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Compare and contrast the different story telling conventions, techniques and 
devices of two media platforms and how they converge to create a transmedia 

narrative. 
 

 Each media platform appears to have its own unique conventions and storytelling 

devices, however when they are examined closer it reveals that they are more similar than 

they first appear. This leads to and allows for transmedia narratives to emerge, as the 

similar techniques bind the media platforms together, and the different techniques work 

side by side and compliment each other. Transmedia narratives allow audiences to engage 

with the texts through different platforms at any time, letting them connect thoroughly with 

such texts, therefore increasing audience pleasures. Books and films are both very similar in 

their narrative techniques, but a film is almost the visual accompaniment to a book. 

 

 Both books and films use inner/emotional realism as a narrative technique. Inner 

realism is realism of characters. The audience ‘knows’ the character and identifies with him 

or her because the character behaves in a ‘realistic’ way or says the ‘right’ thing, or shows 

an identifiable response or emotion.’ (Representation and Realism, 2002) The characters 

identifiable emotions connect with the audience because they themselves would act in a 

similar way, giving a sense of realism to the texts. Again, both books and films use 

plausibility of narrative/plot; ‘what happens in the text is credible – could happen ‘in real 

life’ (Representation and Realism, 2002); if the plot is deemed plausible to the audience, it 

will hold them and keep them reading the book or watching the film. However in most films 

or novels, a certain degree of suspension of disbelief is needed by the audience. In order for 

the plot to have plausibility, the audience must enter ‘a mental state in which you choose, 

for a period of time, to believe that this pack of lies, this fiction, is reality’ (Andrew Rollings 

and Ernest Adams, 2003).  
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Films also use surface realism in which the text attempts to get the ‘locations, or 

setting, or costumes and props, or even the right accent spoken by a character,’ this means 

to the audience that if ‘it looks right, it sounds right so it must BE right’ (Representation and 

Realism, 2002). The fourth type of realism, and again one that is used by films rather than 

books is technical codes and symbols. This is the use of certain conventions that ‘correspond 

with what is expected and recognised by the audience’, (Representation and Realism, 2002) 

for example; diegetic and non-diegetic sound, canned laughter; that give the audience a 

sense of a realistic text.  

 

A final type of realism is the fourth wall.  

‘The fourth wall – that invisible barrier which separates the  

inhabitants of a room on the stage from us ordinary mortals  

who fortune is to look but never enter in...’ 

      - Through the Fourth Wall, 1986 

 

This is a concept which is broken in almost every book, but hardly ever in films and is seen 

as innovative if done so. In a book the fourth wall is broken almost every time by the 

narrator because the narrator is telling the story to the reader, the only time the fourth wall 

is not broken in a book is when the narrative uses an interpolated narrator. Films rarely 

break the fourth wall, however is can be beneficial to the film because the characters can 

invite the audience to become part of the narrative and thus launching the film’s narrative 

onto other media platforms; social networking, forums, video games; and making the 

audience part of the transmedia narrative.  
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The creation of realism in a book engages its audience and consequently when a film 

is produced of the book, the reader then actively seeks out the film. The film then uses the 

same types of realism as the book; but also as the film is a visual version of the book; it also 

uses other types of realism to engage the audience. The book and film both use realism as a 

technique, so they fit together as transmedia objects in a transmedia narrative. The 

transmedia narrative is told first through the book and then through the film as an 

extension of the novel.  

 

The realism in the texts creates audience pleasure. The audience pleasure model in 

figure one shows how audiences gain pleasure from realism; emotional and plot; thus 

encouraging them to invest their time and emotion in the transmedia texts further. There 

are other types of audience pleasures that are used by films rather than books. Figure one 

illustrates how the ‘technology of the medium’ (Audience pleasure model) in cinema 

generates audience pleasure; simply the location, setting and technology of watching a film 

at the cinema, being isolated in the dark draws you into the film and makes you a part of it, 

you are interpolated ‘as subject of the cinema apparatus and the film text’. The audience is 

absorbed in the film, therefore creating pleasure.  

 

Another form of audience pleasure used by films as described in figure one is the 

social and cultural custom of cinema. This is the pleasure the audience gain from hearing 

about a film, going to see it and then talking about it with their peers/colleagues. It aids 

their social interaction, their inclusion into their discourse and the formation of their social 

identity; they are seen by others as someone who watches the latest films and even 
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someone who could be seen as the opinion leader of the social group. So, as the ‘influences 

stemming from the mass media first reach “opinion leaders” who, in turn, pass on what they 

hear and read to those of their every-day associates for whom they are influential’ (Two-

Step Flow of Communication, 2006), the audience member gains pleasure from watching 

the film because they may be seen as the opinion leader, the leader of the two-step flow.  

Audiences also gain pleasure through films according to figure one due to the 

standardisation and generalisation of the audiences at the point of encoding, so the 

audiences are able to decode the shared values, giving them pleasure in the understanding 

of the film. All these types of audience pleasure that films use help to further develop the 

transmedia narrative, by drawing the audience into the film and thus the other texts in the 

narrative. 

 

Another type of audience pleasures that books and films use as a technique to 

engage their audiences is plaisir and jouissance. As described by Barthes, plaisir and 

jouissance are ‘not to be found in the text itself...the theory is concerned not with what the 

text is, but what the text does’. According to Barthes plaisir is ‘a mundane pleasure that is 

essentially conforming, particularly of one’s sense of identity. It is a product of culture and 

the sense of identity produced by that culture’. Plaisir is generated partly by recognition of 

familiar characters/stereotypes that have been previously created by society and 

consequently used in books and films, so the audience recognise these characters and relate 

them to their own personal development and sense of identity, thus engaging in the texts 

and creating pleasure.  Jouissance is ‘translated into English as bliss or ecstasy’ (Television 

Culture, 1987) and jouissance is generated in the audience through ‘heightened 

sensualities...through the physical signifiers of the text...[through] the articulation of the 
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body, of the tongue, not that of meaning, of language’ (Television Culture, 1987), it is 

something that is felt by the audience because of the way something is being portrayed in a 

media text. It is not what is said but how it is said that generates pleasure for the audience 

in relation to jouissance.  The audience read the book and watch the film and feel the way 

the character reacts/thinks, the tone of the voice and in films they watch the body language 

of the characters and recognise these in themselves without realising it, therefore 

experiencing jouissance. Books and films aim to create plaisir and jouissance in their 

audiences, because audience pleasures involve audience members in a text and therefore 

they would want to seek out the film if they had read the book because the texts are linked 

as a part of a transmedia narrative.  

 

When studying media texts it is important to contextually analyse the texts, in 

particular the institutional context they were produced under. Institutional context is the 

organisation that produced or had influence in the production piece.  

 

‘This would include production companies, broadcaster, regulatory bodies,  

sponsors, advertising agencies, government and government policy making...’ 

                                                                                     - Formations, 2001 

 

Films can be produced by major Hollywood companies which would mean the film would be 

distributed by one of the main film distributers; MGM, Warner Bros; with major companies 

sponsoring them or have their products used for product placement. Major productions 

would also be subject to large scale advertising campaigns, usually globally and films are 

carefully rated to avoid the government being criticised for allowing a large scale film to be 
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wrongly certified. However, it is different for an independent film; they are made by small 

production companies on a small budget so do not have the funding for large scale 

distribution and advertising campaigns. They also do not attract big companies in 

sponsorship or product placement as the companies do not think the film will raise their 

profile enough to warrant the investment, which again leaves them with a lower budget for 

advertising. This means that independent films are more likely to tackle taboo or hard-

hitting subject matter as they are not high profile films subject to mass scrutiny and are 

likely to be able to “get away” with more risqué films.  

 

So, when considering a film’s position in a transmedia narrative, it is important to 

examine the institutional context in which the film was produced. This is because the film 

can either be a large production, distributed globally and watched by millions who are all 

connecting with the film and engaging in the film’s narrative and who therefore want to 

actively seek out other media texts in that film’s transmedia narrative, giving the transmedia 

narrative a large reception and the change for the narrative to be placed on various media 

platforms; e.g. a video game, website, social network profile, board game, soundtrack etc.. 

Or the film could be an independent film with a small distribution; for example just the UK; 

with a niche market and niche audience, so the transmedia narrative would be smaller, with 

the narrative being placed on more inexpensive media platforms such as a social networking 

site or an online forum.  

 

A book can also have different institutional contexts in which they were produced. A 

book can be written by an established author who has released a series of successful novels 

and already has a printing/distribution company waiting for the next novel to be written so 
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it can be publicised and released. Such a an author may also even attract companies who 

want their product used for product placement; their product or company named in the 

book; which would also give the marketing budget a boost, therefore attracting more 

readers to the book. But much like films, there can be first-time novelists who are creating 

their first book, so they have no reputation amongst publishers and their possible audience.  

 

Therefore, the institutional context of books can also affect a transmedia narrative, 

much the same as a film’s institutional context. A book from an established author can 

launch the narrative onto numerous platforms, such as film, videogames, online fourms, 

online fanfics, social network profiles, even possibly a theatre production or a televised 

adaptation due to the large audience and their wide engagement with the text. Whereas a 

first time novel is likely to reach a smaller audience and generate a smaller amount of 

interest so may result in the novel’s narrative being placed on one or two other media 

platforms, such as a television adaptation or online forums.  

 

 Realism and audience pleasures are used in similar ways by films and books to 

involve the audience and engage them into the narrative of the texts to then encourage 

them to actively seek out other texts with similar narratives. This paves the way for a text to 

become a part of a transmedia narrative, as the audience are involved with the original 

narrative and therefore actively seek out similar narratives. The institutional context of a 

film or book also affects the transmedia narrative that the text is a part of. It can explode 

the narrative into a global sensation with audiences everywhere all a part of it, with texts on 

multiple media platforms. Or it can quietly simmer on online platforms with a niche 

audience’s appreciation. Whichever techniques are used by books and films and in 
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whichever way, they all bind together to create a transmedia narrative for the enjoyment of 

their audiences.   



2626231  205MC  Understanding Media and Communication 
 

Page 10 of 11 
 

 

Appendix 

Figure One 

  

                                                            - Audience Pleasure Model, An Introduction to Film Studies 
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