barbas (2001) and Stacey (1994) obsesiweilar patterns among their
informants. This strongly contradicts Dyer’s (199Bgory that a film star’'s persona is
constructed out of the intertextual semiotic acclatnon of film and media texts to be
consistent on- and off-screen. Thus, the perfoueesn’t appeal so much as a semiotic

receptacle of cultural meaning, but is valued aeseative artist.

The Celebrity as a Person (or “Physical Presence”)
Even Dyer (1998) acknowledged that a film starnshedied by a real-living person,
who gives the performer a unique face, body, vaice personality that differentiates

him or her from other performers. But the physisadsence also provides consumers
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with clear evidence that the performer is not anlyuman brand, but also a real human
being with a private life, personality, personaéws and social relationships, who
experiences joy and pain or success and failueediky other person as well. Thus, it is
quite obvious that a celebrity appeals to consurasra person as well, i.e. as a role
model, as an ideal “friend”, as a potential matgust as a figure of contempt. For
instance, one particular appeal that Jena Malorfewing for me all the time is that
“she presents the very type of girl I'm alwaysifail for”. In other words, in terms of
her physical appearance, her personality, heligeelce, her artistic nature and her life-
style she is the manifestation of the girl of mgains, which clearly distinguishes her
from other equally talented and attractive cel&sitind sets her rather in competition
with females in my everyday environment. However,itais highly unlikely that we
ever get to meet our favourite celebrities in peyswe construct them instead based on
our own values and inner most desires by usingéhebrity’s private personan the

media as raw material.

The Celebrity as a Tangible Possession

The illusiveness of the celebrity for consumerighlighted by the intangible nature of
the performer, the creative performances and thater person underneath. Hence, a
specific appeal of the celebrity lies in allowingnsumers to take possession of the
performer, the creative performances and evendlebity’s physical presence through
the acquisition of relevant tangible products. Whilis obvious that | made her acting
performances tangible through the purchase of ites fon DVD and also collected
video files of her appearances in the media orrodyction diaries, where she talks
about her work as an actress, Jena Malone’s physiesence has manifested itself in
posters and photos of her decorating both my mriliging-space and my office. But
my most cherished treasures are Jena Malone’shatigand-signed autographs that she
has in person dedicated to me personally and, #ymsbolise her physical presence in
my everyday life (Wohlfeil and Whelan 2011c).

The Celebrity as a Social Link

As a celebrity is usually admired (or disliked) impre than one consumer, s/he appeals
to consumers by providing them with the opportutityshare and enjoy one’s feelings
for the performer and/or the person with other-likimded individuals (Turner 2004)

and admire or criticise the performances togetfeevious studies by Henry and
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Caldwell (2007) or O’Guinn (1991), thus, lookedparticular at the social interaction
between members of fan-clubs in sharing their aahoim for a pop singer. Some
fandom scholars have even suggested that the ipatiomn in fan communities would
be the primary motivation for a consumer to be m ifathe first place (Fiske 1992;
Kozinets 2001). However, | have never shared nardwen the slightest intention to
share my admiration for Jena Malone with other namers beyond recommending her
films to friends. In fact, despite endorsing hdmé (and the quality of her acting
performances) to other potential viewers, | stiljoged watching those films just by
myself. The reason for these contradictory behavipatterns can be explained by
focusing on what other human brand attributes efdblebrity consumers are actually
sharing or not. The celebrity attributes that comsts tend to share and enjoy with
others refer to the performer (i.e. the acting Iskiland, especially, the creative
performances (i.e. the acting performance and #verguality of the film). However,
consumers are less like to share their emotion@clanent to thereal person
underneath the performer with others. After all,owhould like to share one’s flame,

sweetheart or ideal mate with another person?

4.5.5 Conclusion

Despite our growing demand for celebrities, the katng literature has paid scant
attention to them beyond the mere role as produdbmsers (McCracken 1989). Both
the stardom and the celebrity literature have dsled to explain how a celebrity
appeals to an individual consumer and why we draci¢d to one celebrity, but not to
another one. In this paper, | have therefore argtied a particular celebrity’s
attractiveness for an individual consumer wouldestepon how strongly each of his/her
human brand attributes, either individually or syotibally, appeals to the consumer’s
personal values, interests and beauty ideals at aselunfulfilled conscious and
unconscious desires in particular. If the consuragperiences certain unfulfilled
desires, s/he is unconsciously looking for a spedibok’ that promises to satisfy this
specific set of desires. As each of a celebrityigque attributes is thereby acting as
such a hook, every person, who is looking for ofgessonal hook is in a lake full of
different hooks provided by numerous celebritiesuritb to find the one s/he
unconsciously looking for — even if it requirésying out’ a few others first. But once
the right'hook provider’is found, there is no need for the consumer t& foo another

one. And this is usually the point where the consubecomes a fan and experiences a
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strong emotional attachment and/or sexual appeda teery particular film star or
another celebrity...

4.6 Paper 5 “The Book of Stars: Understanding a Consumer’s Fan Relationship

with a Film Actress through a Narrative Transportation Approach

Although consumers have always been fascinateidoworks and private lives of film
stars, scant attention has been paid as to howethBonship between fans and film
actors expresses itself in everyday consumer betavrhis paper sets therefore out to
explore celebrity fandom as a holistic lived expede from an individual fan’s insider
point of view. Using subjective personal introsp&att the lead author provides insights
into his own private everyday lived fan relationskith the actress Jena Malone. The
findings indicate that the fan engages with thenfdtar's public persona through a
personal intertextual reading ‘oéliable’ media texts, which can even result in a feeling
of ‘knowing’ the celebrity like a personal friend — and elleve’.

4.6.1 Introduction

Since the dawn of the Hollywood star system in daely 1920s, consumers have
always been fascinated by the works and privateslief film stars and any other
celebrities (Barbas 2001; Dyer 1998; McDonald 200@jeed, the public demand for
celebrities has grown so strong these days tmatddtors, directors, musicians, athletes,
novelists and models have without doubt become smergial part of our everyday
culture (Gabler 1998; Geraghty 2000; Turner 200%) eontemporary market economy
(Thomson 2006). Surely, most people tend to haveelymea fleeting interest in
celebrities per se and enjoy primarily the exchaofjygossip with other like-minded
individuals (Turner 2004). But some consumers erpee a significantly more
intensive level of interest and admiration for adividual celebrity and, subsequently,
become what are commonly knownfaas (Leets et al. 1995; O’'Guinn 1991; Smith et
al. 2007) orcelebrity worshippergMcCutcheon et al. 2003). And, as it happens, I'm
one of them. Ever since | bought by chance the DdfDRhe indie-film Saved!(US
2004) back in April 2005, | have been the devotddf the young, attractive and very
talented actress Jena Malone, who features prynarilesser known, yet much more
interesting and challenging indie-films suchRsnnie Darko(US 2001),The United
States of Lelan@US 2003) Four Last Song$UK 2007),Into the Wild(US 2007) The
Ruins(US 2008) and’he MessengeiUS 2009). But what is it exactly that attracts an
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ordinary consumer like me to become and remaindtheted fan of a film actress?
What does the lived experience of being the faa fim actress (or any other celebrity
for that matter) mean for the individual consumérid how does celebrity fandom

express itself in everyday consumer behaviour?

Because these are very interesting questionsqitite surprising that little research has
so far sought to address them. In order to fils tkhowledge gap, the current study
provides some insider insights into a consumerlstio everyday lived fan experiences
with one’s admired celebrity from an existentiakpbmenological perspective

(Merleau-Ponty 1962; Thompson 1997). Using subjectpersonal introspection

(Brown 1998b; Gould 2008b; Holbrook 1995), | delserand examine hereby my own
private lived consumption experiences of becomimg flan of the film actress Jena
Malone back in 2005. In doing so, this researchasonly looking for any evidences

that either support, question or even contradi@vipusly held assumptions about
fandom, but also draws on narrative transportati@ory to explain a fan’s experienced
relationship with one’s admired celebrity as an ension into a‘melodramatic

narrative’.

4.6.2 The Dangerous Lives of Celebrity Fans

While a growing interdisciplinary body of literagihas been investigating in particular
sports and media fans, it still lacks a coherentenstanding of what actually constitutes
fandom in the first place. In fact, the interpretatof what a fan is seems often to be
highly dependent on the underlying agenda of tsearcher studying the phenomenon
(Smith et al. 2007). What is clear, though, is thatth academic literature and popular
media have placed fans consistently on the reagieind of negative stereotyping,
ridicule andbad presgBarbas 2001; Jenson 1992). As desired, fansareeptualised
either as uneducated, gullible and vulnerablenbs’, who are easily manipulated by
the dangerous and controlling popular mass culfBo®rstin 2006; Fiske 1992; Gabler
1998; Schickel 1985), or as subversive and createleels against the corporate
establishment, who poach and utilise commercial iméekts to create new textual
products (Barbas 2001; Jenkins 1992; Turner 208dine authors portrayed fans as
members of neo-religious cults, who worship cetemilike gods through shared rituals
and the sacralisation of associated items withke-minded communities (Kozinets
1997; O'Guinn 1991). Others described them as geekk alienated, lonely social
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misfits, who experience for various reasons defigittheir social skills and networks
(Horton and Wohl 1956). While often being intelige well-educated and highly
successful at work or school, these consumersrig@kir private lives lonely, rejected
and stigmatised especially by those others, who Ipeagss intelligent and creative, but
more privileged in terms of social skills, statunslér physical attractiveness (Kozinets
2001). Fandom would provide a means of compensatiah social interaction with

similarly isolated individuals. In following Munsteerg’'s (1916) legacy, however,
some social psychologists have recently set oua @uest to confirm sensationalist
stereotypes in the popular media by portraying fanognitively inflexible, gullible

and dull individuals (McCutcheon et al. 2003) ownere worse, as delusional,

pathological-obsessive stalkers (McCutcheon €G06).

In light of these devastating views of fans, admttto one’s infatuation with a film
actress and risking to be branded with one of thramon stereotypes seems to be an
unwise move. But maybe there is much more to awuess personal fan relationship
with a celebrity than previous research have unea/eso far. Indeed, despite their
different perspectives, all those studies havengsdly two main things in common.
Firstly, previous research studied only certainreriextreme’ subgroups of fans on
special occasions such as Star Trek conventionsclid meetings or fan-blogs
(Jenkins 1992; Kozinets 1997; O'Guinn 1991) whilgyipg scant attention to the
ordinary everyday lived experiences of theormal fan. Secondly, the fandom
literature has focused either on the social dynamied symbolic relationships that
consumers form with other fans within their resp@ctconsumption subcultures
(Kozinets 2001; Richardson 2004) or on the meng#l-taeing of celebrity worshippers
(Leets et al. 1995; McCutcheon et al. 2003, 2008}eiad of exploring the nature of
fans’ personal relationships with their subject admiration. Hence, a narrative
transportation approach may provide some alteraaiplanations to fill the literature
gap and to reconceptualise our understanding «. flarrative transportation theory
(Gerrig 1993; Green and Brock 2000) was developatshtlerstand the phenomenon of
‘getting lost in a book’ where the reader is so absorbed in a story that lsecomes
temporarily unaware of one’s surroundings. Gerd®93) described the narrative
transportation experience as a psychological pspcebtereby a consumer ventures
mentally to a narrative world by some means ofdpantation (i.e. the text) and by

performing certain actions such as imagining theystcharacters and sceneries. In
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doing so, the reader travels some distance awawy fsoe’s daily life, which even
becomes temporarily inaccessible, and after some tieturns back home again —
though‘somewhat changedy the experience of the journey (Green et al.420M
allowing the consumer to immerse oneself into @xginarrative worlds, where one
could experience a different self and engage watiohal characters like real friends,
the narrative transportation process provides tresumer with a temporary means of
escape (Batat and Wohlfeil 2009).

But how can drawing on narrative transportationotiieexplain a consumer’s fan
relationship with a film actor/actress? After dahe theory was initially aimed at
understanding the mental activities of reading akbavhile film actors are living
people. The rationale behind the proposed apprdaaWever, becomes clear when
consulting the stardom literature. Rather than ed human beings, Dyer (1998),
Geraghty (2000) or Turner (2004) viewed film stassentially as living textual images
or human brands, whose on- and off-screen pergmrapnal identity and reflected
values are carefully designethyfthored), positioned and managed in the media by
talent agencies (or previously by the Hollywooddss) to suit specific market needs
(Thomson 2006). Thus, the consumer’s interest & #dmired celebrity can be
interpreted as a kind dbsing’ oneself into the factual melodramatic narrativeg@®et

al. 2008) that is the film star’s public life asepented by various media texts that may
include film characters, interviews, articles amdgp. In a study on film consumption,
Wohlfeil and Whelan (2008b) found that the persomagagement with the
melodramatic story and its characters is furthehaened through‘out-of-text
intertextuality’ (Hirschman 2000b) by which the consumer conndmwmtto one’s own
private life experiences. Similarly, the fan maynpathise (= feel with the film star as
an observer), empathise (= share the film star&dirfgs due to similar personal
experiences) or even identify (= feel the film ®deelings as one’s own) with the
admired celebrity like a media character (Cohen12®@ohlfeil and Whelan 2008b).
After all, it is extremely unlikely that we woulder get to know the real, private person

behind the film star’'s public image in the medig/¢D1998).

4.6.3 Into the Wild (or Methodology)
In order to gain some truly holistic insights irkaconsumer’s personal everyday lived

fan relationship with one’s favourite film staretltonsumer should be given a voice
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(Stern 1998) by focusing from an insider perspect{®mith et al. 2007) on the
consumer experience in the way it presents itseltdnsciousness (Merleau-Ponty
1962; Thompson 1997). Thus, | use a controversalearch method known as
subjective personal introspection (SPI), which weoduced to consumer research by
Holbrook (1995) over 20 years ago and advancedamicplar by Gould (1993) and
Brown (1998b). In its purest form, SPI is @&xtreme form of participant observation
that focuses on impressionistic narrative accoupfs the writer's own private
consumption experience@Holbrook 2005a: 45), where the researcher is tisosole
informant. One of the major advantages of this aede method is that it allows the
researcher for an unlimited 24-hour access to aigens everyday lived experiences
with the researched phenomenon without having testd with ethical concerns
regarding the informants’ privacy (Brown 1998b). fdover, SPI enables the researcher
to explore the subjective nature of human feeliygams, sensations and streams of
consciousness related to consumption (Gould 2008bjhe very way they are
experienced by the individual, but remain inacd#ssihrough traditionascientific or
qualitative research methods. Hence, for this study, | prowddene introspective
insights into my own private lived consumption esi@eces as a devoted fan of the film
actress Jena Malone after having collected thigestpf introspective data.

My lived fan experiences in the period from Apol $eptember 2005 were obtained as
retrospective data in a 36,000-words essay, whiah written in September 2005 to
describe how | became a Jena Malone fan. My evgridad experiences as a Jena
Malone fan from 11 September 2005 to $1December 2006 were then collected as
contemporaneous data while they occurred in re@ to ensure a high degree'ddta
accuracy’(Wallendorf and Brucks 1993). Contemporaneousaputective data field the
unique advantage of providing a large pootéofotional datahat would be inaccessible
to any other research method that is based onspatotive recall or pure observation
and, thus, inevitably lost forever (Wohlfeil and &dn 2008b). To ensure data
accessibility for external review, | have recordlee data systematically, unfiltered and
on the spot in a specifically assigned diary (Pstte 2005). In total, | obtained more
than 150,000 hand-written words as raw contempoedata aided by 50
photographs for a thorough hermeneutic part-to-e/taslalysis (Thompson 1997). The
entire transcript was read to gain a first sensehef overall picture. Due to early

impressions, the data were broken into manage&dgesally coherent chunks to be
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examined individually. Emerging key themes werentipeit into the context of each
other and the overall consumer narrative. As tlterded data representedpéotless’
sequence of instances, they were summarised ixteanstve narrative that reflects the
chronological order of events and stays true toetinetional consumption experiences
and feelings. Due to the limited space, the follayvessay provides a brief snapshot of
this consumer narrative with a focus on some istarg insights that have emerged
iteratively from the introspective data recorded2005. The reader may be reminded
that the emphasis is placed less on the recolledtfidactual behaviour but more on the
emotional daily lived experiences (i.e. private lifegs, thoughts, fantasies and
daydreams) that enhanced or derived from the coassiian relationship.

4.6.4 Confessions of a Jena Malone Fan (An Introspieve Essay)

“As | said earlier, it all started back in April @9, when | bought by chance the indie-
film Saved!(US 2004) in a 3-DVDs-for-€20 sale. | can’t readxplain why, but |
simply had this sudden urge creeping up in me lthetd to own this particular film.
And it has become one of my favourite films evercei Moreover, from the very first
moment | watched it, | was absolutely blown away bgna Malone’s acting
performance in portraying the lead character Mamyn@ings — a good Christian girl
who tries to save her boyfriend from being gay bgrsicing her virginity, but gets
pregnant as a result and is, subsequently, ostch@gactly by those, who preach the
Christian values of love, tolerance and forgiven@$mugh | have to admit that | was
very attracted to her beautiful eyes, her charnsimgje and her natural beauty, | was
also totally captivated by her believable, natae@ing performance and simply had to
watch the DVD at once for a second time. But thmset | switched to the commentary
of the leading actresses Jena Malone and Mandy &ldstile | listened to Jena
Malone explaining how she developed her characitdimthe context of particular film
scenes, | became even more fascinated by her. Ngti© Jena Malone an extremely
good actress and very pretty, but she also seent® tan exceptionally interesting,
smart and surprisingly mature young woman. Surédgre is always the danger of
mistaking the actress with her character — unlesshave seen her in a variety of other
roles. For me, a really good actress is therefoes who makes each of her characters
appear to be believablgeal’ and who manages through her performance that iyjoy e

even those films that you would have never watatbdrwise.
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Because only a few actors/actresses would mees thréeria, | wanted — no | needed —
to find out more about Jena Malone as a personaatrdss as well as to watch other
films with her. Hence, | started to browse the iiné for any information that | could
gets my hands on. Only, | could hardly find angplltWhile there are hundreds of sites
and articles for virtually every single talenteddamore often untalented (wannabe)
celebrity on Earth, disappointingly little was dabaie on Jena Malone. Nonetheless, |
discovered on IMDb that Jena Malone, at the agg0dback then, had already featured
in 20 films, 3 TV soap guest roles and one audimnding of a theatre play Armed
with this list, | started over the next weeks to/lthe DVDs ofStepmom(US 1998),
CheaterqUS 2000) The Dangerous Lives of Altar BofidS 2001) Donnie Darko(US
2001) andLife as a HousqUS 2001). As | could relate to each of her chiarac

empathetically as if they weheeal’ people, each of her films that | watched convinced

me more and more of her exceptional talent as &nesacand increased an inherent
desire in me to acquire ALL her films for my priedtlm collection. But that was easier
said than done, when | soon discovered that mokeofilms have only been released
in the US as Region 1 DVDs, but not as EuropeanidRe?) DVDs. While in the past
this would have been the end of my efforts, thisetil started to look desperately for
suitable alternatives like VHS videotapes or VCDsilu could replace them with a
more suitable DVD release. Finally, | purchasedexsiernal DVD drive for my laptop,
which 1 locked then into Region 1 to watch those DSDs that | bought on
Amazon.com or eBay to satisfy my hunger for hengil All the time, however, | also
felt in me this strong desire to learn more abd ‘genuine’ private person Jena
Malone — something | have never really experiennoetthis form before. Thus, when |
discovered Rommelmann’s (200DA Weeklyarticle, | was (and still am) absolutely
captivated by what | learned about Jena Malone’ssqmal background and my

admiration for her increased significantly.

Jena Malone was born on 21-11-1984 in Sparks, Neva&l the unplanned result of a
one-night stand and spent most of her childhooavign® up in the poverty of trailer

parks. With her single-mother Debbie being a stiinggactress in an amateur theatre,
Jena wanted to be a performer from early on arubreted as a 10-year old to the ad of

7 By autumn 2009, Jena Malone, now aged 25, haadirieatured in 31 films, 5 TV soap guest roles, 2
film voice-overs, one audio recording of a thegiigey and stared in two Off-Broadway plays in 2006 a
20009.
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an acting school, which turned out to be a fraudnétheless, Jena caught the eyes of
both Beverly Strong, who signed her on the spdigicome her personal manager, and
Anjelica Houston, who cast Jena for the title chaain her directorial debuBastard
Out of Carolina(US 1996). Anjelica Houston also introduced Jend laer mother to

Toni Howard, an influential agent specialised inilcchactors, who signed her
immediately for International Creative ManagemedBiit what really impressed me
most was that, even as an 11-year old, Jena pedféw® her manager’s frustration) to
feature primarily in those film projects that wedear to her heart rather than in
commercially promising blockbusters. Thus, she @édrdown roles irAir Force One

andThe Parent TragfLindsay Lohan got the part instead) to play #edl characters in
Bastard Out of CarolingUS 1996),Hope (US 1997) andEllen Foster(US 1997), for

which Jena received critical acclaim, some film msaand a Golden Globe nomination.

Yet, life in Hollywood didn’t turn out to be thatagnorous for Jena and her mother. As
Debbie was required by law to be present on sall #iilmes, she couldn’t work herself
and Jena became the family’s sole breadwinneisdt meant that Jena received only
home-schooling — though concluding from her intews, she seems to be very
intelligent, very well read and really knowledgealBut worst of all, after approx. 30%
of her gross earnings were already deducted as flmesher manager, agency,
accountant, lawyers, etc., her full income was daae45%, although film production
companies were required by Coogan’s law to pay 80% child actor’s salaries into
blocked trusts, which only become accessible aather's 18 birthday (Rommelmann
2000). This meant that Jena was rarely left withrentban 7% of her earnings to live

on.

When finally faced with a bill of $150,000 in batkxes and near bankruptcy, Jena
filed, aged 14, for legal emancipation from her neot which was granted at her5
birthday, in order to work legally like an adult the film industry and to access her
blocked trusts to pay off her debts. Since ther,ishmanaging her own career without
the interference and approval from others (Calh2083; Rommelmann 2000). This
also included firing her manager Beverly Strong ang other stakeholders, who had
profited from her in the past, as well as switchiodJnited Talent Agency, who offered
much more favourable terms and absolute createedbm. Furthermore, Jena focused
on portraying complex young female characters wetid problems in challenging and

artistically creative independent film productioasher than on fulfilling some ominous
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stereotypes in those typical teen-comedies (Lyod82™iller 2006). That's why she
also refuses to do glamour photo shoots for fashrocelebrity magazines that would
‘present girls with false beauty ideals they camdha fulfil and only make them feel
inadequate’(Rems 2004). In contrast to many other young &lktors, she shunned the
glamorous LA party life as well by moving back taeke Tahoe, where she felt happy as
a child (Calhoun 2003; Lyon 2008). To me, this exgd maybe why Jena Malone
managed the transition from child actress to aasryoung adult actress so effortlessly
without losing her integrity, while so many otheorrher child actors like her
contemporary Lindsay Lohan struggled or even failedheir careers. | was really
impressed by her life story and how she managespitge her young age and the
economic as well as personal pressure she was,undemain true to herself. | felt,

somehow, inspired by her.

Back in Germany, | grew up as one of those latchkids in a disadvantaged working-
class neighbourhood. Fortunately, my parents wemneng the very few, who were
steadily employed and earned a small, but reganl@me that enabled us to move to a
slightly better neighbourhood when | was 12. Beedilsns have always provided me
with a mental escape, being an actor was a pas§imie from early on as well. | even
joined the drama society in school, which was greitich the best experience of my
entire schooldays. Yet, in contrast to Jena Malbteked her determination to follow
my dreams. Moreover, due to my poor grades, mynpsr@sisted that | had to focus
only on relevantpractical’ subjects and made me quit again. To be fair, Inwas
probably talented enough to succeed as an actavagnystill, there has always been
this inner feeling of something’s missing... After tikimg a few years in sports
retailing, the filmDead Poets Societfinally inspired me to go to university and,
eventually, become a lecturer instead. Since legrabout Jena Malone’s personal life
story, | have the deepest respect for her and t@asacceeded against all the odds in
doing what she wanted to do. She is not only ex¢tgrtalented, but also managed to
resist all the temptations of glamour, party-lifedahe commercial exploitation of the
Hollywood machinery without losing her personalemgrity. As | said, quite an
astonishing achievement for a young woman from @ gocial background! And, by
October 2005, | had become so fascinated by Jemhanglghat | simply wanted to hear
and read more about her in order to understandhioeights and feelings as a private

person. But because she doesn'’t fit or fulfil tigpidal celebrity life-style image of
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glamour and scandal, the media (especially in Eg)rgpem largely to ignore her and

meaningful articles are unfortunately rare.

Photo 4: My “Treasure” of hand-signed autographs adressed to me

Nevertheless, despite the scarcity of meaningffbrination in the media, | still
managed to acquire a few cultural magazines walyénteresting interviews with or
articles about Jena Malone on eBay (i.e. Calho@820yon 2008; Miller 2006; Rems
2004) by paying often more than the actual retadepfor them. But for me, they are
totally worth it! And wherPride & Prejudice(UK 2005) was released in Irish cinemas,

my excitement was further enhanced by the oppdstuniwatch Jena Malone for the
first time on the big screen. At the same timexpegienced in addition to my already
strong admiration for her artistic work also a gmagvemotional attachment to Jena as
an attractive woman. In fact, | really fancy hertlas normal, intelligent and interesting
woman | perceive her to be with all her positive aegative qualities, and with whom |
would love to meet and go out on a date. But as Itighly unlikely for that ever to
happen, | began instead to look for some pers@thitems of Jena Malone, such as
original hand-signed photos, that would give hensdind of tangible presence in my
life. When Jena Malone gave her Broadway debuDaabt (US 2006), | came into
contact with a professional autograph trader, wtiered me to get any photo image
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that | would email him signed by her in person.etvfdays later, he asked me whether |
would like it if Jena would dedicate them to mesperally. Was he kidding me? If
that’s possible, | obviously would love that! Anddeed, he managed that Jena signed a
total of 21 photos with a personal dedication to (Rleoto 4), which have become my
most-valued treasures ever since, because thgydyuaibolise hetphysical’ presence

in my life. Moreover, as Jena Malone is always ognmind, so to speak, | must admit
that she also occupies a certain space in my eagrlyiié that goes beyond the mere
acquisition of associated items and films. But 'that different story that would go

beyond the limited scope of this paper.”

4.6.5 Hope (or Discussion)

Although the introspective essay only covered iret ® months of my personal Jena
Malone fan relationship, | will now discuss one tgadarly interesting insight that
emerged iteratively from the data by drawing orratare transportation theory (Gerrig
1993; Green et al. 2004). While previous studiasceptualised fandom mainly as the
social interaction between like-minded individualghin their respective consumption
subcultures (Jenkins 1992; Kozinets 1997, 2001h&utson 2004), the introspective
data clearly show that my own personal fan expedsnand any subsequent
consumption practices focused exclusively on mytemal attachment to Jena Malone
herself and on my admiration to her artistic woskaa actress. In fact, during the entire
16 months of contemporary self-observation, | haereer shown any intentions to share
my intimate admiration for her with other fans eitlonline or in person, but preferred
to enjoy it just by myself instead. Obviously, threly exception would be Jena Malone
herself — but that’s quite a different story andikety ever to happen (Barbas 2001).
Now, it can be argued that the main reason as tp m observed fan experiences
revolved solely around the personal relationshithwine film actress rather than the
participation in an ominous fan community is thatduld actually béin love with her’

— which may not be so untrue. After all, sexuataation surely played a role in
capturing my initial interest in Jena Malone amd,some way, continues doing so as
part of an ongoing romantic infatuation. But howm g@au actuallylove’ somebody you
don’t know, have never even met in person and rhlosly never will? Drawing on
narrative transportation theory would provide inrtigalar some insights into this

intimate — but in the literature largely neglectedspect of fandom.
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There is strong evidence in the presented intrdsgecdata that my continuing
admiration for Jena Malone derived from my persomagjagement with her artistic
work as an actress as much as with her privateopardHowever, as I’'m unlikely to
ever get to know Jena Malone personally, my impoes®f her personality is
essentially an intertextual reading of what |, aasumer, perceive to be relevant and
‘reliable’ media texts such as her TV and print media inésvs| her personal websites
and detailed articles in better magazines (BarB@4.;2Dyer 1998; Geraghty 2000). But
while Dyer’s (1998) stardom theory suggested thabmsumer’s image of a film star
would be static and externally managed by the medte introspective data actually
indicate that it is constantly evolving within tbensumer’s mind; similar to the images
we have of those people we regularly encounterumeveryday lives. The consumer
internalises the celebrity’s public persona psyalhycwithin oneself, loads it with
personal thoughts, feelings, fantasies and mearangs then, projects this personal
impression back onto the film actress. This wowgdl&n why my personal impression
of Jena Malone’s personality emphasised espediatlye aspects of her character and
personal life-style that resonate strongly with awn private life experiences, ideals,
dreams and desires and, hence, strengthen my eralotibtachment to her asgenuine
person. This continuous process of introjection and potigen (Gould 1993) allows
thereby for the feeling dknowing’ the film actress like a friend, whose career afed |
choices are then followed empathetically as if $gha media character in an ongoing
melodramatic narrative (Argo et al. 2008). For amse, | empathised genuinely with
Jena Malone in how she handled so maturely alptbblems she had to face even at
such a young age and admired how she developedsimtb a smart, nice and

interesting personality without ever losing hergoeral integrity.

The current stardom literature is thereby also remintted with regard to how
consumers (and especially fans) relate to filmsstar his seminal worlStars Dyer
(1998) viewed film stars as systems of semioticgesathat personify the society’s
cultural ideals of success, glamour, the extraamyirand even the divine. Thus, in
drawing on selected examples from the Hollywoodlistiera of the 1920s to early-
1950s, Dyer theorised that fans would admire fitarsasflawless, superiorhuman
beings, who display a consistent personal imagl bat and off-screen through the
portrayal of mainly those film characters that se&m mirror their own ‘true’

personality and life-style in real life (Barbas 20@eraghty 2000). My admiration for
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Jena Malone, however, results from her ability #exibility as an actress to portray a
diversity of characters that often differ signifitly from her off-screen persona as
much as from each other. But more importantly, myo#onal attachment to Jena
Malone derived actually from viewing her asarmal’ girl with all her own personal
character strengths and weaknesses rather thaseamiatic signifier of some cultural
ideal. This means that | adore her primarily asra@resting, smart, natural, beautiful
and talented young woman, who also has her flassiesbad habits’ and makes
mistakes from time to time — just like you, me asmybody else. My feelings of
empathy and infatuation for Jena Malone are evahduenhanced by engaging in out-
of-text intertextuality (Hirschman 2000b; Wohlfeind Whelan 2008b), whereby |
linked her personal life-story with my very own yaie life experiences to an extent
where | even patrtially identified with her (Cohef02). This becomes particularly
evident in my reading of Rommelmann’s (2000) agtiolvhen | compare both our
upbringing within disadvantaged social backgroumas admire her courage and
determination in following her dreams, while | &l to do the same even under less

severe circumstances.

4.6.6 The Ruins (or Conclusion)

In heeding Smith et al.’s (2007) call, this intrespve research studied celebrity
fandom from an‘insider perspective in order to explore the nature of oorers’
emotional attachment to their favourite celebrifjhe main finding that emerged
iteratively from the introspective data is that amsumer’s fan relationship revolved
primarily around one’s personal engagement with ¢bekebrity’s artistic work and
public persona, whereby the latter is essenti&ié/fan’s personal intertextual reading
of what s/he perceives to be relevant aetlable’ media texts. Drawing on narrative
transportation theory can hereby explain in paktichow and why fans often develop
and experience the feeling tdnowing’ the celebrity personally, incl. his/her private
thoughts, feelings, personality and way of lifespiee having never even met the real
person. This experienceédond of emotional closenessan at times be strong enough
to elicit within the consumer a feeling plersonal friendship’or, in some way, even a
feeling of ‘love’ towards the admired celebrity. Moreover, it woaldo provide an
explanation as to why fans sometimes feel enormgadishppointed, when their most
desired dream of actually meeting the adored céjeior person comes true, because

the celebrity turns out to be a different persompiivate life or just can't live up to the

179



(maybe unrealistic) imaginary person that they haeated in their mind (Gross 2005).
Of course, | don’'t suggest that the presented speotive data and the proposed
interpretations could be generalised. Instead gfosmg only my own interpretations
on you as the reader, | would like to encouragetgaderive your own understanding of
a consumer’s fan relationship with one’s admired¢elmgty through your personal
engagement with the presented consumer narrativalldG1993, 2008b; Holbrook

1995, 2005a) and connect it to your own privai éikperiences.
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4.7 Paper 6 —Saved! by Jena Malone: An Introspective Study of a Consuer’s
Fan Relationship with a Film Actress

While consumers have always been fascinated bywibkks and private lives of
celebrities, some consumers experience a significamore intensive level of
admiration for a particular celebrity and, subsetye become what are commonly
known asfans However, scant attention has been paid to howelagionship between
fans and celebrities expresses itself in everyadmgsemer behavior. Thus, in order to
explore celebrity fandom as a holistic lived expede from a fan’s insider perspective,
the lead author uses subjective personal introgpetd provide insights into his private
fan relationship with the actress Jena Malone. hrgwon narrative transportation
theory, the study finds that a consumer’s fan erpees may derive from one’s
personal engagement with the celebrity’s artisticknand public persona. The latter is
essentially the consumer’s private intertextualdmeg of what s/he