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Abstract 

The way consumers interact with each other and with brands have changed the conditions 

under which companies can successfully involve consumers. Contemporary consumers have 

gone from isolated to connected, from unaware to informed, and from passive audience to 

active participants. As a result, consumers desire to engage in co-created experiences through 

active dialogue and interaction with brands. Technological advancements have enabled 

companies to address consumers in new ways, in which they allow for consumers to 

participate. The objective of transmedia storytelling (TS) is to engage consumers through 

storytelling, requesting their active involvement to evolve the brand message, while at the 

same time taking advantage of the synergy effects of distributing unique, supplementary 

content to a variety of platforms.  

 

Motivated by the above, this thesis seeks to investigate/explore how transmedia storytelling 

can effectively involve consumers. Based on an extensive literature review, the thesis sets out 

to establish theoretically founded propositions that have an influence on consumer 

involvement within the context of TS. A conceptual framework is presented, emphasising that 

involvement is dependent on storytelling, platforms, target audience, and community. Expert 

interviews are conducted, providing valuable and practical insights into whether to adjust 

these propositions. Building on these propositions, case studies are conducted in order to 

detect any similarities and differences on which to reject or confirm the propositions. 

 

Based on the main findings of the exploratory research, the propositions are confirmed, as 

findings indicate that a TS campaign will effectively involve consumers by designing the 

campaign to utilise the synergy effects between the four parameters of storytelling, platforms, 

target audience, and community. Based on this, the conceptual framework that provides a 

new, holistic perspective on the synergies to be considered when designing a TS campaign, 

with the purpose of involving consumers. 

 

The thesis has contributed with valuable findings, extending the existing literature on 

transmedia storytelling. However, given that the field of TS is still rather unexplored, 

hopefully the thesis will encourage further research, such as the applicability of TS campaigns 

across industries.    
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1 INTRODUCTION 

The profound roles of consumers have changed, and so have the conditions under which 

companies can successfully build brands. Many companies work from the assumption that 

they can control brands without involvement from the consumers. In this perspective 

consumers are seen as passive recipients of linear communication from the companies. 

Consumers of today are well aware of the techniques of modern branding, and they reject 

these manipulative commercial messages (Holt, 2002). Companies working within this mind-

set are likely to fail at staying relevant in a dynamic environment where both the consumer 

and the media landscape have changed radically. 

 

The contemporary consumers have gone from passive audience to active and engaged 

participants, and they embrace this new role through involvement with the brands they know 

and like. This desire for participation is also evident with the emergence of e.g. blogging and 

the creation of consumer-generated content (Kaplan & Haenlein, 2010). The way consumers 

relate to brands have changed, which is emphasised by a participatory culture in which 

consumers: “…do not consume things without changing them; they cannot ‘consume’ a good 

without it becoming them and them becoming it; they cannot ‘consume’ a service without 

engaging in a dance with the service provider, where the dance becomes the service” (Cova 

et al., 2007:4). The postmodern consumers are fragmented as they are on a continuous quest 

for experiences. They want to engage with brands that entertain them and at the same time 

these brands should add meaning to their lives (Fournier, 1998). Through interaction with 

brands in the marketplace consumers become producers customising themselves to represent 

marketable self-images (Firat et al., 1993).  

 

Technological advancements have opened up new ways for the companies to reach the 

contemporary consumer (Prahalad & Ramaswamy, 2004a), and it has further empowered the 

consumer to be active and involved with brands. Traditional marketing platforms do not 

account for the desire of consumers to engage with brands and other consumers, but entail 

one-way communication. However, the emergence of new information and media 

technologies has disrupted and fragmented the media landscape, which is empowering the 

postmodern consumers and changing their media consumption habits (Kliatchko, 2008; 

Prahalad & Ramaswamy, 2004a). As media options have proliferated, consumers have 
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increased their media consumption and contrary to all expectations consumers are not 

spending less time on each media, instead they multitask with media (Hill & Moran, 2011; 

Assael, 2011). Communication platforms such as the Internet have increased the frequency 

and ease of communication between brand and consumer and in between consumers. The 

Internet has eased the opportunities for consumers to interact with each other and with brands 

through social media sites and communities; hence the Internet supports consumers’ desire to 

be engaged with brands. Jenkins (2006a) introduced the concept of media convergence 

arguing that we are entering an era where media is everywhere and we will use all kinds of 

media in relation to each other. In the past media relied on the power of repetition to ensure 

that the message was successfully distributed. Contemporary consumers get bored with repeat 

viewings and they want varied experiences with the brand on multiple platforms (Sheriff & 

Nagesh, 2007).  

 

These changes require that companies develop new ways of approaching the contemporary 

consumers, in which they allow for consumers’ desire to participate, and take advantage of 

the opportunities that comes with the new media landscape. Companies have to become even 

better at historical strengths like human interaction, visual excitement and storytelling, 

creating shared experiences at a mass level, and making emotional connections (Sheriff & 

Nagesh, 2007). 

 

Transmedia storytelling (TS) is a relatively new line of thought introduced by Jenkins (2006a; 

2006b). He advocates the emerging participatory culture and media convergence culture, 

which TS is an offspring of. The concept of transmedia storytelling presents a new approach 

to brand communication that gratifies the changing consumer culture. The fundamental idea 

of TS is to engage consumers’ through storytelling requesting their active participation to 

evolve the brand message while at the same time taking advantage of the synergy effects of 

distributing unique content to a variety of platforms. 

  

Limited research exists on the topic of transmedia storytelling and companies are still learning 

about the concept. Existing literature mostly takes a holistic perspective addressing market 

changes and contemporary culture. Other literature on the topic merely function as a checklist 

for implementing a TS campaign. However, there has been little research on the topic in 
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relation to branding and effective communication. No current literature addresses the 

relevancy of this approach in a branding perspective. In order to avoid the pitfalls of 

becoming just another hollow and useless marketing buzzword it requires further study. 

 

1.1 Research Question 

This thesis seeks to argue for the relevancy of transmedia storytelling campaigns as a 

reflection of the contemporary consumer culture and the changed media environment by 

answering the following research question:  

 

How is transmedia storytelling an effective brand communication tool to involve 

consumers?  

 

1. What are the characteristics of a TS approach to brand management?  

This chapter wants to identify characteristics of TS and elaborate on what 

differentiates this type of campaign from traditional communication tools. This 

chapter seeks to contribute to the readers understanding of the concept of TS and why 

focus is on consumer-brand involvement.  

 

2. What are the characteristics of the contemporary consumers and what motivates 

them to engage with brands? 

For companies to create a brand experience that will appeal to consumers they need to 

understand who they are and what motivates them. This chapter should contribute in 

answering why TS campaigns are relevant given the characteristics and motivations of 

the contemporary consumers.  

 

3. What brand elements are essential in relation to TS 

This sub-question should elaborate on what branding elements are essential to TS in 

order for a brand to involve consumers based on their characteristics, and how 

narratives can be utilised by a brand to stay relevant to its target audience and win new 

customers. 

 



 9 

1.2 Delimitation 

In order to address the research question as focussed as possible, it is necessary to delimitate 

the thesis from some topics and notions.  

 

The main focus of the thesis is to elaborate on TS as a concept and how it is an effective 

marketing campaign tool regarding engagement and involvement of consumers. Hence, TS is 

not interpreted in the perspective of the franchise as a whole. A franchise like e.g. Batman 

utilises a variety of platforms, promoting the original content of the franchise, to extend the 

brand and increase revenue streams. This is not the purpose of this thesis, and instead TS is 

analysed isolated from other marketing activities from the franchise. Furthermore, the scope 

of the research is delimited from specific measurements of the effectiveness, meaning that 

focus is on involvement with the campaign, and not the long-term effects potentially 

benefitting the franchise as a whole.     

 

Storytelling has many different interpretations, however, in this thesis it relates to how 

novelists, playwrights, and filmmakers think of storytelling. In other words, storytelling is 

perceived as traditional storytelling displayed as in novels, plays, and movies. Consequently, 

the study delimitates from other interpretations of storytelling such as contextual storytelling, 

storytelling based on heritage, corporate storytelling, storytelling as a management tool, and 

the abstract notion of storytelling, as an imagery evoking a specific emotion and response that 

is in correlation to a specific brand message (Phillips, 2012). This thesis understands 

storytelling as a tool to involve consumers; hence it accounts for the active role of consumers 

in progressing the story, emphasising interaction and dialogue, and not as linear 

communication from the companies.  

 

Although, the two TS marketing consultants, Monello and Gomez, emphasise that transmedia 

storytelling contains much more than the transmedia technique, Alternate Reality Games 

(ARG’s), the chosen cases for analysis fall within this specific technique. This delimitation is 

due to the cases’ accessibility in the amount of relevant data and additionally, the chosen 

cases are considered to sufficiently demonstrate the potential of TS campaigns in relation to 

involving and engaging consumers.  

 



 10 

Lastly, the thesis is delimited from empirical consumer research due to difficulties in 

collecting relevant, empirical data. No TS campaigns have been launched in Denmark, 

meaning that it has not been possible to go into specific behaviour and motivations in relation 

to TS campaigns. Consequently, the chapter on consumers within this thesis is solely based 

on theory and experts’ knowledge.   
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2 PHILOSOPHY OF SCIENCE  

 

This chapter will illuminate the scientific foundation of the thesis to clarify the 

underlying values and beliefs of the research, which clears the way for a discussion of 

the thesis’ methodical choices and the presentation of the research design, which the 

conclusion is drawn upon.  

 

The choice of research philosophy has a major influence on the assumptions about the way in 

which the world is viewed, which underpin the research methodology and the view of the 

relationship between knowledge and the process by which it is developed (Saunders et al., 

2007; Guba, 1990).     

 

The thesis’ scientific foundation is determined on the basis of the research question, which is 

concerned with understanding the transmedia storytelling concept in relation to contemporary 

consumers within a branding perspective. Due to the type of research question concerning an 

understanding, the scientific research paradigm is interpretive (Burrell & Morgan, 1979; 

Heldbjerg, 1997; Guba, 1990). The interpretive paradigm is the philosophical position to 

which refers to the way we as humans attempt to make sense of the world around us 

(Saunders et al., 2007). In the following, the ontological and epistemological assumptions on 

which the thesis is based will be described.  

 

2.1 Ontology 

Ontology is concerned with nature of reality and according to Saunders et al. (2007) there are 

two main ontological considerations, one that states that social phenomena are external to 

social actors (objectivism) and one that states that social phenomena are built and constructed 

by the social actors (subjectivism). The interpretive paradigm is based on the assumption that 

no truth can be found about reality, since the reality is perceived as a construction of 

interaction and communication between actors/people (Berger & Luckmann, 1966; Nygaard, 

2005). This is also referred to as social constructionism, which seeks to understand the 

subjective reality of the consumers in order to be able to make sense of and understand their 

motives, actions, and intentions in a way that is meaningful (Saunders et al., 2007). 

Consequently, this thesis is on a subjective ontological level that recognises that people are 
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influenced by the values and norms that currently exists in society and their actions and 

beliefs can be shaped by these existing societal structures that acknowledge some people, 

actions, ideas, and beliefs as more acceptable than others. Thus, it reflects how consumers 

consume a transmedia storytelling campaign. Moreover, the focus of the concept is on 

consumer interaction with each other and the brand, which is coherent with the social 

constructionism assumption.   

 

2.2 Epistemology 

Epistemology relates to the development of knowledge and the nature of that knowledge; 

based on the ontological perspective, the thesis employs an epistemology interpretive 

approach, drawing mainly on the philosophical traditions of phenomenology and 

hermeneutics, as the emphasis is on understanding the social reality (Saunders et al., 2007). 

Phenomenology is a research philosophy that sees social phenomena as socially constructed; 

and hermeneutics relates to interpretation as a continual process of the social world, which is 

characterised by the inability to remain objective (ibid).  

 

The scientific theoretical perspectives applied in this research will not be able to interpret the 

phenomenon from a neutral position, since the human mind is selective, meaning our values 

affect the theoretical and empirical focus (Gilje & Grimen, 2002). Consequently, the 

knowledge produced in this thesis cannot be verified as a definite truth, because the 

interpretations will be influenced by our own perceptions in the constructed social world. 

Moreover, as the reality only exists in people’s minds, subjective interaction is the only way 

to access the constructed reality (Nygaard, 2005). It is recognised that double hermeneutics 

will occur, as our interpretations will be based on previously informants’ interpretations of the 

social world, and thus we will partake in the construction of knowledge and the research’s 

results (Gilje & Grimen, 2002).  

 

The knowledge and conclusion of the thesis will not be generalizable, as it is not the purpose 

of this thesis due to its exploratory approach. Moreover, the chances of other scientists 

reaching the same conclusion is small even if they apply the same theoretical framework, 

because the findings can and will only represent the authors (our) reality (Guba, 1990).  
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2.3 Prejudices 

It is important that we as researchers actively relate to our prejudices in relation to the TS 

concept because it influences the thesis’ outcome in relation to choices, e.g. selection of 

theory that also affects data collection, and conclusions throughout the processes. Thus, it is 

important to explicitly state the potential bias of prejudices regarding the study (Bryman, 

2008).  

 

Before starting the thesis our knowledge regarding the TS concept is limited, and most of the 

knowledge we have acquired is through watching different case studies on TS campaigns 

posted by different American agencies on YouTube. Based on these presentations we have an 

understanding that TS engages and activates participation through some sort of treasure hunt 

in form of Alternate Reality Games (ARG), and thereby bring a brand message to the target 

audience.  

 

We also hold prejudices concerning how the empowered consumers are changing the business 

of marketing, and traditional marketing such as how one-way communication to a passive 

audience is becoming less relevant and the effect is diminishing in relation to delivering a 

brand message and creating value to the consumer. Hence, we believe that brand experiences 

through involving the consumers and qualitative content are becoming the core elements to 

connect with contemporary consumers. Thereby brands become relevant to the given target 

audience, through creating value and delivering brand messages through dialogue between the 

brand and consumer, and consumer to consumer.  

 

Based on the above we have an assumption that TS is the new appropriate marketing 

approach to fulfil this gap. In relation to the hermeneutic circle our prejudices will perhaps 

change during data collection, and again during the analysis.  

 

2.4 Case Study Methodology 

Given that the purpose of the thesis is to understand the TS phenomenon in relation to 

contemporary consumer culture within a branding perspective, it is natural to conduct a case 

study methodology since it provides valuable insights (Yin, 2009). The thesis takes on a 

multiple case study approach, and uses the logic of replication (a literal replication) of which 
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to derive evidence in the form of detecting similarities between the cases. The evidence 

created from this type of approach is considered robust and reliable compared to a single case 

study. This should lead to a more powerful conclusion (ibid). However, it is acknowledged 

that it is nowhere near representative and valid for a statistical generalisation of the findings, 

but instead contributes in continuation of a theoretical generalisation, by looking at how these 

cases fit within theories and other empirical findings (ibid).  

 

The selection of the cases has been based on data availability and relevancy to the research 

question (Yin, 2009). This involves screening for TS campaigns in Denmark, but 

unfortunately no campaign meets the requirements to qualify for a TS campaign, which is 

already elaborated in the previous section on delimitations. Hence, the two American TS 

campaigns chosen for this study are The Dark Knight’s “Why So Serious” campaign and 

Audi’s “Art of the Heist” campaign. Both cases are analysed from a holistic perspective, 

meaning that no subunits are identified (Yin, 2009; Saunders et al., 2007). 

 

Based on the literature review, we develop propositions presented in a conceptual framework 

as a basis for studying the theoretical findings when applied to the cases (Yin, 2009). 

Moreover, the propositions determine direction and scope of the study and serve to focus the 

data collection (Miles & Huberman, 1994; Yin, 2009). Based on the interpretivist perspective 

of the thesis, qualitative research methods will serve as the primary approach of data 

collection in the form of expert interviews (Yin, 2009; Saunders et al., 2007). 

 

2.5 Research Design and Process  

The process of this thesis is iterative, meaning that knowledge is created through cycles of 

reflection that include empirical studies (Maklan et al., 2008; Saunders et al., 2007). Thus, the 

research is within an abductive reasoning process, meaning moving back and forth between 

inductive and deductive reasoning, which is common in social research on business-related 

issues (Eriksson & Kovalainen, 2008). Deduction can be used to evaluate the propositions and 

induction for justifying them with empirical data (ibid). “Not only is it perfectly possible to 

combine deduction and induction within the same piece of research, but also in our 

experience it is often advantageous to do so” (Saunders et al., 2007:119).  
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This thesis seeks to use the empirical data in correlating this to theory presented in order to 

put forth propositions that can help tentatively explain the TS phenomenon, thus the research 

is characterised as explorative (Saunders et al., 2007). Moreover, abductive reasoning is in 

line with explorative studies (Eriksson & Kovalainen, 2008).  

 

The empirical data collection technique used is a qualitative multi method that consists of in-

depth interviews and secondary data in the form of documentary (Saunders et al., 2007). 

According to Yin (2009) using multiple sources of evidence make the case study analysis 

more convincing.  

 

Inspired by the “Action Research Process” presented by Maklan et al. (2008) (Appendix 1) 

the following section will elaborate on the iterative process of the thesis. We, as reflective and 

subjective researchers, acknowledge that all the collected data have shaped and influenced our 

knowledge and understanding in some way.  

 

Circle one – Pre-literature review: As mentioned in chapter 2.3 on prejudices, we have 

limited knowledge of TS, and thus we need to do a pre-literature review to learn about the 

concept and discover interesting and relevant topics and theory. Based on the pre-literature 

review we will identify an interesting research area/problem, with the intention of making the 

scope of this thesis academically relevant and fill a theoretical gap within existing research 

and literature.   

 

Circle 2 – Literature review: The knowledge gained from the pre-literature review narrows 

the scope of the phenomenon, which contributes to frame key areas within literature for 

further extensive review. The objective of the literature review is to obtain knowledge on 

transmedia storytelling, contemporary consumers and branding, in order to identify 

propositions. The findings will be presented in a conceptual framework arguing for elements 

that are necessary to involve consumers in a TS campaign. Knowledge is created through 

secondary data, such as research papers, academic books and journalist articles. The 

propositions will guide the next step of collecting empirical data. 

 



 16 

Circle 3 – Empirical data collection: Based on the propositions constructed within the 

literature review, semi-structured interviews are conducted with four experts to gain further 

knowledge within the area of TS (Appendix 2 & 3). Interviews are executed with two 

American experts, Jeff Gomez and Michael Monello, who are pioneers within the transmedia 

storytelling approach, and two Danish advertising consultants, Pernille Zillmer and Jakob 

Stigler. The purpose is to get expert knowledge from practitioners, since there potentially 

exists a gap between used theories and real-life practice. The qualitative data and findings 

from these semi-structured interviews contribute with extended knowledge to potentially 

refine the propositions. The experts will be further introduced in chapter 7. 

 

Circle 4 – Case studies: The two cases will be analysed in relation to the propositions 

constructed with basis in the theoretical findings and empirical research. The case studies 

include informative secondary data about the cases in the form of websites, such as online 

interviews on YouTube and online article databases (Eriksson & Kovalainen, 2008). 

Furthermore, Monello often refers to “Art of the Heist” during the expert interview and these 

insights contribute to the case analysis. The findings will be discussed and reflected upon in 

order to detect similarities and differences on which to reject or confirm propositions.  

 

Circle 5 – Discussion and reflection of theoretical and empirical findings: Within this circle, 

the overall findings, both theoretical and empirical are discussed and reflected upon. The 

objective is to answer the research question with basis in the conceptual framework presented 

in section 5.5. Furthermore, critical reflections will present suggestions for future research.  
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2.6 Structure of Thesis 

In the following figure, the overall structure of the thesis is illustrated and shortly presented. 

 

 
Fig. 1: Structure of the Thesis (Own illustration) 

 

Part 1 serves as the introductory part, in which the problem area of the thesis is introduced 

and clarified. The research question is presented, and the scope of the thesis is delimited. 

Furthermore, part 1 introduces the thesis’ philosophy of science, elaborating on ontology and 

epistemology. Our prejudices on the concept of TS are also introduced. Finally, the 

methodology, and the thesis’ research design and process is argued for and shortly presented. 

 

Part 2, the literature review, presents the thesis’ theoretical foundation. Firstly, in chapter 3, 

the concept of TS is elaborated upon to increase the readers’ and our knowledge on the area. 

Secondly, the chapter on consumer behaviour seeks to present a basic understanding of the 



 18 

contemporary consumer and culture with the purpose of elaborating on their motivations for 

involving themselves with brands and campaigns. Finally, the chapter on branding combines 

the knowledge of the two previous chapters resulting in four propositions, which are 

presented in a conceptual framework. 

 

Part 3 deals with the chosen method in detail; more specifically how data is collected. 

Moreover, the quality assurance of the interviews is elaborated. The analysis of the expert 

interviews is evaluated in relation to the propositions and these are refined. Lastly, the two 

cases are analysed based on the propositions and the findings are discussed and reflected 

upon. Lastly, there is a presentation of the rejected or confirmed propositions.  

 

Part 4 presents the empirical findings by discussing the results of the studies in a theoretical 

perspective. Additionally, it critically reflects upon these findings to present suggestions for 

future research. Lastly, the conclusion of the thesis is presented.  

 

 

 

 



 19 

3 TRANSMEDIA STORYTELLING  

 

In order to investigate when transmedia storytelling is an effective communication tool 

to involve contemporary consumers it is important to understand the concept of 

transmedia storytelling. TS is a relatively new form of campaign and limited literature 

exist on the subject. TS is part of an experiential process both in terms of practice and 

conceptualisation (Bourdaa, 2012). This first chapter of the thesis will review current 

literature on TS clarifying the meaning and characteristics of transmedia storytelling. It 

will further include a section on ARG to exemplify a tool of transmedia storytelling.  

 

3.1 Defining Transmedia Storytelling 

Several academics contribute to the meaning of transmedia storytelling. The perspectives are 

more supplementing than controversially different. One of the leading pioneers within the 

area is Henry Jenkins (2007), who propose the following definition:  

 

“Transmedia storytelling represents a process where integral elements of a fiction get 

dispersed systematically across multiple delivery channels for the purpose of creating a 

unified and coordinated entertainment experience (...)” (Jenkins, 2007) 

 

According to Jenkins (2003) we are living in a convergence culture. The cultural industries, 

especially the entertainment businesses are going through radical changes related to the 

convergence of technologies (Bourdaa, 2012). Jenkins (2001) argues that five tendencies 

influence the media convergence: (1) technological convergence – words, images, and sounds 

are transformed into digital information and enables it to flow across platforms, (2) economic 

convergence – horizontal integration of the entertainment industry, which results in 

restructuring of cultural production “synergies” and thus exploitation of transmedia 

properties, (3) social/organic convergence – consumers’ multitasking strategies for navigating 

the new information environment, (4) cultural convergence – the explosion of new forms of 

creativity at the intersections of various media technologies, industries, and consumers, and 

(5) global convergence – the cultural hybridity that results from the international circulation 

of media content. Overall, Jenkins (2006a) mostly focuses on the cultural changes, which he 

refers to as convergence culture, rather than on the technological processes. These above 
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mentioned tendencies have contributed to the emergence of TS (Bourdaa, 2012; Jenkins, 

2006a).  

 

The fundamental characteristic of TS is the particular narrative structure that expands through 

multiple platforms (cinema, TV, comics, videogames, social media, etc.) in different 

languages (verbal, iconic etc.), and it is not an adaption of the narrative from one media to 

another (Scolari, 2009). TS converges communication, connecting different media platforms, 

with the intention of making each narrative a unique entertainment experience at each 

platform. In other words, consumers can potentially be entertained by content on one platform 

but at the same time, they are offered the opportunity to explore all the different platforms 

immersing them in a greater fictional world (Yakob, 2008; Mandesa, 2011; Jenkins H. , 

2007).  

 

Jeff Gomez, co-founder and CEO of Starlight Runner Entertainment, offers a definition of TS 

in a branding perspective supplementing the above: 

  

“Transmedia storytelling is the vanguard process of conveying messages, themes, or 

narratives to mass audience through the artful and well-planned use of multiple media 

platforms. It is a philosophy of communication and brand extensions that broadens the 

lifecycle and deepens the profitability of creative content.” (Gomez, 2010:0.46-1.08).  

 

The complementary synergy effects obtained by each media contributing something unique to 

the experience are essential to TS campaigns (Scolari, 2009). “Redundancy between media 

burns up fan interest and causes franchises to fail.” (Jenkins, 2003:3). Therefore, it is crucial 

to coordinate the flow of the narratives and content across media platforms to ensure new 

experiences, and by offering new levels of insight it refreshes the franchise and sustains 

consumer loyalty (Jenkins, 2003; Edmonds, 2010). The different media and languages 

participate and contribute to the construction of the transmedia narrative world, which 

contribute to generate vast amounts of content (Scolari, 2009; C.R., 2009). This form of 

multi-layered approach to storytelling will enable a more complex, more sophisticated, and a 

more rewarding mode of narrative to emerge within commercial entertainment (Jenkins, 

2003).  
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According to Jenkins (2006b) we live in a participatory culture that is characterised by 

consumers desire to participate. Another element of TS is consumers’ necessary involvement 

in the narrative. Consumers need to engage in new ways, and the progress of the narrative 

depends on the active participation of knowledge communities, which enables new forms of 

interaction and engagement through the rich media networked society. (Jenkins, 2006a; 

Jenkins, 2012; Livingston, 2012). Due to consumers’ required participation TS is immersive 

and participatory, which contribute to the overall experience that brings it to life and put the 

recipients and fans at the heart of the action, which enables them to take part and immerse 

themselves resulting in them influencing the outcome of the narratives (Bourdaa, 2012). 

Susan Bonds, President and CEO of 42 Entertainment, recognises that technology and 

connectivity has allowed for more personal experiences that can also be collective; which is a 

natural evolution of entertainment and storytelling (Beyer, 2011). TS provides a way for 

consumers to participate and “live” the story in unforgettable ways that intersect when, where, 

and how they live; and allow them to share the experience together (ibid). According to 

Gomez (2010): “the consumer is validated and celebrated for participating in some way in 

the narrative.” (Gomez, 2010:1,33-1,42). The structured narratives typically encourage the 

consumers to participate in the form of researching, collaboration, analysing, and 

interpretation (Mittel, 2009; Jørgensen, 2010). In line with this understanding, Jenkins 

(2006a) argues that consumers must assume the role of information hunters, gathering bits of 

different unique content across media platforms, and by collaborating they are ensured a 

richer entertainment experience. In this context the notion of collective intelligence is 

validated as a new social structure, which enables the production and circulation of 

knowledge within a networked society. As mentioned above, the participant’s pool and share 

information and tap into each other’s expertise as they work together to solve problems or at 

least piece together the narratives to experience the immersive fictional world (Jenkins, 2007).  

 

Creative campaigns have proven to be highly successful in getting consumers attention and 

engaging them (Lidstone et al., 2012), which has prompted new ways of thinking about media 

opportunities and creativity (Carvalho, 2012; Sasser et al., 2007). Using multiple platforms 

can exploit creativity through captivating content; level of engagement is highly influenced 

by the creativity of the content: “Truly great creative ideas harness the power to engage 

consumers and prompt experiential involvement” (Sasser et al., 2007:253).  
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Jenkins (2006b) argues that franchises have to leave room for fans to create their own 

extensions, which is a delicate balance in relation to intellectual property (Jenkins, 2006b). In 

hard-core fan cultures, the practice of reinterpreting narratives and sharing it in the 

community is widely accepted (ibid). E.g. a fan set up an alternate reality game (ARG) before 

the adaption of “The Hunger Games” release, which got so popular due to the high quality of 

narration, content and interactivity that the distributor, Lionsgate, had it closed due to what 

they perceive as an infringement of the franchise and intellectual property (Bourdaa, 2012). 

 

3.2 Alternate Reality Games 

ARG is a powerful transmedia technique but not a requirement for the campaign to create an 

interactive narrative in which consumers can immerse themselves. According to Borland 

(2005):  

 

“Alternate-reality gaming blends real-life treasure hunting, interactive storytelling, video 

games, and online community … These games are intensely complicated series of puzzles 

involving coded web sites, real-world clues like the newspaper advertisement, phone calls 

from game characters and more” (Borland, 2005)    

 

ARG’s are characterised by integrating the real world and the fictional world: “These games 

are described as being an “alternate reality” because they are not only part of the diegetic 

world of the fiction; they also use the real world as the playground in which they are 

deployed” (Bourdaa, 2012). This form of hybrid gaming where the consumer is required to 

participate enhances the engagement, as the player suddenly is part of the narrative. 

Progression of the game happens through the narrative negotiated among multiple authors and 

the participants (Bourdaa, 2012).  

 

According to Kim et al. (2008) ARG’s represent a new genre of digital entertainment, which 

brings gamers together to collectively solve puzzles and collectively advance a game’s 

storyline. Collaboration and a compelling storyline are the two most important features of a 

successful ARG (Kim et al., 2008). Characteristic of the games is that they involve players in 

a fictional world. The involvement with other players is essential, in that most games cannot 

be completed, or solved without the collaborate efforts of multiple players (ibid). It relates to 
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Jenkins’ interpretation about collective intelligence, where the participants have to work 

together in order to have a bigger experience and progress in the narrative (Bourdaa, 2012). 

As explained above, the plotline is a narrative, which is delivered through multiple 

communication channels such as web pages, email messages, phone calls, and print-based 

mailings. The information and clues on each channel is used to track the story’s progress. In 

addition to the information distributed by the company, the collaborative nature of the players 

make them construct their own means of interacting through web-based discussion boards, 

email messages, and real-world gatherings. Through interaction players communicate with 

each other, share their knowledge, give their interpretations of the storyline, and gather 

information necessary for the story to proceed and to move closer towards the game’s 

conclusion. Moreover, Kim et al. (2008) argue that the enjoyment of participating is 

dependent on the shared experience they have with one another. Without enjoyment the 

players’ sustained and active participation will end, hence the story stops evolving. This 

emphasises the necessity to generate new content based on the updated state of the game to 

sustain player interest (ibid.).  

 

3.3 Summary of Transmedia Storytelling 

TS is characterised by distributing unique and supplementing narratives across multiple media 

platforms with the intention of engaging and involving consumers in the progression of the 

story line so that they themselves become part of the brand message. Unique content and the 

synergy effects between different media should ensure that consumers do not get bored and 

encourage further exploration of the story on multiple platforms. Providing unique narratives 

and content across multiple platforms allow consumers to immerse themselves in story-

worlds, and brands have the opportunity to be part of a direct dialogue with the target 

audience. TS is much about providing experiences that evolve through collaborative 

initiatives among consumers, which encourage C2C communication through communities 

that enhances the overall experience. ARG is a transmedia technique that specifically intends 

to evolve storylines in the symbiosis of the real- and virtual world by using different elements 

such as treasure hunt or puzzle solving.  
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4 CONTEMPORARY CONSUMER CULTURE AND BEHAVIOUR 

 

The above shows that from a theoretical perspective TS should be an effective tool to 

involve consumers. Given the inevitable role of consumers in the construction of the 

story and their part in distributing the brand message it is necessary to investigate the 

characteristics of the contemporary consumer and what motivates them to participate and 

get involved with brands. The first section of the chapter will briefly elaborate on the 

thesis’ perspective on the consuming individual.  

 

According to Østergaard and Jantzen (2000) four main perspectives of consumer behaviour 

research have been adopted over the past 40 years. These are: buyer behaviour, consumer 

behaviour, consumer research, and consumption studies. These perspectives have different 

understandings on how to study the behaviour of consumers. 

 

Given the characteristics of TS and consumers social role through involvement with other 

consumers and the assumption that brands possess a symbolic value which consumers use to 

construct their identity and create self-images for others to observe, this thesis adapts the 

perspectives of consumer research and consumption studies. Within these perspectives the 

consumers are no longer seen as a rational consumers, but instead as consumers who seek to 

create a self-image and relationship to others through consumption (Østergaard & Jantzen, 

2000). Moreover, these perspectives have a more holistic perspective than the remaining two; 

hence this thesis is positioned within these two perspectives.   

 

The consumer research perspective focuses on studies of consumers’ everyday life and 

consumption is a pivotal point for how the individual understands itself and through products 

and symbols creates a desired image for others to observe. Consumption studies seek to 

understand how and why consumption takes place, extending beyond the consuming 

individual and instead studies the relations between consumers. In this approach the 

consumers are perceived as tribe members who are searching for particular symbols in order 

for them to be recognised by other members of the same tribe (ibid.)  
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A major contributor to the consumption studies perspective is Douglas B. Holt. According to 

Holt (2002) movements within consumer culture and branding paradigms are due to 

contradictions between these two (Holt, 2002; Firat et al., 1993). According to Holt (2002):  

 

“Consumer culture is the ideological infrastructure that undergirds what and how people 

consume and sets the ground rules for marketers’ branding activities. The branding paradigm 

is the set of principles that structure how firms seek to build their brands (…). As firms 

compete and experiment within the universe of possibilities defined by these principles; they 

derive a variety of branding techniques. As part of a tenuous consensus maintained by the 

collective actions of consumers and marketers, consumer culture deceptively connotes an 

equilibrium for what is actually a dynamic dialectical relationship” (Holt, 2002:80).  

 

Companies have traditionally used branding as a means to manipulate the consumers in order 

to convince them about their products ability to satisfy their needs. Consumers are becoming 

more knowledgeable and reflexive about these branding techniques, and are seeking to define 

culture themselves (Holt, 2002). Postmodern consumer culture arose in the 1960s, as 

consumers would no longer give in to market dictations. Instead, they wanted to make 

thoughtful sovereignty choices, treating the self as a work under construction. Postmodern 

consumer culture became dominant, and interpretive consumer research pointed towards a 

tendency that consumers use goods to pursue individuated identity projects (Holt, 2002; 

McCracken, 2008) 

 

4.1 Characterising the Contemporary Consumer and Culture 

Extensive literature exists on contemporary consumers, which mainly emanate from literature 

on postmodernism and postmodern consumers. Some common characteristics on 

contemporary consumers can be detected within the exhaustive literature. The following 

section will take its point of departure in the six conditions presented by Firat & Venkatesh 

(1991), which are (1) hyperreality, (2) reversal of production and consumption, (3) loss of 

commitment, (4) fragmentation, (5) decentring of the subject, and (6) paradoxical 

juxtapositions (Firat et al., 1993; Simmons, 2008). These conditions in the contemporary 

consumer culture all influence the behaviour and characteristics of the contemporary 

postmodern consumer.  
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Hyperreality is related to the way contemporary consumers search for consumption 

experiences by creating a hyperreal reality where these experiences take place. Hyperreality is 

the becoming real of what initially was or is a simulation or “hype” (Firat & Venkatesh, 

1991). Marketing culture has a significant role in changing meanings involving the creation of 

environments that are “more real than real”. In effect, the distinction between reality and 

fantasy is momentarily blurred (Brown, 2006). Reality becomes part of a symbolic world, 

which is constructed by marketing and consumers rather than a given. Consumers want to 

engage in a hyperreality that is unusual and not expected, imaginative, creative, and exciting. 

Hyperreality is a variable that can produce a consumption experience that is able to excite the 

consumers, and these simulated environments attract the postmodern consumers (Hamouda, 

2012). They are no longer satisfied by the old marketing concept where companies identify 

consumers’ need and then satisfy it, contrary consumers want to jointly create this hyperreal 

universe with the companies (Firat et al., 1993). According to Simmons (2008) this puts the 

postmodern consumer in a rather shallow and superficial reality as they create hyperreal 

experiences and when the excitement and thrill is over they move on. The postmodern 

consumer culture has created a partly disinterested consumer that only wants to participate as 

long as the experience excites them (Firat & Schultz, 1997). “In essence there is a lack of 

depth to this postmodern consumer, and a focus on a superficial and surface “reality” 

(Simmons, 2008:301). This implies that jointly creating a hyperreal universe equally valued 

by both parties will initiate a relationship between the consumer and the brand, but the quality 

and duration of this relationship can be questioned, due to the fact that this characteristic 

further implies that consumers will move on when they are no longer entertained. As 

previously argued TS campaigns create an immersive experience through engaging the 

consumers in the narrative world where the narrative is negotiated and it progresses based on 

consumers’ participation in the story. The challenge of the brand is to meet the demands of 

the postmodern consumers regarding their desire for entertaining experiences and 

participation in order to establish a long-term relationship.    

 

The consumption experiences that consumers undertake, contribute to their identity creation 

and helps in creating the self-image that they want others to observe (McCracken, 2008). 

Consumers use the products that they purchase to define who they are, which renders the 

consumers’ lives a series of fragmented self definitions determined by consumption (Firat & 
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Schultz, 1997). Consumers are no longer defined by cost/benefit assessments of choices but 

instead by the experiences acquired through consumption (ibid). Contrary to the modern 

consumers, postmodern consumers are no longer seeking one centred, unified character but 

are increasingly seeking to: “feel good in separate, different moments by acquiring self 

images that make them marketable, likeable, and/or desirable in each situation or moment” 

(Firat & Schultz, 1997:193). It is considered as emancipation from monotony, boredom and 

the necessity to conform. This frequent and voluntarily adaption can make it difficult for 

marketers to categorise and segment the postmodern consumers (Simmons, 2008). This is 

further evident in that consumers have a growing willingness to experience and embrace 

differences, and they aspire the possibilities of portraying different self-images. Consumers 

take on several projects at the same time, which they are only momentarily committed to. 

This loss of commitment implies that consumers are hard to hold on to and their loyalty is 

limited and marginal (Firat et al., 1993). This can imply a lack of loyalty based on the fact 

that consumers use products and brands to portray their self-image, which calls for different 

products and different brands at a given point in time. Postmodern consumers feel free to 

move around brands that help enhance their self-image, and hence loyalty decreases.     

 

Another interesting postmodern condition identified by Firat & Schultz (1997) is the reversal 

of production and consumption. In the era of modernity there was a belief that value was 

added during production of e.g. a product, and it was the company, which attached value to a 

product that the consumer then bought. Within the era of postmodernity there is another 

position: “The meanings of objects are no longer fixed and linked to their functions, but are 

free-floating as each individual may ascribe the meanings that s/he desires to the objects” 

(Simmons, 2008:301). According to Brown (2006) postmodernism is basically a culture of 

consumption, while modernism represented a culture of production. Consumers become 

active producers of symbols and signs of consumptions as marketers. Hence, value is created 

in the act of consumption, and objects are obtained for the value that the consumer attaches to 

the object, and not for the symbolic meaning intended by the company, though they 

potentially are the same (Hamouda, 2012). Through interaction with objects in the 

marketplace consumers become producers customising themselves to represent marketable 

self-images (Firat et al., 1993). The act of consumption can also signal group membership and 

different lifestyles, and be an indicator of which groups the consumer belongs to or do not 
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belong to, as the image of the brand will reflect on the consumer (ibid). This perspective on 

value creation, through the act of consumption, empowers consumers to become co-producers 

and the new media scape gives consumers the ability to cease control over the media 

technologies and tell their own stories (Jenkins, 2006a).  

 

4.2 Participatory Culture  

Within the postmodern consumer paradigm, a new culture has emerged within the 21st 

century, namely participatory culture. According to Jenkins (2006b) we are experiencing 

participatory culture, which recently has become part of popular culture, eventually because 

of the information and media technology (IMT) developments (Burgess, 2010; Kugel & Bird, 

2010). Jenkins (2009) defines participatory culture in the following way: 

 

“A culture with relative low barriers to artistic expression and civic engagement, strong 

support for creating and sharing one’s creations, and some type of informal mentorship 

whereby what is known by the most experienced is passed along to novices. A participatory 

culture is also one in which members believe their contribution matter, and feel some degree 

of connection with one another (at least they care what other people think about what they 

have created)” (Jenkins et al., 2009:3).   

 

The characteristics of the contemporary consumers support the characteristics of participatory 

culture. In fact, the fundamental structure of human nature to socialise and participate has not 

necessarily changed: “The digital world is merely a new arena for human beings to act and 

interact, and not a transformative one.”(Black et al., 2007:7). Cultural studies during the 

1980s and 1990s established participatory culture from fan cultures and communities 

(Burgess, 2010; Jenkins, 2006a), but other examples confirm that people have always been 

active and critically aware. In the 1920s young people took ownership of communication 

resources in their own community by setting up their own radio stations in schools, churches 

and boy scout troop camps (Jenkins, 2010). Other examples are the science fiction 

communities that started providing cultural criticism and speculation about the limitations of 

science and technology in the 1930s; and the underground press became a key voice of the 

counterculture in the 1960s (ibid).  

 



 29 

According to Jenkins (2006a) participatory culture is getting widely accepted in the 21st 

century, due to three emerging trends: (1) IMT developments, (2) subcultures that promote 

Do-It-Yourself (DIY) media production, and (3) economic trends favouring the horizontally 

integrated media conglomerates, which encourage the flow of images, ideas, and narratives 

across multiple media channels. Participatory culture is further referred to as the apparent link 

between more accessible IMT and user-generated content (UGC): “New technologies are 

enabling the average consumers to archive, annotate, appreciate, and recirculate media 

content” (Jenkins, 2006b:1).  

 

Consumer participation in a TS context entails development of UGC for the story to progress; 

hence the concept is interesting to elaborate on. The technological progresses over the past 

years and the characteristics of contemporary consumers have given rise to UGC, which 

enables new ways of interaction and communication between consumers and brands. On the 

one hand, organisations and media companies can actively integrate users (Kugel & Bird, 

2010), thus the production of UGC is not exclusively prerogative of users (Stoeckl et al., 

2007). On the other hand, UGC refers to different kinds of media content created and 

published by amateurs, thus content creation is no longer reserved solely for corporations and 

brands. Furthermore, due to these technological advancements, C2C communication and 

interaction are becoming more common (Prahalad & Ramaswamy, 2004a; Jenkins, 2006a; 

Huang et al., 2007). Although no standardised definition of UGC exists, Christodoulides & 

Jevons (2011) propose three characteristics, (1) UGC is made available through publicly 

accessible transmission media such as the Internet, (2) UGC reflects some degree of 

creativity, and (3) UGC is created for free outside professional routines and practices 

(Christodoulides & Jevons, 2011). Moreover, organisations and media companies can actively 

integrate users too, which means that the production of UGC is not exclusive prerogative of 

users (Stoeckl et al., 2007). 

 

This indicates that UGC refers to situations whereby consumers freely choose to create and 

share information of value, which is primarily distributed on the Internet (Stoeckl et al., 2007; 

Daugherty et al., 2008). All digital media technologies are included, such as Q&A databases, 

digital video, blogging, podcasting, forums, social networking sites etc. According to Battelle 

(2006) UGC can be characterised as conversational media as opposed to the “packaged 
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goods” media. The latter refers to traditional one-way distribution of content, whereas 

conversational media refers to interactive two-way communication. With the advent of UGC, 

the role of the passive audience has shifted and participatory users are now taking advantage 

of the interactive opportunities to create their own content on the Internet (Battelle, 2006) 

 

4.3 Consumer Motivations to Participate  

The characteristics of the contemporary culture and consumer imply that consumers want to 

participate and get involved with brands, both as active contributors through the distribution 

of UGC but also on an emotional level, as their involvement with brands reflect on their 

identity and self-image. Based on the previous findings both within this chapter and the 

chapter on TS several motivational factors for participation and involvement can be 

identified, including utility and rewards, social relations, identity and image construction, and 

interest and passion. These will be further elaborated in the following section.   

 

Consumers have different motivations for participating, and according to Black et al. (2007) 

consumers are of two minds. They resist participation if it is perceived as obligatory 

childhood chores, and they rejoice it when it invites them to partake in some of their interests 

or desires. “When someone receives an invitation to participate, they traverse a complex 

decision-making process if they are interested, in which they will assess costs, benefits, and 

trade-offs” (Black et al., 2007:9). Consumers are motivated by extrinsic and/or intrinsic 

benefits, and they make their choice to participate or not based on assessments of these 

benefits. With extrinsic benefits, the consumers are often inclined to participate if they see a 

clear and concrete utility (ibid), i.e. consumers are more prone to participate and invest their 

time if their actions lead to a separable outcome (Ryan & Deci, 2000). Intrinsic motivations, 

on the other hand, refer to doing something because it is inherently interesting or enjoyable. 

(Ward & Hill, 1991; Tietje, 2002; O'Brien & Jones, 1995). When intrinsically motivated a 

person is moved to act for the fun or challenge entailed rather than because of external 

pressures and rewards (Ryan & Deci, 2000). Opposite to extrinsic motivational factors, the 

intrinsic motivational factors are emotional such as satisfaction, interest, involvement, 

curiosity, and/or positive challenges (Füller, 2006). “Intrinsic motivation involves people 

doing an activity because they find it interesting and derive spontaneous satisfaction from the 

activity itself.” (Gagné & Deci, 2005:331).  
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4.3.1 Utility and Rewards   

In relation to TS campaigns common extrinsic motivations are prizes or rewards, especially 

referring to the transmedia technique of ARG’s. Games such as contests or sweepstakes have 

been around for decades to enhance promotional efforts, with the objective of increasing 

awareness and short-term purchase intentions (Mabry & Porter, 2010; O'Brien & Jones, 1995; 

Ward & Hill, 1991). In relation to games, participants can also be intrinsically motivated to 

obtain a reward by influencing the progression of a game like ‘level-up’ or unlocking certain 

content (Tietje, 2002), which is often seen in a TS campaign when consumers get involved to 

progress the story.  

 

One of the disadvantages with prizes in relation to involvement is that they only motivate 

momentarily consumer engagement with the brand and it does not generate loyal customers in 

the long run. This form of tactics may result in disloyal customers who only choose a product 

or service if a promotion is offered intentions (Mabry & Porter, 2010; O'Brien & Jones, 

1995). It potentially undermines consumers’ attitudes, motivations, and behaviours because 

consumers typically rely on past behaviour as an informational cue to form an attitudinal 

judgement, which reflects that the behaviour is attributed to a prize rather than a positive 

evaluation of the product or brand (Tietje, 2002). According to O’Brien & Jones (1995) one-

time promotions including some sort of reward do not generate loyal customers, and any 

positive impact is erased as soon as competitors launch their next promotions, as it is easy for 

competitors to copy (Melancon et al., 2010).  

 

Another aspect of promotional games that use prizes as incentives is that it influences 

variables such as mood and attribution to the game’s outcome, which may subsequently 

impact attitudes towards the brand (Ward & Hill, 1991; Tietje, 2002). Typically, the ratio of 

losers is higher compared to winners, and the losers might not generate positive attitudes 

toward the campaign that in the end can impact their perception of the brand.  

 

Although, prizes and rewards are often used in TS campaigns, especially if it consists of an 

ARG it is not considered to be a sound motivational element to incorporate to the campaign if 

the purpose is to involve the consumers. This is not to say that it is never a relevant 
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motivational benefit, but according to theory it will only momentarily involve the consumer 

and have no long-term effects on the relationship between consumers and the brand.   

 

4.3.2 Social Relations  

According to Lin (2011) consumption choices were traditionally based on rational 

perspectives. Today, motivations are dominated by symbolism, meaning that consumers no 

longer buy based on the functional and utilitarian features of a product, but instead based on 

the emotional and symbolic value of a product or brand (Lin, 2011; Levy, 1959; Belk 1988). 

Given that the perspective of this thesis is within consumer research and consumption studies 

consumers are generally motivated to get involved both by social relations and by the 

symbolic value of brands (Østergaard & Jantzen, 2000).  

 

Intrinsic motivated participation based on a desire for social relations stems from a 

fundamental human need of the desire to feel connected and be socially engaged, which is 

emotionally satisfying: “When given something compelling to lend their energy to it can be 

very satisfying; it anchors a person’s life around a specific direction; provides a sense of 

order and logic; organises one’s connection with others” (Black et al., 2007:9). The need to 

belong, to be loved and socially accepted is a fundamental human motivation 

(Gangadharbatla, 2008). To experience positive interpersonal relationships is one of the core 

human needs, which is influenced by three underlying basic needs such as (1) inclusion – 

which pertains to the need to belong to or include others in a circle of acquaintances, (2) 

affection – or the need to love or be loved by others, and (3) control – which encompasses the 

need to exert power over others or give power over the self to others (Gangadharbatla, 2008). 

The emergence of social network sites (SNS) like Facebook is great to address these social 

needs and maintain relationships with friends and others, irrespective of time and physical 

space. Through SNS people are able to feel connected to a group where they can interact, seek 

information, express their opinions, influence others, and most importantly gain social 

approval (ibid). According to Gangadharbatla (2008) the “needs to belong” is a great 

motivational factor that makes people join and participate in SNS.  

 

Given the social characteristic of TS that consumers need to collaborate to progress the story 

the motivational factor of social relations will influence some consumers’ inclination to get 
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involved. Furthermore, consumers are often motivated to distribute UGC content with the 

intention of influencing others perceptions of a particular brand, subject etc. and by the 

appraisal obtained by other consumers. Social network sites’ role in TS campaigns will be 

further elaborated in section 5.3.  

 

4.3.3 Identity and Image Construction   

The characteristics of the postmodern consumers show how they use brands to construct their 

identity and enhance their self-image. In this way, consumers define themselves through the 

objects that surround them and thus, the consumers’ self and the object become integrated 

(Belk, 1988). The symbolic value of a brand is a motivational factor for consumers to engage 

with a brand. Building on the characteristic that consumers use brands to create and express 

their identity it is interesting to present the view of Belk (1988). Based on studies of the 

relationship between possessions and sense of self with the assumption that we are what we 

have and posses, Belk (1988) argues that “our possessions are a major contributor to and 

reflection of our identities” (Belk, 1988:139); hence products can become part of the 

individual identity of the consumer, which implies that products represent more than just their 

functional value. In accordance with the SD-logic presented by Vargo & Lusch (2004) 

consumers no longer solely consume brands for the functional characteristics but more so due 

to the symbolic value and benefits they provide: “The primary function of the brand is hence 

to express a personality that consumers can relate to and use for their own construction and 

expression of self.” (Heding et al., 2009:119)  

 

This view is further emphasised by Levy (1959) who argues that the things people buy have a 

personal and social meaning in addition to their function: “People buy things not only for 

what they can do, but also for what they mean” (Levy, 1959:118). According to Levy 

consumers show a variety of logics in relation to the things they buy and why they buy them 

such as convenience, social pressures and advertising (Levy, 1959). He defines a symbol as: 

“a general term for all instances where experience is mediated rather than direct; where an 

object, action, word, picture, or complex behaviour is understood to mean not only itself but 

also some other ideas or feelings.” (Levy, 1959:119).  
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According to Fournier (1998) consumers use brands to obtain a sense of belonging and 

stability. Brands are used in the (re)construction of the consumers’ self; hence the level of 

involvement in the narrative of the campaign will also be influenced by the brands symbolic 

contribution to the consumer, as they play an important role in the creation of one’s identity. 

Fournier (1998) explains that consumers use brands to “serve as purposeful repositories of 

meaning purposefully and differentially employed in the substantiation, creation, and 

(re)production of concepts of self in the marketing age.” (Fournier, 1998:365). Hence, the 

decision to get involved with a brand through participation in a campaign will involve an 

assessment – explicit or implicit – of the symbolic meaning of the particular brand. The 

consumer will then decide whether or not the symbolism fits (Levy, 1959; Heding et al. 

2009).  

 

4.3.4 Interest and Passion  

In order for consumers to get truly and deeply involved with brands it is essential that there 

exist some level of interest or passion for the brand. Typically, emotional benefits can derive 

from expressing one’s passion, e.g. about a hobby or an interest. Passions can take the form of 

causes, objects, brands, communities, individuals or activities (Black et al., 2007). Moreover, 

reinforcing ones ego and personal status can be accomplished by participation: “Introducing 

friends to something new gives a rush of energy and authority that is a form of social power” 

(Black et al., 2007:10). The need for an entertaining experience that is fun, stimulating, or 

provoking is a valid and common need that can be achieved through active participation 

(Black et al., 2007). “Experiential consumption, however, is primarily driven by the intrinsic 

pursuit of personal happiness where consumers engage in activities to experience excitement, 

challenges, personal accomplishment or fun for its own merits.” (Wohlfeil & Whelan, 

2006:126). Social media is an example of contemporary participatory entertainment, as it 

offers a form of interactivity with others or with media. Some consumers participate merely 

for the entertainment value and to influence the outcome, but other consumers will also 

participate to feel as part of a group and to enhance their sense of belongingness as previously 

mentioned.  
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4.4 Summary of Contemporary Consumer Behaviour and Culture 

This chapter has elaborated on contemporary culture and how it affects the contemporary 

consumer. It addressed how consumers desire experiences they can jointly create with brands, 

and how they use these brands to construct their identity and enhance their self-image 

resulting in a fragmented and partly disloyal consumer.  

 

Additionally, participatory culture as presented by Jenkins suggests that consumers have 

always had a desire to participate They want to have influence and in some cases take control, 

which calls for dialogue between brands and consumers, especially if brands want to stay 

relevant and involve the contemporary consumers. Technological advancements have made it 

possible for consumers to socialise, which enhances consumer-to-consumer communication 

and the DIY mentality has resulted in consumers distributing UGC.  

 

With basis in the consumer characteristics and participatory culture four motivational factors 

were found to be of importance for participating in a TS campaign and getting involved with 

brands, namely utility and prizes, social relations, identity and image construction, and 

interest and passion. Especially, intrinsic motivations such as social relations and self-image 

enhancement are relevant to emphasise within the perspective of this thesis. It is recognised 

that extrinsic factors such as prizes certainly activate a desired behaviour, however the 

concern is that it does not contribute to any positive brand attitude. 
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5 BRANDING  

 

The previous chapter elaborated on the contemporary culture and consumer, and how TS 

campaigns potentially appeal to them, both in relation to their characteristics and their 

motivations for involvement. This chapter will review relevant literature on branding in 

order to elaborate on how to manage the brand in a TS perspective, more specifically 

how brands can utilise storytelling to stay exciting and relevant to its target audience. 

This chapter will further integrate previously presented literature in order to suggest 

propositions that are found to be important for TS campaigns to effectively involve the 

consumer.  

 

To understand the basic logic and mind-set of the chosen branding theory, the next section 

will shortly introduce the branding perspective adapted within this thesis.  

 

Louro & Cunha (2001) have presented four brand management paradigms: product, 

projective, adaptive, and relational (Appendix 4). They all have different assumptions on 

brand management, consumer-brand relationships, and value-creation (Louro & Cunha, 

2001), and realising the characteristics of TS and the purpose of this thesis, emphasising 

consumer involvement, the thesis takes the perspective of the relational paradigm. The 

relational perspective acknowledges the relationship with consumers as an on-going dynamic 

process, in which brand value and meaning is co-created between consumers and 

organisations (ibid). “Within the relational perspective, brands are construed as personalities 

that evolve in the context of consumer-brand relationships.” (Louro & Cunha, 2001:865). In 

other words, brand meaning is constituted through the process of a dyadic and cyclical brand-

consumer exchange, resembling a human relationship, in which both parties contribute 

equally (Heding et al., 2009). Within the relational paradigm, brand management is, among 

other things, enacted through its dynamic (re)construction and co-development in the context 

of path-dependent consumer-brand relationships by encouraging active dialogue, mobilising 

costumer communities, managing customer diversity and co-creating personalised 

experiences (Fournier, 1998). Within the relational paradigm, brand consumption is 

understood only through a deep and holistic understanding of the personal context in which 
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the brand is consumed, meaning that even aspects that are not directly related to the actual 

consumption choice or behaviour is relevant (Heding et al., 2009). 

 

This perspective is further enhanced by Vargo & Lusch (2004) who suggest that marketing 

has shifted much of its dominant logic away from the exchange of tangible goods, namely the 

G-D logic, towards the exchange of intangibles: the S-D logic (Vargo & Lusch, 2004). Within 

the S-D logic intangibility, exchange processes, and relationships are central. Moreover, it 

emphasises that consumers are a heterogeneous group and must be recognised as co-

producers, hence it is crucial to maximise consumers’ involvement in customisation to 

optimise value propositions: 

 

“… This means more than simply being consumer oriented; it means collaborating with and 

learning from customers and being adaptive to their individual and dynamic needs. A service-

centred dominant logic implies that value is defined by and co-created with the consumer 

rather than embedded in output” (Vargo & Lusch, 2004:6).  

 

5.1 Storytelling 

Storytelling has always been part of everyday life, and people have always enjoyed listening 

to and telling stories. The human need for story is fundamental because it helps people to 

make sense of their world, and it evokes emotions, inspires and unifies cultures (Fog et al., 

2009; Edmonds, 2010, Baker & Boyle, 2009).  

 

“Our quest for stories is deeply rooted in human nature. Telling stories is the only way in 

which we can create meaning in our lives and make sense of the world. We need the story to 

communicate and understand ourselves” (Fog et al., 2009:20).  

 

Storytelling is pervasive through life, and neuroscience and cognitive psychology studies 

verify that it is not a coincidence, because the human brain is designed to understand the 

world in terms of stories and it is rooted in our history as a social animal; storytelling is one of 

the few human traits that are truly universal across culture through all of known history 

(Baker & Boyle, 2009). The mind attempts to organise bits and pieces of experiences, explain 

unusual events, and gain perspective through stories (McKee, 2003). Much of the information 
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is stored, indexed, and retrieved in the form of stories in the mind, and the brain is structured 

to process information episodic (Woodside et al., 2008).  In other words, individuals use 

stories to understand the world around them, and who they are as individuals and as members 

of society. 

 

Storytelling works on the notion of collective norms and a collective cultural belief, and by 

sharing stories people will get a greater understanding of life experiences (Escalas, 2004; 

Baker & Boyle, 2009). People experience life via storytelling, which also bonds people 

together, and subconsciously they see their lives and experiences as one great big story 

(Brennan, 2011; Baker & Boyle, 2009). Narratives transcends the experience, as the 

experience only can happen once; so an individual’s history, their persona, their very identity 

is the sum of the stories they tell about themselves and others tell about them (Brennan, 2011; 

Baker & Boyle, 2009; Escalas, 2004). 

 

Moreover, studies show that narratives have a fundamental and unique power to stimulate and 

influence the emotions, thoughts, and memories that at the same time appeal to our capacity 

for empathy (Brennan, 2011; Baker & Boyle, 2009). “Narratives “fulfil” a profound human 

need to grasp the patterns of living – not merely as an intellectual exercise, but within a very 

personal, emotional experience” (McKee, 2003:52).  

 

5.1.1 Storytelling Principles and Elements 

Overall, there are five important parameters to create a great story: (1) Great stories are 

universal – great stories appeal to many in order to go viral and transcend cultures; (2) great 

stories tap into emotions – it breaks down the parades of cynicism and make emotional 

connection, and when this happens people are infinitely more likely to share it with others; (3) 

great stories are relevant – it enables people to be part of something bigger, something more; 

(4) great stories enlighten and entertain – when stories entertain, they break through listeners’ 

defences and enable them to retain more important information; and (5) great stories are never 

completely told – they have endurance, allowing them to last over great periods of time, 

staying true to the core message but at the same time keeping an openness to allow characters 

and the storyline to evolve over time, becoming richer and more personal with each individual 

who takes hold of each one (Baker & Boyle, 2009).  
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Looking at the building blocks of storytelling, evidently narratives consist of objective-

directed action-outcome sequences. This form of structure, “episodic schema”, typically starts 

with a physical and/or a psychological response in a character due to any form of event. 

Based on these responses the character develops objectives that lead the courses of action, 

which result in a certain outcome (Escalas, 2004). Characteristically, a narrative requires at 

least four elements, namely a message, a conflict, characters, and a plot (Fog et al., 2009; 

Salzer-Mörling & Strannegård, 2001; McKee, 2003). The message is the stories premise, 

which refers to the moral and ideological statement. It needs to appeal to the audience in order 

to make them engage with the narrative. The conflict drives the plot of a good story, and 

secures the audiences interest through the constant evolvement until it is resolved. It is 

through the conflict and the solution that the message is delivered, which traditionally take 

place between good and evil. The plot element includes the progression of the events based on 

a beginning-middle-ending sequence. The conflict arises and escalates after which it results in 

a positive or negative ending. Characters are needed for the conflict to unfold, which typically 

evolves through their relationship to each other. Characters have the ability to touch and 

involve the audience emotionally and personally, especially if people can identify with one or 

more of the characters, resulting in the immersion of the audience in the narrative. Characters 

are not necessarily humans but can also be abstractions or psychological forms (Fog et al., 

2009; McKee, 2003).  

 

Building on the actant model conceptualised by Greimas in 1973, Fog et al. (2009) present six 

different characters that bring dynamics and conflicts within the narrative context. Typically, 

there is a protagonist of the story who is trying to reach an objective in order to resolve the 

conflict and bring balance to the world. The protagonist often needs a helper (typically the 

brand’s role) who assists the protagonist to reach the objective. To create a conflict there 

needs to be an opponent present that will try and counteract the protagonist. The giver is the 

one that enables the protagonist to reach the goal and in the end gives to the receivers (ibid).  

 

5.1.2 Storytelling as Involving Experiences   

TS is very much about creating an experience for the audience through storytelling. The 

chapter on contemporary consumers highlighted that consumers search for hyperreal 

experiences, which they want to create in collaboration with brands. A TS approach to 
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branding perceives the brand message as presented through a story-world as something that 

has to be created jointly between the consumer and the brand, through the experience of 

storytelling.  

 

In line with Vargo & Lusch (2004), marketing has changed its focus from utilitarian needs 

toward hedonic needs. “In a variety of industries, companies have moved away from 

traditional ‘features-and-benefits’ marketing toward creating experiences for their 

customers.” (Schmitt, 1999:53). Following the line of thought within the relational paradigm 

as presented by Louro & Cunha (2001) brands are becoming customer and community 

focused, and every marketing effort is put into providing fun and entertainment for their 

customers (Schmitt, 1999). Thus, consumer experiences are becoming highly relevant to 

brands for them to involve and engage their target audiences. “Customer experiences occur as 

a result of encountering, undergoing, or living through things.” (Schmitt, 1999:57).  

 

Pine & Gilmore (1998) introduced the notion of experience economy, arguing that consumers 

unquestionably desire experiences. Consequently, experiences have become a key parameter 

to differentiate products, services, and brands. Within the perspective of experience economy, 

brands stage meaningful experiences for consumers instead of offering commoditised goods 

and services, implying that consumers value experiences and not offerings in themselves.  

 

Prahalad and Ramaswamy (2004a) differ in their perspective on co-creation from Pine & 

Gilmore (1998) in that it is not the company that stages the experience but increasingly 

consumers themselves. Thus, experiences arise in value creating interaction between company 

and consumers. Prahalad and Ramaswamy (2004a) focus on an intangible version of co-

creation, namely co-creation of experiences. In their view the emergence of co-creation stems 

from a change in the consumers’ role as they have become more informed, networked, 

empowered and active (Prahalad & Ramaswamy, 2004a). Consistent with the findings in the 

chapter on the contemporary consumer they are embracing the role as active co-creators of 

value with the companies. To overcome the challenges resulting from fundamental changes in 

the market, namely the altered relationship between the consumers and companies, Prahalad 

& Ramaswamy (2004b) view interaction as a prerequisite for co-creation to happen and be 
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successful: “Co-creation puts the spotlight squarely on consumer-company interaction as the 

locus of value creation” (Prahalad & Ramaswamy, 2004b:10).  

 

5.1.3 Storytelling in a Branding Perspective  

This section will elaborate on how storytelling in a marketing perspective contributes to TS as 

a marketing tool to involve consumers. In a TS perspective the story is what produces the 

experience in which the brands involve the consumers. The above shows how stories have 

always been part of life and it highlights which elements are important to construct narratives. 

According to Baker & Boyle (2009), storytelling has the ability to touch consumers in ways 

that traditional advertising campaigns cannot, as it goes beyond facts and information to 

resonate on a deeply visceral level. Stories hold value, which the consumers appreciate and 

thereby they infiltrate people’s lives (Hodge, 2011).   

Storytelling as a branding tool is able to involve and entertain consumers providing them with 

more than just the brand message (Hodge, 2011; Escalas, 2004). Through processing the 

narrative the audience will focus on story elements immersing themselves into the story 

world. This will decrease consumers reluctance to the campaign, as it is more than merely a 

marketing message, instead it is intended to give consumers an experience e.g. to entertain or 

enlighten them (Escalas, 2004). People are genuinely attracted to other people that entertain 

them by telling interesting or funny stories, thus brands need to entertain and evoke emotions 

with great stories (DÍaz, 2012). Storytelling is able to do that since our brain is more likely to 

embrace a story than a rational demonstration; stories reach both the rational and emotional 

parts. Human beings love to share stories, and stories unify communities: “At the heart of 

great entertainment lies great storytelling: successful brand stories touch an emotional chord 

and, in ‘entertaining’, can become powerful tools of persuasion“ (Lidstone et al., 2012:3). 

Great storytelling is engaging and intriguing because it is constantly revealing a path of 

discovery, communication, interaction, and sharing.  

 

Another important element of storytelling in relation to marketing is that it generates social 

currency, meaning that brands potentially can become an active and important part of the 

consumers’ lives (Hodge, 2011). People relate to each other in terms of stories, and brands 

often play a significant part in their stories in the form of usage associations, as well as 

psychological and symbolic benefits (Woodside et al., 2008; Stevenson, 2008; Escalas, 2004). 
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According to Fog et al. (2009) a story attached to a brand, helps us communicate to our 

surroundings, as the brand becomes the symbol that we use to show who we are and what we 

stand for. In other words, the meaning that consumers assign to a brand is partly based on the 

narratives that the individual has created involving the brand in making sense of their 

experiences through stories. Thus, the more closely the brand is linked to the self, the more 

meaningful it becomes.  

 

According to Mossberg (2008) consumers often relate to and identify with characters in 

narratives, and although they know it is fictional they are affected and it becomes real. “We 

are drawn along by the stories and spellbound by the content,” (Mossberg, 2008:205). It is 

possible for consumers to relate narratives to a personal story and begin to think in a narrative 

way about their own lives, and in the end it potentially becomes a starting point for their own 

life stories. (Escalas, 2004).  

 

Story integration has evolved through time, where the typical example is a fictional narrative 

such as a TV-spot using a commercial micro-narrative structure, based on the Actant-model, 

in which the brand is usually presented as the helper (Scolari, 2009). An alternative version is 

to promote a brand by relating it to a fictional character in a movie, which is referred to as 

product-placement. TS introduces a mutation to this scenario in which the brand is no longer 

inside the fiction, but rather the fiction is the brand, thus narrative worlds are brands (ibid). 

Brands appear as narratives or possible worlds by expressing values that are presented as an 

interpretative contract between the brand and the consumers, where a series of values are 

proposed and invites them into the branded world; brands constitute complex discourse 

universes with a strong narrative imprint (ibid).  

 

Theory presented within the above section on storytelling certainly highlights stories ability to 

involve the consumers. This is mainly founded in the fact that stories are how we make sense 

of our lives, and consumers get involved with brands that reflect values, which the consumers 

want to be associated with. Moreover, stories represent experiences that consumers want to 

jointly create with the brands and they are actively involved in the progression of the brand 

message, hence they become producers of value. In a marketing perspective, stories will 

appeal to consumers, as they are not perceived as traditional marketing messages where 
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brands try to persuade consumers into a particular action. Acknowledging that story-worlds 

do appeal to contemporary consumers it is interesting to turn attention to the building blocks 

of storytelling, as they will influence the quality of the story, and hence the stories’ ability to 

involve consumers.  Based on the above the following proposition is found to be interesting to 

investigate, as an integral part of answering the research question: 

 

P1: A TS campaign will effectively involve consumers if the branded story-world is structured 

around traditional story elements. 

 

5.2 Platforms  

The following section will elaborate on the term transmedia with the purpose of highlighting 

distinct characteristics and benefits of distributing unique content on multiple media 

platforms. Additionally, it seeks to elaborate on which considerations to make when choosing 

the appropriate platforms for the campaign. Several academics use the terms transmedia and 

cross-media interchangeably, albeit cross-media is relevant as it refers to the use of multiple 

media platforms, this thesis adopts the view of Jenkins (2003) that transmedia differentiates 

from cross-media by distributing unique content on each platform.  

 

Transmedia differentiates from cross-media and defines a new era of distributing unique 

narratives across multiple platforms, both within traditional and interactive media. Cross-

media primarily distribute the same content across a great variety of media platforms, and it 

does not provide an expansion of the created realm but an adaption of the same content across 

multiple media platforms (Assael, 2011; Bourdaa, 2012; Sasser et al., 2007). Transmedia 

distributes diverse content across multiple media platforms, which need to be interesting and 

self-contained enough to enable autonomous consumption, but also complement each other in 

order to contribute to the narrative system as a whole, offering the consumers the opportunity 

to immerse themselves further through consumption of multiple platforms (Bourdaa, 2012; 

Jenkins H. , 2007; Jenkins H. , 2003; Mandesa, 2011; Scolari, 2009).  

 

Moreover, the dispersed narratives sustain a depth of experience that motivates more 

consumption (Jenkins, 2003, Lidstone et al., 2012). It is a multivariate approach in which 

consumers connect with media to experience narratives and content that could only be 
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experienced in those ways (ibid); hence distributing unique stories will potentially keep the 

consumers entertained for a longer period of time. As a consequence of the migratory 

behaviour of contemporary audiences who would go almost anywhere in search for 

entertainment experiences (Jenkins, 2005), each platform should be considered a touch point 

between the consumer and the brand. The content on each platform contributes to the story 

that the brand wants the consumers to take part in, and it gives them a unique experience 

through the story that is told on each platform. It is important to keep in mind that the 

consumers should be able to understand the story if consuming only one media but at the 

same time if exploring other platforms to dig deeper into the story there should be a 

connection between the story on each platform (Phillips, 2012). There exist multiple points of 

interaction and the emphasis placed on interaction implies that every touch-point is critical for 

creating value (Prahalad & Ramaswamy, 2004a). Especially, in the context of this thesis, 

every platform between the consumer and company should be regarded as a point of entry for 

the consumer to engage in co-creation with the company; hence companies should develop a 

complete experience environment encompassing all potential touch-points.  

   

Traditionally, cross-media refers to distributing the same content on multiple platforms, and 

there has been much focus on the synergy effects of cross-media. (Jenkins 2006a; Assael, 

2011). According to Jenkins (2006a) distributing the same content on each platform will not 

result in synergy effects, as it does not take advantage of the distinct opportunities of each 

media, as it is the same message on each platform. Each platform has different and distinct 

advantages and disadvantages (De Pelsmacker et al., 2010; Percy & Elliott, 2009). TV works 

well for communicating audio-visual messages, and it increases reach and frequency (Percy & 

Elliott, 2009). Social media and the Internet has the advantage of being interactive and works 

as a solid basis to create a more immersive experience, as it provides direct, live dialogue and 

further it allows for interaction with potentially millions of consumers (Phillips, 2012). 

Outdoor campaigns have the ability to get a high reach and frequency, which makes it an 

appropriate platform to get the attention of the consumers, however the media does not 

encourage participation in itself. Magazines and comics are media that are consumed slowly 

and it is very likely that the reader will read it several times emphasising that they are suitable 

tools for immersion into a story world. Newspapers provide to some extent credibility and the 

medium can convey large amounts of information (ibid) implying that consumers will 
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perceive the information as trustworthy. Live events are excellent for creating publicity, 

which could increase buzz around the campaign. The transmedia approach takes into 

consideration all the different opportunities and advantages of the different media when 

structuring the campaign so that each platform contributes what it does best, and works to 

create a synergy effect between these platforms (ibid).  

 

Another interesting advantage is, that by offering different content on different platforms it 

creates multiple points of entry for different audience segments, and brings along the diehard 

fans and casual audiences (Jenkins, 2003; Jenkins, 2007; Livingston, 2012; Hsia, 2011). 

Hence, the transmedia approach expands the potential market for a brand, and potentially 

increases the target audience for the campaign. Offering diverse and new narratives and 

experiences will extend content value across media, and create a crossover market that 

expands the potential gross within any single media (ibid). Each media and its associated art 

form is a different point to reach individual consumers (Dena, 2010).  

 

Although there are several advantages of a transmedia approach, it should be underlined that 

transmedia is not just about implementing as many platforms as possible in the campaign 

(Phillips, 2012). Every platform must contribute to the quality of the campaign, thus it is as 

much about de-selection as it is about additional choices. There are several relevant 

considerations when choosing the appropriate platforms, such as time, budget restrictions, 

internal capabilities, campaign purpose, audience sophistication, accessibility, and scale. Most 

importantly is that the audience should influence the choice of media (ibid). A well-prepared 

transmedia campaign chooses platforms that the target audience are comfortable using and at 

the same time they must have access to those platforms (ibid).  

 

Media convergence impacts the way consumers consume media and accessibility is closely 

related to media habits. Consumers’ media usage and habits have changed, as they now use a 

large variety of media channels in their everyday life, both separately and simultaneously, 

hence the increased popularity and use of one media does not necessarily exclude the use of 

others (Assael, 2011; Enoch & Johnson, 2010), rather they interact and supplement each other 

(Mancini, 2012). When building the campaign it is important to understand the media habits 

of the target audience, and how each and several platforms appeal to different audiences. 
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Many transmedia stories rely upon the audiences’ ability to collect and make sense of 

multiple story fragments. According to Phillips (2012) a highly fragmented experience makes 

it more difficult for a mainstream audience to follow. If consumers want to follow a story that 

is spread around an excess number of platforms it requires a higher level of effort on the 

consumers side. Sometimes it only requires a click or a Google search but if they need to 

switch media it requires more effort, and they need to have access and ability to navigate 

around the story, hence audience sophistication becomes an important consideration when 

choosing platforms. The notions of accessibility and audience sophistication are closely 

related to a tension between depth and scale.  According to Phillips (2012) there is a risk that 

the campaign will only attract a certain type of target audience if focus is on depth, as these 

experiences often require a lot of audience initiative, and the story can be hard to follow if 

consumers are not highly involved in the experience. On the other hand, if focus is on scale 

the immersive feeling created by comprehensive content might be lost (ibid.).   

 

Above theory demonstrates that distributing unique content to multiple platforms present a 

variety of advantages to brands such as multiple entry points expanding the potential market 

for a brand and deep immersion as a result of the depth of the experience, as it can be 

exploited at a variety of platforms. Moreover, a transmedia approach ensures that each media 

contributes to what it does best. Several considerations were mentioned to be of importance 

when choosing the appropriate platforms for a given campaign, such as accessibility, audience 

sophistication, and depth and scale. No research exists on what platforms are particularly 

relevant for the purpose of involving the consumer and given that every platform should be 

considered a touch point between consumer and brand, the following proposition is found 

relevant to investigate to answer the research question of this thesis:  

 

P2: Consumers involvement with the campaign is dependent on the choice of platform. 

 

5.3 Target Audience  

Research shows that TS campaigns often revolve around hard-core fans as a basis for 

implementing the campaign (Phillips, 2012). Having this in mind, it is interesting to elaborate 

on the topic of target audience to investigate the hard-core fans’ role in influencing the 

implementation and the progression of the campaign.  
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Phillips (2012) has introduced “The Engagement Pyramid” arguing that 20% of the audience 

is responsible for 80% of the activity in a TS campaign; hence most participation will come 

from a small segment of the audience (see figure 2). As depicted in the figure, the audience is 

divided into three categories: The most highly engaged players consist of 5%, who are the 

ones who join forums to talk about the story, try to solve every puzzle, travel hundreds of 

miles to attend every live event, and actively create UGC by e.g. creating guides to the story 

for others to read. These are the hard-core super fans that hold strong relations with the brand. 

The 15% engaged audience members participate to the extent that they seek out new 

information and participate in some interactive elements of the story. The passive audience of 

80% will follow along but they do not actively participate. As argued above, the campaign is 

implemented utilising the hard-core fans and following the logic of the Engagement Pyramid 

this equals 5 - 20% of the target audience. Based on this, it is interesting to elaborate on how 

this target audience helps the brand spread the narrative to a wider audience.  

 
Fig. 2: The Engagement Pyramid (Phillips, 2012) 

Phillips’ (2012) approach to target audience is based on level of participation. Percy & Elliott 

(2009) present a different approach to target audience selection, which is based on consumers’ 

brand purchasing behaviour arguing that this behaviour is a reflection of brand loyalty (Percy 

& Elliott, 2009). In the context of this thesis purchasing behaviour is related to consumers’ 

propensity to participate in the campaign. Following the logic of Keller’s (2008) “Consumer-

Based Brand Equity” framework they logically argue that brand awareness is a prerequisite 
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for any consumer to be aware of a brand, and brand loyalty is dependent on awareness and 

brand attitude (Percy & Elliott, 2009; Keller, 2008). Percy & Elliot’s (2009) perspective on 

loyalty is related to regular purchase of a brand implying that loyalty among other things is 

measured on the basis of sales and market share. Percy and Elliott’s view on loyalty is very 

much relevant as it underpins how every touch-point between the brand and the consumer 

contribute to increase awareness through a variety of multiple platforms appealing to different 

consumers. Not every platform entails active participation but it is still a vital part of the 

campaign, as the different entry points should persuade the consumer to engage in the story. 

Based on the above it is argued that the target audience is not limited to the hard-core fans 

consisting of brand loyals (Percy & Elliott, 2009) and engaged players (Phillips, 2012) and 

brands should not restrain to target this audience in pursuing to engage consumers. Having in 

mind the characteristics of TS paired with consumers’ resistance towards traditional 

marketing messages it is interesting to elaborate on how consumer-to-consumer interaction 

can increase consumer involvement.  

 

In their elaboration on social media, Kaplan & Haenlein (2010) emphasise the consumer-to-

consumer relationship as implied within the triadic relationship (Louro & Cunha, 2001). 

According to Kaplan & Haenlein (2010) social media is all about participation, sharing and 

collaboration, not straightforward advertising and selling (Kaplan & Haenlein, 2010). Kaplan 

& Haenlein (2010) distinguish six different types of social media based on the dimensions of 

social presence/media richness and self-presentation/self-disclosure. The media dimension 

relates to the degree of social presence the different media allow between consumers.  Social 

presence will be high if the medium allows for interpersonal and synchronous interaction such 

as face-to-face discussions and live-chat communications. Within the social dimension of 

social media the concept of self-presentation relates to people’s desire to control the 

impressions other people form of them. Self-presentation is often obtained through self-

disclosure, which is the conscious or unconscious disclosure of personal information, such as 

thoughts, feelings, likes and dislikes (Kaplan & Haenlein, 2010). Combining these two 

dimensions lead to six different classifications of social media.  
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TS campaigns often take advantage of a combination of the above social media to present the 

narrative to the consumers. Consumers have different motivations for engagement and 

participation, which will influence their propensity to be influenced by others. If they are 

motivated solely by a reward it is unlikely that they will engage with other community 

members if no collaboration is needed, on the other hand, if their motivations are social it is 

likely that other community members will influence their desire to participate, hence if hard-

core fans are to influence others it is fair to say that some level of social presence is needed, 

as it allows for on-going interaction between consumers. Self-disclosure can be related to the 

motivational factor of engaging with a brand based on its symbolic value, which consumers 

want to be associated with.  

 

Based on the assumption that consumers are inclined to be motivated by the brands symbolic 

value and the fact that there needs to be some level of social presence paired with 

communities inevitable role in TS campaigns it is relevant to elaborate on social networking 

sites as a means for the hard-core fans to influence other target audiences’ attitudes towards 

the brand and their involvement in the campaign. According to Kaplan & Haenlein (2010) 

“Social networking sites are applications that enable users to connect by creating personal 

information profiles, inviting friends and colleagues to have access to those profiles, and 

sending e-mails and instant messages between each other” (Kaplan & Haenlein, 2010:63).  

 

Emphasising consumer-to-consumer interaction, the engaged audience members and the 

active players become important target audiences, as they can act as important peer 

influencers and influence other people in their social network, which has proven to be highly 

valuable (Gilly et al., 1998; Chu & Kim, 2011; Erickson, 2012). The top 5% of the target 

Table 1: Classification of Social Media (Kaplan & Haenlein, 2010) 
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audience are vital to the campaign. Through their engagement in communicating the narrative 

they become part of the entertainment for others to observe (Phillips, 2012). Depending on 

the complexity of the story the highly enthusiastic target audience can help in explaining and 

guiding other potential target audiences through e.g. UGC, hence make them part of the 

experience (ibid).  Based on the fact that this audience already holds positive brand attitudes 

towards the brand they are loyal (Percy & Elliott (2009). This indicates that the brand plays a 

part in their lives and they can be regarded as advocates for the brand who want to share their 

experiences if they feel that it is relevant.  

 

TS campaigns are typically characterised by growing organically by seeding content to 

relevant target audiences, such as the active players, which should start a ripple effect 

(Phillips, 2012; Erickson, 2012). Past research has shown that consumers influence each 

other’s attitudes and behaviours through word-of-mouth (WOM), and they can be categorised 

as “opinion-seeking” and “opinion-leaders” (Flynn et al., 1996). WOM is characterised by the 

act of exchanging any brand-related information among consumers in their social networks, 

and it is considered to influence the consumers’ attitudes and behaviours towards products, 

services, and brands in general (Vollmer & Precourt, 2008; Katz & Lazarsfeld, 2006). WOM 

is any positive or negative statement about a brand made by any consumer, which is made 

available to a multitude of people and institutions via the Internet (Hennig-Thurau et al., 

2004). Relying on the existent target audience to share attractive and exciting commercial 

content in their social networks is also referred to as viral marketing (ibid). It is important to 

recognise that the consumers are very critical, which means that the content needs to touch 

and inspire an individual, and be personal in order for consumers to want to share the content 

in their social networks. In fact, the quality should be perceived in line with art or 

entertainment. “If a message is powerful enough and has a topical essence, then it will be 

remembered and passed on (making it viral).” (Gibbon & Hawkes, 2006:3).  

 

The emergence of social media have made it possible for individuals to be part of different 

networks and communities, which enable individuals to take on multiple roles of the 

”opinion-leader”, “opinion-seeker”, and “opinion-transmitter” (Chu & Kim, 2011; Allsop et 

al., 2007). “As the line between the roles becomes further blurred, online consumers’ search 

for brand information, creation of content and willingness to share content with others is 
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extremely useful in increasing brand engagement and relevance.” (Chu & Kim, 2011:50). 

The socially extensive environment provides opinion leaders with greater opportunities to 

share product-related thoughts and opinions with others, while seeking new information in 

other networks (Chu & Kim, 2011). WOM has a significant influence on consumers’ 

attitudes, behaviour, and decision-making. Peer communication and recommendations are 

more effective than random media sources in changing opinions and transmitting information 

(Gilly et al., 1998; Gil-Or, 2010; Erickson, 2012). One of the reasons that WOM through 

social networks is more acceptable to consumers is because they perceive the content and 

information about brands as more trustworthy when it comes from peers, compared to 

information generated by corporations in the traditional media-landscape (Chu & Kim, 2011). 

According to Gil-Or (2010), the phenomenon of WOM and its drivers have always been key 

parts of communication between people. Thus, if you get it right and it turns into a positive 

buzz, it can make the difference between a successful or failed launch of the campaign.  

 

Theory shows that the loyal, hard-core fans account for around 20% of the target audience. 

This section has elaborated on how this target audience can potentially be increased through 

utilising social media sites, as consumers use these sites to communicate with each other. 

Moreover, the distribution of UGC by the hard-core fans will intrigue other consumers and 

may entice them to either participate or just follow the actions of these consumers involving 

themselves in the campaign; hence the brand loyals will act as peer influencers. Information 

through WOM is perceived to be trustworthy and consumers will listen if they find it 

interesting. Theory implies that utilising the target audiences’ active engagement in the 

campaign and their already existing relationship with the brand will positively influence other 

consumers’ involvement with the campaign. Based on the above the following proposition is 

interesting to examine: 

 

P3: Distributing relevant and exciting content to brand loyals and hard-core fans helps to 

grow the campaign organically to ensure reach and increase the number of participants.   

 

5.4 Brand Communities  

Previously presented theory emphasises dialogue and the triadic relationship between 

consumers and brands, and consumers and consumers. Brand communities are an inevitable 
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part of a TS campaign for these dialogues to unfold; hence communities facilitate C2C 

communication and engagement. TS campaigns cannot evolve without an active community, 

as they are dependant on consumer participation to influence the progression of the story by 

the collaborative efforts of the consumers. This is consistent with the perspective of the SD-

logic as presented by Vargo & Lusch (2004), which entails dialogue between the company 

and the consumer; hence a dialogical interaction with the consumer. The relational paradigm 

further emphasises communication between consumers (Louro & Cunha, 2001) and in a co-

creation perspective, direct interaction with consumers and consumer communities is crucial 

(Prahalad & Ramaswamy, 2004a). As value shifts to experiences and brands, the market is 

becoming a forum for conversation between consumers, consumer communities and brands 

(Prahalad & Ramaswamy, 2004a; Payne et al., 2008; 2009) 

 

Based on the above, the following section will elaborate on how brands can utilise 

communities in order to facilitate C2C communication and thereby enhance the brand 

experience in a TS campaign.  

 

A brand community is defined as: “… a specialized, non-geographically bound community, 

based on a structured set of social relationships among admirers of a brand” (Muniz & 

O’Guinn, 2001:412). Communities are characterised by three markers: a shared 

consciousness, rituals and traditions, and a sense of moral responsibility (Muniz & O’Guinn, 

2001). Shared consciousness refers to members feeling a strong connection to the brand and 

an even stronger connection to each other, and they feel very much connected even though 

they do not know each other. Shared rituals and traditions focus on shared consumption 

experiences with the brand and these rituals and traditions function to maintain the culture of 

the community (Heding et al., 2009). These traditions can include celebration of the history of 

the brand, and sharing the stories of the brand: “Storytelling is an important means of 

creating and maintaining community. The storytelling aspect of the brand can be very 

powerful” (Muniz & O’Guinn, 2001:423). The third marker refers to a sense of duty to the 

community as a whole, and to the individual members of the community: “It is what 

produces collective action and contributes to group cohesion” (Muniz & O’Guinn, 

2001:424). 
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Marketers no longer deal with individual consumers but with autonomous groups of 

consumers. Control can be taken away from the marketers as groups of consumers now have 

the power to influence marketing actions and possibly control the brand, and consequently the 

meaning of the brand can be created solely by the consumers and potentially take it in a 

direction not intended by the brand (Heding et al., 2009). Prevalent approaches to co-creation 

(Prahalad & Ramaswamy, 2004a; Payne et al., 2008) deal with the exchange between one 

marketer and one consumer where brand value is created through dialogue between the 

marketer and the consumer, representing a ‘dyadic’ brand relationship. With the advent of 

brand communities this relationship changes to a ‘triadic’ one, where the brand community 

connects the brand to the consumer, and the consumer to the consumer, which is also a 

prerequisite for a brand community to exist (Heding et al., 2009). This shows how marketers 

communicate with potentially millions of consumers instead of having a dialogue with one 

individual consumer.  

 

Ouwersloot & Odekerken-Schröder (2008) also emphasise this triadic relationship and further 

argue that members of communities are heterogeneous and unique, albeit they share a 

common dedication for the brands. Consumers have different motivations for joining a 

community, and one particular community potentially attracts consumers with different 

motivations and one community can serve multiple motivations for the same member 

(Fournier & Lee, 2009; Ouwersloot & Odekerken-Schröder, 2008). Ouwersloot & 

Odekerken-Schröder propose four motivations consumers can have to join a community: (1) 

reassurance of quality of products, (2) high involvement with the branded product category, 

(3) opportunity for joint consumption, and (4) the brand’s symbolic function (Ouwersloot & 

Odekerken-Schröder, 2008:574). In the context of this thesis especially the motivations of 

joint consumption and the brand’s symbolic function are important. Joint consumption relates 

to the fact that the experience will be enhanced if consumers collaborate, and the community 

will serve as the meeting place where this can happen (Ouwersloot & Odekerken-Schröder, 

2008), emphasising social relations as a motivational factor for involvement. The brand’s 

symbolic function will influence the involvement with the community, as the symbolic value 

of the brand will reflect on the consumers through participation in the community, thus 

emphasising the motivational factor of brand’s role in identity construction and image 

enhancement. According to Ouwersloot & Odekerken-Schröder (2008) these intrinsic 
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motivations for joining the community will emphasise strong relations between consumer and 

consumer, and consumer and brand.  

 

Participants share consumption experiences, which strengthen interpersonal ties and enhance 

mutual appreciation for the brand, which in turn, potentially lead to virtual ties becoming real 

ties. Such integrated ties between customers and brands constitute a potent form of brand 

loyalty, with all the implied benefits to marketers (McAlexander et al., 2002; Heinonen, 

2011). “Online brand communities (OBC) are effective vehicles for allowing consumers to 

communicate with each other” (Adjei et al., 2009:634). In order to connect, understand, and 

engage consumers in a community, it is vital to view the community from the perspective of 

the members. Thus, it is essential to facilitate interaction and bonding between community 

members, which among other things require the brand to tap into current topics and creating 

new topics to deepen community commitment. Facilitating C2C communication enhances the 

brands ability to understand its customers by monitoring the information exchanged (Adjei et 

al., 2009; Heinonen, 2011). In order to create a long-lasting relationship with customers that 

build on reciprocity and interaction, it is furthermore essential that the brand also engage in 

the dialogue through facilitating exchange of information, advice, or experiences in the 

community. It increases brand involvement and includes the opportunity to influence negative 

publicity (Beckmann & Gjerløff, 2007).  

 

As implied by Heding et al. (2009), consumer empowerment means that brand meaning is 

negotiated and created by consumers, and according to McAlexander et al. (2002) 

meaningfulness is negotiated through the symbolism of the market place either through brand 

or consumption activities. Brands that facilitate consumer experiences have a significant 

positive impact on the brand community and the relationships among the consumers, which 

also strengthens the relationship to the brand (McAlexander et al., 2002; Schouten et al., 

2007; Heinonen, 2011). Especially, extraordinary transcendent experiences, which can be 

categorised as flow and peak experiences, strengthens the community (Schouten et al., 2007). 

Flow is characterised as total absorption in an activity and it consists of a combination of 

performance and experience that is often playful. Flow produces a state of transcendence, a 

suspension of temporal reality, a sense of separation from the mundane, and a sense of unity 

with some higher plane of experience. A peak experience also leads to a state of 
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transcendence, however, compared to flow it is characterised more as an epiphany. It often 

originates from outside the individual who experiences unexpected emotional heights 

(Schouten et al., 2007). Moreover, transcendent experiences strengthen the overall 

community, i.e. they increase individual integration in the brand community, which lead to a 

powerful form of customer loyalty. Especially, the effects of transcendent experiences have 

great impact on consumers who have limited experience with the brand and/or are less 

committed to the brand (ibid).  

 

Theory presented within this section on brand communities specially focuses on the triadic 

relationship emphasising how brands can increase consumer involvement with the community 

through dialogue. Theory on motivation and experiences highlighted what was also found to 

be important in section 5.3 on motivations that consumers are highly motivated by intrinsic 

experiences jointly created with other consumers and the brand. Joint consumption and 

dialogue should be facilitated by brands if they want to involve the contemporary, empowered 

consumers. Based on this, the following proposition is found to be interesting to investigate 

within the case analysis:  

 

P4: Facilitating intrinsic experiences through dialogue with community members will 

increase consumer involvement.  
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5.5 Conceptual Framework  

Through extensive literature review on TS, consumer behaviour, and branding, four 

propositions have been suggested to influence consumer involvement in a TS campaign. 

Inspired by Katz & Lazarsfeld’s (1964) two-step flow model, the following conceptual 

framework visualises the propositions, and how they relate to each other, emphasising the 

synergy effects of a holistic perspective on TS campaigns.  

 

 
Fig. 3: Transmedia Storytelling Conceptual Framework (Own illustration) 

In line with Phillips’ (2012) Engagement Pyramid, the premise is that the framework depicts 

everyone to varying degrees involved in the campaign. The framework consists of 

storytelling, platforms, highly active players (H), engaged audience members (E), and passive 

audience (P). The dotted square highlights how communities emerge between highly active 

players (E) and engaged audience members (E).  

 

Unique, supplementary narratives are distributed on a variety of multiple platforms, and the 

arrows between the platforms highlight the synergy effects obtained between the different 

platforms, as a result of unique content on each platform. Consistent with theoretical findings, 
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it is emphasised how different platforms target the highly engaged players, i.e. the loyal, hard-

core fans. The framework depicts that using multiple platforms extend the reach of the 

campaign, as it creates multiple entry points. These highly active players (H) engage a wider 

audience though their social networks and by distributing UGC for other to be exposed to. 

The community highlights how some consumers become engaged audience members through 

joining the network of highly active players, whereas some remain passive audience (P), who 

find the narrative interesting to follow. Coherent with TS, the arrow from the community to 

storytelling emphasises that the community influences the story through interaction with 

characters and their collaborative efforts.  

 

The four propositions, and the interrelatedness of these, as depicted in the framework, guide 

the following analyses, in order to confirm or reject the propositions.   
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6 EXPERT INTERVIEWS TO REFINE PROPOSITIONS 

 

This chapter seeks to investigate if the propositions presented in the previous chapter 

should be refined through combining the theoretical findings with empirical data 

obtained through expert interviews. The findings of these interviews will be structured 

around the propositions encompassing relevant perspectives of the experts on the given 

subject. Thus, empirical data obtained from the expert interviews will be discussed in 

relation to theory in order to investigate whether any of the propositions need refinement 

in order to make them as valid as possible. The chapter includes the methodological 

approach, main research findings, and a discussion with arguments on whether to change 

the theoretically founded proposition or not. Lastly, the chapter will conclude with a 

table providing an overview of the chosen propositions for the case analysis.  

 

6.1 Semi-Structured Interview 

Based on the literature review and the deduced propositions the main areas and themes 

relevant for answering the research question have been elaborated and these will structure the 

empirical data collection. Semi-structured interview is the technique used to collect data, as it 

is appropriate for studying explorative case studies like in this thesis (Eriksson & Kovalainen, 

2008; Saunders et al., 2007; Yin, 2009). The somewhat systematic approach ensures that 

relevant themes will be covered, and at the same time it gives flexibility to elaborate on 

important themes that we as interviewers did not include. Moreover, conducting semi-

structured interviews give the advantage of comprehensive data that increase the opportunity 

for obtaining useful insights (Eriksson & Kovalainen, 2008; Yin, 2009).  

 

The “purposive” sample of experts was (see table 2) chosen based on relevance and 

information-richness (Saunders et al., 2007). Gomez and Monello are leading pioneers within 

TS and Zillmer and Stigler work within the fields of marketing and social media. Based on 

their professions it is assumed that they posses verified knowledge on the contemporary 

consumers and branding in general, thus they can provide valuable insights to the refinement 

of the propositions. Overall, the relevance of competencies and experiences has been the main 

criteria in the sample selection (Saunders et al., 2007; Yin, 2009). 
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Table 2: Experts Sample Description 

The interview guide for the American experts differs somewhat from the interview guide for 

the Danish experts, as Gomez and Monello explicitly possess knowledge on TS, whereas 

Zillmer and Stigler are unfamiliar with the specifics of the concept. However, the basic 

characteristics of TS such as consumer involvement and multiple platform strategies have 

been part of their previous work on campaigns. The American experts’ interview guide 

includes the following themes: (1) TS, (2) motivation, (3) target audience, (4) platform 

considerations, and (5) general questions (Appendix 2). The interview guide for the Danish 

experts include: (1) consumer involvement and engagement, (2) target audience, (3) 

platforms, (4) brand communities (Appendix 3). The interview guides were sent one day in 

advance by email, in order to give the experts the opportunity to prepare for the interview and 

think about the questions and possible answers. 

 

All the interviews were conducted one-to-one (involving both authors). The interviews with 

Gomez and Monello were conducted through Skype (electronic video interviews) and the 

interviews with Zillmer and Stigler were conducted face-to-face at their respective offices in 

order to create a safe and comfort zone in a familiar environment (Saunders et al., 2007). The 

interviews lasted from approximately 35 minutes to approximately 1 hour depending on how 

much they chose to elaborate. All interviews were recorded using a dictaphone in the face-to-

face interviews and using Quick Time Player for the Skype interviews. Both authors 

concentrated on the interview of which one was leading the interview, meaning no notes were 

taken during the session to minimize interferences (Eriksson & Kovalainen, 2008). Utilising 
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the video function of Skype almost equalised the difference between actual presence and 

virtual presence but the same high levels of interactivity and spontaneous interruptions were 

not the same, however no noticeable implications appeared during the two video interviews 

(Saunders et al., 2007). 

 

Inspired by the hermeneutics, interpretive questions were guiding the questions in order to 

verify certain interpretations up-front by asking follow-up questions along the way, and 

probes were used to encourage elaboration on interesting topics (Saunders et al., 2007; 

Bryman, 2008). In order for the experts to report their own stories and knowledge focus was 

on designing open-ended questions to minimise leading questions when developing the 

interview guides.  

 

6.1.1 Quality of the Interviews 

The conventional methods of assessing research quality such as reliability and validity are 

somewhat inadequate for qualitative research; hence an alternative method guided by the 

interpretive paradigm is applied. The qualitative research quality is assessed by authenticity 

and trustworthiness (Daymon & Holloway, 2002). “…Reliability and validity are complex 

terms, derived from quantitative research (and a ‘realist’ or positivist paradigm), and not 

everyone agrees on their value for qualitative methodologies.” (Daymon & Holloway, 

2002:88). Authenticity deals with the fairness and the strategic appropriateness of the 

research, while trustworthiness concerns credibility, transferability, dependability and 

confirmability (Daymon & Holloway, 2002).  

 

In relation to achieving authenticity, the thesis seeks to fairly represent different viewpoints 

among experts (Bryman, 2008). Carrying out interviews with multiple experts who have 

different professional backgrounds fulfils the criterion of authenticity; hence multiple 

viewpoints are presented in the analysis.   

 

Credibility is related to the truth of the findings in the social context, and to avoid 

misinterpretation of the data (ibid.) all of the interviews are transcribed to make sure that the 

interviewees own words are used in the analysis. Moreover, member checking is performed to 
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ensure credibility, by emailing the data and the findings to the interviewees to give them the 

opportunity to give feedback and make any corrections.  

 

Transferability concerns how the knowledge from the research can be used in other settings 

(ibid). The data retrieved from the interviews are used in case studies, and the reader can 

assess whether the findings also apply to other case studies. Moreover, based on the abductive 

approach that is based on a mix of theoretical and empirical data focus has not been 

presenting statistical generalisation (Daymon & Holloway, 2002). 

 

Dependability concerns the adequacy of the analysis based on transparency of the decision-

making processes, and overall, the possibility of reproduction of the research (ibid). All of the 

processes and decisions are described thoroughly in relation to data collection and analysis 

throughout the thesis. Moreover, the interview with Monello covered both the expert 

interview and data for the case study “Art of the Heist”. Since Monello is regarded as one of 

the pioneers within TS and at the same time CCO on the campaign “Art of the Heist” it was 

deemed to be acceptable to collect data on both the refinement of propositions and specific 

knowledge on the campaign. This may have complicated the data a bit resulting in 

dependability maybe being skewed. However, we as researchers have been aware of the risk, 

and therefore explicitly made the readers aware of our concern with the risk of skewing data 

from Monello.  

 

Confirmability is the ability to report findings and conclusions that have not been biased by 

the authors’ prejudices, meaning that it is solely based on the data collection from the 

interviews (Daymon & Holloway, 2002). In section 2.3, prejudices were explicitly presented 

in relation to the thesis’ topic and the concept of TS.  

 

6.1.2 Data Analysis 

The interviews of which two are in Danish and two are in English are transcribed. The Danish 

interviews will not be translated, however, when using citations they will be translated. It is 

recognised that some jargon might get lost in the citations. However, it will not have a 

considerable influence on the interpretation. The transcriptions are enclosed on USB. The 

transcriptions are going to be thematised in order to build categories in relation to the 
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theoretical propositions (Saunders et al., 2007; Daymon & Hollaway, 2002). Finally, due to 

the iterative and abductive approach we are searching for differences and similarities between 

the data collected and literature findings in order to refine the theoretical propositions (ibid).  

 

6.2 Main Findings from Expert Interviews 

The following section will present the main findings of the expert interviews in order to 

investigate whether any refinements are needed regarding the proposed propositions within 

the literature review.  

 

6.2.1 Storytelling 

The American pioneers within TS, Gomez and Monello both emphasise that storytelling is an 

essential part of TS. Fundamentally, it is about how consumers receive information, and how 

they use narratives to make sense of their world around them. Moreover, storytelling enables 

the brands to be part of everyday conversations between people and actually become a 

conversational topic, which is very preferable (Monello, 2012; Zillmer, 2012). 

 

“Through storytelling, you position the brand naturally in a conversation, and you are 

compelled to talk about it. The brand suddenly occurs in some contexts that normally are very 

difficult to get mentioned in, so that is a really good characteristic of storytelling.” (Zillmer, 

2012:16).  

 

According to Zillmer, the old mind-set within marketing was to be the loudest and push 

messages and products to the consumers. Focus was on one-way communication, telling the 

consumers about features of the product, and hoping that they would pick it up and start 

making positive conversations about the brand and product, but according to Zillmer, that is 

not going to happen. However, using storytelling makes a brand relevant and consumers start 

to pay attention if the topic is of any interest to them, and then suddenly a brand becomes 

included in dinner conversations, where the brand becomes an integral part of people’s lives. 

This point of view is supported by Stigler, who believes that the best way to get people to talk 

about your brand is by linking it to a story or some of kind experience, as it automatically 

generates some curiosity among consumers. This curiosity will lead to consumer involvement 

and engagement.  
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Monello and Gomez are like-minded when it comes to that stories have always been engaging 

and participatory, which can be dated back to ancient times. Stories were told and experienced 

live, typically around the campfire, and narratives changed and adjusted through time, as they 

travelled around and people added embellishment and told their own versions of the stories 

According to Zillmer, designing narratives that appeal to the target audience result in 

consumers being more interested in the campaign, which make them more amenable of the 

brand messages. Zillmer explained how consumers put their guards down when a brand 

message is integrated into something they find interesting, and narratives can definitely do 

this. All of the experts agree that storytelling is an effective tool to stay interesting and 

provide value to the consumers. 

 

According to Gomez, the use of storytelling in a TS campaign is about telling narratives 

through several media platforms that complement each other. However, narratives do not 

necessarily have to revolve around an ARG, since it is just a technique within TS. Monello 

agrees with this perspective that the story should be told on every available platform to the 

campaign:  

 

“The story needs to be relatively complete having a beginning, middle, and end, even in these 

little bite size implementations. So we are looking at transmedia narrative as narrative that 

happens to be built in slightly different ways, and say slightly different things across a 

spectrum of media. This has tremendous impact even on audiences who do not play games 

and who do not participate very strongly in interactive media.” (Gomez, 2012:2). 

 

Although narratives are dispersed across multiple media platforms, it is important to focus on 

the narrative because it is the ultimate source of content to engage consumers (Monello, 

2012). The above statement further implies that the narrative should be constructed in a 

traditional way, such as novels and fairy tales having a beginning, middle and end.  

 

“…I think when you stop living in the mind-set of my story has to fit these codified media 

formats, then you start thinking about ways to tell stories that surround people. I think you get 

a much more interesting and effective way of communicating stories”. (Monello, 2012:1). 
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Monello emphasises that the traditional construction of a narrative like a fairy tale or a novel 

is a valuable way to captivate the audiences and make them immerse themselves in the 

narratives and story-worlds. In relation to structure of the narrative he further argues that it is 

important to have an ending, as people need some sort form of ending at some point in time, 

and in relation to marketing campaigns there is obviously an ending, as no brands have 

unlimited budgets (Gomez, 2012). Stigler believes that storytelling campaigns have to run for 

a short period of time e.g. for a month and it is important to intensify the campaign to get the 

attention of the consumers, as they otherwise will loose interest. Gomez agrees with this point 

of view as is evident in the following statement on how they guide their clients to design a 

campaign that contains storytelling: 

 

“The recommendation that we give to our clients is that stories can be grand and can be very 

long and wonderful, but there is such a thing as chapters and such a thing as ending one 

narrative so that the audience is allowed to rest, and then you start a new narrative, which 

contains elements of the older narrative, but has something new to say. So we often 

recommend that brands rest a little bit. That doesn’t mean take it off the market or make it 

invisible, it means that you need to design a point, something that you want to say and make 

your campaign about that communication. There needs to be an end so that ultimately there is 

satisfaction, a feeling of completion on the part of the consumer.” (Gomez, 2012:7).  

 

By implementing this form of design it offers the possibility to revitalise the brand and stay 

relevant in a changing environment, as no brand can afford to get stuck in the past. “In this 

day and age if you are thinking the way that people thought in 2008 or 2010 it is no good. 

You have to keep up, especially if your brand wants to stay relevant.” (Gomez, 2012:7).  

 

Monello refers to how expectations have developed toward stories. Today, everyone expects 

stories to evolve through time; no one wants to have the same experience twice. If you visit 

the same website or blog a year after your last visit, and it has not changed, then consumers 

will not find it interesting. Technologies have made it possible for narratives to evolve.  

 

Stigler highlights that brands need to perceive themselves as media groups who provide 

valuable content and story-worlds to the consumers. He further emphasised that it is 
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becoming vital for brands to position themselves through presenting valuable content to their 

target audience; as sender of relevant content the brand becomes a valuable resource and it 

builds expectations that result in a form of relationship and engagement (Stigler, 2012).  

 

6.2.2 Evaluating Storytelling Proposition 

Overall, the perspectives of the experts support literature findings regarding how essential 

storytelling is in relation to people’s lives and identity construction. Gomez and Monello both 

believe that storytelling is inherent in people and narratives are essential to make logic and 

order in people’s lives, which make storytelling an essential part of TS. Their point of view is 

supported by several studies that show how human need for stories are fundamental, as it 

helps people make sense of their world, an it evokes emotions, inspires and unifies cultures 

(Fog et al., 2009; Edmonds, 2010; Baker & Boyle, 2009). Even neuroscience and cognitive 

psychology studies have verified that the human brain is designed to understand the world in 

terms of stories that makes it one of the few universal traits across all cultures (Baker & 

Boyle, 2009).  

 

When it comes to how storytelling is relevant in a branding perspective, all of the experts 

agree that storytelling is a great tool to engage and involve consumers. Monello and Gomez 

are of the opinion that storytelling is involving and participatory by nature. Zillmer views 

storytelling more as experiences and argues that as soon as the experience is built around a 

story then it becomes relevant and interesting, and people will be less resistant toward 

marketing messages. Zillmer points out that narratives involve people, who then make it a 

conversational topic; brands suddenly become an integral part of people’s lives, and that is 

every brand’s dream come true. These findings are supported by literature that emphasises 

how storytelling is able to involve and engage people by providing valuable experiences 

(Hodge, 2011; Escalas, 2004). Moreover, in relation to Zillmer’s assumption about how 

people put their guards down when they encounter narratives of relevance is in line with 

Escalas (2004) studies. Generally, there is a common assumption that storytelling is a great 

communication tool to involve and engage consumers.  

 

Following the mind-set of DÍaz’s (2012) people are genuinely attracted to other people that 

entertain them by telling interesting or funny stories, thus it has never been more relevant for 
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brands to be positioned as sources of valuable content in the form of narratives. Stigler 

(2012), supports that thought and emphasises the importance of providing valuable content to 

consumers in order to connect with them and be part of their lives. He further anticipates that 

branded content or story-worlds are the future of communication. 

 

It was found that when Gomez and Monello talked about narratives and storytelling in 

relation to TS, they were referring to the traditional way of telling stories such as fairy tales or 

novels. This technique will captivate and immerse people in narratives, and hence involve 

them in the campaign. Moreover, it was emphasised that narratives need to have a beginning, 

middle, and ending, as consumers need a plot with an ending in order to feel some sort of 

satisfaction and completion. To some extent Stigler did agree, as he do not think that people 

can keep focus and interest if a storytelling campaign runs several months. In the literature 

review four elements were emphasised to be vital in great stories: message, conflict, 

characters, and plot (Fog et al., 2009; Salzer-Mörling & Strannegård, 2001; McKee, 2003). 

Greimas’ (1973) Actant-model is a common model that explains what kinds of characters are 

needed in a narrative to design a plot that is involving and engaging (Fog et al., 2009; Escalas, 

2004). These are all elements that characterise storytelling in the traditional form of which the 

American experts refer to. Literature presented further highlights that narratives need to be 

universal, relevant, emotionally engaging, enlightening and entertaining to involve and 

engage consumers. Gomez and Monello also referred to these elements and parameters, which 

makes it interesting to analyse if these have an influence on consumers’ involvement and 

participation in the campaign.  

 

Although multiple interesting findings were obtained from the interviews with Zillmer and 

Stigler on involvement and storytelling, that support the theoretical advantages of storytelling 

their responses were somewhat characterised by a lack of experience with working with 

storytelling.  Only the interviews with Monello and Gomez provided insights into traditional 

storytelling both in terms of meaning and how to design a storytelling campaign that appeals 

to consumers. Based on the above and the fact that the empirical data on storytelling generally 

supports the theoretical assumptions on storytelling made in the literature review, the 

proposition of storytelling is still interesting to investigate and no refinement is needed.  
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P1: A TS campaign will effectively involve consumers if the branded story-world is structured 

around traditional story elements.    

 

6.2.3 Platforms  

When discussing the experts’ view on platforms in relation to involvement of the consumers, 

their responses were characterised by a difference in their knowledge on transmedia 

storytelling and their different professions and background within the field of branding and 

marketing. 

 

Jeff Gomez has a very holistic perspective on platforms and did not provide a specific 

perspective on what considerations to make when choosing platforms for a campaign. He 

very much emphasised the emergence of a new consumer culture and a change in media 

technology when addressing the issue of platforms: 

 

“In the 21st century there is now a vast array of different communication methodologies, and 

the purpose of a TS campaign is to leverage multiple communication methodologies – both 

traditional and digital in a concerted way that also promotes dialogue with the audience. The 

power of the communication is magnified exponentially because you are simply covering a 

much wider spectrum of media and in this day and age that’s what it takes to reach a person 

especially relatively young people, children, teenagers and young adults”. (Gomez, 2012:1).  

 

Furthermore, Gomez did not talk about platforms as an isolated part of TS campaigns, 

meaning that platform considerations must be made in conjunction with the story or brand 

message that you want to portray and the target audience at hand. Rather he emphasised the 

advantages of storytelling using multiple platforms without providing insights into which 

specific platforms are relevant when wanting to involve the consumer, it is the distribution of 

unique stories or brand messages to a variety of platforms that will involve the consumer. 

Hence, it is taking advantage of what each media does best in relation to telling a story that in 

the long run will engage the consumer:  

 

“If you make your story compelling and you move it across different media platforms you will 

have a more powerful brand loyalty. People will be more engaged in the property and they 
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will want to purchase more and stay longer. Furthermore, covering a wide array of platforms 

will provide the consumers with a continuous opportunity to involve them in the story as a 

whole, but also in the unique stories told on each platform”. (Gomez, 2012:3).  

 

In relation to considerations on synergy, Monello agrees with the perspective of Gomez: “It’s 

important to think about the platforms you’re using and what they’re best at and how to use 

that, and sync them with all the others” (Monello, 2012:8).    

 

The above indicates that the choice of platforms should very much be based on synergy 

effects between the chosen media for a given campaign, as it will lead to a deeper 

involvement with the campaign, as consumers will not get bored with the same content on 

each platform and at the same time if the platform does what it does best the story should 

excite the consumer and increase their desire for further exploration. This enhanced 

accessibility will keep the story interesting for a longer period of time, and thus increase 

consumers’ involvement with the campaign and the brand. Gomez further enhances the 

importance of accessibility in the following statement:   

 

“In relationship building with individual consumers or communities it just seems like a 

natural extension of where brands need to go to have a presence on different media 

platforms. I want them to have a presence everywhere so that you can access it everywhere. 

This is the mental shift that has happened to young people. Now it just needs to be accessible 

and if it is not it raises questions” (Gomez, 2012:6).  

 

Another interesting perspective on choosing the various platforms was given by Zillmer from 

DDB who strongly argues that the choice of platform should be decided based on relevance, 

meaning that there needs to be a connection between product, brand message, purpose of the 

campaign and the dialogue the company wants to create, to the platform utilised. She further 

believes that 50% of all the TV advertisements we see have a link to Facebook, and in her 

opinion many companies fail to see the relevance:  

 

”You can’t just say that Facebook is a medium so now we will use it. We do not recommend 

our customers to do so (…). If you use it in the right way it will be successful. If you use it 
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incorrectly you will have no effect whatsoever. A medium should only be included if it 

contributes with a wow-effect, there needs to be a synergy effect in the media that you 

choose” (Zillmer, 2012:3-5).  

 

This perspective on platforms, although having a different choice of words from Gomez’ also 

highlight the importance of synergy effects. The statement shows that although both TV and 

Facebook are strong media platforms they should not necessarily both be part of the campaign 

if they do not provide something unique. One platform should encourage exploration of 

further platforms, and simply showing a link to the brand’s Facebook page in the TV 

advertisement will not in itself encourage deeper involvement.  

 

Stigler offers a different perspective from the above on platforms in relation to involvement. 

In his view, when addressing the issue of involvement you often need to look beyond the 

most obvious platforms. He very much emphasises that choice of platform should be based on 

the target audiences’ media habits, meaning that you need to know where and when 

consumers are willing to invest time, as their willingness is the premise for them to spend 

time at all. At GoViral they work from the assumption that involvement is very closely 

related to finding out where the consumers are willing to invest time. He uses an example of 

GoViral’s work with Mercedes to describe the above:  

 

“The obvious choice when addressing the target audience of Mercedes is finance sites 

because there is a high probability that the content will appeal to visitors of these sites, and 

moreover, they assumingly can afford to buy the cars. But it is extremely difficult to get these 

visitors to spend 1.5 minutes actively watching the Mercedes video, as they are probably 

focused on work when visiting these sites, e.g. scanning the market for investment 

opportunities or preparing for a business meeting. Instead we looked into sites where we 

assumed that the audience was already engaged in some sort of displacement activity, such as 

golf sites, with the assumption that they would be more inclined to actively watch the video 

for 1.5 minutes”. (Stigler, 2012:2)   
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All of the experts agree on companies’ ineffective continuous focus on exposure and 

awareness when choosing platforms and related content. Their views are emphasised in the 

following statements: 

 

“I don’t want it to be the same thing where I go, I don’t want to watch the same 30 second 

spot, I don’t want to see the same content over and over – that’s boring. So they have to think 

about how it’s going to manifest in different ways on different platforms. That is transmedia 

technique” (Gomez, 2012:6).   

 

“… It is very good at creating awareness – exposure, but if you want the consumer to get 

involved, focus should be on something else. It does not mean that exposure is not a good 

thing, but it means that almost all advertising still today still focus on very classical 

measurements which include awareness and opportunity-to-see. It is usually not difficult to 

deliver a message, but it is a challenge to get the consumers to involve themselves in the 

message. Previously, you could basically invest your way out of it by investing in the right 

commercial breaks, then you would for sure reach the Danish population, but you can’t do 

that anymore because TV does not posses a social connection” (Stigler, 2012:4).  

 

Stigler further states that companies are becoming increasingly aware that it is not only about 

delivering a message you also need to engage and involve the consumers if you want them to 

do more than just pay attention. You need to excite consumers through creating expectations 

and position the brand as a valuable resource for the consumers. If brands can create 

expectations and then deliver on these expectations they have truly created something 

valuable. Involvement and expectations are closely related and campaigns should be designed 

with the intention of engaging the audience.  

 

Zillmer refers to this focus on exposure as the Louis Vuitton manner “Many brands think that 

it should be the same content on all platforms. Many advertisers see this as integration of 

media – having the same content on all platforms, but focus is on exposure, and consumers 

will not get involved.” (Zillmer, 2012:14). She further emphasises that you need to adjust the 

content to the given media or the other way around with basis in the target audience. In this 



 71 

way the media habits of the consumers will also influence choice of media as emphasised by 

Stigler.  

 

The above perspective is further emphasised by Monello (2012): “I like to call it matching 

luggage where everything looks the same. If choosing only TV you think in terms of exposure, 

and it is not even sure that people watching the show will even see your campaign. Choosing 

platforms in a TS mindset should give the audience a deeper understanding of the brand” 

(Monello, 2012:10).  

 

6.2.4 Evaluating Proposition on Platforms  

The experts have different perspectives on what should be the basis for choosing media. 

Gomez and Monello explicitly highlight the importance of synergy effects whereas Zillmer 

mostly emphasised relevance in relation to media’s appropriateness for the campaign and the 

audience. Lastly, Stigler bases the decision on consumers’ media habits with the intention of 

approaching the audience on their premises, where and when they are most willing to invest 

their time.  

 

There is definitely an agreement among the experts that synergy effects should be taken into 

consideration when designing an effective (TS) campaign. Corresponding with theory all of 

the experts, with the exception of Stigler, highlight the advantages of unique content on 

multiple platforms such as deeper involvement with the brand (Bourdaa, 2012; Jenkins H. , 

2007; Jenkins H. , 2003; Mandesa, 2011; Scolari, 2009), multiple entry points (Dena, 2010), 

and the fact that it takes advantage of each medias unique contribution to the campaign 

(Phillips, 2012).  

 

In line with literature presented, especially Gomez and Zillmer, elaborate on brands’ presence 

and accessibility. It is important that consumers can interact with the brand where and 

whenever they want to (Phillips, 2012), as this will increase commitment to the campaign and 

the brand (Jenkins, 2003)  

 

A common perception between the experts is companies’ continuous focus on awareness and 

exposure, which falls short given the characteristics of the contemporary consumers (Firat et 
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al., 1993). Exposure will not lead to consumers getting involved with brands and entering into 

dialogue with consumers is of outmost importance (Vargo & Lusch, 2004, Prahalad & 

Ramaswamy, 2004a). The experts emphasise that in order to involve consumers the platforms 

or touch points must provide something that causes curiosity and excites the consumers 

(Jenkins, 2003), which relates to the characteristics of the postmodern consumers (Firat et al., 

1993).   

 

As stated above all of the experts have different bases for choosing platforms but a prevailing 

consideration is the synergy effects obtained by using a wide array of platforms that 

supplement each other.  Hence, the theoretically founded proposition will be changed to: 

 

P2: The depth of consumers’ involvement with the campaign is dependent on successful 

synergy effects between the different media platforms chosen for the campaign.  

 

6.2.5 Target Audience 

When discussing target audience with the experts, Monello was the only one to give a 

concrete perspective on how they classify target audiences when working with a TS 

campaign: 

 

“Here we talk about 3 layers: skimmers, dippers, and divers, and divers are those people who 

always want to participate, and they get in there and do everything and are deeply engaged 

and they see everything you create. On the other side we have people we call skimmers, who 

are people who are… they are never going to dive deep, they’re never going to engage 

necessarily, but there’s ways for them to kind of see what’s happening: ‘Oh that’s interesting, 

I like what people are doing.’ Your dipper level is kind of your more socially engaged layer, 

people want to communicate, and that’s actually often the biggest group of participants, and 

they engage very lightly” (Monello, 2012:6).   

 

He further emphasises how budget should have an influence on which audience to focus on 

when designing the campaign. On the one hand, the divers are the smallest group so spending 

a high amount of your budget on the divers will only ensure reaching a small audience, but on 
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the other hand, the campaign needs them because they will attract the socially motivated 

audience of dippers.  

 

Although, not offering a classification of different target audiences, DDB also works from the 

assumption that you need to engage the consumers that are already positive about your brand: 

 

“The consumers already loyal to your brand are an important audience. It is easier to talk to 

someone who is already favourably disposed towards what you have to say than to talk to 

someone who does not know the brand or do not like it. It takes to many resources to get them 

to talk about your brand. But to target someone you already have a conversation with, you 

can more easily open up, and then it becomes consumer to consumer” (Zillmer, 2012:7).  

 

As Monello, Zillmer also highlights the budget considerations in relation to utilising your 

existing fan base to spread the message. She emphasises that it is not a straightforward job but 

it will have its financial advantages if you succeed in doing so.  

 

When discussing target audience with Gomez, he continuously made a distinction between 

participative alternate reality experiences and transmedia storytelling, which covers a much 

broader spectrum of the marketing tool set. Many companies misconceive the concept of TS 

campaigns and only think of it in terms of gamefication, and they express concern that it will 

only target a narrow audience. In addressing this issue Gomez emphasises that every 

campaign will have leaned forward active participants and leaned back audience members. In 

his perspective this is irrelevant for a good TS implementation:  

 

“Because the story is being delivered on multiple platforms and will impact even an older 

audience in a leaned back situation because even if it is through social media they’re just 

receiving the message, which is fine, they do not have to participate (…) This has tremendous 

impact even on audiences who don’t play games and who don’t participate very strongly in 

interactive media” (Gomez, 2012:2).  
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When addressing the issue of social media (and in particular Facebook) in relation to 

consumer-to-consumer communication the experts had different perspectives on how and 

why to utilise online social media and the effects of doing so.  

 

At DDB they used Facebook as a tool to create hype before launching the Coinoffer campaign 

for McDonalds. Prior to introducing the campaign on all of the implemented platforms they 

posted a video on Facebook that explained the concept. It was intended to get the fans of their 

Facebook site excited and curious about Coinoffers.  

 

“Facebook provided us with direct access to a lot of fans who were intended to talk about the 

campaign and explain about it to others. It was difficult to explain so if we very quickly 

explained it to the fans that were already present, and they liked the idea then it should 

definitely have a ripple effect” (Zillmer, 2012:6).  

 

Zillmer also addressed the issue of brands working as an authority, which consumers might 

reject and instead they are more inclined to listen to people within their social network:  

 

“We all know with authorities that if someone dictates what you should do, and how to do it, 

then you don’t want to. I will listen to what you have to say but afterwards I do as I please. 

But if it is something that you find out on your own, or talk to your friends about, or they tell 

me about something that is really cool, then I would like to do it as well if I like you. So 

involvement and dialogue becomes very relevant” (Zillmer, 2012:2).   

 

The above statements indicate that consumers are more prone to listen to the message if it 

comes from someone they like and they trust. And the traits of the person who carries the 

brand message will influence other people’s inclination to listen to that person, and hence the 

message.  

 

Monello takes on a slightly different perspective when addressing the sharing of content 

within social media. Instead of talking about generating WOM he explains that consumers 

generate the story. He refers to the small target audience of divers who are actively 

participating in the campaign. They will spread the story through social media and attract 
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others who believe them or the story to be interesting. The divers will create excitement about 

the story and appeal to a wider audience. They might still not actively participate but they will 

get involved through following the actions of others.  

 

Gomez also focuses on the story when addressing the scope of the potential target audience. 

In his view it is the features and the quality of the story that determine the scope of the 

audience. Using the example of a TS campaign “Why So Serious” introduced prior to the 

third Batman movie “The Dark Knight” he explains:  

 

“It was very difficult unless you were deeply involved to follow the narrative thread of Why so 

Serious. You could not take a piece of why so serious and post it on YouTube and get 10 

million hits because it would have been seen out of context, and without having at least a few 

elements that are mind-blowing that really encapsulates some kind of complete narrative 

you’re not going to reach a much broader audience” (Gomez, 2012:8).   

 

He further states that if consumers have difficulties connecting with the story and 

comprehending the connection between the complementing stories on the different platforms 

they will not engage. As stated in a previous quote a compelling story will increase brand 

loyalty and Gomez argues that loyalty through engagement will lead to consumers passing on 

their admiration for the property to their companions and friends. Monello and Gomez share 

views on the story as the prerequisite determinant for consumers to get involved at all, and 

this will in turn have an effect on their willingness to share with others.  

 

When discussing social media and sharing, Stigler more specifically addressed the concepts 

of social relations and reference groups as a reflection of dialogue. According to Stigler, 

today, most purchase decisions are made in some sort of social context. He states that: 

 

“When buying a car 46% have read a review and 76% have talked to family members or 

friends before making the decision, which means that the value of references is very 

important. The only way that you can create references is to get people to engage in dialogue. 

The big challenge today, is to get people to go that far, to get so dedicated and involved that 
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they actually want to refer to something. Obviously, the best way to talk about brands is if you 

have something to relate it to, a story or knowledge about something” (Stigler, 2012:2).  

 

According to Stigler consumers’ willingness to obtain knowledge about a brand is dependent 

on the brands ability to arouse a certain level of curiosity in the consumer. If they become 

curious about the brand they will invest further time; hence increase their knowledge about 

the brand and the campaign message. This should foster dialogue with peoples’ social 

network and they will in turn influence other peoples’ propensity to engage with the brand.  

 

6.2.6 Evaluating Proposition on Target Audience 

Corresponding to Phillips’ (2012) “Engagement Pyramid” Monello also presents three layers 

of participation; skimmers, dippers and divers where skimmers relate to the passive audience, 

dippers correspond to the engaged, and lastly the divers are whom Phillips characterises as 

highly engaged. Gomez makes a distinction between ARG’s and transmedia storytelling, and 

he does not perceive the target audience of a TS campaign to be limited to the active 

participants as it is as much possible to involve the remaining audience through a wider 

spectrum of entry points.  

 

Consistent with theory presented, they all highlight the importance of the loyal, hard-core fans 

(Percy & Elliott, 2009; Phillips, 2012), the ones that already like your brand, and according to 

Monello they will attract people who are socially motivated to be involved with the campaign, 

emphasising that social relations as explained in section 4.3.2 is an important motivational 

factor for participation. Corresponding to theory presented by Kaplan & Haenlein (2010) who 

believe C2C communication to be a strong force within social media, Zillmer agrees in 

emphasising that consumers will often reject marketing from companies and instead perceive 

it as more trustworthy if it comes from like-minded consumers. Again, this corresponds with 

theory presented on motivation, as she explains that consumers will feel encouraged to get 

involved if they have friends they perceive to be cool who are involved.  

 

Coherent with theory findings, all of the experts emphasise that the story or brand message 

should foster some level of curiosity, excitement and WOW effect to the consumer for them 

to engage with the campaign. This will also increase their likelihood to share with friends. 
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Theory stresses that the contemporary consumers are seeking experiences that excite them 

and they want to engage with brands in creating these experiences (Firat et al., 1993). 

According to theory a well-planned campaign will have this effect on the consumers; hence 

an exciting campaign should increase WOM.  

 

Based on the above it becomes clear that the empirical findings very much support the 

literature presented on target audience, hence no refinement of the proposition is made.  

 

P3: Distributing relevant and exciting content to brand loyals and hard-core fans helps to 

grow the campaign organically to ensure reach and increase the number of participants.   

 

6.2.7 Brand Community 

Gomez and Monello’s overall opinion is that communities are an essential part of TS 

campaigns, because people want to rally around interests and passions; they want to connect 

with others that are like-minded and socially engage with them.  

 

“(…) I think we still see a lot of TS projects that tend to ignore community and tend to be 

about pushing things out, and make people solve puzzles and things like that. They fail to 

understand that many people use these experiences just to meet other people and get together 

and connect over shared passions.” (Monello, 2012:6).  

 

Gomez highlights that storytellers are able to generate excitement in a community and bring 

the members even closer together. Technology has made it easy for people to connect with 

each other all over the world, and hence being able to simulate ancient times where people 

gathered together to listen to storytellers. Gomez makes a parallel between ancient storytellers 

and brands as storytellers in a TS perspective that gathers people around experiences. He 

points out how social media is facilitating communities and how these can quickly get people 

to gather around joint interests and experiences. 

 

“The audience treats the storyteller well because they want to hear the story. So there is 

already a communication and a sense of anticipation that is built around the storyteller and 

the community comes together slowly but eventually they are all there (…)” (Gomez, 2012:5). 
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In line with this perspective, Stigler emphasises that brands need to understand that if they 

can provide valuable content to a community, it will strengthen the community as a whole 

and foster interaction between the community members. Consequently, the brand gets closer 

to the members’ everyday life and suddenly the brand becomes a valuable reference to the 

members and they will most likely use it among others in appropriate contexts (ibid).  

 

According to Stigler C2C interaction and C2C communication are crucial to creating value in 

a community: “… The value of references is significant. The only way to create references is 

through people having a dialogue about something…” (Stigler, 2012:2). Although valuable 

content is crucial, e.g. in the form of experiences and narratives, to enhance interactivity and 

involvement, Gomez stresses that the most effective interactions that he has experienced 

between brands and entire communities of people have been when the brands that effectively 

listen to the community. A real dialogue between every stakeholder in the community is vital, 

which also causes a more powerful sense of loyalty from the community. A brand is truly 

effective when this form of common sense and feeling of dialogue exist in a community. “… I 

want to be validated for my love of a certain brand. I do not need to hang out with the brand 

if the brand is not going to listen to me…” (Gomez, 2012:6). 

 

Although Zillmer is not within the mind-set of TS, she supports the general view on 

community that it is highly relevant in Denmark as well, because the Danes like to connect 

and share their interests and general opinions. In other words, Danes like to join and 

participate in communities. When working on the campaign Coinoffers with McDonalds, 

Zillmer experienced that people started to interact and communicate with each other with no 

support or interference from the brands, and people created “fake” Facebook brand pages that 

somehow became a form of brand community. The communities involved all kinds of 

interaction and activity, including people giving advice to each other and they came up with 

lots of suggestions on what might happen next in the campaign.  

 

“(…) There were really a lot of conversations, and we did not create it, it was entirely the 

consumers who created and maintained all the communication and conversations, which also 

is the purpose (…) and then they came up with great ideas on the site that we benefited from. 
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They communicated about how they thought we would do things, and then we sometimes used 

some of these ideas. You can really gain something either way.” (Zillmer, 2012:7). 

 

All of the experts, to some extent, share opinions on experiences. They all agreed on 

storytelling, as an important element to facilitate in communities to involve and engage the 

members. However, not all kinds of experiences are appropriate in a community. According 

to Monello, the experiences in a TS context should provide the consumers with some sort of 

intrinsic satisfaction rather than extrinsic satisfaction such as prizes. The experiences in 

communities should involve consumers through pleasure, knowledge, social relations, or 

something else that is intrinsically rewarding; hence the overall experience of the campaign is 

beyond a typical and boring marketing message, which makes the community more 

susceptible. It is also pointed out that any form of contests that include prizes are typically 

only beneficial to a few members in the community rather than the entire community, which 

creates the opposite effects of a communal sense and feeling rather than enhancing it. There is 

a risk that the rest of the contenders are going to be disappointed and get the feeling that they 

have wasted their time for nothing.  

 

“Many brands ignore that only one or five persons win the prize. It is completely against 

what they try to build, which is a community around something, and then only one gets a 

prize. It makes no sense at all” (Zillmer, 2012:12). 

 

Stigler presents an interesting perspective on community by stressing that consumers are 

fragmented, and it is the given context and situation that will decide what they engage in. The 

emergence of social media has changed the way people connect and consume, which is totally 

on the consumers’ premise.  

 

“(…) The challenge with traditional communities is that they have become extremely 

fragmented, it is much more contextual conditioned. No one anymore sits and thinks: ‘well, I 

am a part of this online forum so I need to spend my time in here every day (…)” (Stigler, 

2012:5). 
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Stigler explains what he perceives as the traditional way of thinking of communities. Usually, 

brands could easily seed content within communities, and it was almost certain that everyone 

in the community would engage with the content, and the chances of them sharing it in their 

social networks were relatively high. He emphasises how communities now to an increasing 

degree work on consumers’ terms. They decide when and where they want to engage with 

content and brands, which calls for a new communication model that works on the conditions 

of contextual pull communication. Trends show that communities are becoming hyper-

contextual, resulting in more closed and fragmented communities with the consequences that 

it is getting much harder for brands to find relevant communities to commercially exploit. 

Moreover, Stigler stresses that if a brand manages to get into these closed communities it will 

be of great significance.  

 

6.2.8 Evaluating Proposition on Community 

In the literature review a brand community is described as consisting of a group of people 

who are feeling a strong connection to a brand and each other, and all stakeholders are sharing 

consumption experiences that maintain a certain culture within the community. Sharing 

consumption experiences also strengthens interpersonal ties between everybody, which 

intensify the sense of duty to the community and the individual members (Muniz &O’Guinn, 

2001; McAlexander et al., 2002; Heinonen, 2011). Overall, this is in line with the empirical 

findings, although, Gomez and Monello especially emphasised C2C interaction as a 

prerequisite for a community to exist. Consumers highly appreciate the social aspect of 

communities and they want to connect with like-minded based on their passions and interests. 

This further emphasises the significance of a triadic relationship, where C2C interaction is a 

precondition for a brand community (Heding et al., 2009). Literature also emphasised that 

brands need to actively participate in the community and facilitate new topics in the form of 

valuable content such as narratives to enhance interactivity and conversation among 

consumers in the community (Adjei et al., 2009; Heinonen, 2011). When members of a 

community get more involved and engaged through valuable experiences, it strengthens the 

relationship between all stakeholders and a stronger commitment arises to the brand and to the 

community (McAlexander et al., 2002; Schouten et al., 2007; Heinonen, 2011). In the 

interview with Stigler, he stressed that C2C interaction and communication is vital to create 

value in a community.  
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All of the experts agreed that it is important for a brand to facilitate valuable content such as 

narratives to communities that will evoke some kind of intrinsic satisfaction in the consumer. 

This will captivate the consumers and keep them interested, hopefully resulting in the brand 

becoming a conversational topic. Hence, valuable content enhances interaction and 

conversation between the consumers in a community. On the other hand, both Monello and 

Zillmer stressed that contests that include prizes could have a negative influence on the 

feeling and sense of community, as extrinsic motivational factors will engage consumers for 

the wrong reasons. This perspective on prizes as an ineffective motivational factor is 

supported by literature that underlines how some consumers only participate to win the prize, 

which questions their level of involvement and the foundation for a long-term relationship 

(Mabry & Porter, 2010; O'Brien & Jones, 1995; Tietje B. , 2002).  

 

Whether the brand or fans facilitate the community, the experts all emphasised dialogue with 

the community and consumers to be essential, meaning that brands need to actively 

participate in the community through dialogue rather than one-way communication. 

Especially, Gomez highlighted that if participants in a community do not experience any form 

of dialogue between each other and between them and the brand, they will loose interest and 

consumer involvement is lost. On the other hand, if the dialogue is reflected in the actions of 

the brand it will send a message that the brand is listening, which will in turn increase 

consumers sense of loyalty. This corresponds to the perspective of Beckmann & Gjerløff 

(2007), who argue that brands need to participate in a dialogue in the community to increase 

involvement. Moreover, this line of thought is reflected in the work of Prahalad & 

Ramaswamy (2004a) who argue that co-creation of experiences will increase consumer 

commitment to the brand. Consumers have become more empowered resulting in their desire 

to participate and have influence, thus brands need to recognise that value is co-created and 

consequently dialogue is not an option, it is a necessity (ibid). The empirical findings 

presented an example of the empowered, participatory consumer who created “fake” 

Facebook pages and other UGC during the Coinoffer campaign. However, the brand 

benefited from this unexpected progression, as they utilised these user-generated communities 

to evolve the campaign. This shows the importance of dialogue, as the consumers’ role has 

changed and technological advancements have increased accessibility, meaning that 
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consumers can access each other and brands anywhere and at any given point in time 

(Jenkins, 2006b).  

 

The empirical findings mostly support literature, as they especially highlighted C2C 

interaction, dialogue and intrinsic satisfaction to be relevant when discussing brand 

communities and involvement. No significant differences were found between literature 

findings and the expert interviews. Stigler presented an interesting perspective on brand 

communities, as hyper-contextual communities turning around the roles of the consumers and 

brands, as he found that the most valuable communities are the ones established by the 

consumers. Although an interesting perspective, the focus of this thesis is on communities 

primarily established by brands. Based on the above it is not found relevant to change the 

proposition. 

 

P4: Facilitating intrinsic experiences through dialogue with community members will 

increase consumer involvement. 

 

6.3 Refined Propositions 

Based on the above evaluations the following propositions are suggested.  

 
Table 3: Refined propositions 
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7 CASE ANALYSIS 

 

With basis in the above propositions, this chapter will analyse two cases using the logic 

of replication, as elaborated in section 2.4 with the purpose of evaluating the 

propositions. The chapter will go through the cases individually, and lastly they will be 

compared to detect differences and similarities on which to conform or reject the 

propositions.  

 

7.1 Case: The Dark Knight “Why So Serious”  

In 2007 Warner Brothers launched a TS campaign in collaboration with 42 Entertainment 

called “Why So Serious”. In 2005 a new Batman movie premiered called “Batman Begins”. 

With the premier of this movie, Chris Nolan, the director and scriptwriter, started a trilogy. 

The next movie in the trilogy “The Dark Knight” (TDK) premiered in summer 2008. The aim 

of “Why So Serious” was to tell the story of Gotham City in between these movies, leading to 

the following objectives of the campaign: (1) Tell the story of Gotham City, (2) engage 

participants to build awareness with both a core and a broad audience, including women, (3) 

introduce and explore the depth of the new, main characters, and (4) present the movie as 

“more than a comic-book” (Norfor, 2009) Thus, the purpose of the campaign was to bring 

Gotham City to life, allowing the audiences to become real citizens of the city, and create 

opportunities, situations, and events for the audience to interact, participate and even 

influence the three main characters of the film and the campaign, the Joker, Harvey Dent 

(District Attorney of Gotham City), and Batman (ibid).  

 

The campaign “Why So Serious” is still today perceived as one of the most complex and 

successful campaigns. Overall, the campaign engaged 11 million participants in 76 countries 

(Bonds, 2011; WSScase, 2009), and it was the biggest opening night in 2008 in USA. The 

increase of total gross worldwide compared to Batman Begins was 168,5 %, and TDK 

increased revenue with 225 % on the opening night in USA. Data shows that there were 50 

million Google, and the amount of UGC was exceptional. Some of the videos posted on 

YouTube received more than 4 million views and 100,000 comments; compared to the 

official trailer, which generated 105,244 views. Regarding the spread of the campaign more 
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than 4 million sites refereed to TDK ranging from film critics, social networks, forums, 

political debates, message boards, and comic sites (Maymann, 2008).  

 

7.1.1 Storytelling  

The story-world of the campaign was very complex and included lots of different narrative 

layers. Overall, the story of the campaign had three main characters, the Joker, Harvey Dent 

and Batman that different narratives evolved around. These narratives intersected several 

times during the campaign. Moreover, the campaign period was very long, and consequently 

the different narratives were spread out, meaning that the individual character’s main 

narratives did not necessarily unfold at the same time (Bonds, 2011; 

WhySoSeriousRedux.com, 2008). 

 

The Joker’s narrative contributed with anarchy and mayhem to the story-world, meaning that 

his intentions were to create chaos in Gotham City by e.g. hacking lots of the websites so that 

they would disappear. In addition, the narrative also included elements of recruiting new 

henchmen to his crew, hence involving participants in the narrative. Moreover, the Joker 

passed sensitive information about inner workings of Gotham’s justice system to the 

participants (WhySoSeriousRedux.com, 2008; Bonds, 2011; WSScase, 2009). The 

involvement of the players in the different narratives allowed for consumers to immersive 

themselves in the story-world from the perspective of the Joker.  

 

Harvey Dent was presented as the saviour in the story-world of Gotham City who protects the 

citizens from crime and corruption. The Harvey Dent narrative added the counter-part to the 

Joker’s narrative in the story-world of Gotham City, contributing to law and order and 

bringing justice to the society of Gotham City. His story revolved around the election of a 

new District Attorney (DA) in which he is a candidate. The intention of Harvey Dent was to 

recruit supporters in the real world helping him to win the election. The fictitious world got 

integrated with the real world as he started campaigning in 33 cities across the United States 

and the supporters rallied in the streets (WhySoSeriousRedux.com, 2008). This election 

within the story-world was running alongside the actual American primary election, and the 

Americans were already experiencing election fever. This made the election of a DA more 
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authentic (Marzouq, 2009). Involving the players in the campaign and blurring the line 

between fiction and the real world created an immersive experience for the players.   

 

Given the objectives of the campaign: introducing new main characters, Batman was not 

presented as the protagonist of the story-world. Instead this story supplemented the stories of 

Harvey Dent and the Joker, in order to give depth to the story-world and link the previous 

movie “Batman Begins” and the upcoming movie “TDK”. Batman was presented as a caped 

crusader taking the laws into his own hands. Although, both Harvey Dent and Batman wanted 

to ensure the safety of the citizens from crime and corruption, Harvey Dent represented the 

law whereas Batman was the villain.  The players could engage in Batman’s story through 

fighting crimes by becoming “citizens of Batman” (WhySoSeriousRedux.com, 2008). 

 

In relation to theory presented on the four elements of traditional storytelling: message, 

conflict, plot and characters, this section seeks to identify these elements within the story-

world of “Why So Serious” (Fog et al., 2009; Salzer-Mørling & Strannegård, 2001; McKee, 

2003; Escalas, 2004). The story of Gotham City revolving primarily around the Joker and 

Harvey Dent is truly complex and contains multiple layers of narratives that intersect at 

different points in the campaign.  

 

The message of the campaign is closely related to the objectives previously presented. The 

purpose is to introduce the new characters to the story-world of Batman, with the intention of 

presenting the new movie. The characters are introduced through a conflict between good and 

evil. The Joker wants to create chaos, kill politicians and rebel against the system. On the 

other hand, Harvey Dent wants to fight crime and corruption playing by societal and 

democratic rules, making Gotham City a better and safer place to live. The plot unfolds 

through the conflict between the two main characters. Concurrent with the Joker’s quest to 

recruit henchmen, he also interferes with Harvey Dent’s campaign, mainly through 

vandalism. The plot is often presented in the sequence of beginning, middle, and ending. 

Although Harvey Dent wins the election at the end of the campaign, “Why So Serious” is 

mainly the middle in between the two movies.  Given that the campaign represents the middle 

within the sequence of beginning-middle-end there is no resolution to the story, as nobody 
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wins the fight between good and evil. This could enhance participants desire to watch the 

upcoming movie, where the conflict and the plot will evolve further.  

 

The main characters of the story, the Joker and Harvey Dent, drive the story-world, and other 

narratives are integrated to supplement and add depth to the story. In relation to the Actant-

model, Harvey Dent is the protagonist who wants to make Gotham City a better place to live. 

In this sense, the Joker becomes the opponent trying to interfere and prevent him from 

winning the election. In both stories the audiences are helpers, whether they choose to side 

with Harvey Dent or the Joker, as they help them reach their objectives. If siding with the 

Joker, he is perceived as the protagonist and Harvey Dent as the opponent, as his intentions 

are to fight crime. The audience furthermore takes on the role as senders, as they are the ones 

voting for candidates and ultimately decides if Harvey Dent can achieve his goal. In this 

sense, Harvey Dent is the receiver as he wins the election.  

 

7.1.2 Platforms 

As previously explained there are three stories within the campaign, namely The Joker, 

Harvey Dent and Batman. All of these stories utilise different platforms in a variety of ways.  

 

With basis in the Comic-Con event, the campaign utilised this event as a platform for the 

Joker to build an army of henchmen. 10,000 dollar bills altered to say “why so serious” were 

handed out to participants encouraging them to visit the website whysoserious.com (Marzouq, 

2009; Bonds, 2011). Later that same day a jet plane flew over the Comic-Con event leaving 

writing in the skies, which turned out to be a phone number, and if you called it there was a 

message from the Joker (Marzouq, 2009). The story then combined offline and online media 

platforms, as the participants at Comic-Con had to pair up with an online player to undertake 

the upcoming scavenger hunt. Online players from all over the world who wanted to 

participate in the story unlocked clues, which revealed GPS coordinates to help offline 

players in the hunt. The hunt took place at different locations in the streets of San Diego, and 

it was streamed live on the internet, as the participants followed clues, painted on their Joker 

faces, and worked with their online partners to solve the puzzles and win the hunt (Bonds, 

2011). Streaming the event online created a point of entry for a wider audience, as it allowed 

for people who were not actively taking part in the campaign to get involved through the 
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activities of others. Furthermore, it shows how synergy effects were obtained through mixing 

traditional platforms, such as a live event with an unconventional scavenger hunt, which led 

to participants feeling an ownership of the story, due to their essential role in the progression 

of the story (Bonds, 2011).  

 

Nokia demanded to be part of the campaign, and 42 Entertainment insisted that their 

involvement had to be “part of the fiction, authentic and add value” (Bond, 2011). In order to 

integrate Nokia to the story, they decided to implement mobile phones as a platform for direct 

contact between players and the Joker. 42 Entertainment launched the Carnival site where if 

you clicked on the mutilated stuffed animals that appeared on the site you would get GPS 

coordinates and city locations. When people turned up at these locations, they found bakeries. 

They were told to ask for a package for Robin Banks. When doing so they were handed a 

clown cake with a message on top saying “call me now” and a phone number. When players 

called the number the cake started vibrating, and they had to dig through the cake to find a 

hidden evidence bag consisting of a phone, a charger and a note saying: “keep this with you at 

all times and wait for my instructions”. This phone was a direct line between the Joker and his 

henchmen (Bond, 2011). This location-based puzzle led to the reward of going to see a 7-

minute prologue released by Warner Brothers where players discovered that elements of the 

campaign were present in the prologue as well. During this puzzle, players had to help the 

Joker steal a bus, and this same bus was introduced in the prologue, where the Joker used it 

for a bank robbery. Given the purpose of the campaign, focus was also on creating synergy 

between the previous movie and the upcoming movie, which is evident in the above story. 

This synergy also yields other advantages, such as ownership. According to Bonds (2012) the 

players who saw the bus in the prologue felt a sense of ownership, as it was due to their 

efforts that the bus was in the prologue. When choosing platforms for the campaign, focus 

was very much on which elements of the story and platforms could increase participants’ 

sense of ownership, as Bonds (2012) sees this as a necessity for keeping consumers 

interested, excited and involved.  

 

This example again shows how media platforms, such as a website and mobile phones were 

used in conjunction with a non-traditional location-based puzzle. Using a variety of non-

traditional platforms keep consumers excited, as they never know what will happen. 
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Moreover, the mobile phone, which enabled the Joker to keep in contact with his army, made 

consumers feel special and they wanted to be henchmen for the Joker. As a result of the 

excitement created by 42 Entertainment, participants started filming themselves in the 

bakeries and posted the videos on their social networks (Bonds, 2011)  

 

In parallel with the Joker stories there were also players who participated in the story of 

Harvey Dent. This story also implemented a vast amount of platforms to deliver the story and 

involve consumers into the story-world of Gotham City. Harvey Dent called thousands of 

fans encouraging them to help him show that the city was ready for change (Marzouq, 2009). 

Harvey Dent involved participants in the election through campaigning in over 30 states of 

the US in Dent mobiles. Integrating physical evidence and collectibles as a sort of platform, 

participants started wearing t-shirts and buttons, rallying through the streets cheering for 

Harvey Dent. At the same time the election was covered in the fictitious online and offline 

newspaper Gotham Times, another platform integrated to keep the involved updated on what 

was going on in the city (ibid.).   

 

The above extracts from the campaign show that a variety of platforms, both traditional and 

unconventional were integrated into the campaign. It created a myriad of touch points for 

consumers to get involved with the campaign, either through joining the Joker’s army, 

campaigning for Harvey Dent or becoming a Batman vigilante (Bond, 2011). A multitude of 

platforms were utilised such as mobile phones, location-based puzzles, partner integration, 

UGC, live events, live action video, audio content, print, email, unique artefacts and 

collectibles, interactive games and online content and websites, billboards, websites and 

scavenger hunts  (Norfor, 2009; Marzouq, 2009).  

 

The structure of the ARG and the story surrounding it created natural synergy effects between 

the different media platforms, as one media obviously led to another, implying that the 

storyline was the driving determinant of platforms integrated. Moreover, one of the objectives 

of the campaign was to involve participants in Gotham City, thus the choice of platform was 

further influenced by a desire to involve consumers. This focus on involvement is also evident 

in the mix of traditional media such as billboards and print and the unconventional scavenger 
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hunt. Here, 42 Entertainment created a synergy between these offline and online platforms as 

a mean for enhancing involvement of multiple players.  

 

An interesting perspective in relation to platforms is how consumers themselves became 

platforms for others to observe and exploit. During the live scavenger hunt, taking place in the 

streets of San Diego, the players had to dress and paint their faces as the Joker, and during the 

election, participants rallied through the streets campaigning for Harvey Dent. Artefacts and 

collectibles, such as campaign posters, buttons and t-shirts, further enhanced this scenario. 

This emphasises how participants voluntarily became platforms for the overall campaign, 

creating buzz and attention around the story-world.    

 

The campaign distributed unique content across a variety of platforms, and the examples 

above show how each platform contributed to what it does best. Using live events have 

positively created the buzz and attention intended when launching the campaign. 

Furthermore, it utilised the interactive characteristic of the Internet and mobile phones to 

involve the consumers in the story through direct dialogue with the characters. According to 

theory, unique content on multiple platforms should encourage further exploration of the story 

on multiple platforms. In relation to involvement there were platforms to explore for 

everyone. Participants could get involved by reading an edition of the Gotham Times, 

wearing a campaign button for Harvey Dent, or engage in deeper involvement by 

participating in live events, such as the scavenger hunt (Parish, 2008). There were a variety of 

platforms and touch points to reach different people, which engaged them at multiple levels.   

 

7.1.3 Target Audience 

When launching the campaign 42 Entertainment utilised the already existing fan group to 

build excitement and anticipation around the campaign:  

 

“Bringing the story to the audience through intercepting them where they already are and 

finding the small passionate community who are already interested and committed to your 

story or subject are the key first steps to developing such an immersive experience” (Norfor, 

2009).  
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The first phase of the campaign launch was to build attention around the story-world of 

Gotham City. This was done through Harvey Dent billboards, which were later changed by 

the Joker; thus billboards were used to generate awareness building up to campaign launch. In 

the following phase, focus was on activating the core audience and broadening it. This was 

evident through the scavenger hunt, which engaged the hard-core players and their presence 

in the streets of San Diego created excitement among a broader audience (Parish, 2008).  This 

is further enhanced by Norfor (2009) who emphasises how the campaign connected with the 

audience by targeting a community of people who were already passionate about Batman 

when undertaking the event at Comic-Con. Then the creative, subversive stories on multiple 

platforms built the participation and involvement of those fans, which helped broaden the 

audience while at the same time deepening their experience and engagement (Norfor, 2009).  

With the intention of transferring ownership of the story to the audience, Bonds (2011) 

emphasises that:  

 

“Whenever you think about intercepting an audience and kind of moving into a space that is 

more interactive and more game – multiple platforms oriented. You have to think about taking 

people who have invested interest, if there are people who are already enthusiastic about 

what you are doing, and you have to intercept them correctly. They asked us how we could 

utilise the power of this kind of entertainment to do so – transfer to the audience, make them 

fell like it is their thing” (Bonds, 2011:11,05).   

 

The above shows that the campaign firstly wanted to create excitement and a sense of mystery 

when introducing the Joker and Harvey Dent through billboards. Secondly, the campaign 

targeted the hard-core fans in order to increase the reach of the campaign and give them a 

sense of ownership of the story, as it would increase their desire to participate and share the 

story. This perspective is further emphasised by CCO, Alex Lieu: “If you give the audience 

the chance to discover things for themselves, then the level of ownership is far greater and 

they become much more passionate advocates for the brand” (Parish, 2008).  

 

There are several elements of the campaign, which emphasise how hard-core fans’ 

participation in the campaign increased activity on social media sites to engage others. The 

previously described billboards encouraged consumers to visit a website where they would 
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see an image of Harvey Dent. At the same time Joker cards were dropped at comic book 

stores, and scanning them with mobile phones would present consumers with an URL. When 

visiting the website they would find the same image of Harvey Dent but now vandalised by 

the Joker. Players had to remove pixels in order to detect a message from the Joker hidden 

under the vandalised image. One player could only remove one pixel, meaning that they had 

to engage others in order to see the message. The hard-core fans immediately encouraged 

others to participate through their social networks, blogs and different other sites, which 

resulted in the engagement of around 100,000 working for 20 hours to reveal the message 

underneath. At the same time lots of stories were being written, and personal images were 

being posted; thus participants distributed UGC (Bonds, 2011). The scavenger hunt also 

emphasises how the hard-core fans were the basis for expanding the reach of the campaign, as 

they had to involve online players to help them during the hunt. Moreover, the story involving 

the location-based puzzle resulted in players posting images to their social networks of 

themselves in front of the bakery proudly portraying them holding the cake and the evidence 

bag (ibid.). Also the Harvey Dent campaign created WOM. Dent reached out to his fans, 

calling each of them, asking them for help in the Gotham DA election. Fellow supporters 

were asked to spread the word by giving away materials and submitting photos and videos of 

themselves campaigning (ibid.).  

 

The above extractions of the campaign show how consumers voluntarily became carriers of 

the brand message to expose to a wider audience. Immersing the consumers in the 

experiences around the story left them with a desire to share these experiences. The players 

either consciously or unconsciously contributed to create buzz around the campaign through 

UGC in their social networks and through their physical presence in the streets, both during 

the scavenger hunt and the election. According to Norfor (2009): “The passion of the global 

audience fuelled brand advocacy to new heights” (Norfor, 2009).  

 

Susan Bonds (2008) emphasises how they used hard-core fans to start a conversation to 

spread virally on social media:   

 

“Social media is a way to bring people into a world that maybe has started in another 

medium or that you created for a brand and give them a role in it. It gives you an opportunity 
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to start conversation. The opportunity to create these worlds and see people get involved in 

them, have them reach out and touch their lives” (Bonds, 2008) 

 

According to Bonds (2008) “Why So Serious” appealed to a broad audience in terms of 

gender and age and she refers to the fact that the campaign had 11 million unique players over 

a time period of 15 months. The campaign started by targeting a small group of hard-core fans 

and due to the connectivity of social media it started a priceless ripple effect. Bonds (2008) 

further highlights that this connectivity means that only one person has to find it and share it 

in order for the message or the story to spread online. Again, this will leave players with a 

feeling of ownership, as they will see how their involvement in the campaign affects others 

through their comments and interest in the story. Bonds (2008) refers to the ARG as an 

immersive entertaining pull experience, and through these entertaining experiences consumers 

will get involved in much more active ways, and if they have fun, they will encourage others 

to join.   

 

According to Maymann (2008): “The key is to reach users when, where, and how they want 

to be reached, while ensuring that commercial messages enhance, and not diminish, the user 

experience” (Maymann, 2008:2). As previously argued entertaining experiences will enhance 

consumers’ propensity to share their stories with others. This was evident during the 

campaign, which resulted in numerous “fake” websites, blogs and social networks (Readon, 

2009). Some of the user-generated YouTube videos received more than 4 million views and 

generated thousands of comments in comparison to the official trailer, which generated 

105,224 views (Maymann, 2008). Moreover, blogsphere.com showed 106,299 blog posts on 

the launch day of the film. More than 200 videos were sent to ibelieveinharveydent.com, and 

additionally more than 4 million sites referred to “The Dark Knight” ranging from film critics 

to social networks, from political debates to news forums, and message boards and comic 

sites (ibid.). This content was regarded as highly valuable property, and by rewarding 

consumers who were demonstrating a passion for the film, 42 Entertainment created both a 

sense of ownership, while at the same time making those people ambassadors for the brand 

(Nettleton, 2008). 42 Entertainment worked from the assumption that: “building on a core 

group of people enjoying themselves, will lead to a broader dissemination of their 

experiences and build anticipation and excitement of the film’s release among a wider 
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audience” (Nettleton, 2008:11).  

 

The above shows how 42 Entertainment successfully targeted a small audience of hard-core, 

loyal fans. Presenting the fans with exciting experiences and giving them the opportunity to 

make contributions to the progression of the story developed a sense of ownership, which left 

them with a desire to share their experiences with a wider audience. The actions of the fans 

both online and offline made them part of the experience for others to observe, so that the 

campaign reached a greater potential audience also encompassing those not taking an active 

part in the ARG.  

 

7.1.4 Community 

One purpose of the campaign was to involve and engage consumers, hence community was a 

natural element of the campaign (Bonds, 2011) “(…) the release of The Dark Knight, it not 

only caused a stir, but also created a universe for Batman fans to organise themselves into a 

cohesive, active, and self-sustaining community.” (Maymann, 2008:4).  

 

During the Comic-Con event in San Diego, 42 Entertainment created a sense of community 

around the story. Bonds (2011) emphasises that when integrating online and offline players, 

the intention was to engage the entire community and not only the ones that showed up at the 

event. Hence, the scavenger hunt was designed to encourage collaboration between the 

attending people and the online community. In this sense, the narrative was integrated as a 

cohesive immersive experience to the entire community, and the feeling of ownership of the 

narrative increased significantly, which is important to involve and engage the players (ibid). 

The online participants were rewarded with the first official teaser trailer for TDK 

(Gothamtrending, 2011; Marzouq, 2009). Bonds (2011) emphasises that it is very hard to 

engage people at specific times; it is on the consumers’ premises and not the other way 

around. Thus, the first criterion to engage consumers is that the experience has to be 

extraordinary to allure consumers. The numbers of participants in the hunt exceeded all 

expectations: “What we didn’t expect, given the popularity of Batman, was that 650,000 

people showed up to help the few hundred people… you know who are on the ground at 

Comic-Con” (Bonds, 2011: 16,30).  
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Another community evolved around the character of Harvey Dent and his campaign to be 

elected as the new District Attorney in Gotham City. In the beginning of February 2008 the 

website “ibelieveinharveydent.com” was updated with a submission field where interested 

visitors could submit their email or phone number. After registration they received an email 

or phone call from Harvey Dent. He called for support and encouraged players to visit 

ibelieveinharveydent.com and join the campaign. Moreover, Harvey Dent challenged the 

supporters to post pictures and/or videos to their social networking sites to publicly show their 

support (Parish, 2008).“We got some really great stuff; a whole high school had done a video 

and got their teachers involved. We got thousands of submissions from over 70 countries.” 

(Parish, 2008). As a result of the huge support showed by players, Harvey Dent announced 

his candidacy. The website showed when Harvey Dent would be campaigning in all of the 

different 33 cities. Volunteers handed out different kinds of campaign merchandise such as 

badges, posters, flyers, and t-shirts, with the tagline “ I believe in Harvey Dent”. (Parish, 

2008; Marzouq, 2009). Again, the number of participants exceeded expectations: “We 

couldn’t have predicted how popular it would be but we saw a 38 % increase in participation, 

mostly among women. I’m sure some of that had to do with the appeal of Aaron Eckhart, but 

also, I think, it was kind of fun” (Parish, 2008). Harvey Dent’s campaign involved more then 

100,000 people in the community, from 56 countries, and it received more then 10,000 videos 

and pictures (Marzouq, 2009).  

 

The above examples show how the communities evolved around the main characters of the 

story, emphasising the purpose of the campaign. Several elements were integrated to enhance 

the sense of community, e.g. how the players had to paint their faces like the Joker and the 

merchandises used in the Harvey Dent campaign such as t-shirts and buttons. Either choosing 

sides with the Joker or Harvey Dent the players were on a joint mission, i.e. the battle 

between good and evil. Moreover, the section on platforms elaborated on how several tools 

such as mobile phones and direct mails were used to foster dialogue between the characters 

and the players. The story-world encompassing all the narratives has had a positive impact on 

the different communities’ involvement and participation. Moreover, people were invited to 

participate and co-create the experiences with each other and with the characters in the story-

world through puzzles, scavengers hunt, live-events, emphasising the triadic relationship. The 
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different narratives were cohesive and adding to the overall experience, which in turn allured 

players to further involvement.  

 

Bonds (2011) highlights that the main drivers for involvement and engagement have been fun 

and interest in Batman, implying that players have mainly been motivated by intrinsic 

motivational factors. Furthermore, this section emphasised the collaborative efforts of 

consumers during both the hunt and the Harvey Dent campaign stressing the social aspect of 

the community. The narratives in the campaign facilitated interactivity and collaborative 

experiences, both online and offline, which enhanced the experience and social relations 

within the community. The live events during the campaign have strengthened the sense of 

community, as virtual ties became real ties. Moreover, these events fostered interaction and 

bonding between players, emphasising the collaborative efforts of the players and the social 

aspect of the community. Creating these intrinsic, flow experiences through the playfulness of 

the game have created entertaining experiences appealing to the community members given 

their motivations of fun and interest.  

 

7.2 Case: Audi A3 “The Art of the Heist” 

In spring 2005, Audi launched the campaign ”Art of the Heist” in collaboration with 

Campfire and McKinney. The story of the campaign revolved around the theft of the new A3 

from a dealership in downtown Manhattan the night before the exhibition at the New York 

International Auto Showdown. The audience was invited to participate in an interactive spy-

narrative across multiple platforms that evolved over the course of three months (New York 

AMA, 2006). 

 

The objectives of the campaign were to (1) create buzz and excitement around the new A3, 

(2) translate the buzz into sales that meet internal, aggressive sales goals, (3) avoid 

cheapening the Audi brand, and (4) qualify leads to test drive (New York, AMA, 2006; 

Monello, 2012). 

 

Within the car industry “The Art of the Heist” is seen as one of the most innovative and 

successful campaigns. 500,000 participated on an on-going basis and the campaign received 

more than 45 million PR impressions showing its success in generating buzz. Moreover, the 
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positive brand attitude of Audi increased. Test-drives reached the internal objective leading to 

an increase of sales by 15.9% (ibid.).  

 

7.2.1 Storytelling 

The campaign started with the theft of the new Audi A3 the night before an exhibition at the 

New York International Auto Showdown, and all efforts were put into finding the car with the 

help of the audience. The car was stolen from a dealership at Manhattan, and people who 

walked by at the night of the theft could have seen two thieves smashing a window and 

stealing the car after which the thieves were chased by security guards down Park Avenue. 

The following day “wanted flyers” were handed out to the public asking them for help in 

finding the stolen A3 (AudiCase, 2010).  

 

On Audi’s website it was announced that they had hired a (fictitious) agency named Last 

Resort Retrieval, which specialised in recovering high-end stolen arts. This introduced the 

main characters to the story, Nisha Roberts and her boyfriend, Ian Yarborough. The website 

lastresortretrieval.com contained information on the case such as recordings of phone calls, 

faxes, messages, receipts, and further clues to be investigated. This information revealed that 

six more Audis were stolen containing SD cards with coded information about the master 

plan “Art of the Heist”, and one of the cars contained the key to decrypt the coded 

information. Players not only investigated the original theft they further needed to help find 

the remaining cars to stop a forthcoming heist (Leavitt, 2005; Kiley, 2005; AudiCase, 2010). 

This extension of the story allowed consumers to further immerse themselves into the 

investigation and the story.  

 

Besides introducing Nisha Roberts and Ian Yarborough from Last Resort Retrieval, the 

fictitious world-famous game designer, Virgil Tatum was integrated into the story. He was a 

great admirer of Nisha Roberts and wanted to design a game based on Roberts’ exploits. He 

further hoped to find the stolen Audi and in return obtain a lucrative deal with Audi allowing 

him to use their cars for future games (AudiCase, 2010). The main characters raced across the 

country to solve the mystery while at the same time evading getting killed, as the mastermind 

behind the theft had sent assassins to stop them (Leavitt, 2005).   
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The narrative culminated after a three-month period at Virgil Tatum’s game launch-party at 

the exclusive Viceory Hotel in Santa Monica. More than 300 guests attended the launch-

party, including celebrities, reporters, and participants in the campaign. Moreover, the event 

was live-webcasted so everybody could follow the launch-party online. Events took an 

unexpected turn when it was discovered that Virgil Tatum’s business partner, Emile 

Smithson, was behind the heist. On that same night Nisha Roberts and Ian Yarborough found 

the missing A3 with the help of the players. Both offline and online players followed the 

successful outcome of the story (AudiofAmerica, 2005; Leavitt, 2005).  

 

In relation to the four elements of traditional storytelling: message, conflict, plot, and 

characters, the following section will elaborate on these elements within the story-world of 

“Art of the Heist”. The brand message is the launch of the new Audi A3 in USA. The conflict 

arises when the new car is stolen from the dealership the day before a big exhibition at the 

New York International Auto Showdown. Moreover, the story gets more depth by adding 

another conflict into the narrative, as players need to find six SD cards to identify the master 

plan of an upcoming theft called “Art of the Heist”. This extension of the conflict contributed 

to the excitement of the narrative with the intention of further involving the players. The plot 

evolves through an “episodic schema” with a clear beginning, middle and ending. The plot is 

for players to investigate who is the mastermind behind the “Art of the Heist”. As previously 

described the campaign starts with the theft of the A3 from the dealership after which the plot 

escalates due to the extension of the story. Lastly, the conflict is resolved as the mastermind is 

revealed at the live event at the Viceory Hotel.  

 

The story mostly revolves around the two protagonists, Nisha Roberts and her boyfriend Ian 

Yarborough, as they are the ones trying to solve the crime and mystery. The third character 

Virgil Tatum is a protagonist as well, but his role in the story is mostly to add depth and trust 

to the campaign. The audience take on the role as helpers, as they assist the protagonists in 

researching the crime. The opponent in the narrative is the unknown mastermind, who 

eventually is identified as Virgil Tatum’s business partner, Emile Smithson.  
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7.2.2 Platforms 

The campaign used a variety of platforms both traditional and unconventional, such as actors, 

character websites, blogs, podcasts, emails, live events, print, and PR (Leavitt, 2005). The 

way the campaign utilised these platforms and the synergy effects between them, blurred the 

line between fact and fiction, and players not only saw the story unfold, they played active 

roles in it (New York American Marketing Association, 2006). The campaign created its own 

media, as most of the campaign unfolded on three character websites. Most of the campaign 

platforms led to one or more of these sites where players could follow conversations between 

the main characters of the story. To drive people to these sites and add value to the storyline, 

Campfire used magazine adds, RRS feeds, TV, print and billboards. Furthermore, there were 

several live events where the characters interacted directly with players. Through mixing 

online and offline platforms the reality and trustworthiness of the campaign was increased 

(ibid.).  

 

To increase awareness around the campaign, Audi started distributing flyers that announced 

the missing Audi. The vehicle’s identification number was listed on these flyers. People who 

saw the car were asked to call a phone number or visit Audi’s website. On the website, Audi 

announced their collaboration with Last Resort Retrieval to investigate the theft. There was a 

link on the site, leading to a “false” company website lastresortretrieval.com, People would 

find a private intranet with clues, such as tapped phone calls, surveillance videos and puzzles. 

To build trust around the company, phony advertisements stating the services and contact 

information of Last Resort Retrieval were placed in issues of Wired, Esquire, and USA Today 

(Teague, 2007). The credibility of the story created around the Audi theft and this company 

appeared when a journalist from a major magazine sent an e-mail through an advertised 

website wanting to speak to Ian or Nisha as a source for a story. “We e-mailed him back 

saying they were unreachable and out of the country, which seemed like the best response” 

(Kiley, 2005).  

 

Another interesting element of the campaign was the television spot. A traditional platform 

used in an unconventional way. It showed the important contribution of traditional media in 

making the campaign interesting. The spot featured interior and exterior images of the new 

A3 highlighting all the desirable qualities of the car (Kiley, 2005). To relate the commercial 
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to the campaign’s narrative, text appeared during the spot instructing the public to take action: 

‘If you have any information regarding the location of a stolen 2006 A3 with VIN#: 

WAUZZZ8P65A045963,’ you should report it on the audiusa.com/a3 website (Teague, 

2007).  The spot was intended to draw the viewers to help finding the missing A3 while at the 

same time promoting the features of the car, disguising it as characteristics of the car to help 

consumers identify it if they saw it. Consumers who were aware of the campaign would 

clearly understand the message, while it would evoke curiosity in other viewers; thus the spot 

made sense without being part of the game, but the players understood the ads in a different 

context (Kiley, 2005). Logically linking the spot to this website potentially made consumers 

explore other platforms of the campaign and the story.   

 

According to Monello (2012), TV ads are not sufficient in themselves, but if they are used in 

sync with other media they will be successful. A TV spot potentially increases reach, if 

people are even watching the commercial but it does not allow for consumers to engage in the 

story. The spot used in the Audi campaign provided something unique to the story, while at 

the same time it could be consumed by viewers not aware of the on-going game. Adding the 

digital component left opportunities for further exploration. It shows how considerations were 

made on how to use each medium for what it does best, and at the same time creating a 

synergy effect between media encouraging consumers to immerse themselves on a variety of 

platforms containing unique contributions to the story.  

 

In addition, Audi focused on keeping the players up to date on the story so that they would 

not miss out on important information. Having characters on the three different sites 

communicate with each other so that the participants could follow their conversations served 

this purpose. Moreover, Audi had hired a blogger disguised as a player who would blog about 

the progression of the story so that both the active players and passively engaged could follow 

the story. Additionally, wild postings were used to inform the public about what was going on 

with the investigation of the stolen car (AoA, 2005).  

 

The above extracts of the campaign show how using traditional and unconventional platforms 

create an entertaining and unexpected experience in which players can immerse themselves. 

Audi introduced the campaign using multiple platforms, including unique opportunities for 
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live participation by players at events across the country, as well as traditional platforms such 

as TV and magazines (AoA, 2005).  

7.2.3 Target Audience  

This case presents an interesting perspective on considerations in relation to target audience, 

as the audience of the campaign were not the same as for the car. Based on extensive research 

on their target audience and previous experience with campaigns, Audi wanted to address the 

audience in an innovative and fun way.  They defined the target audience as 25- to 34-year 

old, college-educated, upper income males (Teague, 2007). The buyers were further 

categorised as “Type-i” with the “i” referring to intelligent, independent, innovative and 

influential, meaning that they are influential among their peers. Moreover, they were 

characterised as style-focused, tech-savvy and web-addicted, detaching them from traditional 

media, which means that they enjoy content with complex, serial storylines that blurs the line 

between reality and fiction (New York American Marketing Association, 2006). This 

audience does not appreciate advertising shouting at them, and telling them what to do and 

buy. Aware that this target dislikes mainstream advertisements, they decided to launch an 

atypical campaign (Teague, 2007). Instead, the campaign targeted an audience of video-game 

enthusiast, relying on them to create buzz and attract a wider audience of young, affluent, 

“Type-i”, early adopters. The purpose of the campaign was to excite the hard-core gamers 

with the depth and authenticity of the campaign and use the buzz they created to engage and 

attract the potential buyers and others.  

 

The campaign used sites such as Internet forums, online blogs and virtual bulletin boards to 

make contact with the target audience. Campfire assumed that if enough trendsetting game 

players publicly approved of the campaign through these social media sites, their opinions 

would persuade the more affluent A3 target audience (ibid.). Taking into account the general 

interests of the target audience, the live events took place at the Coachella Music Festival and 

the E3 Video Game Convention (Monello, 2012). The campaign created extensive buzz and 

excitement around the A3 and it further resulted in more than 45 million PR impressions, and 

consumers spent, on average, from 4 to 10 minutes at each of the three story sites. Through 

the engaging brand experience, the campaign managed to create a community of participants 

who protected the campaign from naysayers, emphasising how involvement created brands 
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advocates (New York American Marketing Association, 2006). These loyal participants also 

created UGC in the form of fan sites, such as “Top 10 Reasons to Play Art of the Heist” and a 

variety of other sites where people could follow the actions of the players and the progression 

of the story (Leavitt, 2005; AoA, 2005). The players desire to create UGC were also a result 

of their participation in the plot development, allowing players to develop an emotional bond 

and create a sense of ownership of the story (Hoxsey, 2005). Most interesting was the fact 

that car enthusiast sites followed the story as well, providing evidence that the gamers had 

successfully attracted the attention of potential buyers (Kiley, 2005). “Connecting the auto 

people with the gaming people was a huge bonus” (Kiley, 2005). Although some of these 

potential buyers were not in the market for a car during the campaign, the viral success and 

buzz around the campaign created a positive image in the minds of the consumers so that they 

would hopefully consider Audi when wanting to buy a car.  

 

Consistent with theory presented on hard-core fans as the primary target audience, Audi 

targeted these consumers with the intention of widening the audience. Given that the 

prospective buyers of the A3 were characterised as e.g. tech-savvy and early adopters it was 

assumed that if creating enough buzz around the campaign by the gamers, it would appeal to 

these potential buyers. This line of thought is presented in figure 4. Results presented above 

showed that extensive buzz and UGC was created and it effectively reached the prospective 

buyers.   

 

Fig. 4: Audi's Target Audience Strategy (NY, AMA, 2006) 
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7.2.4 Community 

“Art of the Heist” is structured around the transmedia technique, ARG, meaning that the 

story-world unfolds in real time, both online and offline. Consumers were invited to 

participate in the investigation through active dialogue with the main characters on a daily 

basis. Moreover, there were actual missions that the audience could influence through 

webcasts and some players were recruited from live-events to participate in planned destined 

missions (AudiofAmerica, 2005; AudiCase, 2010; Leavitt, 2005; New York AMA, 2006) 

 

The campaign was designed to involve consumers and make them collaborate to progress the 

narrative (AudiofAmerica, 2005). Thus, the narrative and the characters were crucial to attract 

consumers, as their role were to engage and build relationships with players. The characters 

and their websites were pivotal to form communities. Through these communities players 

could engage in dialogue with the characters and with each other, and in this sense, players 

could engage and get involved in the story. As previously mentioned, lots of materials like 

email correspondence, security films, blueprints, maps, phone recordings, conversations 

transcripts, suspect lists, surveillance videos, sound recordings, films of the narrative etc. 

were dispersed on lots of websites during the campaign, and consumers could retrieve 

important information in their quest to help the characters solve the mystery. Moreover, the 

narrative used live-events to engage the community, and webcasts were set up so that all 

community members could experience the live-events if they were not able to attend them 

(AudiofAmerica, 2005; AudiCase, 2010; Leavitt, 2005; New York AMA, 2006; Kiley, 2005).  

 

“(…) The characters have set up an image webcast for their worldwide audience to tune in as 

things happen. This means that all players (and not only those who can make it to Atlanta) 

will be able to take part in this unique opportunity. Community members are extremely 

excited about this event, and are eager to find out what will happen in this exciting ARG.” 

(Waite, 2005). 

 

The characters’ and Audi’s websites were the main sites in the story-world, however lots of 

other websites were included. No official website actually facilitated a forum or such for the 

community. However, fans developed UGC websites and hence the community could interact 

and follow the narratives in the story-world of the campaign through engaging in these 
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websites. The importance of these user-generated websites is evident in figures, which show 

that online discussion of the A3 increased four times (Hoffman-Dolan, 2008). According to 

Newman, Account Director at McKinney:  

 

“Fans have also launched Web sites, such as Smirkbox.com and Argn.com, that enable 

devotees to follow the action. The fan sites are a necessity for anyone who wants to delve into 

the story. Car-enthusiast sites, such as VWVortex.com, have followed the story as well. 

Connecting the auto people with the gaming people was a huge bonus.” (Kiley, 2005). 

 

According to Monello (2012), people join communities as a motive for sharing their interest 

in the Audi campaign and all the elements it includes. The campaign creates a space and a 

reason for people to come together and connect with each other. One of the key reasons that 

these communities appeal to consumers is that they do not push content and stories, but rather 

they create a pull effect caused by the relevancy and storytelling consumers find interesting 

and become passionate about.  

 

“In our case with Audi, we can take a story around Audi, we can do a spy story, and I think 

there’s a certain type of person that it appeals to, and people will use that experience and 

because of social desires they will use it to connect with other people. In a way two people in 

an experience like that, there’s a little bit of that ‘hey, you like this, I like this, we’re cool, we 

can talk, we can chat.’ I think people do that all the time right, that’s the reason fan 

communities exist” (Monello, 2012:5). 

 

The above implies that consumers are motivated mainly by intrinsic factors such as interest, 

passion and social relations. Interestingly, in the case of Audi, they target a different audience 

than the actual potential buyers, meaning that the players do not per see have an interest in the 

brand; rather they are attracted to the fun and innovative design of the game. Engaging in 

dialogue with the characters and other community members, emphasise the triadic 

relationship within a community, and players co-create the experience. The online community 

serves as the forum for joint consumption enhancing social relations through the collaborative 

efforts of the players. These social ties become real when players meet at the live events. The 

fact the participants could engage in the live, spy-story-world cultivated interaction between 
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members of the community. Creating flow experiences that appealed to the intrinsic 

motivations of the players, through the entertainment value of the game, affected their desire 

to participate, and strengthened relationships within the community.  

 

7.3 Case Findings and Reflections  

The two cases of transmedia storytelling illustrate how two companies approached the 

concept of TS in relation to storytelling, platforms, target audience, and communities. In order 

to learn from the case findings, this section will reflect on differences and similarities with the 

intention of rejecting and/or confirming the proposed propositions.  

 

7.3.1 Storytelling 

Based on the case studies it is found that both cases structured the ARG around traditional 

storytelling elements, especially emphasising the characters role in creating an immersive 

experience that involves consumers. Both cases indicate that the message of the story is 

guided by the purpose of the campaign. The plot unfolds through the conflict, which in both 

cases are resolved by the audience through their participation in the progression of the plot, 

and hence the story. The cases position the main characters as protagonists and the consumers 

as helpers. Assigning the role of helper to the audience increases their sense of ownership, as 

this role affects the progression of the story, which is evident during the scavenger hunt, 

campaigning for Harvey Dent or helping Nisha Roberts unlocking clues. The protagonists are 

the main drivers to involve consumers, as they engage in an on-going dialogue with the 

audience, hence the helpers. Moreover, the campaign utilises the protagonists’ characteristics 

and values in the story-world, resulting in the audience relating to one of the characters, 

Harvey Dent or the Joker, and immerse themselves in their stories.  

 

ARG’s follow a somewhat chronological order, emphasising the beginning, middle, ending 

order of traditional storytelling. Although, both cases follow the logic of this order, they 

somehow differentiate. Given the purpose of “Why So Serious”, the story-world as a whole 

represents the middle. At the same time, different narratives ended during the campaign, such 

as the election of Harvey Dent. “Art of the Heist” starts with a presentation of the conflict – 

the stolen car. The conflict escalates during the campaign period and ends with the resolution 

of finding the car and reveals the mastermind of the heist. The complexity of the 
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chronological order and the depth of the story-world around “Why So Serious” appeal to the 

hard-core audience, and at the same time the campaign offers unique stories that can be 

experienced by a more casual audience, hence “Why So Serious” allows for both the hard-

core fans and the casual audience to get involved in the story.  

 

Conclusively, the cases show that the key to involving the players in relation to the story is 

their involvement with the characters through on-going dialogue, and designing the story so 

that consumers are allowed to affect the progression. The above shows that these 

requirements are fulfilled if the story-world encompasses traditional story elements where the 

characters invaluable contribution is emphasised. Hence, P1 is confirmed: 

 

P1: A TS campaign will effectively involve consumers if the branded story-world is structured 

around traditional story elements? 

 

7.3.2 Platforms 

Both “Why So Serious” and “Art of the Heist” utilised a vast amount of platforms, both 

online and offline, such as websites, live events, billboards and emails. Several advantages are 

identified by utilising the synergy effects between traditional and unconventional media, such 

as blurring the line between reality and fiction, foster dialogue and collaboration, and give the 

players a sense of ownership. In the case of “Why So Serious”, it is especially evident in the 

utilisation of artefacts and collectibles, and during the scavenger hunt where players had to 

collaborate. Audi’s TV spot also emphasises how the real world intersects with the fiction, as 

the spot contained elements both appealing to the gamers and the end-users of buyers. 

Moreover, they increased trust when advertising for their collaborator, Last Resort Retrieval, 

in newspapers and magazine.   

 

Characteristic of both cases is the use of interactive media to involve consumers. Both 

campaigns revolve around the stories of the protagonists, and through dialogue both online 

and at live events, they encourage players to immerse themselves in the stories. Through 

dialogue on these platforms, they continually ask for consumers’ help, hence emphasising 

their role in the progression of the story, keeping them entertained and interested in the story. 

Especially the live events, such as the campaign for Harvey Dent, involved consumers while 
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at the same time making them platforms and carriers of the story for others to observe and/or 

participate in.   

 

Through implementing a wide variety of platforms both cases create a myriad of entry points, 

and participants can involve themselves at different levels on these platforms. Both 

campaigns designed experiences that could be consumed singularly or in conjunction. 

Reading the Gotham Times does not entail further involvement, e.g. following Harvey Dent’s 

campaign, but doing so will create a more immersive experience. The same goes for the TV 

spot, which makes sense on its own, but also allows for further exploration on other 

platforms. The somewhat chronological order of the ARG’s create a natural synergy effect 

between platforms, as following multiple platforms presented as a means to distribute the 

story will allow for deeper involvement if explored. 

 

Considering the findings of the cases the following proposition is confirmed: 

P2: The depth of consumers’ involvement with the campaign is dependent on successful 

synergy effects between the different media platforms chosen for the campaign.  

 

7.3.3 Target Audience  

The analysis shows that both cases target hard-core, loyal fans relying on them to create the 

buzz to attract a wider audience following the logic of the “Engagement Pyramid” (fig. 5.1). 

Audi deviates somewhat from this approach, as the target audience for the campaign was not 

the same as the potential buyers of the new A3. They target the trendsetting gamers, as they 

believe the two audiences share a common interest in new trends and innovative 

developments. Measurements of the campaign demonstrate that it was a successful strategy.  

 

As a reflection of the target audience’s interests, “Why So Serious” targets an audience, 

which is already interested and passionate about the brand at the live event Comic-Con. 

Intercepting them on their premises in a highly relevant context increase excitement around 

the campaign. The scavenger hunt increases awareness of the campaign to a wider audience, 

and the creative, subversive stories on multiple platforms enhance the involvement of these 

fans while at the same time broadening the audience. Moreover, the active participants are 

exposed to stories where the completion is dependent on involving their social network.  
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Within both cases participants voluntarily become carriers of the brand message to expose to 

a wider audience. This is especially evident during the live events utilised by both cases. 

Immersing the audience in the experience through their contribution to the stories progression 

enhance their sense of ownership and leave them with a desire to share these experiences.  

 

The analysis shows lots of UGC was distributed during the campaign, including blogs, and 

websites that followed the storylines and kept both passive and active consumers updated. 

Other sites functioned as forums for discussing and commenting on the campaign 

emphasising C2C interaction and communication. Additionally, the UGC extended the 

experience of the campaign that was shared by participants in their social networks, 

highlighting the possibilities for connectivity through social media.  

 

The findings in the case analysis supports the proposition, hence P3 is confirmed: 

Distributing relevant and exciting content to brand loyals and hard-core fans helps to grow 

the campaign organically to ensure reach and increase the number of participants. 

 

7.3.4 Community  

It has been identified that the communities in both cases revolve around the protagonists in 

the story-world. Participants engage in dialogue with these characters and get instructions or 

clues that are shared and discussed in the communities, emphasising the triadic relationship. 

Moreover, a vast amount of UGC is distributed during the campaign resulting in the 

emergence of user-generated communities. This implies that communities are fragmented 

deviating from the traditional perspective on brand communities. In the Audi campaign, 

players can interact with the characters on their respective sites, but at the same time engage 

with other players on user-generated websites, as they operate as meeting places where 

participants can share their experiences and collaborate to further progress the narrative. This 

also applies to the campaign “Why So Serious” where players formed their own communities.  

 

The narratives and experiences provided by both campaigns captivate the audience and 

strengthen the sense of community among members, which increase their desire to participate. 

“Why So Serious” integrates physical artefacts to further enhance the communal feeling when 

players had to paint themselves as the Joker. Moreover, the live events in both campaigns 
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strengthen the feeling of community, as players gather around a common interest and passion 

for the story or the brand. Emphasising the interests of the target audience, addressing them at 

Comic-Con and gaming events appeal to the intrinsic motivational factors of interest and 

passion, but also unify the players as a group, through their collaborative efforts in 

progressing the story, supporting the social relations between participants. Providing intrinsic, 

entertaining experiences that appeal to the players, fostering collaboration and interaction 

between members, will increase their desire to involve themselves in the story-world of the 

ARG. Hence, P4 is confirmed: 

 

P4: Facilitating intrinsic experiences through dialogue with community members will 

increase consumer involvement. 

 

7.3.5 Evaluating Propositions 

 

 
Table 4: Overview of Propositions 
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8 INVOLVING CONSUMERS IN TRANSMEDIA STORYTELLING  

 

Based on the literature review and the research findings, both the expert interviews and 

the case studies, the following chapter aims to summarise and discuss the main aspects 

and insights on how to effectively involve consumers in a TS campaign. The chapter is 

structured around the four propositions. Furthermore, it includes a section on motivations 

and how it relates to involvement, as the case analysis showed that it influences how the 

campaign should be designed taking into account consumers’ motivation for 

participation.  

 

8.1 Motivation for Involvement  

Theory suggests that utility and rewards, social relations, identity and image construction, and 

interest and passion will mainly motivate consumers. Both cases show evidence that the 

driving motivational factors, for consumers participating in the campaigns are interest, 

passion and social relations. Moreover, both campaigns involved intrinsic rewards such as 

their influence on the stories progression, transferring ownership to the players, which proved 

to affect their involvement positively. One of the purposes of the Audi campaign was to 

position the brand as innovative, in the minds of the consumers. Given that Audi is a luxury 

brand, it could be assumed that the symbolic value will influence consumers’ motivation to 

buy the car, although the analysis does not provide evidence of this.  

 

As suggested in theory no extrinsic rewards were used as motivation, which is in line with the 

experts view on the negative effects of e.g. monetary rewards, as it will diminish the sense of 

community, and if no apparent link exists between the rewards and the campaign, companies 

have failed to see the long-term effects of the campaign. In relation to passion, theory stated 

that consumers often participate based on the entertainment value and to influence the 

campaign outcome (Black et al., 2007). Especially, Monello (2012) emphasises that people 

want their participation to be meaningful, emphasising their role in progressing the story, as a 

result of their interaction. Participants of the two cases were also driven by a desire to socially 

engage with other players, which was evident during e.g. the scavenger hunt, where players 

gathered to collaboratively complete the hunt. Hence, a prerequisite for effectively involving 

consumers in the campaign and the story-world is through a deep understanding of the target 
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audience’s interests, and designing the story so that consumers are allowed to influence the 

progression interacting with others on interactive, social media sites.  

 

8.2 Storytelling  

Emphasising the relationships between storytelling, platforms, target audience and 

community, within the conceptual framework presented in section 5.5, every element of the 

story should embrace consumers’ motivations for participating. Findings from the case 

analysis emphasise the importance of structuring the story around traditional story elements, 

as the conflict is what involves the consumers, and their role as co-creators of the story is 

enhanced if players are given the role of helpers, hence they become co-creators of value 

(Vargo & Lusch, 2004). Consistent with theory, both cases show that the conflict drives the 

story, and sustains their interest through the constant evolvement until it is resolved. The 

design of the story-world will appeal to players’ social motivations if the conflict is resolved 

through the collaborative efforts of players. Both cases show the importance of structuring the 

story so that the protagonists are facilitators of dialogue. Moreover, the protagonists should 

transfer ownership to the players by continually tasking them during the campaign. 

 

The complexity and depth of the story-world around “Why So Serious” provides the 

opportunity for highly active players to immerse themselves, and at the same time, unique 

narratives offer experiences for the casual, engaged audience members and passive audience. 

On the other hand, it can be questioned if this complexity of the campaign will make it too 

difficult for the casual audience to follow. In relation to “Art of the Heist”, it seems to be 

easier for casual and passive audiences to follow and be involved in the campaign at multiple 

levels. This might be a result of the narrative following a more logical, chronological order 

with a clear resolution of the conflict.  

 

The experts all agree that experiences should create curiosity and excitement, as consumers 

desire entertaining experiences, which was also emphasised by Firat et al. (1993), when 

characterising the contemporary consumer as experience seeking. Presenting the brand 

message as a story and an experience is not perceived as traditional marketing push, and 

consumers are more inclined to pay attention to the message. Consistent with theory and 

expert findings, if messages are presented through stories, and integrating consumers into 
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these messages will result in deeper involvement, as brands become part of everyday 

conversations, which is evident in the vast amount of UGC distributed in both campaigns.  

 

The above shows several considerations to be important regarding the design of the story to 

involve consumers. Especially important is the design of the conflict, which determines the 

quality of the story and consumers involvement. Findings show that it should be designed to 

involve consumers through their necessary contribution to resolve the conflict. Both cases 

show that positioning the players as helpers naturally involves them in the conflict, 

emphasising the consumers desire to contribute to the progression of the story through 

collaborative efforts. Contemporary consumers desire these experiences and if the message is 

presented through an experience they are more inclined to positively receive the branded 

message. This was exemplified in the analysis of Audi showing that consumers protected the 

brand even though they were aware that Audi sponsored it.  

 

8.3 Platforms  

Both cases implement a variety of platforms presenting unique stories. Coherent with theory 

and findings within the expert interviews this allows for further involvement in the story-

world as each platform contributes to what it does best, resulting in multiple entry points. 

Theory on contemporary consumers implied that they are fragmented, and when they get 

bored they move on rendering them disloyal (Firat et al., 1993). Allowing consumers to co-

create the experiences through involvement on multiple platforms potentially hold their 

interest and attention for an extended period of time. Creating excitement and curiosity 

through fragmented stories on an array of platforms could create curiosity while at the same 

time allow for deeper involvement.  

 

Emphasised in the findings of the case analysis is the effectiveness of creating synergy 

between traditional and unconventional media. Both cases show examples of how choice of 

platform has, among other things, been a reflection of consumers’ interests, such as the live 

events at Comic-Con and the E3 Video Game Convention. These live events furthermore 

blurred the line between reality and fiction, as real props such as merchandises were 

integrated into the campaign. The TV spot showed how stories on platforms could address 

both the consumers who have an interest in the campaign, and at the same time appeal to an 
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audience not aware of the campaign. It showed the importance of synergy effects between 

platforms, as it encouraged further exploration, and the link between the TV spot and Audi’s 

website was relevant for both audiences.  

 

Based on the above it is found important to choose platforms that integrate the story, meaning 

that stories are more involving if the conflict progresses through dialogue and collaborative 

efforts. Interactive media embrace consumers’ motivation of social relations while at the same 

time allowing for consumers to get deeply involved in the story-world on multiple platforms, 

which is in line with perspectives presented both within theory and expert interviews.   

 

8.4 Target Audience  

The literature review and research findings, including the expert interviews and the case 

analysis, emphasise the effectiveness of targeting hard-core, loyal fans relying on them to 

create buzz that will attract a wider audience. This was exemplified in the “Engagement 

Pyramid” (Phillips, 2012) and within the expert interview with Monello (2012), who 

categorises the audience as divers, dippers and skimmers. Hard-core, loyals and divers hold 

positive attitudes towards the brand, which means that they are more inclined to receive the 

message in a positive way, and share their experiences in the campaign with their peers.  

 

Findings and insights throughout the thesis imply that if you want to involve a broader 

audience targeting the hard-core fans is an appropriate strategy to do so. Involving the 

consumers in the story will positively affect their desire to share their experiences, but at the 

same time, findings show that players will only stay interested if they feel some sense of 

ownership through their contributions to the progression of the story. Both theory, and 

findings within the expert interviews and cases indicate that consumers’ interest stems from a 

feeling of excitement and curiosity. Both cases show that excitement can be evoked by 

designing the story so that players help resolve the conflict through an on-going dialogue with 

characters and other consumers. Allowing for further exploration at multiple platforms will 

potentially enhance both excitement and involvement.   

 

In relation to the findings elaborated in section 8.2, giving the hard-core fans the opportunity 

to explore things for themselves will give them a sense of ownership making them more 
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passionate brand advocates. Consistent with theory this sense of ownership will make players 

introduce the story to their peers (Black et al., 2007). Targeting these fans on their terms, you 

bring the experiences into their lives and they will start conversations that spread virally. 

Moreover, the cases show how social media started a ripple effect, evident in the vast amount 

of UGC distributed in relation to both cases. This was also evident in theory stating that the 

ripple effect creates WOM, on which the fans can influence others through peer-to-peer 

communication, as consumers are more inclined to listen to people within their social 

network.  

 

8.5 Community  

Both literature on TS and empirical findings emphasise that community is a vital part of TS 

campaigns, because of the collective intelligence that progresses the storyline in the branded 

story-worlds. Moreover, the community typically represents the hard-core fans or brand-

loyals who are generating the buzz and WOM as elaborated in the previous section. 

Consistent with literature, the experts, and the findings in the case studies indicate that 

consumers gather around interests, passions, and social relations with other people, enhancing 

the feeling of belongingness; e.g. Monello emphasises that interpersonal relationships are an 

important motivational factor to join a community. The campaign “Why So Serious” 

demonstrates that implementing physical artefacts strengthen interpersonal relationships 

among the members in the community. Also, both cases show how virtual ties become real 

ties through the live events staged, highlighting their emphasis on the social aspect of 

communities.  

 

According to Firat & Schultz (1997) the contemporary consumers are characterised as partly 

disinterested, meaning that brands only get their attention and engagement, as long as they 

find it interesting and it excites them. Hence, brands need to facilitate narratives and other 

forms of experiences that captivate the target audience through interest and curiosity to 

strengthen the community. This is in line with the perspectives of the experts, who agree that 

facilitating exciting storytelling evokes some kind of intrinsic satisfaction in the consumer. 

Moreover, some of the experts emphasise that such experiences enhance interaction and 

conversation between the consumers in the community. The cases show that if consumers are 
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presented with exciting and cool content they want to share it with others, which is implied in 

the vast amounts of UGC.  

 

The case studies demonstrate elements of extraordinary experiences, which Schouten et al. 

(2007) refer to as flow experiences, which is a combination of performance and experience 

that is playful and produce a state of transcendence. Based on Firat  & Venkatesh’s (1991) 

assumptions regarding contemporary consumers seeking hyperreal experiences that are 

unusual, imaginative, creative, and exciting, TS campaigns seem relevant to strengthen a 

community in accordance to literature and case studies.  

 

The case studies show that the protagonists of the story-world facilitate the triadic dialogue 

between the brand and the participants, and also between the participants. This is done to 

attain their interest in the campaign. Moreover an important design element is that participants 

are invited to co-create the experience with the protagonists, thus the characters are an 

appropriate element to involve and engage communities and consumers.  

 

It is evident in the case studies that communities mostly emerge through user-generated 

websites, and no official forum facilitated C2C interaction and communication. According to 

Stigler (2012) this traditional perspective on communities has changed in accordance to the 

contemporary consumer culture. Consumers are fragmented and do not necessarily visit the 

same forum to interact or experience a given event. Communities have become hyper-

contextual, meaning that it is on the consumers terms, thus communities emerge if consumers 

find it relevant and then they will create “user-generated” forums, emphasising the 

perspective of Prahalad & Ramaswamy (2004a) that it is not the companies that solely stage 

experiences, but increasingly consumers themselves.  

 

The above discussion of the findings, including both theoretical and empirical research have 

emphasised key elements to consider and incorporate into a TS campaign in order for it to 

effectively involve consumers. Important to emphasise is the interrelatedness between the 

different propositions, as emphasised in the conceptual framework in section 5.5. It is the 

relationship and synergy effects between these that will most effectively involve the 
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consumer. The discussion elaborated on key elements within each propositions highlighting 

considerations to be made on how to effectively involve consumers.  
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9 SUGGESTIONS FOR FUTURE RESEARCH 

 

This chapter aims to acknowledge the limitations of the research conducted and suggest 

topics for future research that are relevant contributions to the concept of TS. 

 

The theoretical findings suggest that consumers are motivated to participate based on intrinsic 

motivational factors such as rewards, social relations, identity construction, and interest and 

passion. Findings in the case analysis mainly imply that participants are motivated to engage 

in the campaign based on interest and passion for the brand, or ARG’s in general, and social 

relations. Throughout the thesis it has been argued that companies need to understand 

consumers’ motivations, as they will influence how to design the campaign, and their desire 

to share their experiences with others. Based on this, it is suggested that future research could 

undertake studies on the behaviour and motivations of contemporary consumers, specifically 

in relation to TS campaigns.  

 

As mentioned in delimitations, the scope of the thesis is narrowed to illuminate involvement 

in relations to TS campaigns and not to the franchise as a whole. The analysis and findings 

emphasised several measurements of success, such as PR impressions, number of 

participants, and UGC. Given the characteristics of the contemporary consumers, implying 

that they are fragmented and disloyal, it can be questioned whether the involvement in the 

campaign reflects long-term involvement with the brand. Given that involvement must imply 

some desire to build relationships with consumers, it would be interesting to research the 

long-term effects and contributions of TS campaigns on the franchise as a whole.   

 

The two cases applied in the analysis fall within different product categories, and it has not 

been the focus of this thesis to imply differences and similarities between categories. 

However, given that TS will hopefully gain recognition as a valuable communication tool, it 

is considered to be interesting for future research to address the applicability of this approach 

across different industries and product categories.  

 

One of the experts, Stigler (2012), presented an interesting perspective on communities, 

emphasising that consumers increasingly form their own communities around brands and 
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trends they are passionate about. He stresses that brands have to play by the premises set by 

the consumers. Although, it was not the focus of the interview, it does suggest an interesting 

perspective for future research. The traditional mind-set of online forums, as communities 

facilitated by companies might be out-dated. It could be interesting to investigate how 

consumers connect and interact within these consumer-generated communities, and how 

companies can address them, without intruding the private space of the members.  
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10 CONCLUSION  

Inspired by changes in the way consumers relate to brands and their rejection of traditional 

marketing activities, this thesis studies how companies can effectively involve consumers 

through transmedia storytelling campaigns. In answering the research question, the objective 

was to establish theoretically founded propositions to be tested through empirical research in 

the form of expert interviews and case analysis in order to illuminate important influencers on 

involvement within the perspective of TS campaigns. The propositions are based on a 

thorough literature review within the areas of TS, contemporary consumers and branding.  

 

Firstly, the thesis establishes that consumers have gone from passive audience to active and 

engaged participants and they embrace this new role through involvement with the brands 

they know and like. Consumers desire for participation is emergent within a participatory 

culture, which changes the way consumers relate to brands. They want to engage in co-

created experiences with companies and they embrace this new role as active co-producers, 

which is evident with the emergence of e.g. blogging and user-generated content. 

Technological advancements present new ways for companies to address these contemporary 

consumers. Traditionally, the same message is pushed to every available platform, which does 

not account for consumers’ desire to be entertained through interaction with brands and other 

consumers.  

 

These changes, both in relation to the contemporary consumers and the media landscape 

require that companies develop new ways to address the consumers in which they allow for 

consumers desire to participate. The objective of TS is to engage consumers through 

storytelling requesting their active involvement to evolve the brand message while at the same 

time taking advantage of the synergy effects of distributing unique, supplementary content to 

a variety of platforms. Hence, with basis in the above the thesis set out to establish four 

propositions, which were found to have an influence on consumer involvement within the 

context of TS campaigns. These are storytelling, platforms, target audience, and community.  

 

In assessing these theoretically founded propositions exploratory research was conducted with 

the purpose of gaining practical insights on these propositions in relation to TS and 

involvement. The exploratory research consists of expert interviews with four consultants 
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within the fields of TS and marketing. The propositions were then re-evaluated implementing 

the findings from these interviews resulting in minor adjustments. Secondly, building on these 

findings a case analysis was conducted based on Audi’s case “Art of the Heist” and Warner 

Bothers’ movie The Dark Knight case “Why So Serious” in order to detect any similarities 

and differences on which the propositions were rejected or confirmed.  

 

With basis in the research findings it was possible to discuss and reflect on how to effectively 

involve consumers in TS campaigns. Research findings show that in order for companies to 

build a TS campaign that appeal to the contemporary consumer with the purpose of involving 

them, there are some prevalent themes. In relation to storytelling the narrative should be 

structured around traditional story elements with a plot that naturally invites the consumers to 

participate through on-going dialogue and interaction with the characters of the story. 

Moreover, unique stories should be presented at each platform, mixing traditional and 

unconventional platforms will create a synergy effect between these allowing for further 

involvement into the story-world. Targeting the campaign at hard-core, loyal fans accounting 

for their interests and desire to socially engage will positively influence their desire to share 

their experiences with a broader audience, mainly through the buzz that is created when 

distributing UGC.  Lastly, communities whether build by the brand or the consumers serve as 

a forum for interaction between consumer and brand and consumer-to-consumer emphasising 

the triadic relationship and consumers collaborate efforts often needed to resolve the conflict 

of the story. Brands need to actively take part in these communities by facilitating exciting 

narratives and experiences that captivate the audience to strengthen the sense of community.  

 

In conclusion it is argued that TS is an effective way to approach the contemporary 

consumers that allow for their desire to participate and it utilises the opportunities presented 

within the new media landscape. A TS campaign will effectively involve consumers if 

designing the campaign to utilise the synergy effects between the four elements of 

storytelling, platforms, target audience, and community emphasised by the findings in the 

thesis, conceptualised in the framework presented in section 5.5.  
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12 APPENDICES  

Appendix 1: Action Research Process 

Maklan et al., 2008  
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Appendix 2: Interview guide, Gomez and Monello  

Transmedia storytelling  

1. Why is TS a relevant marketing tool?  

a. What is unique about transmedia storytelling? 

b. What is the main purpose of a TS campaign? 

2. How would you characterise a TS experience  

3. What are the success criteria – how do you measure the success of the campaign? 

 

Motivation 

4. Why do TS campaigns appeal to consumers? 

a. What motivates consumers to participate in a TS campaign? 

b. In a Danish context rewards are considered to be an important motivational factor 

is this also your experience?  

 

Target audience 

5. Besides traditional segmentation criteria, what are your considerations when selecting a 

target audience?  

a. According to Philips the primary target audience only consists of 5-20%. This 

implies that TS campaigns mainly target already existing hard-core fans. Do you 

consider other audiences to be relevant?  

b. How does the viral effect of the campaign increase the potential target audience?  

 

Platforms 

6. What influences the choice of platforms in a TS campaign? 

 

General  

7. Compared to e.g. a TV campaign, is the perceived success of a TS campaign profitable 

compared to the costs?  

8. What barriers and opportunities do you consider in the context of using TS to build a 

relationship with consumers?  
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9. Based on a pre-interview with a Danish community coordinator we assume that Danish 

consumers to some degree will reject the real world story world of a campaign? Do you 

consider this to be a barrier for the success of the campaign?   

 

Appendix 3: Interview guide, Zillmer and Stigler  

Involvering 

1. Oplever du, at forbrugerne har interesse i at kommunikere med hinanden om brandet? 

(C2C) 

a. Hvad er din erfaring med at få forbrugerne til at samarbejde i en kampagne, som 

fx i en skattejagt hvor forbrugerne bliver nødt til at samarbejde for at få adgang til 

næste spor. 

2. Vurderer du at spil-effekter/elementer (gamefication) i en kampagne tiltrækker flere folk 

til at deltage i kampagner?  

a. Gælder dette for alle segmenter (kvinder, mænd, voksne, unge, børn), eller hos 

hvilket segmenter er tendens mest tydelig?  

3. Er storytelling et vigtigt element i kampagner, hvorfor/hvorfor ikke? 

a. Hvilken effekt har storytelling i kampagner? 

b. Hvilke former for storytelling vurderer du er mest effektiv til at engagere 

forbrugeren? 

4. Hvad er din erfaring med at få forbrugeren til at deltage i kampagner der folder sig ud i 

den virkelige verden?  

a. Gælder det både børn og voksne? 

5. Hvilke barriere og muligheder ser du for at involverer forbrugeren i en kampagne? 

6. Hvilken effekt har underholdning i forhold til at engagere og involverer forbrugeren i 

kampagner? 

 

Målgruppe 

7. Hvad skal man have i overvejelserne i forhold til målgrupper, hvis et brand gerne vil 

benytte sig af en Viral-strategi i kampagnen? 
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Platform 

8. Hvilke medie platforme /værktøjer finder du relevant, hvis kampagnen skal involvere 

forbrugeren? 

9. Oplever du, at et mix af platforme er mest effektivt til at få budskabet ud og engagere 

forbrugeren i kampagnen?  

a. Hvis ja, er det så mest effektivt i forhold til at skabe brand attitude, awareness, 

consumer-brand relationship, eller hvordan forholder det sig? 

10. Har I erfaringer med interaktiv underholdning, og i så fald hvilken effekt har det? 

 

Brand community 

11. Hvordan kan brand communities være relevante i forhold til kampanger? 

12. Hvordan kan brands udnytte communities? 

13. Hvis du skulle engagere og integrere et community i en kampagne, hvilken platform vil 

du typisk benytte dig af, og hvorfor? (fx engagere eksisterende community sites, udvikle 

et nyt brand community site specifikt til kampagnen, integrere et community på brandets 

eget website eller benytte sociale medier) 
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Appendix 4: Brand Management Paradigms  
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