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ABSTRACT

THE INCORPORATION OF THE FAN,
AND FAN CULTURE IN EVENT FILM ADAPTATIONS

This thesis explores the specific cross section of two fields of study: fan culture,
and ‘event film” adaptation (Margolis, 2009). Here, | put forward evidence of the
shifting relationship between filmmakers and fans of a popular adapted work, and
present new modes of engagement for the fans to the adaptation process facilitated by
the Internet. This is an investigation of the pertinent research in the fields of
adaptation studies (Naremore, 2000; Stam, 2005; Hutcheon 2006), and fan studies
(Jenkins, 1992; Bacon-Smith, 1992; Jancovich, 2003; Booth, 2010) in the digital age.
| also present my own practical, ethnographic research from film sets, working with a
production company and a film funding body, The Film Agency of Wales, interviews,
and fan events for analysis of practical application to provide evidence of the
dialectical shift in the fan and filmmaker relationship due in large part to the
Internet.’

Fans now have unprecedented access to the filmmaking process due to digital
media applications such as Facebook, Twitter, Pinterest, Tumblr, and the various fan
sites and discussion boards that provide immediate information dispersal. The
information-sharing abilities and marketing power of fans as well as their immediacy
in organizing events and movements can be harnessed and utilized in the adaptation
process of the event film. This is affecting filmmaking processes, as many are
beginning to incorporate new practices for fan management into their procedures.

This study uses existing research, as well as new, ethnographic investigation from
the set of Twilight (2008), multiple fan-focused Twilight events, and from industry
creators in games, merchandise, literature, and film from additional event film
adaptations. Through these events and resources, this thesis examines relevant
research on participatory communities, fan culture, and fan management, to argue the
new and developing modes of fan interaction and fan influence on event film
adaptation.

This thesis concludes that the dialectical relationship between the fan and the
filmmaker has shifted, as evidenced in the production of the event film, Twilight, due
to the immediacy of information dispersal on the Internet, and the participatory fan
culture. Fans can be highly organized, and may have extensive influence on an event
film adaptation. Therefore, filmmakers are adapting their practices to consider and
incorporate the fans in the process, to present actual or implied efforts for fidelity, and
to illustrate their efforts on digital platforms to support and inform the fan base of an
event film.

! This thesis has been reviewed by a departmental ethics officer, and has met Bangor University’s ethical
guidelines. A description of these processes appears on pages 116-121.
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INTRODUCTION

Bitten by Twilight: Event Film Adaptation, and Fandoms

Twilight is a work of contemporary supernatural fiction adapted into a
phenomenally popular film that demonstrates a shift in the relationship between fans
and filmmakers through its ‘remediation’® in merchandise, fan culture, and digital
space. The adaptation effectively accessed the fan culture, and it utilized popular
digital media applications via the immediacy and broad access of the Internet during
the remediation process. | argue that this aided its ability to retain its fan base over
the five years and five films of the franchise’s adaptations, and to maintain its
perpetuation as a franchise. The nature of the interchange between fan, author, and
creator makes a cyclical ‘dialectical’ relationship (Baxter, 1988), which I contend is
one of the key points of new research this thesis brings to the field fan studies and
event film adaptation. Filmmaking processes are changing because of the empowered
fan, the incorporated author, and most significantly due of the immediate dispersal of
information on the Internet.

In this thesis, | examine the relevant research on participatory, online
communities, fan culture, and fan management, in order to demonstrate new and
developing modes of fan interaction and influence on event film adaptation. | argue
that the fan has a prominent role in the adaptation process, and that the relationship
between fans and filmmakers is shifting. 1 utilize existing research, as well as my
own ethnographic investigation initially from the set of Twilight (2008), and then

through various fan-focused Twilight, and other event film sites and events. The

2 “Remediation” is a term coined by Bolter and Grusin (1999), and is explored more
thoroughly in the following chapter.



intersection of academic investigation with industry practice and process in this thesis
bring a unique perspective to this specific event film’s adaptation, and the vital role of
the fan, and the power of utilizing the fan in an adaptation of popular literature in a
digital age.

What is a fan?

There is diverse terminology for people who enjoy a popular culture artifact.
For example, Hills (2002), and Abercrombie and Longhurst (1998) discuss these
terms at length with various fandoms, entry routes, and interactions defining if a
person is a fan, follower, cultist, or enthusiast. Abercrombie and Longhurst argue that
‘fans’ are disorganized; that they may be akin to ‘followers’ for enjoyment of a work,
but they are not like the “cultist’ or the ‘enthusiast’, interchangeable terms for those
who are media-derived and organized. They go on to discuss fans of Star Trek,
however, using that as their term: fans (1998, p.132); even though they are media
derived, they are highly organized with online clubhouses, conventions, and methods
of information sharing and dispersal, and they share a common, cult-like central
focus: Star Trek.

For the purposes of this study, a ‘fan’ refers to an individual with a fervent
interest for a media artifact like a television show, film, or book, but is also someone
who engages with the artifact in various ways: online, in person at fan events,
interactions at premieres, conventions, and release parties, and who gathers
information from other fans and resources. | am using the term ‘fan’ throughout this
work, as it is the common term utilized in the fandom itself. They rarely call
themselves cultists, enthusiasts, or followers; they refer to themselves as the fandom,
their online clubhouse as the fan site, their creative works as fan art and fan fiction,

and often partake in discussions on who is the bigger fan. | recognize the academic



incongruity of the term ‘fan’, but as this emerging vein of academic investigation is
referred to as ‘Fan Culture’ and ‘Fan Studies’, it is the term commonly used within the
fandom, and in conversations with the filmmakers for this particular group of movie-
goers, it is the term | will use throughout this work.

Fans: Book fans vs. Film Fans

There is a difference within the fandom between the fans of the books and the
‘created’ fans of their films. I say ‘created,” as many readers and film-goers are
exposed to the texts once the film goes into production, and marketing techniques
place books like Twilight on the covers of entertainment and news magazines, create
movie tie-in covers, actors make appearances on television and give interviews online.
The expanded exposure of the text to a new audience creates buzz, but it also creates
fans. People otherwise unexposed to the text, and its adaptation to film, encounter the
story and may then engage with the work and its remediations. As fans, as they may
be passionate, participatory, and engaged with the text, but the book fans often view
themselves as more dedicated due to their longevity with the works.

Bertha Chin and Jonathan Grey (2006) contend that the book fan views the
film as a correlating element to the original work. Not merely representational, and
never a replacement, but complementary; as “accessories to the product that is the
book” (p.8). These “pre-viewers” had preconceptions of The Lord of the Rings prior
to viewing, thus skewing their experience to one of comparison; they described
themselves as open to alterations and excited to see the work, but that an inevitable
comparison of expectation to reality would occur when viewing the finished product.
Thompson argues that the fan base of The Lord of the Rings was deemed vociferous
enough to cause a negative impact if they found the adaptation to be too out of spirit

with Tolkien’s original work, and Hunter argues the lengths director Peter Jackson



went to in order to satisfy fans and create a clear, and faithful text, but one that would
satisfy the unfamiliar audience member with no emotional investment (156-7). |
agree with Hunter in particular, as he claims the necessity for Jackson to appear as a
fan, and Thompson who recognizes the power that an anonymous avatar online can
have over the entire fandom. | add to these assertions that in order to have a satisfied
fan base who may positively contribute to box office intakes, filmmakers must
recognize the strengths, expectations, and powers of the film fans and the book fans,
and they must also access the fandom in their ‘natural habitat’ on the Internet.

The filmmakers of Twilight handled book and film fans effectively. The
filmmakers consulted the existing fans active within the digital spaces of the Twilight
fandom, such as at TheTwilightLexicon.com and the MySpace and Facebook pages,
for their film knowledge. Additionally, the filmmakers shared exclusive content
through these outlets, and they invited fan site owners and moderators onto the set of
the films to participate in the real-world production of their beloved fictional world.
With new fans, the filmmakers ensured that they had numerous points of traditional
movie marketing to access a new audience via popular entertainment magazines, TV
coverage, and online media. They also utilized their established, existing fan base as
the Twilight filmmakers would actively point “newbies” to the fan sites via interviews
and tweets, thereby encouraging support for the newer members of the fandom by
introducing them to other fans and branches of the adaptation, while also celebrating
the fan sites as authorities, and centres for information.®

Fans and Filmmakers: In This Thesis

This thesis expands the discourse on the parallel studies of fan, film, and

%In multiple interviews producers Godfrey and Mooradian reference The Twilight Lexicon, as does Meyer
herself on her website, in the books, and in live appearances.



media studies, which continue to explore the avenues of interest in adaptations, but it
also investigates where these studies intersect. In this work, | aim to locate, explore,
and investigate the confluence of two areas of study within event films: fans and
adaptations, and argue how the fan can be utilized and incorporated into the
adaptation process. Using Twilight (2008) as my primary case study, | investigate the
ways in which filmmakers partake in fan interaction and involvement, how they
secure fan participation during the adaptation process, and how it contributes to the
ever-evolving fan culture and franchise development of the film through its ancillary
remediations such as merchandise, fan fiction, conventions, and games. |am
investigating the changing relationship of the fan to the filmmaker, through the lens of
adaptation studies and fan studies, utilizing a framework of academic investigation
such as Jenkins’s research into participatory culture (1992), Camille Bacon-Smith’s
ethnographic work on fandoms (1992), and Robert Stam’s investigation on theoretical
and practical film adaptation (2005).

The Event Film

The event film is not a new phenomenon,” but it is only recently that it has
entered into closer, academic investigation as a distinct classification for film (Beeton,
2005; Margolis et.al. 2009). The interconnected and digitized elements of event film
marketing, fan culture, merchandise, and franchise development are becoming more
common due to the growth and pervasiveness of the Internet, thus requiring academic
investigation to expand the discourse on event films. Harriet Margolis defines the
event film as follows:

The event film can never be just a film. It is a conglomeration of

activities, including film production, film marketing, merchandising,
tourism, entertainment journalism, and scholarly endeavors. The

* Thompson (2007, p.4) discusses Star Wars as an early example, and Altman (1992)
investigates the film event, but it is Margolis’s work (et.al.) that examines what is now
known as “the event film” specifically.



event film, by definition, involves large sums of money: money for
salaries, for equipment, for technicians, for facilities, for stars, for
marketing that engages international media involved in promoting
international entertainment (2009, p. 2).
The event film transcends one media. It has a large fan population prior to its filmic
representation that participates in various acts of remediation from its online fan site
memberships and fan fiction, to fan art, conventions, clubs, and merchandise
production.

Margolis argues that the “economic aspect is a critical identifier of the event
movie” (2009, p. 13), with which | agree, but she fails to list and expand upon various
points beyond the financial implications. As an event film covers multiple realms of
business, research, industry, and popular culture, it is not surprising that Margolis did
not expand upon every aspect of the process. Also, as the definition of the
classification of event film is still developing, topics such as the extensive fan base
have yet to be considered. Here, | contend that the fan base is integral to the study of
event films, however, as events are dependent upon attendees, and attendees at these
events are comprised of fervent and participating supporters of the original work who
made the effort to travel to the location, and may spend vast amounts of money on
tickets to more specialized events. Therefore, fans, and filmmaker interactions with
fans of popular event films, are the central focus of this thesis.

Event film fans are those who have attached themselves emotionally and

aesthetically to an artifact of ‘popular culture’. Scholars of popular culture argue that

the investigation is an aspect of ‘mass culture’” that can help define the human

° “Popular culture” is the collection of mainstream ideas, images, and artefacts within a
specific culture. John Storey (2006) provides a six part definition, illustrating the
issues inherent in defining popular culture as it can denote classes within a society, and
distinguish ‘high’ from ‘low’ culture. Mass culture, although sometimes used as an
equivalent term, has a stronger focus on the consumer aspects of that popular culture
artifact in that society; the movement urges a purchase through participation,
entertainment, or merchandising and is “consumed unthinkingly by the uneducated



experience (Storey, 1994; Jenkins, 2011; Miller, 2011). Some also contend that it is a
study that can recognize prevalent, celebrated themes in a culture, suggesting it
provides a common influencing agent on society as it is “exposure to the same cultural
activities, communications, media, music, and art” (Miller 2011, p.166). Taking these
view points into consideration, | argue that by exploring a popular culture
phenomenon like Twilight, one may gain insight into additional fields of influence that
bring the artifact beyond the pages of a book or the confines of a cinema, and into
popular conscience as a cultural influence, particularly when investigating the

influence of the remediated object into practice within the film industry.

Context for this Research: Necessary Information for Changing Processes

The research questions | propose to answer through this study stem from the
cross-textual analysis of event films, the practical processes utilized in their
adaptations, and the changing relationship of the filmmaker to the source text’s fan
base. The starting point for the examination was an interest in the relationship
between adaptation and production practices, as this manifested itself in relation to fan
involvement and management. After completing my preliminary research on event
films and adaptation practices, | recognized a gap in the research between fan studies
and film adaptation studies; more specifically in the ways that filmmakers manage the
existing fan base, and how they utilize or incorporate the fandom of a popular work of
literature into the adaptation process, thus changing the relationship between
filmmaker and fan to an interactive, participatory and dialectical relationship. During
my ethnographic research on the set of Twilight in 2008, | observed filmmakers

interacting with the owners and moderators of the largest online Twilight fan site, The

majority” (Storey, 2006, p.4).



Twilight Lexicon. The relationship of the fans to the filmmakers was paramount in
supporting and nurturing the existing and expanding fan base, thereby retaining the
fans throughout the adaptation process, and securing their support both at events and
through financial support, via ticket and merchandise purchases. Fans’ real-life and
digital interactions provided me with new insight into the research gap, and is what |
investigate in this study. | argue that this research illustrates a fundamental shift in the
filmmaker and fan relationship, and | present examples of the fans’ influence on

filmmakers’ practices.

Preliminary background on Twilight: Summary and Origin of the Phenomenon

Before examining the literature on adaptation, fan culture, and digital media,
the three areas of study which contribute to and encompass the event film, it is
necessary to provide a summary and background information on the Twilight Saga,
which is comprised of four novels: Twilight, New Moon, Eclipse, and Breaking Dawn.
This is in order to provide appropriate context for the prolific information to follow:
from the outset of the novel to its visualization on screen, and the extensive
remediation and popular culture infiltration of the series. By understanding the
history of Twilight, it enables comprehension of the references | make in this thesis:
from the inception of Twilight, and through the examinations of the processes
involved in its adaptation, as nearly every step from the idea for the novel to the DVD
release includes influence from, or acknowledgement of, the fan.

Prior to the powerful fan emotions, shattered box office records, and the
extensive merchandise that is now associated with the Twilight franchise, the novel
originated from first-time author, Mormon housewife, and mother, Stephenie Meyer.

According to the author, the initial idea for the Twilight Saga originated from a dream
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Meyer had on June 2, 2003 (Twilight, Stepheniemeyer.com). In the dream, Meyer
described a boy and a girl having a conversation about the fact that they were falling
in love, and the problems that arose with that situation, as she was human and he was
an immortal, blood-loving “monster...not even human” (Twilight, 2005, p.184).
Whether true or the fictitious creation of a publicist, it has become a focal point for
interviews with the author, and a revered fact within the fandom, who place something
close to divine influence on the occurrence. Regardless of the validity of the dream’s
occurrence, it is the use of the dream that is of interest. Anastasiu (2011) argues, “of
more importance than the fact that the story began as a dream, therefore, is the
attention Meyer paid to it” (pp.42-43). | agree with Anastasiu that the personal focus
on a creative idea supposedly inspired by a dream initiated the development of
Meyer’s mythos suggests that Meyer’s focus on her dream may reflect the popular
appeal to myth, and therefore resonate with her large and zealous readership.

The fantasy-like dream of the author developed into a full draft of a novel
about Bella Swan, a normal girl, moving away from her newly remarried mother in
Phoenix, Arizona to her single father in Forks, Washington. There, she meets the
beautiful, one hundred and eight year old vampire, although perpetually seventeen-
looking, Edward Cullen. He and his family live secretly as vampires, and appear as
normal humans to the rest of the town. Edward and Bella fall in love, but he does not
wish to make her immortal like him, as he has a moral dilemma about his existence:
he considers himself part of the undead and without a soul, and therefore he does not
wish to endanger his beloved's own soul. Bella, however, does not want to age, and
thus grow older than Edward physically. She cares little for her own soul, as long as
she is with him. This dilemma spans four novels, and includes external threats such

as the ruling vampires, the Volturi, who threaten the Cullen family, the constant risks
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of discovery of their true, vampire nature, an angry and territorial group of local
werewolves, and threats from nomadic vampires.
Publication of the Novel and Early Involvement of the Fandom
Meyer wrote Twilight within six months of the initial dream. Literary agent Jodi
Reamer contacted Meyer about representing her, and through Reamer, Megan Tingley of
Little, Brown and Company negotiated a three-book contract for Meyer (Twilight,
stepheniemeyer.com). Her story gained notoriety amongst ambitious first-time authors as
information spread online about her contract, adding preliminary exposure for Meyer’s
works to an online-savvy readership. Her publication journey further depicts Meyer as
ordinary, but also as someone who has now risen to extraordinary levels, which I argue
aids her ‘normal person’ persona which was highlighted throughout the adaptation,
making her relatable to her fans. She did not come from a background of writing or
previous publication; instead, she started as many aspiring novelists now do: practicing
and sharing writing online before getting a substantial book contract; she began by
participating with other people online, who were the earliest fans of the works.® Her
books have now sold more than 116 million copies earning more than $1.6 billion in sales
(statisticsbrain.com, 31 July 2012), translation rights are sold for almost 50 countries, and
the books have been on multiple bestseller lists for more than 150 weeks
(flicksandbits.com, 2011). The popularity of the books, the Internet presence of the
author, and the Internet-savvy fan base created a fandom primed to participate with
filmmakers in an event film adaptation.
The Accessible Author: Building the Event Film Audience
Before the film’s midnight release to thousands of fans, and the following

box-office success, Twilight had a small but strong online fan base who assisted in

® Little, Brown, and Co. offered Meyer a three-book deal and $750,000; a substantial offer for
a first-time author (bookmarket.com).
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expanding the event film’s profile in real life and online. In the case study of this
thesis, | expand on the suggestion that this is due, in part, to the enthusiasm and
participation of the saga’s author, Stephenie Meyer, in the adaptation process.
Whether by design as an act of publicity, or a sincere depiction of the author’s
personality, Meyer’s normalcy was highlighted throughout the books’ and films’
marketing, portraying her as familiar, friendly, and like her readers. This provided an
early opportunity for the readers to relate to the author, and by extension the story, as
the author can act as an accessible discourse creator. An author can affect the online,
active fan base, as seen in David Lynch’s authorial influence within the fandom of
Twin Peaks who “tapped into the network of previously circulating cultural materials”
of the fans in his creative process (Jenkins, 1992, p.127); he participated with the fans,
considered their interests and desires, and like Meyer, could be perceived as a peer,
creating discourse on the story that reflected fan activity. In a 2008 interview with
USA Today, Meyer commented on her growing fame: “I think that after 30 years of
being the most normal person in the whole world, it's really hard to become
ungrounded. When I'm not out on tour or doing photo shoots, I tend to just forget
about it all. The nice thing is that 95% of the time, I'm just Mom, and we're just doing
the normal thing" (Memmott, 2008).

In addition to the “normal person” depiction, | contend that Meyer had two
other qualities that assisted in her gaining a large and loyal fan base. The first is her
religion. Meyer is Mormon, a religion that “requires nearly every member to
contribute to the common cause. Mormons worship together for hours on Sundays,
perform spiritual and economic outreach to members of the Mormon community, and
pay a tithe (one tenth of their income) to the church” (Kirn, 2011, p.2). This, then,

may suggest that there is also an economic obligation for Mormon fans to support
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Meyer’s writing, as they have extensive success in business, and a “vast network to
take care of their own” (NBC, 2012). Meyer herself admitted that her “strongest fan
base is probably in Utah” (stepheniemeyer.com), the state with the highest percentage
of Mormons and home to the Mormon-supported Brigham Young University, which
Meyer attended.

Meyer’s Mormonism may not be of universal appeal to every reader, however,
and it has become a point of contention with some fans, fed by user comments.
Critics comment on the negative aspects of the Mormon religion, which projects a
stereotypical and “traditional” female lead (Aleiss, 2010). This reading places Bella
in the traditional role of homemaker, cooking and cleaning for her father, and of
submissive partner to her powerful boyfriend, who Melissa Miller describes as
“controlling”, and bordering on abusive (2011, pp.168-9). However, the majority of
the Mormon fan base is unaffected by dissenters, as Meyer presents a romance novel
with all of the attraction of a stereotypical first love: swooning, kisses, and
proclamations of undying love, but she does it within the confines of a Mormon-
influenced lifestyle, meaning no sex. It is a chaste love, referred to as “the erotics of
abstinence. Their tension comes from prolonged, superhuman acts of self-restraint”
(Grossman, 2008). This provides the build-up of an engaging tale of physical first
love, but without the actual act of sex, making it accessible to the PG-13 Mormon
reader.

There are no hard statistics about the percentage of readers who are Mormon,
but it is possible to recognize the specific fans in positions of power’ within the
fandom who are Mormon. The series has spawned a number of Mormon-focused fan

groups. One example is the TwilightMoms, one of the largest and most active Twilight

" There is a hierarchy to fandom, discussed in detail in chapter four, with powerful fans
having significant influence on the information available to the fan.



fan sites, founded by Mormon mom Lisa Hansen. There is also the blog
NormalMormonHusbands.com, a site geared towards the Twilight husbands, whose
wives are enamored with a vampire and a werewolf. Kaleb Nation, known as ‘The
Twilight Guy’, and whose celebrity I examine in chapter five is Mormon, and his
63,000 Twitter followers and viewers of his multi-million hit YouTube series are
exposed to the Saga, as he shares his Twilight experiences with them. These active
and influential media producers and sharers broaden the media coverage to the
Twilight fan base, and as it is a tight network with the common element of
Mormonism, a religion known for diligence and supporting one another (Kirn, 2011;
NBC, 2012), they can provide a strong and powerful foundation for a fandom.

The Shifting Relationship of the Author and the Fans

In addition to her religion, Meyer herself has always been an accessible
author, with a strong, easy, conversational presence online with her fans, which began
with the initial MySpace fan page in 2005. Meyer’s interactions with, and
relationship to, the online fan base altered as her fame grew, however, ® as she spent
less direct time commenting online and instead participated in more structured events
such as interviews and Q&A sessions by fan site owners, moderators, and media
providers, but it continued nonetheless throughout Twilight s remediations. This shift
did affect the relationships with the author, and I argue that it contributes to the value
of the strong relationships Meyer does have with the fans in power, and assisted in

developing Meyer as a god-like authority on all things Twilight. As she became less

® For example, by the time Breaking Dawn was released in August 2008, Twilight had gained
such a significant following that the book release was turned into a book release
concert tour starting in New York City with a day of fan activities in the city (including
the Borders Bookstore Panel Discussion | was a part of, covered by MTV), followed
by an interview concert at the 2,100 seat Nokia Auditorium, where Kim Stolz of MTV
interviewed Meyer for the first part, and then Meyer interviewed musician Justin
Furstenfeld of the band Blue October, who Meyer said inspired a number of moments
in Breaking Dawn. This was then followed by a midnight release event at Borders
Books.
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accessible, the information that was divulged to the fandoms through these select fans
was devoured, discussed, and analyzed. To the few fans in positions of power within
the fandom who do have a strong relationship with Meyer, such as Lori Joffs from The
Twilight Lexicon who was one of Meyer’s first beta readers, this is a relationship that
is now nearly impossible to forge due to the lesser accessibility to the author, thereby
adding to the fan’s profile within the fandom. Although access to the author did
become more limited as her fame grew, Meyer continued to project her apparent
efforts to interact with the fans, which | contend assisted in feeding the fandom
reliable information, and incorporating them into the process through a peer-like lens,
as Meyer began as a participating member of the fandom. In a 2010 fan-led
discussion with the author, the interviewer, and owner of TwilightSeriesTheories.com
celebrated Meyer and her involvement in the fandom:

I like how aware Stephenie is of the fans. ... She knows what’s

going on in the fandom. Whereas another person in her position

might deem themselves “too busy” to take notice of what’s going on,

you can tell Stephenie’s got her finger on the pulse of the fandom

(Ross, 2010).

The fandom noticed the author’s presence in their community, and applauded
her knowledge of it. This kept her active in the expanding life of the novel, and
supports the argument that Meyer is a central, unifying figure between the novel and
its remediations. She demonstrates that she is present in, and knowledgeable about,
the fandom, and she is also advertised as personally involved in all of the texts’
adaptations to screen. This presence can play a vital role in incorporating the fan
base into an adaptation, as | will argue in the case study chapters, thereby capturing a
key box office demographic.

| argue that it is vital to use the author in retaining the audience of an event

film in order to continue the authorial presence in the franchise development and
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adaptation. The online activity and community of an event film fandom thrive on
information, the most authentic of which is seen to come from the authors themselves,
as they are the ultimate authorities of their created worlds. The argument of the author
as a vital part of the process is an unusual action when considering traditional
concepts of the author. For example, Foucault’s belief is that:

as our society changes, at the very moment when it is in the process

of changing, the author function will disappear, and in such a manner

that fiction and its polysemous texts will once again function

according to another mode, but still with a system of constraint—one

which will no longer be the author, but which will have to be

determined, or perhaps, experienced” (1984, p.119).

The author, however, does not disappear in the event films discussed here. He
or she may, instead, become a vital influence on efforts to retain the fan base in the
transition from book to film, or to condemn an adaptation, particularly in a digital age.
This alters the relationship of the creators and the fan base, as the digitally active
author can easily access his or her fans, and I contend that this can alter how the
creators interact with the author, as | demonstrate with Meyer and Twilight in the
second half of this thesis. The nature of the interchange between fan, author, and
creator makes a cyclical ‘dialectical’ relationship (Baxter, 1988), which I argue is one
of the key points of new research this thesis brings to the field fan studies and event
film adaptation.

Foucault argues “the author function is therefore characteristic of the mode of
existence, circulation, and functioning of certain discourses within a society” (p.108).
This implies that authorship is not necessarily attributed to the person behind a text,
but instead, the author becomes a method for a society to enter into and experience a
discourse, like the one surrounding Twilight. In this light, Meyer herself, as a

participatory and relatable author, provides an easily accessible entrance into a

vociferous community for shared experience. She created and participates in a



platform of experience in which fans can partake, and she maintained a presence with
the fandom online and in real life as her relationship with the fans shifted. She
continued her presence as an omniscient god or mentor who manages, creates, guides,
and encourages the expanding life of the adaptation as she still blogs, comments, and

interacts with her fandom.

New Research: Unique research on fan management and event film Adaptation

In Paul Booth's study of fandoms in a digital media environment (2010), he
argues the need to reexamine previous categories and modes of media studies using
fandoms as the case study for the argument. | agree with the need for re-examining
previous categories in a digital age, and his work is comprehensive with regard to
media studies and for investigation on fans’ use of digital platforms, however it is
mostly centered on gaming platforms such as alternate reality games (ARGs), and he
does not consider the event film fandom thoroughly. He does acknowledge that a
film's success, as with The Lord of the Rings, is due in part to the film makers' efforts
to seek the “advice and support” of the fans, but he provides little expansion on that
topic.

Booth contends that media studies are no longer distinguished by clear terms
such as convergence, new media, or mass media, and that instead, the studies need to
look beyond these terms into the changing media environments (pp.1-2). | agree, as
contemporary digital platforms encourage cross-textual interaction: a fan’s iPhone
application connects to their laptop, Facebook page, Twitter feed, iPad, and e-reader,
which transfers media across multiple platforms thereby distorting the clear methods
of previous reception, and the clear fields of influence. He contends that a

combination study of these elements coming together is needed when investigating a
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fandom in a digital space, with which | agree, as it supports my processes in
investigating Twilight.

Adaptation studies are able to progress because adaptation practices are
constantly evolving with new technologies and modes of production. Additionally, as
new distribution and promotional practices develop for event films, incorporating
online media sharing, and platforms for fan interaction, the investigation itself needs
to adapt continuously in order to remain current.

Why Twilight in this Study?

I use Twilight (2008) for my primary case study because | was invited onto the
set in March 2008 with nearly unlimited access to cast and crew for interviews and
observation. Although I enjoyed my first reading of Twilight and engaged with the
text upon this investigation, | did not enter this study as a Twilight fan. After the set
visit, my topic developed, and | continued to be exposed to multiple aspects of the
adaptation process from both the fan and filmmaker perspective which contributed to
my knowledge of this particular adaptation, and demonstrated to me the importance of
the fan base, the value of incorporating them into the process, and the changing
relationship of filmmakers and fans, particularly through interaction on the Internet.
From this set experience, | also had extensive access to ancillary events including:
participating in a panel discussion at the book release and concert tour for Breaking
Dawn in August 2008; being a red-carpet representative for Nokia at Twilight s
London premiere in December 2008; | was head of academic programming at
TwiCon, Twilight s biggest fan convention in 2009; | acted as media manager at
Vampire Baseball in July 2009, where members of the Twilight Cast played baseball

to raise money for charity; and | observed various smaller-scale fan interactions such
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as Springfield, Massachusetts’s Twilight prom (2008). I also created a blog® of my
observations, which became a vital tool in my ethnographic research, and will be
discussed in more detail in the second half of the thesis.

This broad access allowed for a unique and informed perspective on the
adaptation practices of a specific event film from both the filmmaker and fan
perspectives. In addition to my work on Twilight and with its creative team and
fandom, I will also compare and contrast practices used on other event film
adaptations in my investigation, based on access and exposure to other media,
professionals, and creators in the field. These additional experiences include my
observations as a visiting researcher to the set of Captain America (Joe Johnston,
2009), an adaptation from the popular Marvel comic. Additionally, I have worked in
film development for Elfin Productions since 2009, and consult with The Film
Agency for Wales and freelance as a script editor on various professional, industry
projects. This experience provides me with hands-on insight into industry practices,
and it gives me access to multiple filmmakers and their processes as well. 1 also
spoke with members of the creative teams for the adaptations of The Hunger Games
(2012), Harry Potter (2001-2012), and also many of the game designers at Turbine
Inc.: creators of The Lord of the Rings Online, a massively multi-player online role-
playing game (MMORPG). | exchanged personal email correspondence with Sean
Astin, actor from The Lord of the Rings who is currently adapting Number the Stars,
and Susan Cooper, author of The Dark is Rising Sequence— a Newberry Award
fantasy series, with one book adapted to film in 2007. By investigating both the
relevant academic research, and completing ethnographic investigation on the

practices utilized in industry as a participating observer, which I will cover in more

® See appendix C for examples from my blog.



detail in my methodology in chapter five, this provided a balanced and comprehensive

investigation on event film adaptation and the changing role of the fan in the process.

Statement of Intent: Structure of this Thesis

To examine these individual areas and how their combination can allow for
better understanding of Twilight s fandom as an example of the shifting dialectical
relationship of filmmakers and fans, | have organized my research into two halves.
The first half of this thesis explores the literature that should be considered when
analyzing fans and event films. The second half provides practical examples of event
film adaptation primarily through Twilight, but with reference to other relevant event
film adaptations.

The first half consists of four chapters, discussing pertinent research, theory,
and examples that contribute to the creation of an event film with a participatory
fandom. In the first chapter, | provide introductory information on the history of
adaptations and relevant theory pertaining to the transition of book to film. In chapter
two, | explore genre and classifications; the emergence of contemporary supernatural
literature, a further definition of the event film, and an investigation into the growth
and development of the event film classification that supported Twilight s phenomenal
reception. | present the defining characteristics of an event film, and look at the
differences between the cult, blockbuster, and franchise film, and argue the audience
as the main criterion for the distinction of event films, thereby bringing the fan into a
place of influence on a film’s adaptation. In chapter three | engage with research on
fan culture and argue its fundamental role in adapting event films. | specifically
investigate the structure of fandoms, argue the concept and importance of ‘fan capital’

within a fandom, and contend its transference to filmmaking and the shift in the

20



relationship between fans and filmmakers in event film adaptation. Finally, in chapter
four | argue the importance of the Internet and real-time interactive media in fan
culture and event films: the use of the Internet by fans to locate and interact with a
digital community, and their use of the Internet as a tool for industry influence.
Investigating the subjects of these four chapters can allow for better understanding of
the confluence of factors that came together to create an event film and fandom like
Twilight’s, in a digital age.

The second half of this thesis is a case study of these fields in practice on an
event film adaptation. Chapter five begins with a detailed discussion of my
methodology, with ethnography as my main methodological tool. The majority of my
empirical research was collected via interviews, fan site polls and discussions, and
through observation within the filmmaker and fan communities on film sets, with
game design companies, and at fan events; this section also includes details of the
ethical considerations taken in the ethnographic research, as so much of it
incorporated observation and interview. In chapter six, | explore fan adaptation and
filmmaker responsibility. | provide analysis on event films that either involved or
ignored the fan base and argue its potential effects on box office results; I also present
the issue of fidelity and argue reasons for fan involvement in adaptation, with
examples of multiple event film practices and receptions. Chapters seven and eight
are specific examinations of Twilight. Chapter seven investigates the inception of the
fandom, the environment surrounding Twilight s publication and subsequent
adaptation, and filmmaker efforts for fidelity and to align themselves with the fandom.
Chapter eight demonstrates specific instances from the film that suggest efforts for
fidelity, their involvement and incorporation of the fan on digital platforms, and

arguments supporting the involvement of the fan in Twilight s marketing. Finally, there
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is my conclusion, which presents a concise overview of this research, where | argue
the implications of this research on the film and entertainment industry, and | provide

suggestions for future studies on fan management and event film adaptation.

Summary

In this thesis, | argue how Twilight shifted the dialectical relationship of
filmmaker and fan. | present examples of the characteristics of this relationship, such
as how the filmmakers demonstrated their efforts for fidelity, and aligned themselves
with the fans. | contend that they accomplish this through the combined efforts of
engaging with the fandom in real-life and in digital spaces, by presenting themselves
to the fans as fans themselves, and by incorporating the author in the creative process
and advertising her involvement. By adapting their practices to consider and include
the fan, and due to the convergence of multiple variables including: the popular appeal
of contemporary supernatural literature and the vampire, the emergence of the event
film, and the advances and expanded use of participatory, digital media primarily via
the Internet, the Twilight phenomenon infiltrated popular culture, and changed the
relationship of the filmmaker to the fan in event film adaptations.

This study aims to further the conversation surrounding adaptation research
by examining Twilight through the lens of fan studies and event film adaptation, and
arguing ways to utilize the fan in the process; clarifying the two areas of investigation
and researching how and where they intersect, through unique access. For as Russel
Letson suggests:

Academics know something of fandom... [but] relatively few have
experienced it first hand through conventions or fanzines. This is a
serious shortcoming, since those who ignore fandom and its products
and activities not only miss an invaluable source of information... but

may be fooling themselves about the very nature of the field (1994,
p.229).
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CHAPTER ONE:

ADAPTATION STUDIES: HISTORY AND PRACTICE

Introduction

In this chapter, | provide the background information and theory on adaptation
studies that are relevant to this study. | explore some of the prevailing issues when
adapting a text from one medium to another, and introduce terminology and concepts
referenced through the rest of this work. This introduces some of the key elements of
film adaptation, the arguments prevalent in the field, and presents a context for this
study in the current discourse on the translation of a popular written text to the visual
medium of film.

Existing literature is a common source of inspiration for adaptations, and has
been from the early inception of film production. For example, there are seven film
versions of A Christmas Carol, four of Alice in Wonderland beginning as early as
1903, three of David Copperfield, and two each of Oliver Twist, The Pickwick Papers,
Tom Sawyer, The Prince and the Pauper, and Treasure Island (Street, 1983, p.Xix).
Initially, using literature as a basis for a film in the early 1900s “became a way to
achieve a kind of legitimacy for film going” (Desmond, 2006, p.15), as it was an
artistic medium utilized predominantly by the lower social classes, and that attending
literary adaptations may bring credibility to the otherwise common entertainment.
Robert Ray (2000) supports this argument on early cinema and also highlights the
issues of legitimacy and class. He argues the popularization of cinema, and that
cinema:

appealed to a proletarian audience accustomed to vaudeville,
melodrama, circus ... it did not satisfy the bourgeoisie’s taste for the

representational. The movies could do so only by adopting the
bourgeoisie’s preferred arts, the nin