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USING FANTASY 
 

Liisa Rantalaiho 
University of Tampere 

 
The Finnish Hobbit Project sets out to answer empirical questions about the uses of fantasy, 
“the fantasy” being the Jacksonian Hobbit trilogy. Instead of the answers I wish to ask questions 
of what is the meaning of use, and to take fantasy more generally. First, whose use are we talking 
about? The project deals with respondents, uses reported or implied by the audience of the films, 
but certainly there are other types of users and other questions that are often asked: what is the 
use of fantasy by its (sub)creators? or the use of fantasy by those who finance the realization? 
But concentrating now on the audiences, what does it actually mean to use fantasy? Can there be 
an abuse of fantasy? Does using fantasy imply that fantasy ought to be useful? We hardened 
fantasy audiences have often been apologetic on behalf of fantasy, arguing that it is useful: it’s 
not escapist, but serves important and valuable purposes, demonstrates its readers and audiences 
the problems of oppression, gender, race, etc., and even gives hope that somebody can do 
something about the problems. And indeed we have a strong case. But these arguments also 
show that talking about uses of fantasy has an inherent moral aspect. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



ON BEING DISAPPOINTED WITH THE HOBBIT: INDICATIONS OF THE 
CHANGING SIGNIFICANCE OF FANTASY 

 
Martin Barker 

Aberystwyth University 
 

 
The World Hobbit Project (2013-4) was designed to build on the ambitions and achievements of 
the (2003-4) International Lord of the Rings Project.  It certainly out-topped the earlier project in 
terms of its scale (46 countries and over 100 researchers involved, recruiting over 36,000 
responses).  But in terms of what it added to our knowledge, the later Project could be judged 
something of a disappointment – because, by common consent, this trilogy of films simply didn’t 
live up to their billing.  So, what can we learn from the sheer fact of widespread disappointment?  
How might this disappointment throw light on what is now expected of ‘fantasy’?  And in turn 
what light might that throw on the current status of the genre? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



WHAT KIND OF AN ADAPTATION IS GAME OF THRONES? 
 

Anna-Leena Harinen 
University of Eastern Finland. 

 
Jens Eder states that “[i]f scholars want to expand the scope of adaptation studies beyond the 
evaluative comparison of literary originals and film adaptations1, they will have to take into account 
research from transmedia studies” (Eder 2015: 71). This argument is the starting point of this 
paper, which is based on aresearch article I am currently working on. Game of Thrones (HBO, 2011–
), probably the fantasy phenomenon of the 2010s and a television series adapted from George R. 
R. Martin’s A Song of Ice and Fire novels(1996–), may have started as a novel-to-television 
adaptation; the first season especially followed the first novel quite strictly. But while progressing 
from one season to another,Game of Thrones has proved it is an independent television series, and 
it has garnered both critical praise and a strong popular following on its own terms even though it 
has had a recognized connection with A Song of Ice and Fire since its premiere.  
 
Arguably, the most striking phase in the differentiation of these two texts was when the fifth and 
sixth seasons largely exhausted the published novels. Therefore, Game of Thrones cannot be referred 
to as an adaptation in a traditional sense anymore because the television narrative has its own 
coursenot based on any previously existing “source text”. The few previous studies regarding Game 
of Thrones have considered it as an adaptation with little further problematization.  
 
This paper, however, problematizes the concept of adaptation and aims to redefine the relationship 
between an adaptation and its “source text”.When I argue that Game of Thrones is a transmedial 
phenomenon I mean that it is a multitext which is being distributed across different media (Eder 
70). Therefore, instead of defining Game of Thrones as a televisual adaptation of Martin’s novels and 
nothing more, I argue the television series, the novels and all the other cultural products belonging 
to the phenomenon from merchandise to the interactive Game of Thrones exhibition form a 
transmedialmultitext. When comprehending adaptation as a transmedial practice (Eder 70), I 
believe we can finally rid ourselves of the evaluative fidelity approach that has pestered adaptation 
studies for decades. In this paper I will explain the current situation with Game of Thrones, and 
examine how adaptation and transmedia studies could benefit from each other in order to avoid 
what Robert Stam calls “the aporias of fidelity” (4). 
 
Note: 
1. Even though Eder specifically mentions film adaptations, the same conception can be applied 
to television adaptations as well. 
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BETWEEN MOURNING AND RIDICULE: MEMES REACTING TO THE DEATH OF 
THE GAME OF THRONES CHARACTER HODOR 

  
Susanne Ylönen & Heidi Kosonen 

University of Jyväskylä 

 
In the fifth episode of the latest season of the popular fantasy series Game of Thrones, May 2016, 
the grand audiences were confronted with the death of the character Hodor, the “gentle giant” 
who had meekly, mutely accompanied the crippled Bran Stark on his mission ever since the show’s 
first episode in 2011. Hodor’s faith was sealed in the outcry, which left him stalling the enemy 
while his masters escaped into the snow: “Hold the door,” he was told, and hold the door he did. 
It was at this moment that the audiences witnessed his death forming into the determining factor 
of his life in disability – through a time loop they saw the approaching death break Hodor’s mind 
in his youth. The outcry “Hold the door” was blurred and shortened, and it tapered down into the 
moniker “Hodor” by which the audience knew the character by. 
 
To the followers of the show this shocking yet valiant death of Hodor was a tragedy, an event to 
mourn. Yet not a day went past for the media to report a kickstarter campaign for the production 
of memorial, wood-engraved “Hodor” -door stops. Moreover, the kickstarter campaign was not 
on a solitary mission: fan practices had already spawned various kinds of memes and DIY -door 
stops, which immortalized the tragic fate of the character in photoshopped images, YouTube 
pranks and on blocks of wood. 
 
The reactions to the memes were varied. To some, these carnivalistic virtual and material objects 
appeared “too soon” and therein breached the western conventions of mourning, which tend to 
cover death in solemnity if not in silence. To others, the door stoppers seemed like trolling, acts 
rendering laughable the audience’s grief as well as the moment of valour of the mentally disabled 
character. The question of whether the memes were instances of mockery or homages to a 
character and series well-liked was thus raised from different aspects. 
 
In our paper we wish to investigate this instant of ambivalent internet mourning, which oscillates 
between grief and ridicule. The case of Hodor will serve as a starting point for a theoretical 
discussion that combines investigating the “normal” and “aberrant” mourning of a fictive 
character in its kitsch and camp aspects with a philosophical focus on the carnivalization of death, 
and the aesthetic mechanism of sublation, a willful lowering of a sublime or overwhelming 
experience such as death. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



PARENTS AND PROSPECTS OF GENE MANIPULATION: DISCOURSES OF 
REPRODUCTIVE TECHNOLOGY IN SCIENCE FICTION 

 
Jani Ylönen 

University of Jyväskylä 
 
 
Science fiction (SF) has historically been accused of two-dimensional characters who function 
more to discuss certain issues than reach for a believable presentation of a human being. While 
this is a simplification and more issue with older rather than contemporary SF, nevertheless SF 
characters, and indeed whole novels, are sometimes used as vehicles to discuss cultural 
phenomenon and social issues especially in connection to technological development. 
 
This is also true for gene technology and, in particular, to its connections to reproductive 
processes. SF novels, such as Ian McDonald’s River of Gods (2004), use “the classical symbol of 
reproduction” a pair consisting of a man and woman, wife and husband, possible future mother 
and father, to discuss issues related to manipulating the genetic imprint of their future child. In my 
paper, I will discuss how McDonald and other SF writers uses this kind of pairings to represent 
two or even more sides of debate concerning the future of human genome. 
 
Besides presenting the ethical debate occurring in society, these characters are also connected to 
politics of gender. I will discuss how questions of motherhood, the body, and power are portrayed 
in SF texts, but also how these presentations are connected to the SF tropes about discussing these 
issues. I will examine, for example, is the technology portrayed as presenting new possibilities for 
women and do the female characters break away from the historical SF tropeof dangerous 
motherhood.In addition, I will discuss the style of representation in River of Gods and other 
novels from the perspective of recent critique of representation in general. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



ZOMBILUTION AND THE CARNEVALISATION OF DEATH 
 

Marjut Puhakka 
University of Oulu 

 
 
Modern day zombies are a mixture of the old beliefs in western and African cultures combined 
with apocalyptic, post-apocalyptic and dystopic fiction. In my upcoming doctoral dissertation I 
study Richard Matheson’s novel I am Legend (1954) which is considered to be the starting point 
of the modern zombie-fiction. The question that I’m asking is why zombies have been so popular 
in movies, books and games for several years now? Zombies might be considered quite dull 
monsters – all they do is moan and search for brains. Compared to the complexity of for example 
vampires zombies don’t seem to be sexy enough to hold the record of the most popular monster 
of 20thcentury. 
 
To study the modern zombie I must follow the evolutionary path of zombies. The hungry living 
dead creatures are not a new phenomenon. Different kinds of ghouls, ghosts, apparitions and 
vampires have walked the earth since the dawn of mankind. The dead intend to haunt the living 
in many ways but in many cases they are not manifested as earthly fleshy creatures but rather as 
bodiless spirits. 
 
The zombies gained their solid form in Haiti where the culture is a mix of Christian liturgy and 
African traditions. In Haiti the zombies were living humans that witch doctors turned into their 
mindless slaves. The Haitian zombie was introduced to North American audience in the movie 
White Zombie (1932). White Zombie is not the first zombie movie known but in the French silent 
movie J´accuse (1919) the dead soldiers rose in post-apocalyptic scene to warn the living. 
 
The evolution of the modern zombie started from Matheson’s novel. He wrote about vampires 
but the scene of post-apocalyptic zombie world was set. There is a lonely protagonist (Neville) 
who has to survive in a world where everyone else has turned in to mindless monsters. Matheson’s 
novel might have been just another vampire story unless George Romero would not have made a 
movie Night of the Living Dead (1968) inspired by the Matheson’s novel. Romero’s movie has 
since then inspired many variations of the basic story where there is one or few survivors trying to 
fight other people that have turned in monsters. Zombies became blue collar monsters, something 
that symbolised the masses of consumers. 
 
Since then the zombies haven’t stopped to evolve. They have become faster, stronger, scarier and 
they resemble less humans. On the other the zombies are gaining back their humanity. In the 
movie Warm Bodies (2013) or the television series iZombie (2015) the zombies are having warm 
emotions and trying to become human again. 
 
In the genre of horror the deal is not just about the fear and terror but also about laughter. Death 
is a big and scary thing, one of the life’s big mysteries. Maybe that is why death is sometimes 
dressed as a clown and greeted with laughter, carnevalisated. The zombies are in many cases 
exaggerated to that extend that they become funny and lose their power to scare. Zombies are not 
a noble messenger beyond crave but rather a reminder that bodies do rot. 
 
 
 
 
 
 
 



“TO ANTHROPOLOGISE FANTASY”. INTERPLAYS OF RESEARCH AND  
FICTIONAL FOLKLORE 

 
Emilia Karjula 

University of Jyväskylä 
 
 
The title of my presentation (mis)reads and (re)writes a sentence in a volume of ethnographic 
research: “The anthropologisation of fantasy (…) is an unknown field in the history of our 
discipline”[note 1], writes the ethnologist Bo Lönnqvist (2006, 7). As a creative writer and 
researcher,this sentence has been haunting me. What if Lönnqvist´s words could be interpreted as 
a call for writers to do our fantasy work like anthropologists? This idea has had a major role in the 
creation of the artistic output of my creative writing PhD. A work of surrealist fantasy, the Museion 
Tarot consists of 78 cards by visual artist Eero Merimaa and 78 accompanying texts written by me. 
The work will be realised as a gallery exhibition, a physical object (a deck of cards) as well as multi-
disciplinary arts workshops.  
 
The frame story of Museion Tarot rewrites classical mythology: the main characters are the nine 
muses, daughters of Mnemosyne, the goddess of Memory, and Zeus himself. The central location 
is Museion, a living building built to protect the muses as they feel terribly guilty about killing their 
sister, the Moon, who nonetheless lives in their well.  
 
In writing the texts, I have drawn from my initial training as a folklorist. The traces of re-written 
or fictional folklore are clear in both the content and form of most of the texts, which can be 
fragments of,for example, fictional conversations, fairy tales and cautionary tales. Some also 
borrow from works of anthropological or folklorist research. My presentation will focus on what 
the “anthropologisation of fantasy” could mean for a writer, and how it plays out in the narrative 
strategies of three Museion Tarotcards: The Moon-Doll, The Blue-and-Black Cows of Lady Moon, 
and The Visitor. 
 
Note:  
 
”Fantasian antropologisointi on – eräitä kulttuuri-ilmiöitä lukuun ottamatta – tuntematon kenttä 
oppialamme historiassa”. ”To anthropologise fantasy is – apart from some cultural phenomena – 
an unknown field in the history of our discipline.” (translation EK). – Lönnqvist, Bo. 2006. 
”Villiyden maisema – etnologian ydin”. In Autenttinen ihminen. Tulkintoja irtautumisen etnografiasta, 
edited by Bo Lönnqvist and Laura Aro, 7–17. Jyväskylä: Atena.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 



CREATIVE AND COLLECTIVE FANTASIES OF ADULT TOY PLAYERS: 
CHARACTER-DEVELOPMENT IN SOCIALLY SHARED OBJECT PLAY 

 
Katriina Heljakka 

University of Turku 

 
Toy play as a type of object play is traditionally associated with children’s employment of various 
toys in their play scenarios. Again, adults as toy players are most often perceived as toy collectors, 
but interaction with toy types with a face, e.g. dolls, action figures and soft toys does not limit itself 
to the seemingly goaloriented – even competitive – and thus rule-bound activity of hunting, 
gathering and organizing of the toys, in other words, building a collection. 
 
This paper/presentation continues the work of the author as presented at the Sharing the Play 
seminar at University of Jyväskylä in 2015 by exploring the creative and collective nature of adult 
fantasies in play with character toys. Adult engagement and relationships to toys and their 
interaction, creativity and collective fantasizing with contemporary toys is a new area of research 
exploring a previously ephemeral but now emerging phenomenon. Adult toy play is brought 
forward and is thus more perceivable than ever through new technologies and social media: Mature 
audiences of toys actively perform and document play in physical environments, then share their 
play (e.g. photoplay, toy photography or toy-related videos) in the changing media landscapes of 
digital playscapes such as Flickr, Instagram, YouTube or Facebook.  
 
Play scholar Brian Sutton-Smith has expressed a concern for modern toys as limiting themselves 
mostly to the ideals of romanticism and commercialism (1997). He has spoken of toys as artefacts 
that support solitary forms of play as opposed to social play. Furthermore, Sutton-Smith says that 
children’s and adults’ play are quite different – that of children being open, or creative, and that of 
adults being closed, or reactive (SuttonSmith 1997, 19). In this presentation, the idea of the toy as 
a commercial and romanticized object that promotes solitary play first and foremost among 
children, and the notion of the reactive nature of adult play will be contested. The scope of the 
presentation lies first and foremost in how toys activate the imagination and enable fantastic play 
with toys at adult age. In terms of imaginative play, “to play is to create and then to inhabit a 
distinctive world of one’s own making”, notes play scholar Thomas Henricks (2008). One of the 
differences between the toy relations of children and adults is that while a child usually yearns for 
sensory engagement with the toy, an adult may also enjoy the toy in ‘silent dialogues’ with it. For 
the ‘everyday players’, e.g. character toys may, besides aesthetically pleasing objects, also function 
as companions, even avatarial (and in most cases fantastic and thus idealized) extensions of oneself. 
In a way, then, toys also function as portals to fantasized worlds that may be personal or socially 
shared. When employed as characters in socially shared imaginative scenarios, the toy relations of 
adults resemble other fannish relationships. What makes them different from most fan relations 
though, is the starting point for the fantasies: Here most likely a toy personality, which in its origin 
may or may not be a spin-off of another media product of the entertainment supersystem 
(Kinder1991), but nearly always creatively cultivated by the adult player(s) imaginations.  
 
 
 
 
 
 
 
 
 
 
 



ZOOMANIA IN THE NARCO WORLD 
 

Catalina Jaramillo 
University of Edinburgh 

 
 

 
 

 
Pablo Emilio Escobar was described by an informer in an FBI report as ‘the third richest man in 
the world’ and the ‘drug king of the world’. As a result, Colombia was a prosperous centre of the 
cocaine imperium and a creative and ‘magical’ place which legalized this illegal fortune. This 
legalization involved having a ‘good cover’. His fortune needed to be invested in something 
persuasive that appeared to be legal and wouldn’t arouse suspicion. In other words, a credible 
fantasy. One of Escobar’s fantastic representations was a public zoo, called La Hacienda Napoles, 
where he created a ‘magic’ world. His son, Juan Pablo Escobar better described Napoles as a place 
where everything was an adventure from the beginning to the end. Escobar never knew of Michael 
Jackson’s Neverland Ranch in California, but his son thinks that it is probably comparable to this 
zoo. The zoo has been traditionally considered a representation of ‘the relationship of human 
being to nature’ (Baratay and Hardouin-Fugier 2004, 10),but, in this case, it seems to be a return 
of the artificialization of the baroque. Escobar’s fantasy appears to be inspired more by the 
influence of the American culture of Disney World and television in Colombia in the seventies 
and eighties:the sense that reality collapses and discovers a new reality sur-réalité, which is the reality 
of desires of the individual psyche. The zoo can represent then what Calabrese called ‘the aesthetic 
of repetition’ and what Eco calls hyperrealism, which is nothing more in both cases than a process 
of imitation. Similar to a kaleidoscope, reality was replaced by becoming ‘multiple’ and by being 
distorted:this resulted from fracturing the real world into a multiplicity of pieces of places, animals, 
machines and media devices. 
 
This research considers La Hacienda Napoles from its historical, architectural, biological, 
technological, political, economic and anthropological perspectives and the complex relations 
between popular culture, urbanism, transport and technology. This analysis was undertaken using 
'multilinear evolution’ as a methodology. Essentially, this methodology studies the significant 
alteration of a particular culture so that a cultural law can be identified (Sterward 1972, 21). 

 
 



EXPERIENCING THE SACRED. THE HOBBIT AND THE HOLY BOOK 
 

Jyrki Korpua & Maria Ruotsalainen 
University of Oulu & University of Jyväskylä 

   
Is fandom a form of religion? While the claims insisting that Fandom can be seen as a form of 
religion have been met with numerous counter-arguments, insisting that Fandom by no means fills 
the criteria of organized or institutionalized forms of religion and that is in many ways their 
opposite - as the scientific based world view and critical thinking are central to it, there are those 
who argue that the line between religion, religious, fandom, and fantasy is not at all that clear, but 
they both, to some extent, occupy the plane of beyond the everyday. 
 
In this vein, if we stretch our understanding of religion and religious to include atheistic religions 
(such as Buddhism and even contemporary Scientology) and even anti-theistic and deformed 
religions (such as Satanism), we find a lot of common instruments in religion and fandom. 
Intersections of religion and fandom has been widely researched in the recent years. Studies have 
often compared fandom to a form of secularized religion, suggesting similar excessive and 
irrational involvement (Crome 2015). Moreover, if we examine the religious and especially the 
scared at the level of experience instead of focusing only to structure of religious organisation and 
movements, more conjectures start emerging between the pair religious-fantasy. Themes like 
beyond the everyday and the sublime become markers for both religious and fantasy and it can be 
thus asked can they as such be part of fandom alike.    
 
Against this backdrop, in our presentation we examine what could be called the religious and 
sacred elements in the reception of The Hobbit movies. We utilize 1614 answers from Finnish 
audience who participated to an international survey inquiring their opinions about the Hobbit 
movies. We pay special attention to two tendencies which have emerged from the open-ended 
answers: the idea of Tolkien’s original The Hobbit book as “sacred” text and watching The Hobbit 
as sublime or beyond the everyday experience. Through this inquiry, we also speculate the 
relationship between the sacred and the religion, and the fandom and the fantasy alike. 
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A COMMON HOBBIT AND A REAL DRAGON: AUDIENCE RECEPTION OF THE 
TRANSMEDIAL CHARACTERS OF BILBO AND SMAUG IN THE HOBBIT FILMS 

 
Tanja Välisalo 

University of Jyväskylä 

 
Characters have a central role in the reception of fictional content. This is evident for example in 
the way characters are the focus of many audience practices, such as creating fan art, cosplaying, 
or writing fan fiction. With transmedia storytelling and creation of transmedia worlds becoming 
more dominant modes of production in the entertainment industry, characters are increasingly 
becoming transmedial as well, moving between different media and different stories while 
appearing in different transmedia expansions. 
 
An example of transmedial characters can be found in The Hobbit films (2012, 2013, 2014). The 
films are adaptations of J.R.R. Tolkien’s novel The Hobbit, or There and Back Again(1937), but 
some of the characters also appear in The Lord of the Rings(1954, 1954, 1955) novels by the same 
author and the film trilogy (2001, 2002, 2003) based on the novels. The characters appear also in 
several digital games and other media products adapted from these stories or located in the same 
storyworld. 
 
In this presentation, I will examine the reception of The Hobbit film characters, and what it tells 
us about the uses of Tolkien’s works or world and other works set in Middle-Earth more broadly. 
I will do this by analysing the Finnish responses to the online survey data on the reception of The 
Hobbit films collected as part of The World Hobbit Project.Using descriptive statistical analysis 
and qualitative thematic analysis,I will approach the data with the following questions: What are 
the criteria of The Hobbit audiences for evaluating the characters? How do audiences negotiate 
between different representations of the same character? What is the relationship between 
transmedial characters in The Hobbit and other characters outside of Middle-Earth from the 
audience perspective? 
 
I will focus my analysis on the reception of two characters, the main character Bilbo Baggins, a 
home-loving hobbit taken on an unexpected adventure, and his main antagonist, the dragon 
Smaug. Both of these characters are frequently mentioned in the survey responses and both of 
them are among favorite characters of many respondents. Both of them also offer diverse 
possibilities for audience interpretation: Bilbo appeared in The Lord of the Rings novels and films, 
and is as such a familiar character to those who had read or seen them. As a dragon, the character 
of Smaug can invite interpretations based on other fantasy texts portraying dragons. The actor of 
Bilbo, Martin Freeman, and the voice actor of Smaug, Benedict Cumberbatch, also portray the 
main characters in the popular BBC television series Sherlock (2010–),creating further possibilities 
for intertextual reception.My analysis is informed by theories of transmedia, adaptation, and 
intertextuality. 
 
 
 
 
 
 
 
 
 
 
 



“ERAGON – PLAGIARISM MADE POPULAR”. HOW FANS OF FANTASY AUTHORS 
DISCUSS INTERTEXTUALITY? 

 
Minna Siikilä 

University of Jyväskylä 

 
In today’s world most of book arguments are being debated online, where one can express oneself 
more freely, thanks to anonymity. These non-professional opinions are also more multifaceted and 
fertile than the ones written by professional book critics. (Steiner, 2008.) These book conversations 
can also be seen as a part of the ongoing media convergence, where new medias (online 
conversations, social media) and old medias (printed books) encounter. As a result of this media 
convergence also normal readers at a grass roots level can and be heard better than before. (see 
Jenkins 2006: 2.) As the slogan on the other site that I’m studying here goes: “everybody’s a critic” 
(Matchstick 2014). 
 
In this paper I’m going to discuss my main findings on two online conversations about famous 
fantasy authors and their books. These discussions are: “JK rowling borrowed heavily from JRR 
Tolkien” [sic] (Gaia online 2012) and “Eragon – Plagiarism Made Popular” (Matchstick 2014). The 
focus of my study regarding these online conversations will be on fandom and intertextuality. In 
these heated and deep conversations it can be easy to see, how fans of a certain fantasy author are 
willing to defence their idol (for example J. K. Rowling or J. R. R. Tolkien), and how they do it. 
For example it can be seen that the question about reader’s knowledge is very carefully observed 
and measured. 
 
In the case of Eragon – Plagiarism Made Popular (Matchstick 2014) I’m also going to discuss anti-
fandom, because this blogpost that sprung rich conversation in the comment section is a very good 
example of anti-fandom activity. The writer, known as Matchstick, knows the book she/he hates 
very well, and does an in-depth analysis about it without saving one’s time or energy. The 
passionate rant begins with this statement: Few thing in the literary world have the ability to earn 
ire and continuing disbelief as readily as the success of Christopher Paolini’s plagiarism (Matchstick 
2014). 
 
When it comes to intertextuality it can be seen that the question about originality is a very heated 
subject among the debaters. Many readers accuse J. K. Rowling and Christopher Paolini of 
plagiarism or borrowing too heavily from J. R. R. Tolkien and other older fantasy writers. These 
accusations also generate an assumption of low quality of their books. So it can be said that 
originality and individuality are being held on a high value among fantasy readers. On the other 
hand some debaters think that it is enough, if the book they are reading is entertaining, and it is 
impossible for a fantasy writer to invent anything distinctly new anyway. This debate can be boiled 
down to the differences between romanticism and postmodernism. 
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FANTASY TRANSMEDIATIONS: THE ART OF MAKING IT REAL 
 

Susana Tosca 
IT University of Copenhagen 

 
If, as Brian Attebery proposes, fantasy is “one degree more fictional than fiction”, maybe it should 
just stay in the minds of its creators and audiences. Paradoxically, it does seem that fantasy stories 
are an excellent source of material objects (merchandise, amusement rides, film locations, 
cosplay…), some fan-made, some commodified. These objects become suddenly present in the 
world, and offer fans a feast for the senses and the imagination. But how are they real, if at all? 
Are they simulacra, props, identitiy symbols, performances, liminal objects? This talk is a cultural 
reflection on the different ways that fantasy becomes matter and what it can mean to us. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



CHARACTERS CAUGHT BETWEEN ADAPTATION AND TRANSMEDIA: THE CASE 
OF JESSICA JONES 

 
Aino-Kaisa Koistinen, Essi Varis & Tanja Välisalo 

University of Jyväskylä 
 
Media producers and users across the world are now increasingly drawn to “transmedia 
storytelling” (Jenkins 2006), which entails building a storyworld simultaneously in various media 
platforms. Arguably, one of the most notable and lucrative forerunners of this trend have been 
American superhero franchises, including the Marvel Cinematic Universe. Our paper aims to 
dissect one of its less-known narratives: Brian Michael Bendis and Michael Gaydos’ Alias comics 

series (2001–2004), and the original Netflix series Jessica Jones (2015‒) it recently inspired. We 
will analyze the complex relation between these two installments through theories on 
transmediality, adaptation and intertextuality, focusing on the eponymous protagonist, retired 
superhero Jessica Jones. Even though characters, like storyworlds, are somewhat independent 
constructions and most franchises are character-based, previous considerations have left them on 
the sidelines. Thus, identifying the similarities and differences between the two incarnations of 
Jessica Jones will also reveal the similarities and differences between the aforementioned 
theoretical apparati in a new way. As a result, we hope to discover whether the same logic that is 
used to distinguish between adaptation and transmediality also enables distinguishing character 
adaptation from transmedial characterization – or whether a new, more character-centered theory 
is needed. 
 
The MCU is an especially fruitful test case for problematizing the relationship between adaptation 
and transmedia because, as Colin B. Harvey (2015, 9) has noted, the team creating the cinematic 
universe “both adapts elements of the original comic books and invents new elements, including 
characters and plots”. This is certainly true for Jessica Jones: differences from and similarities with 
the source comics abound. Most differences can be explained with the mediums’ different 

expressive repertoires and consumer bases ‒ the TV series has enjoyed about a hundred times as 
large an audience as the original run of the comic (Ching 2016; Comichron 2016). From the 
producers’ part, this requires different usage of the characters: their synthetic aspects are 
dependent on the medium-specific ways of narrating and (re)presenting, while their thematic 
aspects are affected by the projected target audiences (see Phelan 1989). On the other hand, while 
consumers are bound to use the different media products – binge-watchable Netflix shows and 
comic books – in different ways, their relation to the characters might remain remarkably similar 
across media. Thus, as long as the mimetic, person-like whole of the character (Phelan 1989) 
remains identifiable, it can grow transmedially – and drag consumers along for the journey. 
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BABY-EATING ALIENS MIGHT ACTUALLY RUIN THE GAME – GAME-CENTRIC 
TRANSMEDIA AUDIENCE EXPERIENCES 

 
Elisa Wiik 

University of Tampere 

 
Right now transmedia is on the rise among several different game developers. Game studios such 
as Remedy Entertainment, Telltale Games, Activision Blizzard and Interlude are all experimenting 
with transmedia content. Only time will tell if this trend will only be curiosity among game 
developers or will it become something much more, a new way to produce and consume game-
related entertainment. Consumers are the key to these projects success or demise and it is 
important to study what kind of experiences these transmedia products do offer.  
 
The definition of transmedia used in this paper is one defined by Henry Jenkins. According to 
him, transmedia is telling stories through different media, so that the stories are interlinked and 
form a whole. The paper also examines different ways of defining transmedia and introduces 
several audience reception studies of the topic. It seems that amongst transmedia audience 
reception studies, a prevalent core text is either a television show or a movie. Studies where the 
core text is a game seem to be in the minority. In this paper, I suggest a need for a game-centric 
transmedia studies. A game-centric transmedia posits games as either the core text or as a co-core 
text of a transmedia constellation.  
 
The audience reception in this paper focuses on the transmedial product Defiance, an American 
science fiction game and a TV-series produced at the same time sharing the same universe, 
locations, characters and events. The TV-series was cancelled after season three aired in the 
summer of 2015 but the game is still ongoing. Defiance transmedia content included special in-
game missions, inclusion of gamers and their characters into the TV-show and short webisodes 
available on the internet.  
 
A web survey was created for the purpose of finding out answers to these research questions: What 
are the perceived positive and negative aspects of transmedial game content in Defiance? What are 
the motivational factors for game-centric transmedial engagements? The survey was divided into 
four different sections: watching and playing, crossover content, other transmedia and background 
info.  
 
Watching and playing contained general questions about the Defiance watching and playing habits, 
crossover content had specific questions about Defiance crossover parts and other transmedia 
dealt with habits and preferences about transmedia other than Defiance. Background info 
contained gender, country and year of birth of the participant as well as scaled questions about 
being a fan and a gamer. The survey was answered by 89 persons and the answers were examined 
using qualitative content analysis as well as basic quantitative analysis.  
 
The results revealed an unbalanced nature of the Defiance transmedial content and spoke for the 
players' need to experience narrative continuation as well as characters true to their television 
counterparts. The most often cited motivations to engage with game-centric transmedial content 
included immersion, interaction as well as story volume and expansion. The results were in contrast 
with earlier transmedia audience studies and suggested that game-centric audience studies are 
needed to further explore this divergence in relation to TV drama-centered transmedia studies. 
 
 
 
 



FANTASY AND SOCIAL COMMENTARY IN THE FILM ADAPTATION OF DAYS OF 
FUTURE PAST 

 
Laura Antola 

University of Turku 

 
During the past fifteen years superhero film adaptations have become Hollywood’s leading genre. 
Their success begun in 2000, with the first X-Men-film directed by Bryan Singer, and since then 
Marvel has managed to build a movie empire – Marvel Cinematic Universe – around their iconic 
characters that almost matches their comic Universe. The X-Men-franchise has grown into a series 
of 8 films and still manages to coexist and expand alongside the even bigger Marvel Cinematic 
Universe. At the same time DC has also been building their own cinematic universe, encouraged 
by the success of the three Batman-films directed by Christopher Nolan. 
 
In this presentation I will analyze the adaptation of what is widely considered one of the most 
prestigious superhero stories, Days of Future Past (Claremont & Byrne, 1980), into a Hollywood 
film. The film uses the original two-part comic as a starting point, but as adaptations usually do, it 
expands into different directions and takes on new themes. Adaptation studies has often been 
criticized for focusing too much on the fidelity of the adaptation, and overall for prioritizing the 
“original” text. I will look at X-Men: Days of Future Past (Singer, 2014) as an adaptation that falls 
into the sphere of borrowing, meaning that the original text or universe is used as a starting point 
for the story, and by borrowing elements from different stories the filmmakers have created a new 
one. I want to explore the adaptation of fantasy in the film; how do the time-travel-storyline and 
the realistic style of the film negotiate with each other? How are the fantastic elements adapted 
into the screen?  
 
Another key element that is adapted in the film version is the story’s political commentary. The 
comic book original carries themes such as racial segregation, political violence and government 
control. The plot revolves around a political assassination and its repercussions. By borrowing 
different elements from the vast X-Men-canon the director and writer of X-Men: Days of Future 
Past have created new political implications to the story. By placing the film in the past instead of 
the present the film becomes even more fantastical, and at the same time the social commentary 
becomes less direct. The style of the film, however, is very realistic, and this conflict is what makes 
the political implications interesting. In my presentation I ask if the fantasy elements in the film 
allow for a new kind of social commentary.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 



THE META-FANTASTIC LEVELS OF NARRATIVE IN ALAN MOORE'S SUPREME: 
THE META-COMIC AND THE META-SUPERHERO 

 
Oskari Rantala 
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Comics is the medium most overwhelmingly dominated by fantastic narratives. For more than half 
a century, superheroes have practically monopolized the mainstream Anglo-American comic book 
industry. Superheroes originated in comics and have a varied aesthetic history in the realm of 
graphic narrative, even though the storyworlds they inhabit have become increasingly transmedial 
of late. Especially in more metatextual superhero narratives, memory of the medium plays a 
significant role. 

The first superhero, Joe Shuster and Jerry Siegel’s Superman, appeared for the first time in 1938. 
During the rest of the 20th century, superhero comics have generated huge narrative universes, 
complex superhero canons and peculiar fan subcultures. Consequently, some more recent 
superhero works have engaged in self-referential play, using the history of the fantastic genre in 
sophisticated ways. Appreciating these works fully calls for a comprehensive subcultural 
knowledge of the superhero genre and the comics medium. 

One such work is comics writer Alan Moore’s revisioning of the superhero Supreme, originally a 
“grim and gritty” clone of Superman created by Rob Liefeld in 1992. Moore’s version of the comic 
is metatextual in many respects: it discusses the tropes and archetypes of the superhero genre as 
well as exploits its history in subversive ways, including, for example, style pastiches of comics by 
canonized comics artists, such as Jack Kirby and Wally Wood. 

In my paper, I will take a look at Alan Moore’s Supreme (#41-63, 1996–2012), especially its meta-
fantastic aspects. I argue that the meta-level discussion of superheroes as well as the experiments 
with comics medium are ultimately used as fantastic storytelling devices. Furthermore, both of 
them can be considered medium-specific narrative strategies to some extent, and it’s worthwhile 
to discuss whether the meta-fantastic aesthetic of Supreme and other medially self-aware comics 
is able to transcend the boundaries between media even in theory. 

 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



OVERLAP OF FANTASY AND METALEPSIS IN DISNEY COMICS 
 

Katja Kontturi 
University of Jyväskylä 

 
Considering Disney comics, we often see them as good-natured animal comics without profound 
content. However, already Carl Barks (1901–2000) tackled themes such as Vietnam War, 
environmental issues as well as American consumerism. His so-called successor, Don Rosa (1951-
) has not taken the satirist path that Barks did, but concentrated more in deepening the characters 
and creating a whole “Duckverse” based on references taken from Barks’s works. 
 
In addition to the historical accuracy and meticulous work to situate Scrooge McDuck as part of 
the eminent world events such as the sinking of the Titanic, Rosa takes on the more postmodern 
approach and combines fact with (fantastic) fiction. Rosa’s Duckverse includes several storylines 
that has fantastic content. His Ducks travel to lost valleys, outer space, the era of King Arthur, 
dreams and mythical places such as Finnish national epic, Kalevala, to name but a few. Besides, 
the city of Duckburg itself has operators like the inventor Gyro Gearloose and sorceress Magica 
DeSpell to create fantastic and supernatural events confusing the local citizens. 
 
From the perspective of comics studies, what is interested about Rosa’s fantasy, is how often 
postmodern phenomenon called metalepsis occurs side by side of it.Metalepsis, as described by 
comics scholar Karin Kukkonen (2011), means breaking, transforming or moving the borders of 
fictional word. This means that the characters inside the fiction realize the borders or their 
fictionality in some way. Talking about metalepsis, there is always a hierarchy: there’s the world of 
which the story is about (the storyworld) and the world where the telling of the story occurs (actual 
world) and metalepsis is the transition between these worlds. 
 
To be more precise, according to another comics scholar, Jan Baetens (1991), the fictional world 
of comics lies within the panels. And whenever a character moves from panel to gutter, he or she 
leaves the fictional world – thus enabling metalepsis. 
 
This paper aims to study the Disney comics by Don Rosa (in addition to some Italian comics 
artists who practice the same method in various ways) from the perspective of fantasy and 
metalepsis. I will concentrate especially in the transitions between the fantastic worlds and compare 
them to the transitions between the hierarchical narrative levels and the comics narrative methods 
typical for metalepsis. For instance, in Don Rosa’s “Escape from Forbidden Valley”, when Donald 
is thrown in a valley of dinosaurs by angry native people, he actually falls through the border of 
the panel. Similarly, in Roberto Gagnor’sand Giorgio Cavazzano’s “Destino”, Mickey, Goofy and 
Donald fall into the painting of Salvador Dalí. The painting can be interpreted both as a secondary 
fantasy world according to fantasy scholar Maria Nikolajeva (1988), or as a work by an artist thus 
making it hierarchically a lower narration level inside the comic. 
 
I will ground my arguments within the theories of suitable comics scholars as well as fantasy genre 
theories. As comics haven’t been studied much from the fantasy genre perspective, the visual cues 
and narration will be in the centre of this paper. 
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