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EXECUTIVE SUMMARY

This report explores issues around the growing phenomena of screen
tourism, where visitors travel to locations at which films or television

shows have been filmed.

It, focusing on three key areas: the
economic, individual and cultural impacts
of screen tourism; the role fans play in
encouraging tourism; and the practicalities
and legalities that need to be considered
when working with fans and creating a
sustainable form of screen tourism. It
draws on 59 survey responses and semi-
structured interviews with 10 individuals
involved in screen tourism, including
government agencies, tourism businesses
and fans, as well as fieldwork carried out
at six screen tourism locations. National in
perspective, individuals across every region
of the UK have contributed to this report.

This report first focuses on the multiple
impacts screen tourism has. While industry
reports often refer to the economic
impacts, which was acknowledged by
participants, screen tourism also offers
employment and skills development
opportunities beyond simply tourism.

It also has a profound impact on those
visiting the locations particularly when the
location is tied to a fundamental aspect

of fans’ identity such as race, gender or
sexuality. While the positive impacts of
screen tourism were recognised, there
was also acknowledgement that there are
negative impacts from screen tourism,
particularly in relation to the environment.

The report then looks at the role of fan
communities specifically in encouraging
screen tourism. The affective relationship
that fans have with a text was highlighted
by respondents, and survey data pointed
to the different ways in which fans find
out about filming locations and what

they do there. Play and performance

was highlighted as a driver for screen
tourism, with these also being used by
tourism businesses. The role that social
media plays in driving visits was noted by
stakeholders, who recognised that while
there may still be a place for traditional
advertising, new forms of media were
crucial to word-of-mouth advertising and
fans excelled in this kind of information
sharing.

The third area of analysis explores the
relationship between stakeholders and
fans and how the two can and should work
together. Some participants highlighted
the detailed processes they have to follow
when using influencers while others
discussed a less formal relationship.
Participants also acknowledged that the
power of fans to highlight screen tourism
locations can be a double-edged sword
and while considerations around the
environment and screen tourism’s negative
impacts might come into play at an official
level, fans don’t necessarily think about
those issues. A new way of encouraging
and engaging with sustainable screen
tourism is therefore necessary.

Finally, the report offers recommendations
for further work that could be done to
ensure a sustainable screen tourism
benefiting the environment, local
communities and fans:

Screen tourism cannot — and should not —
be separated from heritage or culture and
should be positioned alongside heritage
and cultural tourism in national and
international marketing.

As influencers become a more common
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marketing tool information is needed for
fans to be able to negotiate contracts which
don’t exploit their love for a text.

A sustainability toolkit aimed at those
involved in location scouting and
management, such as production
companies and local councils, should

be developed, outlining best practice for
engaging with fans to promote sustainable
screen tourism at all stages of production.

Use of VR and immersive technology should
be considered as a means of encouraging
more sustainable forms of screen tourism
while also recognising the affective
relationships fans have with a text.

https://screen-network.org.uk
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1. INTRODUCTION

Media tourism, in particular film- and
TV-induced tourism, has grown in
popularity over the last twenty years as
international productions and streaming
services showcase a range of locations

to a global audience. As Sue Beeton
writes, “The popular media of the day
influences the appeal of travel destinations
and activities through constructing or
reinforcing particular images of those
destinations” (2005: 4) and the wealth of
film, television, computer games, books
and other media offer viewers multiple
potential travel destinations. Research into
media tourism has predominantly focused
on two main areas: the way media tourism
is experienced by tourists, and the impact
of media tourism on local communities
(Reijnders, 2021). The latter has examined,
amongst others, the implications on

media tourism on small businesses and
local communities (Beeton, 2005); the
relationship between the fictional and the
real location (Torchin, 2002); the marketing
potential of film tourism (Cohen, 1986);
and economic development (Croy, 2011).
Industry reports have also highlighted the
economic impact of media tourism in the
UK. The BFI notes that inbound tourists
spent an estimated £729.4 million in film-
related screen tourism in 2017, which is
estimated to have increased to £892.6m

in 2019 (2021: 29). In terms of HETV-
related tourism they note that inbound
tourists spent an estimated £344.6 million,
estimated to have increased to £499.7
million in 2019. Tourism Northern Ireland
also estimated that Game of Thrones
resulted in 350,000 leisure visitors to
Northern Ireland annually, spending in
excess of £50 million (2019: 11).

While media tourism clearly demonstrates
a range of impacts, a sub-set of this
form of tourism, fan tourism, providers

further opportunities for examining the
longevity of screen tourism locations,
specific points of identification between
the viewer, text and location, and the use
of fan labour to encourage visitors. While
fan tourism is not new, the growth of social
media sites and the use of smartphones
has enabled fans to share photographs,
videos and blogs of filming locations to
others worldwide. As Cathrin Bengesser
and Anne Marit Waade point out, “the
smartphone can collapse the boundaries
between their viewing of films or television
series on their screens, their experience
of the screen tourism destinations through
which the phone navigates them, and their
sharing of individual experience of places
on social media” (2021: 176). Indeed,
studios, heritage organisations and tourism
agencies have taken advantage of this,
offering influencers the opportunity to
experience bespoke tours or be granted
early access to exclusive events and
locations in exchange for sharing this
content to their followers. Examining the
ways in which online fan communities can
act as drivers to and mediators of these
filming locations and the role that fan
practices like fan art, fan fiction and fan
crafting play in encouraging visits to these
sites therefore offers a new and innovate
way of looking at screen tourism and its
effects.

1.1 Research Aims

This research project aims to understand
the impact media tourism has on fans, local
communities and economic development
by examining film- and television-induced
tourism at a range of locations throughout
the UK. In particular, this project aims to:
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= To examine the role of online
communities and both digital and
physical fan practices in encouraging
screen tourism;

= To assess the ways in which fans
and stakeholders work together to
encourage tourism to a destination;

= To help identify best practice at
these sites of fan tourism and identify
exemplars that other sites can look
to in order to capitalise on this sort of
tourism.

1.2 Methodology

A mixed methods approach was used for
this research to gather data from fans,
businesses, local councils, tourism boards
and other relevant organisations. In the first
instance, a questionnaire was developed
asking questions about the motivations
for visiting filming locations and how
these locations were discovered and what
visitors did at those locations. This was
shared in Facebook fan groups, via Twitter
and at conferences where the research
was presented, and was conducted
anonymously, though participants were
invited to send photographs of their trips
with the researcher. 59 people responded
to the questionnaire, with 5 of these also
submitting photographs.

The second part of the research involved
conducting semi-structured interviews
with 10 stakeholders involved in screen
tourism. These were identified through
desk-based research and were chosen
due to the nature of their involvement with
the locations and/or texts comprising the
six case studies used in this research. 9
interviews took place via video call and

1 over email. The final element of the
research involved carrying out fieldwork,
including participant observation, at the
following 6 media tourism sites in the UK:

= Portmeirion (The Prisoner, 1967-1968)

= Holmfirth (Last of the Summer Wine
1972, to 2010)

= Goathland (Heartbeat, 1992 to 2010)
= Belfast (Game of Thrones, 2011-2019)

= Halifax (Gentleman Jack, 2019 — 2022)

Edinburgh (Harry Potter, 2014 -)

These sites were chosen as they represent
a range of texts and screen tourism
locations, from high-end productions with a
global audience, to short-lived series which
retain a cult following, and long-running,
family friendly shows that function as part
of the ‘ordinary wallpaper’ of everyday

life (Karpovich, 2010). It was expected
that Belfast, Edinburgh and Portmeirion
would prove exemplars, offering scope

for a detailed analysis of both official and
fan-created tourism. They would also offer
the opportunity to speak to a range of
stakeholders involved in screen tourism as
well as fans involved in the production and
circulation of content both on and offline.
In contrast, Holmfirth, Goathland and
Halifax offered an opportunity to explore
less mainstream locations for screen
tourism. In addition, Gentleman Jack fan
tourism provided a counterpoint to these
older shows, beginning in 2019, but its
cancellation in 2022 following numerous
articles about the opportunities the series
could bring to the area provides an opening
to examine ‘unsuccessful’ screen tourism
and what happens when these texts are
cancelled.

Three key themes were identified based
on questionnaire and interview responses
and observations made during fieldwork,
and are discussed in detail in the following
chapters:

= the economic and cultural impacts of
screen tourism

= the role of fan communities in
encouraging screen tourism

= working with fandom and creating
sustainable screen tourism

https://screen-network.org.uk
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2. THE ECONOMIC,
INDIVIDUAL AND CULTURAL
IMPACTS OF SCREEN

TOURISM

The economic impacts of screen tourism
have been widely reported, with the UK and
Ireland being among the most desirable
screen tourism locations given the success
of media properties like Outlander, Harry
Potter and Game of Thrones (Tym, 2023).
A recent BFI report shows that two-thirds
of tourists to the UK are influenced by
locations and landmarks from British-made
films and TV programmes and visitors
spent an estimated £892.6 million in
film-related tourism in 2019 (BFI, 2021).

A 2022 study by Megabus revealed over
half of Britons had booked trips and days
out in the UK because they were inspired
by movies or TV shows filmed in those
locations (Rowland-Dixon, 2022), while
Visit Kent reported that in 2021/22, filming
generated an estimated £8 million towards
the Kent economy, due to the presence of
productions such as Call the Midwife and
James Bond (Visit Kent Business, nd). The
media has also highlighted the role media
tourism plays in economic and regional
development in the UK. The Guardian
reported that Birmingham’s visitor numbers
increased by 26% between 2013 and 2018
as a result of the city being used in the
filming of Peaky Blinders (Sweney, 2019)
while research by Visit Cornwall found
Poldark and Doc Martin were responsible
for an increased number of visits to the
county (Dale, 2015). Revenue from tourists
visiting Highclere Castle after watching
Downton Abbey helped fund repairs to the
stately building (Brown, 2015) while moving
I'm A Celebrity... Get Me Out Of Here to

north Wales during the pandemic led to an
increasing number of tourists visiting the
town (Bullock and Whittingham, 2021).

While the UK government has recognised
the importance of screen tourism to local
environments, Chatham Historic Dockyard
being awarded £5,000 from the UK Shared
Prosperity Funding in 2023 to conduct

a feasibility study for developing a new

film location experience at the Historic
Dockyard (The Historic Dockyard Chatham,
2023), there are wider implications
surrounding screen tourism, such as its
impacts on the communities in which
screen tourism takes places, and on fans
themselves (discussed later in this section).
It is also important to note that these
impacts may not always be positive. Riley
et al. (1998) identified the drawbacks of
film tourism as:

= exploitation of locals
= driving up local prices
= exploitation of visitors

= lack of preparedness from locals when
dealing with the tourist influx

= |ocation appears different to how it is
portrayed on film, resulting in a loss of
visitor satisfaction

= mitators

= souvenir hunters, especially those that
seek highway and street signs

When considering the role of social media

https://screen-network.org.uk
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in promoting screen tourism we can also
add to this list loss of privacy, as fans take
photos or videos of filming locations and
post them online, environmental impacts
of increased travel, particularly to more
rural locations, and exploitation of fans
themselves (discussed in section 3).

2.1 The economic impact
of screen tourism

The economic impacts of screen

tourism have been the impacts most
highlighted in literature and reports about
the phenomenon and the economic
contribution it makes to locations beyond
the main tourist traps, and indeed outside
of London and the South East are great.
£64.9 million of visitor expenditure for
Scottish businesses is estimated to be

as a result of screen tourism activities
(Screen Scotland, 2022), while Tourism
Northern Ireland estimated that Game

of Thrones resulted in 350,000 leisure
visitors to Northern Ireland annually, with
spending in excess of £50 million (2019).
Among the businesses benefitting from
Game of Thrones screen tourism are tour
companies such as Game of Thrones Tours,
set up by Rob Dowling in 2014. Discussing
engagement with fans through a local
execution of the brand he suggests that
“it’s easier for the fans to participate with
the little guy; when they go to the big guy
they know they’re just giving money to

the brand, and they walk around and, you
know, they go through the gift shop and
then they go” (TurkuSciencePark, 2019).
While a Game of Thrones Studio Tour,
operated in conjunction with Warner Bros.
Themed Entertainment which also runs
the Harry Potter Studio Tour, opened at
Linen Mill Studios in 2022, the economic
benefits have perhaps most clearly been
felt by smaller businesses, such as the
Fullerton Arms in Ballintoy, County Antrim.
The restaurant is a stop on many Game

of Thrones tours, and has “gone from one
tour bringing in about 18 covers per day to

serving approximately 110 to 130 covers
per day” (Girvin, 2019).

A similar effect can be found in

other screen tourism locations. A
significant rise in visitor numbers was
evident in Halifax after the BBC/HBO
historical drama Gentleman Jack aired.
Income for museums, local businesses,
hotels, events and attractions went up,
and visits to Halifax Minster rose from

500 to 700 over summer 2019, a 40%
increase (Calderdale Council, 2019a).
Shibden Hall, used as a filming location

in season one of the show, also saw an
increase in visitors with 14,419 people
visiting the Hall in August 2019, compared
to 2,579 in the previous year (Greenwood,
2019). Calderdale Council saw the show
as a means for putting Calderdale on the
map, expecting it “to lead to a significant
increase in visitors to Shibden Hall and
other surrounding areas and attractions”
(Calderdale Council, 2019b). Rachel Lappin,
Senior Visitor Engagement Officer and Anne
Lister Brand Co-ordinator at Calderdale
Council, highlighted the economic impact
of Gentleman Jack tourism to Halifax,
noting that in addition to visitors it has also
brought in jobs and “that’s got to be good
for the economy overall”.

Both Game of Thrones and Gentleman
Jack are relatively recent productions, but
the economic benefits of screen tourism
can be felt long after the initial production.
While film tourism activity tends to reach
peak interest following the launch of a film
(Connell and Meyer, 2009), others can draw
visitors for years after airing (Riley et al.,
1998), particularly in the case of television
drama (Beeton, 2005). The village of
Portmeirion, which was used as the filming
location for The Prisoner, UK a science
fiction TV show that aired for one season in
the late 1960s, still sees visits from fans of
the show as well as a fan convention that
has taken place almost yearly since the
early 1970s. As Ant Brierley, convention
organiser, points out, the convention brings
people, and money, into Portmeirion:

https://screen-network.org.uk
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It does bring in people. So it’s kind of a
reciprocal thing where they know The
Prisoner brings people in and in most
cases our weekend is kind of top 5, most
profitable weekends for them during the
year, and the only weekend not in peak
season, having it in kind of April, March.
They make a lot of money in the shops,
especially as we’ve got people coming
from U.S.A. Canada, France, Germany;
you know they’re gonna want mementos.
And so yeah, the Prisoner shop does well
during the weekend.

Fans can visit Portmeirion at any time

but specific events ensure a dedicated
audience. This is the case at Goathland,

a village best known as the fictional
Aidensfield in Heartbeat, where a
Heartbeat vehicle rally is held each year.
Taking place over one weekend the rally
sees cars, vans and motorbikes that were
featured in Heartbeat as well as other
classic vehicles from the era on display

on the green in front of the village shops.
As organiser Lee Jones noted, the rally
puts money in the shops, pubs, hotels

and B&Bs in the area, however it also

has an economic benefit for charitable
organisations. Cast members, including
Tricia Penrose and David Lonsdale, appear
during the weekend to sign autographs,
and a calendar featuring photographs of
Heartbeat vehicles is sold each year to
raise money for charity; previous years
have raised money for the Yorkshire Air
Ambulance and Cancer Research. Some
attendees also dressed up as characters
from the show (see figure 1) in order to
raise money for Goathland Primary School
and the Village Hall, with Sunderland

and District Classic Vehicle Society also
attending and raising £1,356 split between
the school and the Hall (pers. corr.).

Screen tourism therefore has an
economic benefit beyond local shops and
accommodation providers. Connell, in
her work on tourism around the children’s
TV show Balamory, does acknowledge
that “A small number of businesses
commented that more people had come

through the business, but these people
were spending less per head than normally
expected” and “shops (not selling gifts)
witnessed decreases in spending” (2005:
243) and this was reflected to a small
degree in Goathland. Postmaster Josh
Westmoreland, who took over the Post
Office in 2022, said: “A pet peeve of mine
is that people will stand in front of the
shop for a picture and not bother to come
in” (quoted in Fuller, 2023). The shop
previously sold Heartbeat merchandise, in
line with the other shops in the village, but
its new owners have removed much of this,
instead selling merchandise focusing on
Goathland and the moors which may have
less of an appeal for visitors travelling to
the village because of its use as a filming
location.

2.2 Employment
opportunities and skills
development

In addition to its undeniable economic
impact, however, screen tourism also
allows for skills development and
employment opportunities among a range
of stakeholders. This impact has been
focused on to a much lesser extent but is
nevertheless an important impact both of
filming and subsequent tourism. Belfast is
a prime example of this given its links to
Game of Thrones. As Carla Stronge, casting
director, noted in an interview “People who
were extras are now heads of department
in their own right: costume supervisors,
armoury department co-ordinators and so
on“ (quoted in East, 2019) and between
2009 and 2016 the series created around
900 full-time and 5,700 part-time jobs in
Northern Ireland but these figures focus on
the direct impact of filming — carpenters,
armourers, hair stylists and makeup artist
(Burns, 2016). With figures showing that
1in 6 travel to Northern Ireland because
of Game of Thrones (Girvin, 2019) screen
tourism has undoubtedly led to the creation
of new businesses and other employment

https://screen-network.org.uk
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opportunities. Several tour companies have
been set up to offer fans access to filming
locations including Direwolf Tours, run by
the Mulhall family, who owned the Northern
Inuit dogs used as direwolves in the show;
McCombs, which provided cast and crew
transport during seasons 1-6; Giant Tours,
created by Flip Robinson, who was a body
double for Hodor and The Mountain; and
Game of Thrones Tours set up by Rob
Downey. Created in 2014 Game of Thrones
Tours offers tours around the Northern
Ireland locations used in the series. Several
of these companies been created by people
involved in the show, either on screen or
behind the scenes, offering alternative
employment opportunities particularly
after the series ended and their skills were
no longer needed, but they also employ
guides who worked as extras on the show.
Game of Thrones Tours employs several
former extras and crew, who offer behind-
the-scenes information to fans on the
tours. During the Glass of Thrones tour my
guide Andrew McClay, who was an extra

on the series, discussed the opportunities
it afforded him. He recalled calling tour
companies who were beginning to offer
Game of Thrones tours and detailing his
experiences on the set. Dowling was the
only operator who was interested in the
stories he could tell and asked him to chat.
Within days Andrew was leading his own
tours and has continued to work as a tour
guide while continuing to act.

In addition to the bus tours around
Northern Ireland, however, other
experiences have been developed to
encourage Game of Thrones tourism. Peak
Discovery Group expanded into Game of
Thrones tourism with Winterfell Tours,
offering immersive experiences including
archery at Winterfell (the real life location
of which is the National Trust’s Castle
Ward), a film locations cycle trail, a boat
tour and Game of Thrones glamping. As a
result of these experiences, the company
increased its business by nearly 40%
between 2014 and 2019 and grew its team
from 5 to 16 (Pollock, 2019). More recently

the Game of Thrones Studio Tour opened
in the show’s original filming location at
Linen Mill Studios in Banbridge. The Studio
Tour, operated in conjunction with Warner
Bros. Themed Entertainment which also
runs the Harry Potter Studio Tour, opened
in 2022 and features original sets and
props as well as interactive experiences
and behind the scenes information on the
production and filming of the show. Around
180 staff are employed at the site, which
also works with local businesses to bring
in goods and services, and offers training
opportunities in the creative industries,
construction and tourism sectors to local
schools and colleges. These opportunities
for business growth are also experience by
other locations of screen tourism. Holmfirth
in Yorkshire, the setting for Last of The

Figure 1: Attendees at the Heartbeat Vehicle
Rally dressed as PC Ventress and Claude
Greengrass collecting money for local causes

Summer Wine, has several locations that
were featured in the show being run as
businesses which explicitly draw on their
links to the series, as Bob Fischer, one half
of The Summer Winos, points out:

prime locations from the series have
actually become local businesses in
their own right, and are often owned by
local people. So Sid’s Cafe was never

https://screen-network.org.uk
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a working cafe while the series was in
production. But we’ve become really
good friends with Laura Booth, who now
runs it and absolutely runs it, you know
it looks as authentically close to the
cafe in the series as she can get it, and
she very much gears it towards Last of
The Summer Wine fans. Compo’s House
is now the Last of The Summer Wine
exhibition and museum. Nora Batty’s
house, which is basically next door to
that, is now a boarding house, like a bed
and breakfast called Nora’s Cottage,
again run by a local couple, Richard and
Loretta, who are fans of the series. So
the town itself, or the all the businesses
of the town, have very much embraced
the series, I think and used the series as
a focal point to bring people into the town

Screen tourism also offers the opportunity
for fans to develop skills and find
employment opportunities, however.

Bob Fischer and Andrew T. Smith, who
style themselves as the Summer Winos,
visited Holmfirth and shared their videos
on YouTube as well as rewatching Last

of The Summer Wine and sharing their
thoughts on a blog. The blog posts became
a book, which turned into a live show,
which ultimately led to performing at the
Edinburgh Fringe Festival in 2018. The
Covid-19 pandemic halted plans to run a
UK tour, but the show was part of the Last
of The Summer Wine 50th anniversary
celebrations in Holmfirth in 2023, with
plans to perform more in the future. Harry
Potter fans have also found employment
in Edinburgh as tour guides. Although the
films were not made in the city, author

J. K. Rowling lived in Edinburgh when

she wrote the books and a number of
walking tours have been developed as a
result. Undertaking fieldwork in Edinburgh
resulted in this researcher attending
three walking tours run by three different
companies, one of which was so popular
that two tours, led by different tour
guides at the same company, took place
simultaneously, and at least four other
companies were identified during the hour

longhour-long tours. Skills development
has also taken place online as fans adopt
new technologies to share locations.
melmadog, a Harry Potter fan who has a
following of over 640,000 on her TikTok
channel acknowledged that being asked by
other fans for a list of filming locations had
led to her “starting a business of creating
a film location map for Harry Potter” and
undertaking market research amongst her
followers.

2.3 Identity, community
and heritage

A UNWTO/Netflix report highlights that
both films and travel can transport
audiences “to new worlds, triggering
emotions and offering an escape from
reality” (2021: 16) but they can also help
audiences find a sense of identity and
discover a like-minded community of

other fans. Writing about “the Gentleman
Jack effect” Janet Lea highlights that

20% of the 500+ women who responded
to her questionnaire had been to Shibden
Hall and 62% were planning to visit in the
future (Calderdale Council, 2019a). Anne
Lister, the focus of Gentleman Jack, was

a lesbian landowner and industrialist who
lived at Shibden Hall for 25 years. Lister
defied expectations for women at the time,
becoming the first woman to be elected

to the committee of the Halifax Literary
and Philosophical Society, opening and
owning a colliery, and travelling extensively
throughout Europe and beyond. Lister kept
a series of diaries, many of which were
written in a secret code as they recounted
the range of lesbian relationships she had.
These were deciphered in the 1930s but
kept hidden behind a panel at Shibden Hall.
Gentleman Jack adapts elements of Lister’s
life for screen, and its foregrounding of her
sexuality and her relationship with Ann
Walker has made an impact on lesbian
viewers across the globe. This was evident
while carrying out fieldwork in Halifax
during the 2023 Anne Lister Birthday Week

https://screen-network.org.uk
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(ALBW). ALBW was created by American
fan Pat Esgate after watching Gentleman
Jack in 2019. She visited Halifax twice and
was inspired by her second visit, following
the season one finale:

That visit was even more amazing. Sitting
in the Minster, surrounded by women
every bit as inspired as me, hearing
Helena Whitbread and Jill Liddington
speak of the life of the real Anne Lister,
was positively transformative. And from
what I saw in the tear-streaked faces

of the rest of the audience, I wasn’t the
only one who was having that moment.
(Esgate, nd)

Many of those who attended the 2023
event had taken part in the previous

ALBW and the emotional impact of the
show was evident. For many it seemed

like the visit was not only a form of screen
tourism but also a sort of pilgrimage, an
idea suggested by Esgate who referred to
Halifax as a “Lourdes for leshians” (Anne
Lister Birthday Week, 2021). Rachel Lappin
concurs:

women go to the Minster to sit and so on.
So yeah, I mean they are pilgrims. They
want to go to Halifax because they want
to see where she lived and they want to,
you know, walk where she was...And that
is just, you know, really, really powerful.
You can walk in her footsteps so you can
be a pilgrim and you can do it because
that’s what she did. But you can also do it
and, you know, sort of almost say thank
you to her for that.

Screen tourism, Ffor these visitors, screen
tourism was not simply about travelling
to the places where their favourite show
was filmed: it offered an opportunity to
experience an “affinity with the space
itself through emotional and/or physical
proximity” (Wingrove 2022: 450) as

well as consolidate connections with
other members of the (fan and lesbian)
community. At an evening event in Halifax
Minster, Esgate discussed Lister’s impact
with a panel of academics and historians
whose work has involved research on the

industrialist. Esgate also offered attendees,
mostly women, the chance to share their
experiences of the impact Gentleman Jack
had on them, and many of the responses
shared similarities: these, mostly older,
women had grown up believing there

was something inherently wrong with
themselves because they were attracted
to women; in some cases they had married
and had children; they had all been deeply
unhappy. Watching Gentleman Jack,
however, gave them the courage to accept
and embrace who they were. As one said,
if Anne Lister could accept who she was
200 years ago, there was no reason why
they couldn’t now. These stories speak to
the impact that a text can have on people
as well as the importance of travelling to a
location in order to connect with a history,
a community, or oneself (see figure 2).
Wingrove suggests that this connection
and community has become even more
important following the cancellation of
Gentleman Jack in July 2022 arguing that
“visitation to Lister-related locations has
been encouraged and utilised to promote
the series’ subject and its impact on the
enthusiastic communities borne from it”
(2022: 455).

A fan campaign to save the series was set
up in 2022 demonstrating just how strong
the affective relationships viewers have
with a text can be, but these connections
can also spread from fan community to
local community and change the way that
inhabitants view their home. Discussing
the impact of Gentleman Jack on Halifax,
Lappin points out that, despite restrictions
being placed on the council under Section
28 which prevented them from discussing
Lister’s lifestyle and subsequently Lister
being “barely mentioned in the history of
Shibden Hall”, the town is now celebrating
and promoting her links with the town:

they’re not shying away from the fact
that its most famous daughter happens
to be one of the greatest lesbhian girls I
think that ever was and they’re really
sort of proud of her and really celebrate
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her. And they don’t typically shy away
from saying that, you know, she was a
lesbian and lived her life openly as such.
So I’'m. I’'m heartened by that.

She further suggests a sense of civic pride
is created as a result of both filming and
screen tourism, as locals recognise that
there must be something special about
their hometown if producers are choosing
it as a filming location and visiting it as
aresult has such a profound effect on
tourists. This is echoed by one of the
questionnaire respondents who, writing
about the Iowa filming locations used

in The Field of Dreams states that “it’s
less about loving baseball or loving the
movie, but it’s moreso just a little piece

of pride that we have something special
to represent Iowa”. This idea of cultural
heritage being reinforced through screen
tourism emerged in relation to the other
case studies examined in this report.
Amanda Thomas, Visit Scotland’s Global
Influencer Marketing Manager, expressed
how important it was for her team to
“create content that doesn’t just turn
Scotland into a bucket list”; rather they
try to show the ‘real’ side of Scottish life,
and a result she felt that Scottish people
really celebrate the fact that people are
taking an interest in the country’s culture
and history. Jenni Steele, Visit Scotland’s
Film and Creative Industries Manager
echoed this, noting that when they worked
on both Mary Queen of Scots and Outlaw
King, a 2018 film about Robert The Bruce,
they were able to highlight not only the
filming locations but also the real historical
locations connected to them:

So we actually created this online

1. One questionnaire respondent did, however,
disclose that she had attempted to visit a house
used in The X-Files but the owner “has a bad taste
in her mouth because of fans who’ve trespassed in
the past. She has such a bad association with the
word fans now that she doesn’t want to participate
in anything like [fan tourism]”. The respondent also

raised some of the tensions that exist between fans

interactive map we did for both of
them. And then we got stuff from the
production companies about all the
locations they used with what happened
there and we’ve got imagery from the
films. But then we also put in the real
Robert The Bruce was born here and
lived around here and died here so we
ended up with loads more places that
people could go. So we weren’t just
concentrating on here’s the places

they filmed, but also all these far-flung
museums or interesting standing stones
or things that have got some really
historical significance but you might
not necessarily be able to put into other
promotional things

Of course, there can be negative impacts
on a community as a result of screen
tourism, though few of these were
mentioned by my participants. Where they
were brought up, they were identified in
relation to environmental concerns such
as parking or damage to hedgerows and
verges (discussed in section four) rather
than fundamental impacts to locals’ sense
of identity or community.? This is a topic

Figure 2: A tour guide sharing an image from
Gentleman Jack at the filming location — Holy
Trinity Church in York, where Lister and Ann
Walker took the sacrament in Easter 1834
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that has been understudied in academic
accounts of screen tourism, as Kim and
Park (2022) point out and while beyond the
scope of this report would nevertheless be
fruitful to research further. What is clear
from this research, however, is that screen
tourism can be intrinsically bound up with
culture and heritage and therefore should
be marketed alongside these as a key
driver for tourism.

who have an emotional connection to a text and its filming locations and the people who live there:
“it’s not like saying no is going to stop the people who want to take a photo from taking a photo --
they’re still going to trespass. Those people will still continue to tresspass [sic] while she refuses
to provide a bunch of people the opportunity to take photos close to an artifact that means a lot to
them.”

https://screen-network.org.uk
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3. THE ROLE OF FAN
COMMUNITIES IN
ENCOURAGING SCREEN

TOURISM

The previous section focused on the
broader impacts of media tourism. This
section narrows its focus to look exclusively
at fan communities and the role that fans
themselves play in encouraging visits to
filming sites. The affective engagement
that fans have with a text and the way
their on-location practices can be used

to drive other members of the fandom

to visit filming locations have received
surprisingly little academic interest to date.
Work has been done on fan practices at
filming locations: Kim (2010) has examined
how fans interact with props and the local
environment to recreate scenes while
Williams (2019) has explored the use of
material objects, such as figures, within
the filming location and Waysdorf and
Reijnders (2016) have looked at cosplay

— the practice of fans dressing up as
characters — in screen tourism. Research
into why fans partake in different practices
at filming locations demonstrates the
importance of those locations to fans and
to community building, but their impact as
a driver for further screen tourism should
not be understated. Respondents to the
questionnaire circulated for this research
identified a number of ways in which they
had found out information about filming
locations. Top of the list was Google, but
this was closely followed by information
circulated in fan communities they were in
and then by social media.

Of the 59 respondents, 42 (71%) were part
of an online fan community and 35 (83%)
had shared photographs or videos of their

filming location visits. The overwhelming
majority of respondents who were part of
an online fan community answered yes

to the question ‘do other people in those
communities share photos or videos of their
media tourism’. Over half (26) had been
influenced to visit sites associated with film
or TV shows by other people posting photos
or videos of their trips while 23 had used
these communities to get information about
the sites they plan to visit.

Given the range of fan practices that

take place at filming locations, and the
number of ways in which these can be
shared within fannish communities, it

is no surprise that fandom and tourism
have convergedconverged, and fans have
become highly influential in the marketing
of screen tourism destinations.

3.1 Information sharing

The sharing of information has been a long
practice in fan communities. Per Jenkins
et al., participatory culture involves “some
type of information mentorship whereby
what is known by the most experienced

is passed along to novices” (2009: 7).

Fan wikis exist to share information about
texts as well as fandom history; fanzines
circulated prior to the advent of the
internet and shared similar information in
addition to fanworks such as fan fiction
and fan art; fans circulated VHS tapes of
episodes after they aired to those who
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and filming locations have been shared on
social media sites prior to — or during — the
filming process. Roesch (2009) pinpoints
information exchange as a fan practice
while at the filming location, noting that
fans on guided tours relied on the tour
guide’s knowledge of the text and the
production process to provide obscure
information — while also acknowledging
that some fans were more knowledgeable
than the guides themselves. He also details
information gathering at the pre-visit stage,
with fans sourcing information from DVD
special features, film location guidebooks
and the internet to determine whether

the location is accessible, affordable and

if it fits within their broader itinerary. The
accessibility of filming locations was a key
factor in questionnaire respondents’ use of
fan communities to find filming locations.
Among the common reasons included the
logistics of undertaking screen tourism:

Advice about how to access some
locations, things like opening times or
what other locations are nearby

(respondent 6, female, 26-35, UK)

get location details, parking info, tips, etc

(respondent 9, female, 26-35, US)
Finding filming locations:

Sometimes with a show like Walker for
instance, they use so many random spots
throughout the city of Austin, treating it
almost like a character in the show. It’s
hard to find the info and location of those
spots without help

(respondent 39, female, 26-35, US)

I have several friends in both the UK and
US who had compiled maps of locations

and helped to navigate how to get there

plus a friend who mapped out a route of

sites to visit in an orderly manner

(respondent 12, female, 26-35, US)
And accessing travel routes and sites that

might only be discoverable through insider
knowledge:

I have shared my plans, and locals (or
people who had visited before me) have
helped with bus routes, restaurants etc,
with an insight that one can’t find using
Google alone

(respondent 51, female, 26-35, Italy)

I have searched for details of locations,
particularly some of the random paths
that would otherwise be hard to find
without local knowledge. I really enjoy
walks so just wanted to find a walk that
would take in a lot of the locations.

(respondent 53, female, 36-45, Scotland)

In this way fans act very similarly to travel
agents, pointing out the best ‘deals’,
sites’, and places to avoid. Timo Thelen
(2021) points out that some fans become
‘pioneers’ in travelling to less well-known
media locations, using social media
platforms to share their experiences with
other fans who would not otherwise have
knowledge of the site or how to get there.
melmadog identifies this as a byproduct of
her TikTok videos:

I ended up getting hundreds of messages
like a month of people just saying, oh,
like I want to do this as well like this is
so cool like there’s like do you have an
itinerary or something. so that’s like,

for me, that’s what I’'m doing at the
moment, making a Harry Potter itinerary
for people because I didn’t realize just
how many people would be interested in
doing the same thing.

Information sharing also takes place
‘behind the scenes’ when fans are
producing screen tourism content

for consumption in fan communities.
Discussing the process involved in creating
Heartbeat videos, Keiran — one of the
Heartbeat rally co-organisers — discussed
the different forms of knowledge that each
member of the group has and shares:

we’ve got a friend of ours, Jackie, her
knowledge base is with the locations
where they film and 70% of the show
was set in Aidensfield and she even
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knows the surrounding area. She’ll know
even the farms, even one little farm
building that was used she knows. And
so we’ve utilised her as a sense of ‘can
you let us know where this is filmed?’

Fans are thus useful sources of information,
dedicated to uncovering snippets of
information about their favourite texts and
sharing those within their fan communities.
While the focus of this report is on screen
tourism after a film or TV has aired, fans
also share information about filming as

it takes place and will travel to locations

to watch, and potentially meet their
favourite star. As one questionnaire
respondent wrote: “Several friends and I
also participated in setlocking (following
the filming of BBC Sherlock) for season
four since it was filming at the same time
we were in London”. Whether this can

be considered screen-tourism in the way

it is generally understood is debatable,

but demonstrates the importance

of information sharing amongst fan
communities.

3.2 Play and performance

Information sharing usually involves
intangible material. While some fans,
particularly pre-internet and social media,
created physical maps, on the whole
information sharing takes place in the
digital universe. Many fans do, however,
include physical objects while undertaking
fan tourism. Rebecca Williams (2019)
highlights how taking material objects
from the text, such as Funko Pop! Figures,
into the filming location demonstrates
how fans can continue contributing to the
creation and development of storyworlds
beyond the narrative confines of the text.
This is another aspect of participatory
culture where fans cosplay, role-play,
imagine or perform elements of the story
in the location where it was filmed, and
was a regular occurrence among fans who
responded to the research questionnaire.
Of the 59 respondents, 19 (32%) stated

that while at filming locations they would
act out scenes from the text; play with
props related to the film/TV show (e.g.
Funko Pops, weapons, etc.); and/or dress
up like characters.

One of the respondents wrote “I often
take pictures of plushies or figures I have
:). And when I'm with fellow fans we take
pictures of ourselves too!” while another
noted how, while visiting bars in which
the main character had ordered a drink,
they ordered the same thing. While some
respondents suggested that carrying out
these activities made them feel closer

to the characters the overwhelming
reason given for playing, dressing up and
reenacting scenes was because it was
fun. This was echoed by respondents who
stated they had been influenced to visit
sites associated with films or TV shows
by other people posting photos or videos
of their trips. Line Nybro-Peterson argues
that “people engaged in fandom and play
have an interest in keeping the activity
going through their practices” (2021: 4)
and this seemed to be the case for the

21 fans who were influenced by social
media content they saw from other fans.
A range of reasons were given for why
they had been influenced, including that
social media users had posted sites the
fan was unfamiliar with, but others pointed
to the fact that screen tourism looked fun,
accessible and enjoyable:

Yes, because I have seen them enjoying
themselves and wanted to experience it
too

(respondent 12, female, 26-35, US)

I think you establish yourself as a “true
fan” or another level of fan. It seemed
fun running around Vancouver finding
locations

(respondent 46, female, 36-45, Australia)

Yes, because it seemed fun.

(respondent 58, female, 65+, UK)

Play and performance were also utilised
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in and by the creators who took part in

this research. melmadog’s TikTok account
features her visiting filming locations while
dressed as characters from Harry Potter
and reenacting scenes from the films.

Her status as an influencer has given her
behind the scenes access (discussed in
more detail in the next section) and she has
cosplayed Hermione at one of the Scottish
filming locations for Deathly Hallows as
well as spending a night at Hogwarts in full
cosplay (see figure 3). She says:

I like to make my videos be as realistic is
possible, like it’s a thing that I always get
compliments on, people are always like oh,
it’s like it’s straight out of the film. There’s
no greater compliment. And I actually
didn’t probably start that until probably like
2, 3 months into visiting film locations. And
then I just became obsessed with the little
details of it. So when I go to certain places
now, I've watched the film the night before.
I see that film there, and I like to have it so
accurate.

Seeing fans like melmadog using props and
reenacting scenes from the film acts as a
driver to duplicate those practices in that
location: melmadog says that people have
approached her while at filming locations
to tell her she influenced them to visit.
However it also encourages others to take
part in these practices.

PortmeiriCon, The Prisoner convention
which takes place in Portmeirion each year,
encourages attendees to dress as generic
characters from the TV show, which can be
as simple as wearing a shop-bought blazer
and boater to buying custom-made capes
like those worn by villagers in the series.
Ant Brierly discussed the immersion that
dressing up can bring to the screen tourism
experience:

It’s kind of you when you’re there, and
you’re in costume, you do feel more a
part of it. First few years I just kind of sat
around on the edge, just kind of observed
a bit. Got involved every now and then.
But there’s just something about you

put a blazer on and - I don’t know if you
ever seen Mighty Boosh - you just can’t
be unhappy in a poncho? It’s that kind of
thing you get a blazer on with the piping
and the deck shoes and there’s just
something about it. You feel different.

Taking part in this kind of play and
performance during a convention rather
than while visiting a location alone or with
a small group of friends or family also
encourages a sense of fan community. As
Ant notes, “because everyone else is you
kind of don’t feel an idiot, so you can throw
yourself into these things a bit more”. This
was echoed by Game of Thrones Tours,
who provide cloaks, swords, banners and
other items of clothing similar to those
used in the show, for tour attendees (see
figure 3). Game of Thrones Tours actively
encourage attendees to take part, recite
key lines from the show in a call-and-
response (“who owns the north?” “we own
the north!”) and reenact battle scenes
through an immersive play experience.

3.3 The role of social
media

As mentioned previously, while information
has been shared among fans off-line the
increasing use of digital media, and social
media in particular, offers a quicker, easier
and more efficient way of circulating
information about and experience at filming
locations. As one of the questionnaire
respondents noted, they use a specific
Twitter account for X-Files filming location
and tend to search Google for websites
built by ‘beautiful nerds’:

Aside from @xfpeeka on Twitter, I

don’t usually look within the normal
conversations on fandom social media.

I usually use google to try to find the
beautiful nerds who have hyperfixated
on filming locations and have compiled
them all into a document or webpage for
everyone to enjoy.
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(respondent 45, female, 26-35, US)

Mansson (2011) suggests that both the
consumption of a range of media products
and consumer-to-consumer interactions
play a part in creating interest in filming
locations rather than screen tourism
relying solely on the film itself. Examining
coverage around The Da Vinci Code and
the filming location of Rosslyn Chapel,

she highlights the consumer-generated
content on platforms including Facebook,
Twitter, YouTube and blogs as presenting
‘legitimate’ (rather than marketized)
visitor experiences and functioning as
another driver for tourism. Social media
was highlighted as playing an important
role in spreading information about events
such as PortmeiriCon, sharing details of
filming locations, advertising businesses
and building on- and off-line community.
Six of One, The Prisoner appreciation
society, is an example of how social media
has been utilised by fans. The society

was established in 1977 after ITC posted
an appeal from The Prisoner fan David
Barrie following a repeat airing of the final
episode of the series the year before. Barrie
received hundreds of letters from fans

and got support from ITC and Portmeirion,
which allowed them to hold their first
convention in April 1977. The society has a
website, though its content — and design -
is basic. The society does, however, publish
a colour magazine which is mailed out to
members three times a year and contains
articles, features and photographs. The
magazine contains more information than
the website, but the society has set up
social media accounts on Facebook (2009),
X (formerly Twitter, 2016), Instagram
(2019), YouTube (2021) and Threads
(2023). Ant Brierly, who became part of
the convention organising team in 2020,
discussed the need to expand the society’s
reach online:

One of the things I was kind of trying
to push slightly is we need to push the
social media more because that’s, you
know, everything we do is kind of a

=
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Figure 3: melmadog cosplaying at different filming
locations

hangover to the old. A sizeable group

of our membership is still. you know,
post and magazines, and so we’ll
always need that. But one thing I kind
of noticed is that the younger crowd you
need, whether you like Twitter or not, or
whether you like social media or not, or
you’ve got issues, that’s how you kind of
reach the younger people, and you kind
of get people involved. You know, it’s a
show that’s over 50 years old. A lot of
people have been coming for years, and
they get, you know you’ve got to replace
them. I’'m kind of you know, social media
is the way you do it these days.

Part of Ant’s social media strategy involves
pulling together a list of the birth dates of
actors who starred in The Prisoner and
posting about them on those days. He also
shared information relating to the show,
such as action figures that were being
created in 2021 and posting photos of
Portmeirion at different times throughout
the year.

Social media is also a tool that Lee and
Kerian use to share information about the
Heartbeat vehicle rally and connect with
other fans and classic car enthusiasts. Lee
helped the original organiser, who was
less familiar with social media platforms,
promote the rally before he stepped

https://screen-network.org.uk

20



SCREEN TOURISM

down and they took over. Lee discussed
his strategies for engaging with fans
online, noting how the platforms offer
opportunities for fans to interact with
celebrities:

The Twitter page is quite big, most of the
cast members are on there, and they’re
quite interactive as well. Like, during
lockdown I did some Q&A sessions with
them. We set up the time and the date,
and they came online, and there were
fans just asking questions and they
were on the other end on their iPad, or
whatever, answering the questions, and
they were really successful.

In addition to engaging with fans, social
media enabled to Lee and Keiran to
connect with other classic car owners who
may not have been fans of Heartbeat or
aware that their vehicles had been used

on the show. Keiran noted that he became
involved with the rally through connecting
with Lee on Instagram who introduced him
to the Heartbeat scene, “actually visiting
Goathland, and getting really into the heart
and soul of the fan base”.

Social media thus plays a wide role in
encouraging and driving screen tourism,
and it has been recognised as such by a
range of stakeholders including local and
national government and tourism agencies,
who have also utilised it to encourage
screen tourism. Visit Scotland worked with
Tessa Netting, an American Harry Potter

Figure 4: Games of Thrones Tours Iron
Islands tour dressed in replica costumes

fan who had a large online presence,

to showcase Scotland as a must-visit
destination for Harry Potter tourism. They
brought Tessa over from the US, pulled
together a full itinerary which they shared
with her to ensure it was authentic to her
brand, and worked with businesses they
wanted Tessa to visit. Tessa produced two
videos in conjunction with Visit Scotland
which were posted on her YouTube channel
with links to Visit Scotland’s website. Tessa
also used Facebook, Twitter and Instagram
to share photos from the trip along with
her thoughts, tagging Visit Scotland in

each of the posts. Discussing the Scotland
Life social media marketing campaign
Tessa was part of, Amanda Thomas, Visit
Scotland’s Global Influencer Marketing
Manager pointed out the authentic voice
that influencers bring;:

there’s a difference between Visit
Scotland saying “hey, Scotland’s a
great place to do things” and a real
person showing that they’ve had a
great experience here. Tessa Netting

is a massive Harry Potter fangirl. All
her content is around that, it’s very
authentic. She has a very engaged
audience and Edinburgh obviously has a
lot to offer it in that respect.

The importance of an engaged audience
for encouraging Harry Potter tourism was
evident, and the YouTube video performed
well. In the first 30 days of performance
the video had 300,000 views and by
December 2023 had reached almost 2.5
million as people continue to search for
Harry Potter things to do in Scotland.
Comments on the video reflect the
influence that Tessa’s trip had on other
Harry Potter fans and, as Amanda Thomas
noted, offered a lot of added value for Visit
Scotland as it performs years beyond its
campaign cycle.
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4. WORKING WITH
FANDOM AND CREATING
SUSTAINABLE SCREEN

TOURISM

The social media influencer is a recent
addition to the available job roles in

the creative industries. Defined by the
Department for Culture, Media and

Sport as “the social phenomenon of
individual internet users developing

an online community over which they

exert commercial and non-commercial
influence” (2022: 4), the term itself is a
challenging one to pin down. Influencers
may be referred to as platform specific
(YouTuber or TikToker) or as a more general
‘content creator’ and oral and written
evidence provided to the DCMS enquiry into
influencer culture included the following in
relation to defining ‘influencer’:

influencers’ primary use of social media,
their cultivation of large numbers of
followers and their ability to play an
active role in shaping the opinions and
decisions of those followers. Several
submissions also suggested a task-
based occupational definition based on
the activities the influencer engages in,
for example, creating regular content
about a niche topic area or their daily
lives, endorsing goods and services, and
offering advice. Yet the primary focus

of most definitions was the commercial
element of influencing.

Of course, influencer culture is not a new
phenomenon. It has existed within fan
communities since before the advent of
social media, albeit under a different name.
The term ‘Big Name Fan’ (BNF) was used

in science-fiction fandom in the 1950s to

denote an established and well-respected
member of the fan community, often
someone who organised conventions,
contributed to fanzines or wrote

fanfiction (Kiriakou, 2019) and continues
to be used with the advent of digital
platforms. Suzanne Scott, discussing the
professionalisation of fandom, notes that
“many BNFs derive their status from the
perceived ‘quality’ (e.g., professionalism)
of their work, and invitations to become
officially and promotionally affiliated

with the object of their fandom are
explicitly bound up with their capacity

to professionalize” (2019: 146). The
professionalisation of fandom has been
contested, fandom historically functioning
as what Karen Hellekson (2009) calls a gift
economy. Proposed by Lewis Hyde (1983),
gift economies are distinguishable from
commodity culture because they establish
arelationship between the person giving
the gift and the person receiving it. In
fandom this exchange includes a third
element — reciprocation — which creates
and cement its social structure. As such,
fan creators like melmadog, Lee, Ant,

and Bob and Andrew are not necessarily
influencers as defined by DCMS. However
fans, who create content or organise
events because they love a text and want
to share that with others, have the role of
influencer bestowed on them by virtue of
avideo going viral or steadily amassing

a string of followers. In other words, by
becoming successful at being a fan. Fans
who are passionate, knowledgeable and
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keen to get involved are an untapped
resource which stakeholders and brands
are becoming increasingly aware of. As
screen tourism becomes a more popular
leisure activity, and fandom moves into

the mainstream, studios and other tourist
organisations are beginning to utilise

user generated content and fans in their
marketing materials, creating a new type of
workforce that may not receive — or expect
to receive — compensation for their labour
as they don’t necessarily view it as such
and raising issues around exploitation and
sustainability.

4.1 Fan labour,
cooperation and
exploitation

As Errol Salamon pointed out in his recent
report for SIGN (2023) “many UK creators
monetise their content through at least
two income streams: (1) revenue-sharing
models on platforms, such as YouTube,
Twitch, Facebook, and TikTok; (2) brand
partnerships and sponsorships; and/or

(3) third-party merchandising, tipping,

and subscription platforms” (2023:

12). Influencer working practices and
monetisation was not the focus of this
research and, as such, details on what
fans might be earning through social media
platforms, events and publications was not
collected. However, issues around working
with fans — formally and informally —
nevertheless emerged during research.

As discussed, Visit Scotland has worked
with fans to encourage (screen) tourism to
Scotland. Fans with existing social media
influence in the Harry Potter and Outlander
fandoms were approached to create
content in collaboration with Visit Scotland,
and were also paired with a relevant
Scottish person. Tessa was paired with the
secretary of the Edinburgh University Harry
Potter society while Outlander fan Sasha
Alsberg was paired with Claire Mackay, an
herbalist and adviser for the series. As a

government organisation, Visit Scotland
has strict rules in place about how it
works with businesses and organisations,
including influencers. As Amanda pointed
out “the Advertising Standards Authority
says that when there’s a relationship
between an influencer and a brand, it’s

an ad. So if we’re going to be asking our
influencers to disclose stuff as an ad, then
we’re going to do the full process”. In terms
of finding the influencers a lot of labour
was undertaken to find the right person
who meets the organisation’s benchmarks
and is a fit for the organisation and the
campaign. Amanda explained the process
of working with Tessa to ensure both her
and Visit Scotland’s objectives were being
met:

we make a full itinerary for all our
influencers and that is always done in
collaboration. We don’t assume that we
know exactly what they would want to
do so we kind of get their ideas at the
beginning, marry them with our own
marketing objectives, kind of get the gist
of it, the bones of it, pulled together and
then share it with the influencer just to
make sure that we’re on the right track.

The content is thus from the influencer
but it’s shaped by Visit Scotland to ensure
it highlights the areas they want to focus
on. Visit Scotland’s approach to influencer
marketing is a formal one, dictated by
rules and regulations about the use of
public funds. There were elements of
collaboration with property stakeholders
or copyright holders with some of the other
fans I interview — particularly by Bob and
Andrew, and Ant. Reflecting on Last of
The Summer Wine’s presence in Holmfirth
Andrew and Bob noted that the BBC have
essentially given their blessing for things
like the 50th anniversary celebration and
the branding of Sid’s Café saying “they’re
always keen to, you know, to celebrate it
when the time is right. But there’s no real
active presence in in Holmfirth at all”.

In terms of their own content creations,
however, they were in contact with Roy
Clark — the creator of the series — far more
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than the BBC:

Andrew: our stuff we’ve always sought
Roy’s permission basically. If he’s all
right with what we’re doing, we’ll go
ahead, and if he has any objections we’ll
knock it on the head.

Bob: And he never has. I mean we
started the blog obviously off our own
back, but all of the kind of big stuff that
we’ve done since then - you know the
Edinburgh show and the national tour
and the book — we’ve always contacted
Roy Clark because we’re aware that

it’s his baby. And so we’ve always just
emailed him and said, “we’re planning on
doing this, just checking It’s okay by you”
and he has always got back and said,
basically “Yes, absolutely”.

This kind of connection with the author of
a favourite film or TV show is not always
easy to obtain, particularly when the
property is a large one (such as Harry
Potter) or a large amount of time has
passed since its inception. Discussing

The Prisoner Ant noted that the rights
holders had changed over time, but they
also had to negotiate with Portmeirion in
order to hold the conventions. When Dave
Barrie first contacted ITC to tell them
about the society he was given special
dispensation to use copyrighted material,
although ITC didn’t actively promote Six of
One. Portmeirion, on the other hand, has
enthusiastically welcomed the society and
has worked with them to coordinate events
as well as calling on them when other
productions are made featuring the village
and its connection to The Prisoner, such as
Susan Calman’s Grand Day Out”.

There are, therefore, examples of fans and
stakeholders working together for mutually
beneficial purposes, but a large amount

of labour is invested by fans in organising
events, making costumes and filming,
editing and posting content online and
ways of working with fans which recognise
this are yet to be formalised. Research
carried out in 2022 shows that brand

deals have become the primary income

source for creators who earn money from
social media (NeoReach, 2022) yet in
2023 most brands still were not paying
the influencers they worked with, although
more had paid influencers in cash than by
giving them free products (Geyser, 2023).
As Salamon notes, despite the prevalence
of brand deals, there is no industry-wide
consensus on standard brand pay rates,
and “creators might lack the experience or
resources to negotiate fair rates or obtain
legal support” (2023: 14). Ryan M. Milner
(2009), in his research on Fallout 3 fan
contributions to the game’s development,
points out that while initially producer
interest in commodifying fan labour seems
exploitative, how fans themselves perceive
their labour contribution is important to
consider. Discussing her trajectory from
fan to influencer a word that melmadog
frequently used was ‘love’. Her love for
Harry Potter and the wider fan community
was a driving force for the content she
created, and anything ‘extra’ that she got
as a result of that was a bonus. She notes
that as her following has grown she has had
more opportunities:

24

for example I went to McGonagall’s
classroom in Durham Cathedral, which
is obviously a location normally closed
off to the public, and the marketing
team there actually said “oh, we’d like
to give you access to this.” Obviously
they want me to tag them in this stuff,
and I thought, “oh, that’s an such an
amazing opportunity, like of course,

I'd love to do that”. And then I’ve also
had a woman contact me recently who
works at Harrow School in London, which
is the Wingardium Leviosa classroom,
obviously one of the most iconic scenes
in Harry Potter. And said she’d be willing
to give me time in the empty classroom.
I think people just really appreciate
what I do, and they just love how I’'m
showcasing it.

As well as locations used in filming,
melmadog was also contacted by Warner
Bros and invited to an event opening one of
the new features at the Harry Potter Studio
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Tour. She had initially been contacted by
the Warner Bros. marketing team who
emailed her after seeing her on TikTok:

they said “oh we love your TikToks and
we’d just love for you to do a ‘come with
me’ video to the King’s Cross Station
Platform 9 % Shop” and obviously I
snapped that opportunity up. I thought
that was so amazing cause they were
like “oh it’d be an empty store, we just
want you to showcase the shop and how
accessible it is”, and they also want me
to mention that it is King’s Cross, which
obviously is where they run through

the wall, it’s like one of the most iconic
things in Harry Potter. And obviously me
being, me having the following that I do,
they’re gonna want me to mention that
and then obviously, they wanted me to
just showcase the items in the shop.

melmadog’s comments demonstrate
that while she feels very lucky that by
doing what she does and building the
following that she has she is offered
more opportunities, she is aware that
stakeholders want something from her in
return. There are questions to be asked
here about the distinction between
cooperation and exploitation — while a
registered charity like Durham Cathedral
might not have the funds to pay someone
with the reach melmadog has, a billion-
dollar entertainment corporation like
Warner Bros, does. While it is important
not to suggest that fans are gullible in
offering their content for behind-the-
scenes access rather than payment in cash,
it is also important that more research
be undertaken into fan influencers, their
position in the economy and labour
market, and what protections could be
implemented to ensure their labour is not
exploited.

4.2 Sustainability and
green screen tourism

As the screen industry grows, so does

the increasingly urgent question of

its environmental impact. Production
companies are considering what they

can do to reduce carbon emissions,

waste and single-use products and
initiatives like BAFTA Albert’s Awards
offer “systematic monitoring of emissions
and awards certification for sustainability
to individual productions” (Sgrensen

and Noonan 2022: 175) while carbon
footprint calculators allow production

to offset their carbon impact. Since the
1990s tourism organisations have also
begun exploring ways in which they can
facilitate sustainable tourism (Sharpley
2009). Tourism constitutes 8% of global
greenhouse gas emissions (Lenzen et

al., 2018) but it also has an implication

on biodiversity at specific locations. It

is particularly important in the tourism
industry to encourage “socially responsible
tourism or sustainable tourism in order

to sort waste, preserve natural resources
and other issues of ethical tourism”
(Streimikiene et al. 2020: 261). The
environmental impacts of screen tourism,
however, seem to have fallen through

the cracks. As Christine Lundberg and
Kristina N. Lindstrom note, “Managing
tourism destinations sustainably is complex
in times where many communities are
struggling with both overtourism and
undertourism and even more so in the face
of an increased demand for niche tourism,
such as popular culture tourism” (2020: 1).

While not explicitly referred to by
participants, issues around sustainability
were nevertheless an emerging theme in
wider discussions. This is, in some ways,
unsurprising: the majority of the locations
selected for this research were in areas
of natural beauty or historical importance
including national parks in Scotland and
north England, listed buildings in Wales
and a tree-lined road with a preservation
order attached to it in Northern Ireland.
The latter, Dark Hedges, was featured

in the first episode of Game of Thrones
season two, and despite being shown on
screen for only 12 seconds was being
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included in Game of Thrones tours by the
middle of that year. It was also used by
Tourism Ireland in marketing campaigns

to encourage tourism to the island (see
figure 5). A 2015 print campaign included a
photograph of the Dark Hedges headlined
“Winter is Coming. Book Now” and a similar
shot was used in a 2017 advert in Times
Square, though the tagline was removed.

Although Dark Hedges has proved to be

an enduring location for tourists, concerns
have been raised by a number of locals
about possible damage to the trees. A tree
preservation order was made in 2004
while a survey in 2014 revealed that the
trees were at risk of damage due to bad
weather and increasing numbers of visitors.
Pedestrians and tour buses travelled the
road along with delivery lorries and farm
vehicles, while cars parked on the side

of the road made it difficult for traffic to
pass as well as causing damage to the
verges. High sided vehicles attempting

to navigate down the road would often
cause damage to the trunks and branches
of the trees, while their roots were being
damaged by the constant traffic. In 2017
the decision to close the road was made,
with motorists facing a fine of up to £1,000
if they ignored the no entry signs visible

at the entrance to the road. No barriers

are in place so cars do still drive down

it: during fieldwork undertaken there in
March 2023 a car drove down the road

and our tour guide encouraged us call out
‘shame, shame’, reenacting a scene from
Game of Thrones season five where Cersei
Lannister is paraded through King’s Landing
as punishment, crowds shouting ‘Shame!
Shame!’. Dark Hedges was the only location
at which the environmental impacts of
tourism was discussed in relation to Game
of Thrones tourism but for Visit Scotland
sustainability is at the forefront. Discussing
Outlander tourism Jenni acknowledged that
“Sometimes you don’t want fans to go that
place” — either because it’s on a private
estate, it’s a small location, its unmanned
or it poses a risk to visitors. She highlighted
one interaction with a production company

as summarising the organisation’s
approach to screen tourism:

one of the publicity people had got in
touch to say we’re doing something

for, I think it was last series, but in

the northwest of Scotland there is a
region called Wester Ross. And we’ve
got Easter Ross as well. It’s a beautiful
mountainous part of Scotland like really
rugged, really remote, whatever. And
they said “oh we thought about putting
up some signs, of Westeross, and

people could go and take selfies”, and I
said, “Well, we wouldn’t really support
that, because, you know, you’re sort of
encouraging mass tourism to a place
that can’t really cope with it”. And also
what’s the experience for people? Like
they get out the car, take the picture, get
back to the car, go away? Like there’s
nothing else around that. And also for
local businesses it’s not contributing
anything, and I thought, well, we don’t
necessarily just need loads of visitors.
We need the right types of visitors. That’s
sustainable tourism. This is huge and just
encouraging people to drive around the
countryside, take a photo, and go away.
So we kind of said no, actually, we’re not
going to support that.

While government departments, national
park authorities and other destination
management organisations may be able

to make these kinds of decisions, overall,
sustainable film tourism planning requires
engagement with studios, production
companies and fan communities. Film
tourism can occur quickly and given the
difficulties of knowing which films and TV
shows will perform well it is not always
easy to plan in advance — or to respond
quickly. A lack of official marketing doesn’t
necessarily equate to fewer visitors as fans
will share information amongst themselves
about accessing a site (as discussed in
section 3). For this kind of tourism, then,
production companies should be aware

of the importance of the text and the
physical location to fans and consider
issues such as soil erosion, parking and
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leaving mementoes at an early stage.
Governments, local authorities and tourism
agencies should work with productions to
establish where the largest impact may be
and write into contracts or agreements who
takes responsibility for which action and at
what point in the pre- or post-production
process.

4.3 Immersive
experiences and virtual
reality

The tours, practices and experiences
discussed in this report have taken place
in situ, mainly in the filming locations but
also in purpose-built environments like the
Game of Thrones studio tour. Information
about these locations and experiences

has been circulated online through social
media sites, but these have — on the

whole — signposted to physical locations.
Select locations did have additional digital
experiences available, however, offering

a more immersive experience to visitors.
In addition to the physical exhibitions the
Game of Thrones Studio Tour used virtual
and augmented reality to showcase some
of the behind-the-scenes processes of
producing the series as well as allow
visitors to further explore some of the
scenes and landscapes. Visitors can
browse an interactive production journal to
get information on the behind-the-scenes
elements of the production process, see
their face appear on one of the pillars in
the Hall of Faces, become a virtual Wight or
Kings Guard and ‘shoot’ a bow and arrow
at the Wights attacking Winterfell. General
manager at the Game of Thrones Studio
Tour, Brad Kelly, noted the importance of
immersion to the experience:

It’s about world-building. People get
very close to the story, and that increases
their appetite to consume it. [...] We tell
the story of how the show used motion
capture, and there is an interactive
opportunity. Other interactive exhibition

elements allow people to get a little bit
hands-on with green screen and special
effects. There are some fun things,

too, such as defending Winterfell with
crossbows from invading hordes of White
Walkers. It goes back to that mixture of
behind-the-scenes content with fictional
immersive experiences.

(quoted in Merlin, 2022)

The Studio Tour also has an official app

that visitors can download featuring a map
of the studio as well as details of Game of
Thrones locations in Northern Ireland. It
also allows users to view additional details
at certain exhibits by pointing the camera,
in app, at the information panels by Hodor’s
door and the King’s Landing map room (see
figure 6).

Bengesser and Waade point out that “for
the screen tourist the smartphone can
collapse the boundaries between their
viewing of films or television series on
their screens [and] their experience of the
screen tourism destinations through which
the phone navigates them” (2021: 176).

A further collapse of these boundaries,
which can take place at locations other
than those used for filming, can be found
in virtual reality experiences. In 2015,

Sky TV customers were offered exclusive
access to Game of Thrones: The Exhibition
which preceded the then-forthcoming fifth
season of the show. In addition to props
and costumes, a virtual reality experience,
powered by Oculus Rift, allowed visitors to
ascend The Wall at Castle Black. I attended
this exhibition and tried the 60-second,
4D immersive experience. I was led into
areplica of Castle Black’s winch elevator
before donning the headset and ascending
The Wall. The sound of birds and the
feeling of the wind added to the immersive
element of the experience, and once at the
top of the 700-foot Wall I was treated to a
panoramic view of The North — complete
with attacking Wildlings. As the Wildlings
approached they shot fiery arrows towards
The Wall, one of which hit me and sent me
tumbling over its edge.
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Figure 5: 2015 print campaign featuring Dark
Hedges

While this experience took place at a
location 180 miles from my home, it
nevertheless suggests that virtual reality
offers opportunities for more sustainable
screen tourism. Unlike travelling to the
Game of Thrones Studio Tour, which
included journeys by car, plane and

bus, getting to London only involved bus
and train. Carbon emissions were thus
substantially lower. Virtual exhibitions

and tours became more common as a
result of the Covid-19 pandemic, The
Singapore Tourist Board going as far as

to develop an “Experience Singapore

now. Visit later.” initiative, which allowed
visitors to virtually explore the city (El-
Said and Aziz, 2023). Given the continuing
improvements in technology these types
of experiences could be offered to fans on
headsets, websites, consoles or through
apps, enabling them to ‘visit’ locations and
interact with artefacts from the comfort

of their home. Of course, this doesn’t take
into account fans’ affective reaction to

the location (discussed in section 2) but

it offers opportunities to those who are
unable to travel, either because of the cost,
disability or caring responsibilities, as well
as encouraging a more sustainable form

of screen tourism. Changes to film-making
processes also raise questions about
screen tourism in physical locations and the
role immersive experiences could play. Film
and television production adapted during
Covid-19, making increasing use of virtual
production (VP) which “harnesses the
power of virtualising technologies to create

digital environments in, and through which
film and television can be made” (Willment
and Swords 2023: 4). The increasing use
of VP in productions, especially those with
large and dedicated audiences such as
The Mandalorian, raises further questions
about the future of screen tourism. One

of the benefits of VP is that it can offer a
more sustainable way of making film and
television by reducing the need for cast
and crew, plus their equipment, to travel to
shoot on location (Willment, Swords and
Thomas, 2023). If the physical location of,
for example, the Nevada desert is created
using a game engine and reproduced on an
LED volume, however, where does screen
tourism enter the equation? While some
fans may still travel to the Nevada desert
to ‘see’ where filming took place, studios
or production companies might develop
immersive screen tourism experiences
either on-set or via digital technology.
These might perhaps offer a more
authentic screen tourism experience than
flying to the US as the desert would have
been created using software and displayed
on screen, however it does suggest that
technology can play a role in screen
tourism and more research should be done
on how it might enable a more sustainable
form of screen tourism.
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5. RECOMMENDATIONS

The data collected for this research project
identified a range of issues relating to
screen tourism, from creating employment
and the importance of play to damage to
the local environment and the opportunities
immersive technologies can present.

Given the scale of screen tourism and its
varying impacts, some of these issues

are beyond the scope of this report but
they nevertheless point to challenges and
opportunities that need to be addressed in
order to develop an economically viable,
ethical and sustainable screen tourism
sector. This final chapter recommends
actions that could be carried out to address
these issues.

1. Screen tourism should be
positioned alongside heritage
and cultural tourism

Heritage and culture have been key drivers
for tourism to the UK, given its rich history,
dramatic landscape and long traditions.
These have been highlighted in tourism
campaigns and have attracted visitors
from around the world. The UK’s screen
sector forms part of the country’s heritage
and culture as well as depicting it, and

can play a role in educating visitors about
aspects of the UK’s history. Jenni Steele
pointed out how Visit Scotland was able to
link Scotland’s history and royal heritage
with the films by creating an interactive
map highlighting key locations for both the
fictional texts and real history. Screen and
heritage were also linked in Gentleman
Jack tourism through the use of Shibden
Hall as a filming location. Dating back to
the 1400s the Hall has a history of its own
beyond Anne Lister who, Lappin points,
out only lived there for about 25 years but
its use in the series has encouraged fans
who learn about the Tudor House and its

inhabitants as well as Lister:

it’s really great for the area and you
know it covers the sort of historical, the
heritage aspect as well, which is really,
really great. So many people think, “Oh
yeah, well, history and heritage doesn’t
kind of interest me” but it’s different for
everyone and we can make it what it is so
I think it’s just the way it’s opened doors
to so many people

Rachel Lappin, Senior Visitor Engagement
Officer and Anne Lister Brand Co-ordinator
at Calderdale Council

Iconic locations used in both large and
niche screen productions (from Belfast
for Game of Thrones to Goathland for
Heartbeat) thus demonstrate the breadth
of the productions in the UK and featuring
this alongside heritage tourism would help
attract visitors beyond the more well-
known locations such as London’s Warner
Bros.” Harry Potter Studio Tour.

29

In December 2023 Visit Britain and

the British Film Commission signed

a Memorandum of Understanding
strengthening their mutual aims of boosting
economic growth. Discussing the MoU
Adrian Wootton, Chief Executive of the
British Film Commission, said

Much as the UK’s history, dynamism

and unique cultural mix have inspired
spellbinding films and TV shows, so too
have these productions led visitors from
all over the world to spend time in the UK
[...] I look forward to working closely with
VisitBritain to spotlight the exceptional
range of our film and TV industry,
boosting local economies throughout the
UK in the process.

(quoted in British Film Commission, 2023).
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The range of the UK’s film and TV

industry extends beyond contemporary
programming; the UK’s screen industry
history extends back to the early 1900s and
also forms part of the country’s heritage
and culture. This shouldn’t be neglected in
funding allocation or marketing. Funding
should also be allocated to enable the
protection and promotion of the UK’s
screen industry through preserving digital
copies of films, stills and/or behind the
scenes interviews, making them easily
accessible to visitors, and for use in
marketing material as an additional draw
to visitors in a location. National museums
such as the London Film Museum, the
National Media Museum and the National
Film and Sci-Fi Museum as well as film or
TV-specific museums (such as the Last of
the Summer Wine exhibition in Holmfirth
or the Game of Thrones Studio Tour in
Belfast) should be promoted internationally
as necessary attractions to visit for anyone
with an interest in film or television.

2. Information for fans to
negotiate contracts is needed

Fans undertake labour in different ways
when it comes to fandom. Dressing up as
favourite characters, writing fan fiction
and sharing information on visiting filming
locations are all examples of fan labour
undertaken at no cost. Different forms of

Figure 6: screenshot of the King’s Landing AR experience on the Official Game of Throne Studio

fan labour, with different motivations and
outcomes — including book publication

— have been discussed throughout this
report and while not all of these will require
formal contracts with stakeholders, some
will. The increase in social media content
in particular has changed the form and
structure of some working relationships,
however, and studios and organisations
responsible for marketing filming locations
are beginning to use fans to share content
to a wider audience. This new type of
employment doesn’t quite fall under the
heading of gig economy, but neither does it
totally conform to the concept of influencer.
As aresult, there are few protections

for these fans, who might receive no
compensation for their work or be offered
products or experiences in return for

free promotion. Following its enquiry into
influencer culture the DCMS Committee
recommends government and industry
work together to develop a code of conduct
for influencer marketing and “promote this
code as an example of best practice for
deals between influencers and brands or
talent agencies” (Salamon 2022: 18). A
similar approach should be taken to fans
who are used to market screen tourism
locations.

Of course, fans may not see themselves
as influencers and so be unaware of the
commission or its recommended code or,
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if they are aware of it, may feel it doesn’t
apply to them. melmadog was the only
fan interviewed for this project with a
large social media following, as a result
of which she had been offered exclusive
opportunities on the proviso that she would
share them with her audience. A more
detailed examination of these is offered
in section 4.1, but what was clear was
that melmadog was both aware that her
social media reach was a key reason for
being given those opportunities, which
acknowledging that they are things she
loves to do:

And in a way they kind of just want to be
involved, especially with Durham and
stuff like that because I can showcase
that to my followers, and I think that
side of it, they want me to just push it out
which I don’t mind as well, because for
me it’s like a dream.

The use of fan labour by rights holders and
tourism organisations in marketing screen
tourism is an emerging, and therefore
complex, one and more information should
be offered to fan influencers who are used
by studios, networks and tourism agencies
to market filming locations. More research
also needs to be undertaken into fan
influencers, their position in the economy
and labour market, and what protections
could be implemented to ensure their
labour is not exploited.

3. A sustainability toolkit should
be developed

Sustainability has become of key
importance in both screen production and
tourism but screen tourism hasn’t been
accounted for in either of these. The BFI
has created a route map for sustainable
film production which focuses on five
areas of opportunity for transformation —
production materials; energy and water;
studio buildings and facilities; studio sites
and locations; and production planning
(2020: 4) - but screen tourism has been
excluded from this. The BFI report that
“transport has the largest impact in terms

of carbon emissions, accounting for just
over 50% of total emissions for tentpole
productions. Of this, 70% is associated
with land transport, and 30% with air
travel” (2020: 7). Considering the travel
associated with screen tourism, this needs
to be considered.

What is clear from this research is that
sustainable development goals are needed
to take into account the impacts of screen
media after the production has taken
place. As discussed, Dark Hedges has been
negatively impacted be screen tourism,
cars parked on the side of the road by
Game of Thrones fans damaging the verges
and large vehicles damaging the trunks
and branches of the trees. Although traffic
was banned on the road it has not been
enforced and cars still park on the verges,
causing more damage. The Save the Dark
Hedges campaign group has argued that
traffic along the road is detrimental to the
beech trees and the location has been
over-promoted as a tourist attraction with
no adequate protection offered to the trees
(Culkin, 2023). Many of the issues around
screen tourism relate to environmental
damage and while it is impossible to tell
which texts will result in high levels of
screen tourism and which won’t — Dark
Hedges appeared on screen for a matter

of seconds — issues such as soil erosion,
parking and leaving behind mementos
need to be considered at an early stage. As
Connell and Meyer points out in relation to
Balymory-related tourism:

No consultation with stakeholders
occurred prior to selecting the filming
location, primarily because there

was no prediction of the boost in
visitor numbers. Consequently, the
show’s producers, along with the local
community and tourism organisations,
were taken by surprise at the show’s
success and the subsequent allure of
Tobermory.

(2009: 198)

Governments, local authorities and tourism
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agencies should work with production
companies and rights-holders to establish
where the largest impact may be and write
into contracts or agreements who takes
responsibility for which action. A toolkit
could also be developed for dissemination
within the industry and to relevant
stakeholders outlining best practice and
things to consider to ensure sustainability
after the production has aired and before
screen tourism has begun.

4. Use of VR and immersive
technology should be considered

Immersion has become a key word in
screen tourism with different practices,
from cosplay to augmented reality to VR
headsets, being used to encourage fans

to step into the fictional world. The use

of smartphones to enhance the visitor
experience to screen tourism locations has
been highlighted by Bengesser and Waade
(2021), who note their role in promoting
Nordic Noir screen tourism. Smartphone
applications can be used to highlight

the use of locations in large and small
productions, while augmented reality can
be utilised in locations such as studio tours
—as is the case with the Game of Thrones
Studio Tour. As technologies improve, how
these can be utilised to enhance screen
tourism should be considered. XR Stories,
a research project at the University of York,
has also carried out research into the use
of virtual, augmented and extended reality.
They worked with Immersive Networks

to create a mobile app for visitors to
Kirkstall Abbey which uses augmented
reality and spatialised audio technology to
allow visitors to follow travellers alongside
their horse and cart and listen to monks’
conversation as they explore the site. An
app like this at a studio set or venue like
Portmeirion would enable fans to engage
with the location and the text in new ways,
encouraging immersion and consolidating
fans’ affective relationships with the film or
TV show.

The use of VR in promoting sustainable

screen tourism should also be researched.
XR Stories has worked on projects such

as Extending Emmerdale to develop a
prototype immersive VR experience which
“transports viewers into a ‘live’ scene
where they can interact with characters
and experience the dynamic buzz of an
Emmerdale set” (XR Stories, 2023). This
kind of experience could be had both on
location or at fans’ homes, which might
address issues around sustainable travel.
Monoliths, another XR Stories project, also
explored virtual reality by creating three
artistically rendered environments based
on real outdoor locations which could be
experienced through VR headsets. As
technologies such as virtual production
change the film and TV production process,
VR and other immersive formats could
enable fans to take part in screen tourism
from their own homes, experiencing
locations but not contributing to carbon
emissions in the journey to the physical
location, or to issues such as over-
crowding, environmental damage and
invading locals’ privacy while experiencing
screen tourism there.
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