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       Time travel, romance, intrigue, history, adventure, politics. Outlander, as both a book series and a television series, bridges multiple genres. It is simultaneously
         a fantasy story, a romance, and a work of both historical and action fiction. Even
         author Diana Gabaldon has said that she has difficulties describing her own books,
         noting that she adjusts her description to each reader she meets (Richards, 1999).
         In an interview with January magazine’s Linda Richards, Gabaldon stated that the series is “essentially very rich
         historical fiction, but it does have this fantastic thread. And it does have a very
         strong romantic thread” (Richards, 1999, para. 24). Miriam Pena (2015, January 8)
         of American Libraries magazine refers to the series as a “cataloging conundrum that fits on a variety of
         shelves” (para. 1). Whether readers and viewers love the series for its representation
         of historical events, for its fantasy theme of time travel, or for its love story
         that crosses centuries, Outlander has captivated audiences since Gabaldon’s first novel was published in 1991.
      

      
       The series follows the fictional story of Claire Randall, a World War II nurse who,
         while on a vacation in Scotland with her husband Frank just after the war, mysteriously
         disappears and is transported to eighteenth-century Scotland through a stone circle
         called Craigh Na Dun. She is rescued and then kidnapped by members of Clan Mackenzie,
         and during her time with the clan, she meets, is forced to marry (for her own safety),
         and then falls in love with Scottish highlander Jamie Fraser, ultimately choosing
         to stay with Jamie in the eighteenth century, rather than return to her own time.
         Together, Claire and Jamie face various adversaries, overcome numerous hardships,
         and attempt to change the course of history. As the series progresses, new characters
         and new locales are introduced, as Jamie and Claire find themselves in France, the
         Caribbean, and colonial America.
      

      
       Outlander as a book series has been immensely popular since its first publication in the early
         1990s. NPR’s Karen Grigsby Bates in 2014 reported that the book series had sold approximately
         twenty-five million copies since 1991, and it has been translated into thirty-four
         languages (para. 7). The first novel, Outlander (or Cross Stitch, as it was first published in the United Kingdom), received the Romance Writers of
         America’s RITA Award for Best Romance of 1991 (“RITA Award Winners,” 2018), and the
         sixth novel in the series, A Breath of Snow and Ashes, reached #1 on the New York Times’ Best Seller List in 2005 (“Best Sellers: October 16, 2005,” 2005). A Breath of Snow and Ashes also won the Quill Book Award for Science Fiction/Fantasy/Horror (“Quill Book Awards,”
         2006) and the Corine International Book Prize in 2006 (“Diana Gabaldon: Fiction,”
         n.d.). In 2018, the Outlander series was voted the #2 best-loved novel in America, outranking such popular favorites
         as the Harry Potter and Lord of the Rings series and well-known classics like Jane Eyre and Little Women (“The Great American Read Results,” 2018).
      

      
       In 2014, Starz aired its first episode of the television series Outlander, based on the popular novels (“Outlander,” 2017a). The show has received numerous awards, including People’s Choice Awards
         for Favorite TV Show, the TV Guide Award for Favorite Drama Series, the Academy of
         Science Fiction, Fantasy, and Horror Films’ Best Fantasy Television Series Award,
         and the Critics’ Choice Television Awards’ Most Bingeworthy Show Award and Most Exciting
         New Series Award (“Outlander Awards,” 2019). The series’ two leading actors have received accolades for their
         performances in Outlander as well. Caitriona Balfe has won a Scotland BAFTA Award, the Academy of Science Fiction,
         Fantasy, and Horror Films’ Best Actress on Television Award twice, an IGN People’s
         Choice Award, an Irish Film and Television Award, and two Women’s Image Network Awards
         for her portrayal of Claire, and Sam Heughan has won an IGN People’s Choice Award,
         the Academy of Science Fiction, Fantasy, and Horror Films’ Best Actor on Television
         Award, and a Gold Derby TV Award for his portrayal of Jamie (“Outlander Awards,” 2019). Additionally, Tobias Menzies, who plays the dual roles of Claire’s
         first husband Frank Randall and Frank’s infamous ancestor Black Jack Randall, received
         Saturn Award, Golden Globe, and IGN Award nominations for his portrayal of one or
         both of these characters, and other supporting actors and guest stars have received
         various award nominations, including Sophie Skelton (who plays Claire and Jamie’s
         daughter, Brianna), Ed Speelers (the villainous Stephen Bonnet), and Dominique Pinon
         (the mysterious and benevolent Master Raymond in Season 2) (“Outlander Awards,” 2019). Outlander’s creative team has been nominated for many awards as well; in 2016, they won the
         Hollywood Post Alliance Award for Outstanding Sound, and in 2015, one of the series’
         writers, Toni Graphia, won a Women’s Image Network Award for writing the episode “The
         Devil’s Mark” (“Outlander Awards,” 2019). Composer Bear McCreary, costume designer Terry Dresbach and her team,
         and production designer Jon Gary Steele and his team have all received Primetime Emmy
         nominations for their work on Outlander (“Outlander Awards,” 2019). The series, its actors, and its creative team have also been nominated
         for American Society of Cinematographer Awards, British Society of Cinematographer
         Awards, Costume Designer Guild Awards, Visual Effects Society Awards, World Soundtrack
         Awards, and Golden Globe Awards (“Outlander Awards,” 2019).
      

      
       The popular television and film review website Rotten Tomatoes lists Outlander as having a 91 percent rating for its first four seasons (“Outlander,” 2019). While many of the show’s reviews are positive, some critics gave Outlander mixed reviews. While Robert Bianco (2014) of USA Today praises Caitriona Balfe’s performance and the producers’ decision to shoot the series
         in Scotland, he also notes that “not every detail of time and place rings true” and
         that the series is “a bit sanitized” (para. 8). James Poniewozik (2014, August 7)
         of Time magazine criticizes the show for being too “writerly” and for its opening credits
         not accurately representing the show in its entirety, but he also commends the series
         for its strong development of Claire’s character and for handling the sexual violence
         in the show delicately. He notes “there seems to be a safety net for how far Outlander will go in depicting the worst in human behavior—sexual or otherwise—not that there
         aren’t some brutal scenes” (para. 8). The New Yorker’s Emily Nussbaum (2016, April 11) similarly warns readers about the show’s sexual
         violence, but praises the show for being “as thoughtful about male vulnerability as
         it is about female desire,” something she observes is “a rarity in television” (para.
         6).
      

      
       Despite these mixed reviews from critics, the show has a cult following, with 2.1
         million likes on Facebook and 519,000 Twitter followers who call themselves “clan,”
         reflecting the show’s connection to Scotland. The cast and creative team, including
         Diana Gabaldon, who serves as a consultant for the show, have appeared at Comic Con
         every year since the show began in 2014, and their panels are full of enthusiastic
         fans. Lynette Rice (2017, September 15) of Entertainment Weekly notes that the Season 3 premiere achieved a record-high viewership of 2.09 million,
         particularly doing well in demographic groups of women 18+, women 35+, and adults
         50+. The show has become so popular with fans that they have even created a nickname
         for the period between seasons when no new episodes are aired: Droughtlander. TV Guide’s Megan Vick (2018, April 13) has provided fans with “four tips for surviving Droughtlander”
         based on her interview with Caitriona Balfe and Sam Heughan, and the Outlander Facebook page continuously provides fans with video extras, often featuring backstage
         tours or interviews with cast members, to keep them entertained as they wait out Droughtlander
         before each new season is aired. In December of 2019, to combat Droughtlander, Starz
         released an Outlander “yule log,” where viewers could listen to the Season 4 soundtrack while enjoying
         a cozy fireplace scene at Fraser’s Ridge; the “yule log” even featured a soon-to-be-favorite
         character of Season 5, Adso the kitten, playing on a rocking chair.
      

      
       The show’s and the book series’ popularity has sparked an interest in Scottish history
         and tourism. Dani Garavelli (2014, August 3) of The Scotsman observes that in 2014, the Outlander television series had the potential to do for Scotland what Game of Thrones did for Northern Ireland: “showcase all the country has to offer in terms of scenery,
         culture, skills and craftsmanship” (para. 7). In his interview with Garavelli (2014,
         August 3), tour guide Hugh Allison from the Culloden Visitor Centre noted that visitors
         began asking to see the Fraser clan stone at Culloden Battlefield and the nearby Clava
         Cairns (which served as inspiration for the fictional Craigh Na Dun stone circle)
         as early as 2001 (para. 2–3). After the series had aired its first season, the National
         Trust for Scotland noted an increase in tourism in many of the places featured in
         Outlander, referring to this increase as the “Outlander effect” (“Scotland Feels Outlander Effect,” 2015, October 30). By 2017, Scotland had begun to outperform the rest of
         the United Kingdom in terms of tourist numbers (Spowart, 2017, March 26). In 2017,
         Historic Environment Scotland reported a major increase in Outlander-related tourist sites; Blackness Castle (“Fort William” in Outlander) saw a 72 percent increase in tourism from 2016 to 2017, and Doune Castle (“Castle
         Leoch” in Outlander) saw a 50 percent increase (Cairns, 2017, June 30). Stephen Duncan of Historic Environment
         Scotland states that “featuring in Outlander has opened up our sites to a whole new audience, inspiring more and more visitors
         to come and discover the history behind these places, further demonstrating the enduring
         value and significance of heritage attractions in Scotland” (Cairns, 2017, June 30).
         The Fraser clan stone at Culloden Battlefield had become such a popular tourist destination
         by 2018 that the ground around the marker had begun to erode and the area had to be
         closed off temporarily to the public for repairs (Campsie, 2018, April 10). Business
         owners have created Outlander location tours, dinner events featuring Outlander-inspired menus, and cooking courses on Outlander-themed and Scottish cooking (“Outlander Fever Sparks Tourism Opportunities,” 2017, April 6). There is even an Outlander Working Group that hosts workshops on how to develop business potential around Outlander tourism (“Outlander Fever Sparks Tourism Opportunities,” 2017, April 6). The Outlander effect on tourism has been so influential that the series’ supervising locations
         manager Hugh Gourlay reports that he often receives offers from estates requesting
         to be used as a filming backdrop for the show (Bennett, 2019, p. 17).
      

      
       Because of its popularity, as well as its unique genre-bridging storyline, I believe
         that Outlander is a rhetorical text worthy of academic study. In this book, I examine the first
         four seasons of Outlander using public memory as a rhetorical lens. Though the premise and storyline are fictional,
         I argue that the series creates public memory of the eighteenth-century Scottish clan
         system, a part of history with which many people are unfamiliar, as well as the Jacobite
         Rebellion of 1745, cocreating with its audience public memory of the rebellion and
         some of its key players through a fictional story. I explore how Outlander creates public memory of eighteenth-century North Carolina, France, and the Caribbean,
         as well as some historical figures and events related to these locations. I also note
         that Outlander takes some artistic liberties that create public memory that is not supported by
         documented history, and I explore what impacts those artistic liberties may have on
         the creation of public memory. Furthermore, I discuss how this creation of public
         memory affects the present. Having a performance background myself, I am particularly
         interested in how Outlander creates public memory through its use of sound elements like language and music,
         as well as mise-en-scéne elements, such as costuming, props, and filming locations.
      

      
       As a rhetorical critic, I am most intrigued by what messages are conveyed to audiences
         through popular culture texts, as well as how these messages are conveyed. Rhetorical
         analysis is similar to literary analysis in that it draws meaning from text. Like
         literary criticism and qualitative methods of research inquiry, rhetorical criticism
         requires interpretation and judgment, rather than measurement (Zarefsky, 2006, p.
         384). However, literary criticism focuses on books as texts, while rhetorical analysis
         draws meaning from various other kinds of texts, including political speeches, television
         programs, songs, websites, theatrical productions, films, monuments, and museum exhibits
         (Hart & Daughton, 2004, p. 13). It is the role of the rhetorical critic to flesh out
         these messages and argue for their acceptance. Raymie McKerrow (1989) notes that the
         “focus [of rhetorical criticism] is upon the critic’s activity as a statement; the
         critic as inventor [of rhetorical texts] becomes arguer or advocate for the interpretation
         of collected fragments [of discourse]” (p. 108). In this book, I use rhetorical criticism
         as a method of analysis in order to better understand the messages in the television
         series Outlander, and I hope that this analysis will provide others with a means of looking at the
         series in a new light.
      

      
       I have to admit that I stumbled into the Outlander series by accident. I was serving in a temporary administrative role at my university
         that, combined with my duties as a professor, resulted in me working roughly eighty
         hours every week, and whenever I had a spare hour to relax and watch television, I
         generally selected a period show that would take me as far away from my workaholic
         reality as possible. When Starz offered a free preview weekend, eighteenth-century
         Scotland seemed an appropriate refuge of escape, and so I selected the first episode
         of Outlander. To my surprise, I found myself binge watching the first four episodes, fascinated
         not only by the creative plotline and the talented actors, but by the beautiful Scottish
         settings and attention to detail in regards to costuming and props. I continued to
         watch the first two seasons throughout a course of a few weeks, and, like the series’
         fans experiencing Droughtlander, I impatiently waited for the third season to air.
      

      
       Meanwhile, in another area of my academic life, I was mentoring a group of honors
         students who were preparing to submit papers to a regional communication conference.
         Several of them had a keen interest in public memory, having briefly studied the theoretical
         construct in my communication theory class the semester before, and I suggested that
         they put together a panel on how popular culture rhetorical texts, such as films and
         television shows, serve to aid in the creation of public memory about particular historical
         events, places, and figures. Three of them—Brenna Baker, Christina Demoss, and Kyanna
         Gonzalez, to whom this book is dedicated—chose to pursue this panel idea. However,
         most panels include at least four presenters, and in an attempt to make our panel
         as competitive as possible in the blind review process, I agreed to be the fourth
         panelist. I decided immediately that I would study Outlander; more specifically, I wanted to study how the show’s creative team, along with its
         audiences, cocreate public memory of the clan system and the Jacobite Rebellion of
         1745.
      

      
       Public memory can be defined as “beliefs about the past [that] are shared among members
         of a group, whether a local community or the citizens of a nation-state” (Blair, Dickinson
         & Ott, 2010, p. 6). John Bodnar (1994) offers a similar definition: “public memory
         is a body of beliefs and ideas about the past that help a public or society understand
         both its past and its present, and, by implication, its future” (p. 76). Charles E.
         Morris III (2004) describes the meaning of public memory as “a purposeful engagement
         of the past, forged symbolically, profoundly constitutive of identity, community,
         and moral vision, inherently consequential in its ideological implications, and very
         often the fodder of political conflagration” (p. 90). Public memory “entails a communication
         dimension” (Phillips, 2010, p. 209) and is socially constructed through “conversations
         with others that occur in the contexts of community” (Thelan, 1989, p. 1119). Collective
         or public memory can provide “an added layer through which to consider the past, and
         ourselves as reflected through it” (Zelizer, 1995, p. 218). In their book, Places of Public Memory, Blair, Dickinson, and Ott (2010) observe six assumptions about public memory: it
         (1) “is activated by present concerns, issues or anxieties”; (2) “narrates shared
         identities, constructing senses of communal belonging”; (3) “is animated by affect”;
         (4) “is partial, partisan, and thus often contested”; (5) relies on both symbolic
         and material/physical supports; and (6) “has a history” (p. 6). Public memory is “integral
         to the formation of power and influence that constitute social interactions and involvements”
         (Parry-Giles & Parry-Giles, 2000, p. 419). As Charles Soukup (2010) notes, “from a
         rhetorical theorist’s perspective, public memory is . . . a form of historicizing”
         (p. 88). Stephen H. Browne (1995) describes public memory as “a shared sense of the
         past, fashioned from the symbolic resources of community and subject to its particular
         history, hierarchies, and aspirations” (p. 248). Edward Casey (2004) observes the
         interactive nature of public memory, suggesting it is an “ongoing interchange of ideas
         and thoughts, opinions and beliefs” (p. 30). Bruce E. Gronbeck (1998) highlights public
         memory’s connection of
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