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ABSTRACT 

Transmedia storytelling represents how a narrative expands across multiple platforms. It is a 

highly successful strategy that producers and marketers use to gain maximum profit from their 

campaigns. This study answers research questions about how the Russian audience engages with 

a not well-known phenomenon in the country- transmedia storytelling. The goal of this study is to 

expand the knowledge of the Russian audience’s behavior, gather empirical data on which extent 

the consumers interact with their favorite narrative and which platforms they are likely to use to 

engage. In addition, the second screen usage pattern will be further analyzed in this study. Despite 

the unawareness about the term “transmedia”, there still have been a few transmedia productions 

in Russia that gained necessary audience’s interest.  

The emphasis of the study is on the new metrics of audience engagement – The 4 I’s of 

Transmedia storytelling which are Interactivity, Immersion, Integration, and Impact.    

The on-line survey research method has been used in the study to generate valuable data about 

transmedia storytelling in Russia. This research is the first of its own that includes real answers of 

the Russian participants. Most of the previous researches concentrated mostly on literature review 

or the analysis of some transmedia projects implemented in Russia before.  

       In our research, we have found that 1) the Russian respondents showed high level of 

willingness to interact with the narrative, to search more information about products or services 

presented in the narrative as well as dig dipper into the story world; 2) web-site is the most popular 

platform for engagement with transmedia, followed by VKontakte and Instagram; 3) such second 

screen usage as live Tweeting is not popular among the respondents, however their willingness to 

search more live information about the narrative they are watching is high. 

 

 

Key words: transmedia storytelling, Russian audiences, user engagement, media platforms, 

second screen usage 
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CHAPTER ONE: INTRODUCTION 

1.1. Research Objective 

The purpose of this study is to introduce transmedia storytelling as an effective marketing 

strategy as well as to investigate how it helps engage the audience in the Russian market. Since 

transmedia storytelling is just emerging in Russian media and culture, the research will also 

examine the Russian transmedia landscape and the reasons of the late establishment of transmedia 

storytelling in the country (Gambarato & Lapina-Kratasiuk, 2015).  

To achieve these goals, in the first stage of the research, we will discuss what lies in the basis 

of a storytelling including how a storytelling can affect emotions and behavior. There has been 

found the relation between these variables where storytelling provokes a strong neurological 

response.  

Next step will be the discussion about transmedia storytelling itself and how it has changes 

the approach to target the audience. Convergence which is a process that changes how media is 

both consumed and produced, will be further analyzed, as well as the difference between 

transmedia and its related concepts such as crossmedia and multimedia. Furthermore, transmedia 

audience, its formation and specific traits will be also examined. It is important to notice that 

nowadays consumers do not longer only consume, spread the information and purchase the 

products. Moreover, they invest and take a close part in creating those products. 

The very emphasis of this study is transmedia storytelling in Russia. In this study, we will 

identify what lies in the delayed development of transmedia storytelling. In addition, several 

Russian transmedia projects will be discussed, such as a game S.T.A.L.K.E.R., a TV show True 

Love, Red Quest, a transmedia branding project of one of the leading Russian mobile operators.  
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 1.2. Research Background and Interest 

 Stories have been always teaching us lessons about life, culture, relationship and so on. They 

have also been telling us what the world is and our place in it since the dawn of civilization. Stories 

affect our emotions, bring excitement and the feeling of connection while also educating us. The 

stories that affect us the most are the ones that touch our hearts.  

 If we go back over thousands of years of human being history, the most important stories 

were    retold many times around the campfire hence they belong to the folk. As we moved to the 

20th   century, those images now belong to major media companies who claim exclusive ownership 

if it.  

 That was the dawn of television and radio – a one-way-medium, which doesn’t involve the 

audience in the conversation. However, as a one-way-medium was not an effective strategy to 

attract the audience the new strategy ought to appear. Transmedia storytelling is a new form 

emerged in the response to media convergence (Jenkins, 2006). 

 From the conceptual perspective, the term transmedia storytelling consists of the combination 

of the following words: “transmedia” and “storytelling”. Given the linguistic perspective, the term 

transmedia is composed of two parts: “trans” and “media”. The prefix “trans-” means “beyond”, 

“across”, “through”, “changing thoroughly”, “transverse” (Cambridge Dictionaries Online). The 

word media signifies communication platforms or channels as well as a plural form of “medium”. 

Considering its linguistic meaning transmedia indicates the extension through and beyond multiple 

media platforms, from one communication medium to another (Gürel & Tiğli, 2012).  

   Storytelling is the other element of the concept of transmedia storytelling. According to the 

National Storytelling Network storytelling is an ancient art form and a valuable form of human 

creation. Despite the type of the narrative, there are forms of expression such as “narration”, 
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“description”, “explanation” and “discussion” according to the purpose of the narrator (Gürel & 

Tiğli, 2012). Storytelling is interactive and implies communication between a storyteller on one side 

and listeners/ audience on the other side. 

   There is a seeming semantic chaos surrounding transmedia storytelling for the reason that it 

also includes several other contagious concepts such as “cross media”, “multimodality”, 

“multiplatform” and so on (Scolari, 2009). It is necessary to develop a more consistent theoretical 

discourse and hence we will discuss this phenomenon further in the research. 

   In her speech for Geekend workshop in 2011 Meghan Gargan emphasizes that storytelling 

is timeless. She says it is new for brands because usually they work within a campaign window. 

The story becomes indefinite by expanding it. People can enter a story at any point without starting 

at one place and end at another. It also involves longer period of engagement with fans even after 

a campaign stops.  

Transmedia storytelling is a highly effective method to attract and engage the target audience. 

It has been a hot topic for discussion over years in the West. However, storytelling is a new 

phenomenon for Russia and unknown to most of the audience. Little has been written about this 

topic by Russian scholars as well as there are only a few transmedia projects in Russia created in 

the last four years. The explanation for this scenario lies not only in late modernization, which is 

described by leading Russian sociologists (Dubin, 2011; Gudkov, 2011) as a crucial feature of 

contemporary Russian culture, but also (and connected to the former) in the low level of civic 

activity, narrow choices for community actions and passive audience, which still mostly consists 

of viewers (even if they are Internet users) but not participants. 

The author for this thesis comes from Russia and worked for a communication agency in the 

country. Moreover, the author is interested in marketing, and as it will be said later in this paper, 
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transmedia storytelling is a great marketing tool. It is catchy, entertaining and affects people’s 

emotions and decision making. By using survey as a method of research for this study, we will 

deeper investigate the level of audience engagement in Russia as well as if they are interested in 

transmedia storytelling projects. Can a specific trait of the Russian audience such as being passive 

be altered by implementing transmedia storytelling?  This and other questions will be answered in 

this study later on. 
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CHAPTER TWO: LITERATURE REVIEW 

2.1. The science behind storytelling 

2.1.1 What is storytelling 

It is vital to realize that people tell stories with nearly every new piece of communication 

technology we invent – starting from portable video recorders, vinyl records, and motion picture 

cameras to radio, TV and smartphones. 

Bernard (2007) argues that audience engagement is a crucial part of storytelling: 

“A story is the narrative, or telling, of an event or series of events, crafted in a way 

to interest the audiences, whether they are readers, listeners, or viewers.”   

“Story exists where high concept and high touch intersect. Story is high concept 

because it sharpens our understanding of one thing by showing it in the context of 

something else. . . Story is high touch because stories almost always pack an 

emotional response.” (Pink, 2005: 103) 

Marketing stories paint pictures in customers’ minds that prompt them to pay attention to the 

message; people also tend to organize information in story format (Padgett and Allen, 1997; 

Woodside 2010). Therefore, marketers can use storytelling as a powerful communication tool and 

convey company information by narrating a story. 

Businesses use storytelling in a variety of levels. Marketing sells products by telling 

persuasive stories about products and the company’s culture and values. Stories (Heaton, 2011) 

created by brands define “who they are” and “what they stand for”. As a writer and movie director, 

Paul Auster said (Fog, 2010) that “telling stories is the only way we can create meaning in our 

lives and make sense of the world. We need them in order to understand ourselves and who we 

are.” 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

 

~ 13 ~ 

 

Bryan Alexander (2011) points out that mystery is one of the key element of storytelling. 

However, it ought to be used carefully for the reason that creators’ main purpose is to share the 

material but not to conceal it. Concealing the matter, or mystery, let creators attract the audience’s 

attention and engage it in a story by eliciting its’ curiosity and making it want to experience more 

of the story. 

2.1.2 Importance of storytelling in eliciting emotion and creating measurable behavioral 

change 

Neuroscientist Paul Zak draws upon the importance of storytelling in eliciting emotion and 

creating measurable behavioural change. According to his research, storytelling evokes a strong 

neurological response. 

In one of Zak’s experiments (Zac, 2013) the participants watched an emotionally charged 

short movie about a little boy Ben, who suffers from brain cancer, and his father. Even though Ben 

suffers from cancer, he stays positive and enjoys his life. However, his father knows Ben is dying 

and it is difficult for him to play with his son knowing he will be gone soon. The father tries hard 

to be joyful around Ben. Then, he says that it is an amazing thing how little time one has left. As 

he says it, he emerges with his son as if the father himself is dying. 

After that, Zak has studied that story in the laboratory extensively and there were two primary 

emotions elicited: distress and empathy. According to the Zac’s study, brain produced two 

chemicals. The first one is cortisol which focuses our attention on something important and 

correlated with distress. The results have shown that the more distress people felt after watching 

the short movie, the more cortisol they released. The second chemical released is called oxytocin 

which is associated with care, connection and empathy.  Zac’s lab pioneered the behavioral study 

of oxytocin and has proven that when “the brain synthesizes oxytocin, people are more 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

 

~ 14 ~ 

 

trustworthy, generous, charitable, and compassionate.  He calls it “moral molecule” while for other 

people it is more known as the love hormone (Zac, 2013). Therefore, the more oxytocin was 

released, the more empathic people felt towards Ben and his father. Other neurological research 

tells us that a happy ending to a story triggers the limbic system, our brain’s reward center, to 

release dopamine which makes us feel more hopeful and optimistic.  Even the simplest narratives 

can produce the release of neurochemicals like cortisol and oxytocin (Popova, 2012).  

After watching that short film, the participants were also asked to share money with a stranger. 

The results show that with both oxytocin and cortisol in play, those who had the higher amounts 

of oxytocin were much more likely to give money to someone they’d never met. 

Paul Zak have also discovered that there are two key aspects to an effective story. First, it 

must capture and hold audience’s attention. Second, an effective story “transports” the audience 

into the characters’ world. 

2.1.3 Facts versus Fiction  

Even though stories are an excellent way to spread ideas, to gain understanding, many 

businesses are not able to tell great stories.  

When we listen to or read information there are two main areas that are affected – Wernicke’s 

area and Broca’s area. Broca’s area (Figure 1) is responsible for producing speech, writing, and 

also involved in language processing and comprehension. Wernicke’s area is the region of the 

brain that is responsible for language development and comprehension. 
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Figure 1.  Brain regions activated when we listen to the facts and stories (Encyclopædia 

Britannica, Inc.) 

While facts and figures engage a small area of the brain, stories engage multiple brain regions 

such as Motor cortex, Auditory cortex, Angular cortex and Primary visual cortex that work 

together to build colorful, rich three-dimensional images and emotional responses (Figure 1). As 

we read stories we quickly begin to feel as if what’s happening out there is actually happening in 

here. Each sensory image, sound, texture, color, sensation and emotion provides a hook for our 

brain as the story draws us in and maintains our attention effortlessly. Stories that are personal and 

emotionally compelling engage more of the brain, and thus are better remembered, than simply 

stating a set of facts (Zac, 2013). 

Stories use sensory-specific words which are easier for the brain to imagine and then process. 

Each person has their own personal experience based on this associations. 

Characters in the story are also take a crucial part in storytelling for the reasons that they help 

us “generate emotional associations” and identification with the character. 

2.1.4. Decision making and storytelling 

Transmedia storytelling can affect cognitive, affective, physiological, belief, attitudinal, and 

behavioral systems in one of the following ways: 
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 Acquiring: influences a person to obtain something that is not present prior to exposure to 

the message; 

 Triggering: influences a person by activating something that already exists within that 

individual; 

 Altering: influences a person to change something that already exists with them; 

 Reinforcing: influences a person to make it more difficult to change something that already 

exists within them; 

These four media influences are applicable to the cognitive, affective, physiological, belief, 

attitudinal, and behavioral systems (von Stackelberg & Jones, 2014).  

Stories bridge the gap between the intellect and the emotions, providing a much quicker 

transfer of meaning than the intellect alone. 

2.2. Transmedia World   

2.2.1 Convergence: how media is consumed today 

By convergence, Jenkins (2006) means the flow of content across multiple media platforms, 

the cooperation between multiple media industries, and the migratory behavior of media audiences 

who will go almost anywhere in search of the kinds of entertainment experiences they want.  

Convergence culture is a world where every story, sounds, brand, image place itself out across 

maximum number of media channels. 

Media convergence is an ongoing process, occurring at various intersections of media 

technologies, industries, content and audiences: it’s not an end state. Jenkins (2001) argues that old 

media will never die. CDs, MP3 files are delivery technologies which come and go, but media persist 

as layers within an ever more complicated information and entertainment system. There are no dead 

media, there are dead delivery technologies, dead businesses and practices.  
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Convergence is therefore not just referred to as a technological, but also a cultural phenomenon, 

shifting from a traditional mass communication paradigm to a convergent social media paradigm 

defined by “the flow of content across multiple media platforms” (Jenkins, 2006). There is a certain 

empowerment of the audience as users through interactivity, revealing a more participatory culture 

where the term convergence also fits, as “both a top-down process directed by media corporations 

and a bottom-up process generated by media consumers and participants in media culture” (Flew, 

2014). 

Jenkins (2001) also argues that convergence is a process that changes how media is both 

consumed and produced. He points out that there are at least five processes of convergence which 

provoke some confusions about media convergence.  

By technological convergence he means “the digitalization of all media content” where words, 

images and sounds are turned into digital data. Nowadays consumers are able to watch TV shows 

on the Internet and play video games on mobile phones. In addition, Jenkins notes that the more 

different kinds of media are transformed into digital content, the more “we extend the possible 

relations between them and allow them to travel across platforms”.  

Economic convergence or “the horizontal integration of the entertainment industry” occurs 

when media and entertainment companies such as Sony or Time Warner Inc. shows interests and 

start to control film industry, television, games, books, music, the Web and so on. Therefore, this 

leads to the interaction between different sectors and the emergence of “the transmedia exploitation 

of branded properties” such as Harry Potter, Star Wars, The Matrix, etc. 

Social or Organic Convergence happens when consumers perform multiple tasks 

simultaneously in order to navigate the new information environment. For example, a person is 
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watching TV, chatting to their friends, and also listening to the music in the background at the 

same time. 

Cultural convergence happens when the audience become the user meaning that media 

technology gives the audience the tools to develop the content across multiple channels. Moreover, 

some companies “tap this culture” to encourage consumers loyalty and generate low-cost content.  

Global convergence is the process where one culture influence another despite the distance, 

where the content circulate from one to another culture. For instance, well-known Asian actors 

such as Jackie Chan or Chow Yun-Fat often appears in Hollywood movies and vise versa. 

The advantage of global convergence is access to a wealth of cultural influence. On the other 

side, it is the threat of cultural imperialism, defined by Herbert Schiller (1976) as the way 

developing countries are “attracted, pressured, forced, and sometimes bribed into shaping social 

institutions to correspond to, or even promote, the values and structures of the dominating center 

of the system”. 

Jenkins argues that convergence symbolizes a cultural transformation where consumers are 

encouraged to discover new information and make connections among widely distributed media 

content. Distribution of media content relies drastically on consumer’s active participation. 

Therefore, Jenkins points out that convergence shouldn’t be understood mainly as “a technological 

process bringing together multiple media functions within the same devices”.  

2.2.2 Defining Transmedia storytelling 

Transmedia storytelling is not a new phenomenon. Marshall Kinder first coined the term 

transmedia in the 80s and 90s. She used the term to diagnose a shift in media marketing. But with 

the rise of the Internet and media convergence, Henry Jenkins and others have remixed the term 

and embraced it as the future for all forms of media. 
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Jenkins first introduce the concept on transmedia storytelling in Technology Review column 

in 2003. In 2007, Jenkins updated his 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.” 

There is no universally accepted definition of storytelling as well as some scholars are not 

agreed on same terms. Such concepts as “cross media” (Bechmann Petersen, 2006); “multiple 

platforms” (Jeffery-Poulter, 2003); “hybrid media” (Boumans, 2004); “intertextual commodity” 

(Marshall, 2004); “transmedial worlds” (Klastrup & Tosca, 2004); “transmedial interactions” 

(Bardzell, Wu, Bardzell & Quagliara, 2007); “multimodality” (Kress & van Leeuwen, 2001), or 

“intermedia” Higgin, (1966) try to define same experience – “sense production and interpretation 

practice based on narratives expressed through a coordinated combination of languages and media 

or “platforms” (Bechmann Petersen, 2006: 95). 

According to the Producers Guild of America (PGA) there three criteria characterizing a 

transmedia property: the number of narrative storylines, the kinds of platforms involved in the 

project and the requirement for narrative novelty: 

“A Transmedia Narrative project or franchise must consist of three (or more) 

narrative storylines existing within the same fictional universe on any of the 

following platforms: Film, Television, Short Film, Broadband, Publishing, Comics, 

Animation, Mobile, Special Venues, DVD/Blu-ray/CD-ROM, Narrative 

Commercial and Marketing rollouts, and other technologies that may or may not 

currently exist. These narrative extensions are NOT the same as repurposing 
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material from one platform to be cut or repurposed to different platforms.” (PGA 

2010) 

Transmedia storytelling, as a form of narrative and a marketing technique, “was actualized in 

terms of practice; then, found its place within the literature through scientific studies and formation 

of conceptual structure” (Gürel & Tiğli, 2012). 

As Gürel and Tiğli put, there are more than one narrative in the transmedia world. Each of 

those narratives serves as a piece of the big picture, as a separate story adding to the whole. With 

the narratives transmitted through different channels, it helps both establish the story world and 

reach various audience. Transmedia storytelling makes the audience exist within the story and 

become its consumer, narrator and producer. 

Noman (2010) talks about three components of the new transmedia: co-development, co-

creation and co-ownership. He says that in the new media world we are all produce, share and 

enjoy – everyone can participate and be involved in this process: 

“Simple text messages or short videos qualify as production, regardless of their 

value. This new movement is about participating and creating, invoking the creative 

spirit—this is what the transmedia experience should be about. All of these 

experiences allow people to feel more like producers and creators than passive 

consumers or spectators…” 

Early examples of transmedia projects, for example, would present a character’s story as a 

series of tweets, a number of still images posted to Flickr, written “diary” entries on a blog, video 

clips posted to YouTube, and texts sent via mobile phone. 
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Previously brands used to retell the same story across different media. In the present times 

transmedia storytelling offers more engaging and immersive message delivery. Transmedia brings 

new experience with every new media. 

Transmedia storytelling is not a one format, but it comes in many types. There are three the 

focus will be put on in the study.  

Franchise transmedia is when a story is created mainly in one format (most commonly cinema 

or TV), and it is then extended into other formats that expand the main story and maybe even 

modify it via participation of the audience. Star Wars and Game of Thrones are some examples of 

this phenomenon, as their universes have been expanded into comics, novels, video games, etc. 

(Andersen, November 2010).  

Transmedia marketing is now at its highest. It promotes a product, service or brand by telling 

a story through different formats. Brands have discovered its ability to engage its consumers thanks 

to content marketing and turning consumers into “prosumers”. The audience produces content, 

shapes and personalizes the brand by locating individuals into its epicenter and making them its 

advocates (Carmody, January 2016). 

        Native Transmedia is projects that were originally conceived as transmedia experiences such 

as The Matrix and Avatar. Native transmedia is more focused on telling its story than advertising 

a product. In any case, transmedia storytelling may be presented in multiple formats: Apps, 

Podcasts, Blog, Comic, E-book, Physical or digital events, Games, Videos, QR codes, Feature and 

short films or series, Web pages (Weaver, 2012). 

2.2.3 Core Concepts of Transmedia Storytelling 

Given the ongoing debates over transmedia storytelling, Jenkins (2009) distinguishes seven 

core concepts of transmedia storytelling. 
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Spreadability vs. Drillability 

Both of these concepts can be potentially built into the same transmedia franchise therefore 

they represent different types of experience. Spreadability is the ability to actively share media 

content through social networks. Drillability refers to the capacity of the public to explore and dig 

dipper into the content which truly captures their attention. 

Continuity vs. Multiplicity  

Continuity occurs when many transmedia franchises aim to construct a very strong sense of 

"continuity" which contributes to our appreciation of the "coherence" and "plausibility" of their 

fictional worlds (ex. Marvel universe). Multiplicity, by contrast, is “the possibility of alternative 

versions of the characters or parallel universe versions of the stories”. For instance, Spider-Man 

movie can be seen as a part of the continuity of Marvel universe as well as it also represents the 

parallel continuity offered by the Ultimate Spider-Man franchise. Such as Spider-Man India which 

sets the story in Mumbai. 

Immersion vs. Extractability 

These two concepts refer to the perceived relationship between the transmedia fiction and our 

everyday experiences. Immersion occurs when the consumers enter into the world of the story 

such as theme park or museum. In the extractability, fans takes elements of the story away with 

them as recourses they will apply in everyday life (e.g. items from the gift shop). 

Worldbuilding 

This concept of world building is closely linked to what Janet Murray (1997) has called the 

"encyclopedic" impulse behind contemporary interactive fictions – “the desire of audiences to map 

and master as much as they can know about such universes, often through the production of charts, 

maps, and concordances”. Jenkins points that the world building seems to be allied with the earlier 
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principles of immersion and extractability for the reason that they both serve for consumers as 

ways to engage more directly with the worlds represented in the narratives, treating them as real 

spaces which intersect in some way with our own lived realities. Worldbuilding is a transmedia 

extensions, often not central to the core narrative, that give a richer depiction of the world in which 

the narrative plays out. Franchises can exploit both real-world and digital experiences.  

Seriality 

A serial in film studies creates a meaningful and fascinating story “chunks” that distributes 

the full story across multiple segments. Yet, transmedia storytelling is consisted of the discrete 

chunks of meaningful and compelling story information that have been dispersed across multiple 

media systems. 

Subjectivity 

Subjectivity refers to looking at the same events from multiple points of view. Therefore, 

transmedia extensions often explore the central narrative through new eyes; such as secondary 

characters or third parties. This diversity of perspective often leads fans to more greatly consider 

who is speaking and who they are speaking for. 

Performance 

Jenkins discusses performance in terms of a structure of cultural attractors who draw the 

audience sharing common interests, and cultural activators who dive that audience something to 

do. In this transmedia storytelling, the creators let fan produced performances become part of the 

transmedia narrative itself. However, even without the invitation from the producers fans actively 

search for sites of potential performance in and around transmedia narrative where they can make 

their own contributions. 
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2.2.4 Transmedia vs. Multimedia and Crossmedia 

Some people confuse transmedia storytelling with “crossmedia” or “crossplatform” 

storytelling which is taking the same content and repackaging it for different media. Real 

transmedia storytelling happens when the companies are giving new values and insight to the story 

through each of multiple platforms which is supposed to enhance the audience’s experience of the 

story.  

The problem with advertising and storytelling before transmedia is that the content did not 

flow with the audience. It was stuck in one medium and as the audience moved on they forgot 

about it.  The transmedia represents the idea that people are situated in this interconnected world 

where the content flows seamlessly and the audience can engage with as well as ultimately share 

it (Gargan, 2014). Transmedia needs to be understood as a shift in how culture gets produced and 

consumed, a different way of organizing the dispersal of media content across media platforms. 

 

Figure 2.  Comparison of Transmedia Storytelling and Similar Concepts 

Figure 2 showcases the difference between transmedia and its similar modellings such as 

multimedia and cross-media. Each diagram here represents any product-book, film, series, internet 

website etc. 

Multimedia is a concept similar to transmedia. In multimedia world there is a single story told 

via different communication platforms but, unlike in transmedia, those platforms are not related. 

Television series and novel, and motion picture are presented as independent products deriving 
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from the same story (Gürel & Tiğli, 2014). Moreover, multimedia and transmedia play very 

different roles for spectators/consumers/readers.  In multimedia the role of readers is limited – they 

only need to click a mouse to reach for the content. In a transmedia application, the readers actively 

look for the content through a hunting a gathering process which makes them move from one 

multimedia platform to another (Jenkins, 2010).  

Quite often crossmedia is mistaken for transmedia storytelling. In crossmedia a story is 

applied with some modification to another medium to fit the format. The purposes for each 

platform is different as are their target audience. Nevertheless, the story remains largely the same 

on every medium.  

Multiple channels serve as an extension for the transmedia world and affect the whole story. 

In transmedia storytelling there is bilateral relation between both the story and “side-stories” as 

well as story and the audience (Gürel & Tiğli, 2014). 

2.2.5 Storytelling vs. Storymaking 

Despite the fact that more and more companies try to include transmedia storytelling strategy 

in their marketing campaigns, the others consider storytelling a one-way street and believe it 

should be left behind unlike storymaking that is fulfilling. Merely telling a story is a dated, 

broadcast-era phenomenon. Instead, marketers should craft stories based on the stories consumers 

are already sharing, as those are the ones that matter the most.  

  David Berkowitz mentions that storytelling is not about telling anyone anything but about 

storymaking where the brand’s goal is to alleviate and manage the stories that people design and 

share with each other. This story-making framework allows for transmedia-social triggering which 

expands the narrative into a customer's everyday life. This immersive concept is at the core of 

transmedia. Some other people deeply involved in marketing and branding are agree with 
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Berkowitz. Thomas (2014) points out that many brands believe they should be telling stories about 

their brand which can be useful as Apple or HP showed. However, consumers can forget those 

stories easily therefore the brands ought to create contents that motivate audience to talk about the 

brand. Lacy (2015) argues that instead of simply telling stories, brands need aim at the connection 

with the audience in a more essential way. In order to make stories along with consumers, brands 

need to (1) attract the audience by giving them an opportunity to create content taking into 

consideration that such the democratization of video-making or photo-taking cannot be much 

easier to do nowadays. This will turn the audience into enthusiastic fans; (2) brands need to be able 

to listen and participate in conversations that already exist around thangs that matter; (3) it is 

necessary for brands to collaborate with potential customers and then deliver the message in a way 

that reflects their passions, aspirations, and needs. 

  Berkowitz (2015) points out that storymaking emphasizes the shift from “the broadcast-era 

mentality of storytelling to a new approach where marketers build on stories that people share with 

each other”. Therefore, he lays out six differences between storytelling and storymaking, as well 

as  what actions brands need to take in order to transform from telling to making stories with their 

customers: 

 Proprietary vs. Participatory (Action - Invite) 

The difference between the story that is told and one that’s created is that is the audience that 

adds to the story in some way. Even though appealing stories can be told in 30-second spots, it is 

not enough to be considered storymaking because it demands some investments from its audience. 

 Idea-inspired vs. Fan- inspired 

It is very important to make fans be engaged and linked to a brand to make stories. Marketers 

often use storytelling for the reason that they see what their fans are already talking about and 
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sharing. It gets really personal for people when they can share the stories from their life. It becomes 

more important than the thought of how fast or cheap the product is. 

Centralized vs. Decentralized 

Storymaking is different from storytelling because it taps into various channel people want to 

use both online and offline. It is wrong when stories are concentrated on a central hub owned by 

the brand or publisher for the reason that it gives less freedom for people to contribute to the stories 

on their own channels. Sometimes it is needed to involve content creators and influencers to target 

consumers such as You-Tube or Twitter bloggers since they are the ones with the relationship with 

their audience. 

Predetermined vs. Unpredictable 

In storymaking the focus from the brand’s story switches to the stories about brand created by 

people which “opens the door for others to take the idea in new direction”. 

 Unilateral vs. Reciprocal 

In order to “make people run with a brand’s stories”, there has to be something in it for them. 

Burger King, for instance, listened to its customers and brought back the chicken fries they 

demanded to the menu. They have also created chicken fries emoji in order to be a part of 

consumers’ conversation without paying attention how, when and where people use these emoji. 

The value exchange is crucial in a great storymaking. 

 Approved vs. Authentic 

One of the mistakes made by brands in storymaking is that they try to create proper positive 

stories. Therefore, it is important for marketers to “embrace their lack of control over the stories” 

and stop telling people to feel one way. Both positive and negative sentiments towards a brand are 

equally important and can bring a much richer outcomes for it. 
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2.2.6 Transmedia audience  

The contemporary audience is substantially more fragmented than mass audiences (Napoli 

2011; Webster 2005). At the same time, a wide range of possible new configurations of content, 

access points, channels, consumption contexts and value propositions is emerging. 

 Green and Jenkins (2011) emphasize that in order to make transmedia story world well-

designed and attractive, it is necessary to have a dynamic and engaged audience that explore 

numerous levels of narrative, and design and share content among its members by “spreading” it.  

The shifting relations between media producers and their audiences are transforming the 

concept of meaningful participation. 

Jenkins disagrees with Rosen (2006) and argues that there are still people who just listening 

to and watching media created by others. However, this audience would act differently when they 

acknowledge their ability to contribute to conversations about that content than “in a world where 

they are locked out of meaningful participation”. 

Bradley Horowitz (2006) refers to the people who are not actively produce the content as 

lurkers which consist of 90% of users suggesting they “drew on the community without 

contributing back”. He described how Yahoo! modeled audience participation in its Yahoo! 

Groups service: 

“1% of the user population might start a group (or a thread within a group). 

10% of the user population might participate actively, and actually author content 

whether starting a thread or responding to a thread-in-progress. 100% of the user 

population benefits from the activities of the above groups (lurkers). [. . .] We don’t 

need to convert 100% of the audience into “active” participants to have a thriving 

product that benefits tens of millions of users. In fact, there are many reasons why 
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you wouldn’t want to do this. The hurdles that users cross as they transition from 

lurkers to synthesizers to creators are also filters that can eliminate noise from 

signal.” 

To reach the target market it is important to understand the way the audience consume and 

use information as well as through which media devises. 

According to the IBM’s Digital Consumer report which was conducted in 2012 and surveyed 

3,800 adult consumers in China, France, Germany, the United Kingdom, the United States and 

Japan, 82% of the global consumers aged 18 to 64 are embracing connected digital devices. The 

report showcased an extensive growth in usage of digital devises and content services. The study 

distinguished four different categories or “personalities” of digital consumers: 

Efficiency Expert (41%) use digital devices to simplify daily activities (for example, sending 

emails instead of letters, use Facebook to connect to others, shopping online) 

Content King with 9% of the global sample composed mostly of males who play online games, 

regularly download movies and music, and prefer watching TV online.  

Social Butterflies consist of 15% consumers who emphasizes social interaction and demand 

instant access to friends, regardless of time or place. These consumers constantly update their 

social networking site and possess high frequency of digital consumption. 

Connected Maestro are a group of 35% of the sample “who take a more advanced approach 

to media consumption by using mobile devices and Smartphone applications to access games, 

music, and video or to check news, weather, sports, etc.” 

Saul Berman, Global Strategy Consultant Leader of IBM Global Business Services, believes 

media companies need to engage with consumers based on their digital personalities. The way to 

success is to reach the right audience at the right time and place, using the right tools. 
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Fans are the power of transmedia storytelling. The possess authority and freedom of actions 

on the Internet and social media as well as alter the relationship between brands and their target 

groups into a real time dialogue and, moreover, – into cooperation. Fans state their opinion and 

preferences through many forms such as content, blogs, forums they generate, likes, comments 

and sharing on social media platforms (Gürel & Tiğli, 2014).  

Latitude, a research consultancy, in their study uncovered four audience archetypes by using 

a segmentation analysis on whether people are motivated to engage with stories, and their interests 

in various second screen experiences. 

Seekers (more females, 35-59 year-olds) 

This group is the most passive but want to dig deeper into the story, exploring different worlds, 

and learning new things which makes them insatiable information seekers. They want more back-

story, bonus content, and sneak peeks. However, they want it without any distraction as they are 

least likely to use a second screen (including looking up related content, emailing, shopping, 

texting, etc.) while engaging with a story, but they do express more interest in checking out related 

content at other times. 

Relaters (roughly equal split between men and women, typically under 35, including many 

teenagers) 

Relaters want to discuss and share their favorite narratives with friends and family, in-person 

and online. Naturally, social media plays a key role for this group both in discovering and staying 

committed to content. Relaters are not just looking to connect with other people, though; they 

enjoy creating profound emotional connections with characters, especially when these connections 

uplift or inspire them. 

Realists (roughly equal split between men and women, 35-59 year-olds) 
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The idea of integrating narratives into the real, physical world intrigues this down-to-earth 

crowd, especially if it leads to tangible or meaningful outcomes such as making a purchase, 

learning something new, or influencing how a story ends (e.g., by voting). Realists want stories 

that lead to personal growth, productivity, and all-around better living. With feet firmly planted in 

the real world, they are more likely than other archetypes to gravitate towards non-fiction 

narratives. 

Players (more males, 18-34 year-olds) 

It is the most active audience archetype. The want to bring the story into the real world. They 

like to engage with everything - from following their favorite characters’ Twitter accounts to 

becoming characters themselves. They demand interactivity, inclining towards narratives with 

game elements and a spirit of adventure or competition. Moreover, Players want to take part in 

creating stories, such as by submitting ideas to writers or producers or authoring their own 

narratives. They use multiple devises (particularly attached to their smartphones and tablets)—

which may explain why they are extra enthusiastic about possibilities for integrating stories with 

the real, physical world. 

2.2.7 Towards New Media Consumers 

Consumption and communication habits are changing due to the global process of 

technological development. Given that the old forms of communication strategies are no longer 

efficient.  

A good transmedia application is able to reach broader audience by applying the content in a 

different way in different channels. It has a power to influence and engage consumers with various 

media consumption habits. 
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Jenkins (2006) notices that there are new forms of community emerging which members may 

shift from one group to another as their interests and needs change. Moreover, they can be members 

of more than one group at the same time. 

Jenkins (2004) draws the line between old and new media consumers. Unlike old consumers, 

new consumers are active. Old consumers are at the position of the audience, they don’t participate 

and contribute. They are stationary and their actions are predictable due to their constant structure. 

In addition, old consumers were isolated individuals and were perceived as quit, invisible and 

submissive. Due to these reasons and a nature of traditional media environment, old media 

consumers were easy to manipulate (Gürel & Tiğli, 2014). On the other hand, new media 

consumers are open to interaction and more socially connected. They are noisy and public so 

cannot be adapted to the content. They decide about preferable media content and are unlikely to 

change to suit’s marketers’ desires. Modern media consumers are resistant, controlling and “taking 

new media into their own hands”.  

 Participation and active nature are the crucial traits are new consumers. They carve the 

content according to their desires and expectations. Furthermore, new consumers are not continent 

on one social medial platform but present on several of them to gain obtain experience. Finally, 

they decide the fate of the products on the market – by sharing, liking, embracing or refuring and 

destroying it. 

 Scolari (2009) has also elaborate on three types of consumers regarding the text: single text 

consumers, single media consumers, and transmedia consumers. The consumers that belong to the 

first group consume only one product. Single text is independent and “cab be understood without 

consuming the rest of the texts”. For instance, the consumers watch the movie or play the video 

game of a particular story. Consumers of single media (television spectators, Web navigators, 
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mobile users, novel and comics readers, etc.) use one TV show broadcasted every week on TV or 

by viewing the previous seasons on the Internet. On a third lever, the transmedia consumers move 

from one media platform to another. They are not adhere to only one piece of a story but all the 

narratives in order to explore the whole story world. 

2.2.8 Second screen usage 

Jenkins (2006) came up with a term called “convergence” which describes the flow of content 

across different media platforms. He also noticed how media both consumed and produced. With 

media convergence, the audience is ready to “go anywhere” in order to access the desirable 

information. In addition, Jenkins mentions so-called Social or Cultural Convergence when 

consumers perform multiple tasks simultaneously in order to navigate the new information 

environment. By this, Jenkins argues that with modern technological progress and all the media 

platforms available for the public, people tend to use more than one screen at the same time. High 

penetration of mobile phones explains the behavior of using two or more devices at the same time. 

According to research from TNS Infratest and Google, 57% percent of Americans use their 

smartphones to access online content while watching TV. 43% use a computer while watching 

TV, and 23% use a tablet (Udell, 2015). 73% of people from 18 to 34 years old multitask the most 

during primetime, versus 66% each for viewers in the 35-to-49 age group and the 50-to-64 age 

group. 

There are several reasons to be involved in second screen usage. Firstly, they are often related 

to the program on the main screen. Thus, 40 percent of second screen users accessed live 

information about the program they were currently watching and the same percentage of users 

joined conversations about the program online. Moreover, live tweeting or live blogging TV events 

are popular aspects of second screen usage. Social second screen usage during events has become 

http://www.tnsglobal.com/
https://www.google.com/?gws_rd=ssl
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a huge marketing opportunity for brands. It was noticed that 40.2 percent of female social media 

brand followers interacted with brands tweeting while watching cultural events on television.  

Quite a few content owners have started developing second screen digital extensions (or apps) 

in order to empower their shows and to capture their viewers’ attention on the second screen 

by enhancing their experience and keeping them engaged during the broadcast and far beyond 

(Joseph, 2015, June 19). 

Although multitasking while using a TV set has been common for many years, the digital 

‘second screen’ is now a way of life for many consumers. Increased purposeful viewing provides 

opportunities for tapping into deeper engagement among key audiences and in certain contexts.\ 

2.4 Modern transmedia environment in Russia  

2.4.1 Transmedia studies in Russia 

The term “multimedia” is popular and emphasised in Russia where transmedia storytelling is 

rarely mentioned. Renira Rampazzo Gambarato and Ekaterina Lapina-Kratasiuk (2016) believe 

that the explanation to it lies in late modernization of Russia as a crucial feature of its modern 

culture (Dubin, 2011; Gudkov, 2011) as well as a “in the low level of civic activity, narrow choices 

for community actions and passive audience, which still mostly consists of viewers (even if they 

are Internet users) but not participants.”  Multimedia is defined as the combined use of text, audio 

and visual, but other assumptions about the concept are common, including the one that considers 

multimedia and multiplatform synonyms. Therefore, it become clear why such term became 

widespread in Russia. As transmedia storytelling phenomenon is becoming more popular and is 

being implemented in Russia, scholars and the public are gaining more interest in it.  

In 2012, the Russia Forum invited Caitlin Burns, a transmedia producer at Starlight Runner 

Entertainment, and Lance Weiler, a writer, director and one of the most prominent practitioners 
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dedicated to interactive storytelling, we invited to discuss transmedia storytelling as a new 

language for a new audience.  

In 2013, Moscow MIP Academy hosted a panel dedicated to Transmedia Stories and 

Multiplatform Content Monetization Models. Later that year, the 17th National Ad Festival 

“IDEA!” in Novosibirsk provide a master-class on transmedia storytelling delivered by Ekaterina 

Nazarova, the STS (Russian TV channel) media producer of True Love, a Russian transmedia 

production. In February 2014, STS Media announced the formation of a Department of 

Transmedia Projects aiming at enhancing the group’s Internet and digital media presence. 

A few Russian scholars has written about transmedia storytelling including (Guseinov, 

Akhmetova, & Belikov, 2014; Kiriya, Kachkayeva, Naumova, & Rogers, 2012; Koltsova & 

Scherbak, 2014; Lapina-Kratasi͡ uk, 2012; Zvereva, 2012). Some of transmedia projects such 

S.T.A.L.K.E.R, Night Watch, True Love have been discussed and analysed. (Dolgopolov, 2012; 

Sokolova, 2011). 

2.4.2 Contemporary dichotomized Russian media model 

In the beginning of the 2000s, Russian economy was rising which in turns helped the so-called 

development of media marketization. Russian media market was attractive to both domestic and 

foreign investors who were principally interested in local print media with politically safe content 

that was less likely to lead to confrontations with the authorities. The financial crisis started in 

2008 shaped the future direction of media and news consumption in Russia, leading to the decrease 

of advertising and circulations of the print media on one hand, and increase of online 

communication on the other hand (Pankin et al., 2011, p. 6). 

Today, the Russian media system is a mixture of different media models, existing 

simultaneously and sometimes intertwining. The main dichotomy is between more tightly 
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controlled media loyal to the authorities and freer media outlets and online communication 

platforms (e.g. Dunn, 2014; Toepfl, 2014). The Russian media model has been described also, for 

example, as semi-authoritarian or authoritarian (e.g. Toepfl, 2014, p. 69) and neo-Soviet (Oates, 

2007). In addition to media that fall within the state or local government’s sphere of control, part 

of the media behaves according to commercial models, selling products directly to consumers and 

serving as the contact between consumers and advertisers. Typical formats following commercial 

media models include glossy magazines, business newspapers and commercial radio stations. 

In addition, part of the media business is owned by so-called oligarchs or business tycoons, 

who may have other business and political interests besides the media.  

The main TV channels are state-controlled directly or through companies closely connected 

to the state. These channels include, for example, Pervyi Kanal (First Channel), Rossiia 1 (Russia 

1), NTV and TNT (Vartanova, 2015, p. 139). They still get the majority of their funding from 

advertising and sponsorship. 

In terms of the media business’s political environment and state intervention levels, Russia 

has been categorised as a relatively closed regime that, nonetheless, pursues an open Internet policy 

(e.g. Oates, 2007; Toepfl, 2014). However, researcher Sarah Oates states that the Russian 

government still is capable of applying its power through online resources just as it does through 

print and TV media (Oates, 2013, p. 8). Recent developments give the impression that Russia’s 

media policy is mostly based on state-driven logic: the state is still, in practice, the only actor to 

formulate media policy in Russia. 

Foreign ownership has now been restricted after a long period of relatively free investment 

policy. Russia had, in the 1990s onwards, a more liberal media legislation as compared to Eastern 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

 

~ 37 ~ 

 

and Central European countries (Stetka, 2012, p. 436). However, from 2016 onwards, the foreign 

ownership share of media companies were limited to no more than 20% of total shares. 

TV remains the central media platform in Russia, and the newspaper market, which, in recent 

decades, has become more diverse, is under pressure in part due to technological developments. 

The rise of digital media so far represents a mixed picture, in part because of political pressures 

and because the Internet provides a challenging environment for news production for traditional 

media companies. 

2.4.3 Transmedia projects in Russia 

This section provides the overview of several implemented transmedia productions: True Love, 

S.T.A.L.K.E.R and Red Quest. These cases were chosen in order to show the variety of ways 

transmedia was represented in. These examples shows us that even though transmedia was just 

recently integrated in Russian media practices, it gained necessary interest and what is more 

important – engaged the audience. 

2.4.3.1 Entertainment initiatives  

True Love is a TV and Web series created by STS Media, the largest television broadcaster 

in Russia, and was shown on the STS Channel in November- December 2012 (Khrennikov, 2014). 

The viewers of the show were given the opportunity to share their own love stories on Russian 

social media networks such as VKontakte and Odnoklassniki, as well as on the STS Media online 

video platform videomore.ru, which follows the Hulu4 model (service offering ad-supported on-

demand streaming video). The Internet users could upload texts, pictures or videos of their love 

stories. In addition, they could also commented on and rated other participants’ stories. Within a 

few months, 2000 stories had been gathered online, and then 50 were incorporated into the project 

and shot as one-minute videos broadcasted daily on the STS Channel. The crucial features of this 
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transmedia project were expansion of the content in different media platforms and audience 

participation. True Love was planned to deliberately take advantage of the “four screen” concept 

(TV, PC, tablet, mobile phone), and in this sense, it succeeded. Moreover, STS created a 

partnership with PepsiCo which resulted in an advertising campaign for a popular juice brand 

Lyubimyi (beloved, favorite).  

During the second season which was aired at the end of 2013, STS collaborated with PepsiCo. 

The main idea of the season was aimed at finding the formula of true love. This time, 45 stories 

told by the audience were chosen for the project. The main media platforms involved were the STS 

Channel, videomore.ru, domashniy.ru, ctc.ru, Vkontakte and Odnoklassniki. STS Media “is 

transforming itself into a content provider as users switch to watching series online via 

smartphones, tablets and smart TVs” (Khrennikov, 2014). 

2.4.3.2 Gaming experience 

The introduction to the TS notion as a scholarly phenomenon in the Russian academic sphere 

began with an analysis of two game-based projects: S.T.A.L.K.E.R. and Night Watch. (Dolgopolov, 

2012; Sokolova, 2011). In this section, we cover only the S.T.A.L.K.E.R. game for the reason that 

Night Watch failed as a transmedia project.  The reason to its failure was that by that time, 

participatory culture in Russia was not quite developed at the grassroots level and was 

systematically limited by the government. 

S.T.A.L.K.E.R. is both an on and off-line game related to the novel written by Arkadiy and 

Boris Strugatskiy called Roadside Picnic (Piknik na obochine). The main character of the book 

makes a living by illegally entering the so-called Zone, a place that was visited by extraterrestrials 

and is full of unknown substances and anomalies. The game inherits from the book descriptions 

of anomalies and artifacts as well as the very idea of the Zone. Therefore, S.T.A.L.K.E.R. is not 
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just an adaptation of the book but a proper transmedia extension (Gambarato & Lapina-Kratasiuk, 

2016).  

This transmedia production was popular in 2007-2010 and included three games (the first 

game, a prequel and a sequel) and a series of books based on the world of the game, among the 

main extensions. However, the TV show S.T.A.L.K.E.R. was cancelled in 2012 before its premier. 

A noticeable extension of this game universe was the performance of S.T.A.L.K. E.R. (directed 

by Igor Grigorev), organized as a lounge quest, which opened in October 2014 at the Gogol-Center 

Theatre, in Moscow. 

 S.T.A.L.K.E.R. productions can be called transmedial since it has incorporated different 

narrative lines and structures as well as spread across different media platforms and extensions. 

Moreover, the activities of communities and UGC played a crucial role in this project. 

2.4.3.3 Transmedia branding 

Due to the popularity of mobile application in Russia and low interest in traditional forms of 

advertising, transmedia branding while still being a new phenomenon, gained a lot of attention 

from the public. Red Quest was the first of its kind. This was a promotional activity of МТS’ new 

tariff Red Energy introduced in 2011. It was designed as transmedia storytelling combining the 

merits of international branding projects, such as Intel & Toshiba The Power Inside and traditions 

of Russian transmedia games such as DozoR (Gambarato & Lapina-Kratasiuk, 2016). The main 

idea within Red Quest was to save the planet. Participants searched for the source of unlimited 

energy. The first part of the game consisted an online quiz. The second part was an offline city 

quest the users could take part in by using their smartphones.  

The company’s goal was “to increase the level of the target audience’s involvement and 

strengthen their communication with the brand by transmitting МТS Red Energy tariff values – 
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freedom of expression, activeness, energy, and unlimited possibilities of communication” (V MTS 

rasskazali o keyse Red Quest, 2011). 

Participants shared their videos and photos in the city quest as well as their stories on blogs, 

websites and social networks. Mobile phones were crucial for those who participated in the quest, 

since all assignments and codes were sent via SMS and Red Quest mobile application. The 

company MTS claimed to be very satisfied with the commercial results of the project since sales 

increased by 20% and more than 800,000 people installed the mobile application Red Quest 

through the social network VKontakte (V MTS rasskazali o keyse Red Quest, 2011). 

2.4. Dominance of Russia’s Facebook: VKontakte (VK) 

VKontakte (VK) is the largest European online social media platform (Figure 3). It has over 

50.2 million monthly active users including 77% mobile users of this networking service. As of 

May 2017, according to Alexa Internet ranking, VK is the most visited web-site in Russia, second 

most visited in Belarus, third in Kazakhstan, forth in Estonia, Kyrgyzstan, Moldova and Ukraine, 

fifth most visited in Latvia. However, due to the conflict between Ukraine and Russia, the 

Ukrainian government banned the use of VK in Ukraine in May 2017 (BBC News, May 2017). 

 

 

 

 

 

 

 

  Figure 3. VK profile 
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VK was founded 3 years later than Facebook, in January 2007 by Pavel Duov. In February 

2017, the website reached 100.000 users, then 1 million by July 2007, and 10 million accounts by 

April 2008 (Synowitz, April 2014). 

The site is available in 83 languages, while advertisements are only shown in the Russian and 

Ukrainian versions. Russian-speaking users can choose between the standard Russian version and 

two extras: a Soviet version and a Pre-Revolutionary version. 

Generally VK users are under the age of thirty (Fateev, September 2015). This is an 

interesting demographic shift, given that Facebook’s users are mostly ages 35 and up (Jetscram, 

October 2014), and the platform is losing younger users to social media apps such as Instagram 

and Snapchat (Smith, March 2016). Some potential explanations for this difference are such as 

VK’s focus on sharing audio and video files between friends, its decreased focus on adding only 

people you know, the popularity of the social media site Odnoklassniki with older Russian adults 

(Smith, July 2016). 

As the leading social network in the country, VK has beaten Russia’s biggest TV channel in 

the battle for viewers’ attention. In 2015, their weekly audiences were roughly equal, with VK 

leading by about 10,000 weekly users according to TNS Russia. However, the comparison between 

television channels and social networks is approximate, as statistics for the two platforms cannot 

be calculated in the same way. The daily audience of social networks was estimated according to 

the number of people who viewed any part of the website at least once a day. The daily reach of 

television channels, on the other hand, is the number of people who watched at least 1 minute of a 

channel’s broadcasts daily (D’Amora, May 2015). 

 

 

https://en.wikipedia.org/wiki/Russian_Revolution
http://digitalmarketingmagazine.co.uk/social-media-marketing/300-million-users-understanding-russia-s-vk-social-network/2564
http://jetscram.com/blog/industry-news/social-media-user-statistics-and-age-demographics-2014/
http://www.makeuseof.com/tag/what-your-teen-doesnt-want-you-to-know-they-use-their-phone-for/
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CHAPTER THREE: RESEARCH DESIGN 

This chapter with outline the research questions and problems, and the method used to 

gather the data in order to achieve our goals. 

3.1 Expectations 

The author of this research has high expectations for the development of transmedia 

storytelling in Russia. Section 2.4.3 presented us with some successful transmedia projects have 

already been implemented in Russia. Those transmedia stories were of different type, such as a 

game, a TV show, a transmedia branding. From the technological point, Russia is very well suited 

for the possible spread of transmedia storytelling influence. The penetration of mobile phones, 

laptops, and Internet saturation is high, especially in big cities. There are some barriers standing 

on the way of transmedia projects in Russia and can undermine their development. As it was 

mentioned before, the media content in the country is filtered and controlled. It is decided 

beforehand what messages the audience receives as over 80% of Russian channels are in the hands 

of private companies, some are state-owned, and the others have combined ownership. Another 

reasons is that even though the Russian constitution provides for freedom of speech and press, 

government application of law, bureaucratic regulation, and politically motivated criminal 

investigations have forced the press to exercise self-censorship constraining its coverage of certain 

controversial issues, resulting in infringements of these rights. 

74% of Russians over 18 years old watch TV nearly every day. Therefore, television is the 

main source of information and entertainment. On one hand, the technology in Russia is blooming. 

Mobile telephones and other gadgets have become widespread and have challenged the popularity 

of laptops as tools for connecting to the Internet. The general media and technological environment 

is favorable for the development of transmedia storytelling. On the other hand, as section 2.4.2. 

https://en.wikipedia.org/wiki/Law
https://en.wikipedia.org/wiki/Regulation
https://en.wikipedia.org/wiki/Criminal_investigation
https://en.wikipedia.org/wiki/Criminal_investigation
https://en.wikipedia.org/wiki/Self-censorship
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refers, the transmedia is only emerging in Russia as well as social and cultural spheres have not 

been adapted yet to this changes.  In addition, there were some endeavours to control Russian 

Internet through several laws. Taking into consideration the aforementioned reasons, the author of 

this study expects transmedia storytelling to have a potential growth in Russia due to significant 

Internet penetration and available technological resources. However, transmedia storytelling 

projects should have particular features to attract passive Russian audience such as to be interactive 

but not demanding participation. The authors believes that despite low level of audience 

participation, the younger audience is interested to be engaged with transmedia storytelling. 

3.2 Research Problems 

       Since there is not much use of transmedia storytelling currently in Russia, the primary goal is 

to gain an idea if there is a demand for transmedia extensions among Russian users. Are the 

audiences interested in engaging with transmedia experience? If so, what particular ways they 

would like to engage with? Which platforms they prefer to engage on? This section will discuss 

the logic behind the research. 

3.3. Research Questions 

 Research questions are formulated in order to further clarify the purposes of this study.  These 

questions are to discover the level of engagement of the Russian audience, if there are favored 

platforms to engage with transmedia projects on. Research questions are listed as following: 

3.3.1 Question 1: How strong is Interactivity, Impact, Immersion and Integration of the 

Russian audience with a transmedia narrative? 

This research question aims at gathering data about interactivity, impact, immersion and 

integration of the Russian audience. As it has been widely discussed in the literature review part 

of the study, audience plays an active role, participates, contributes and plays the role of creators 
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in transmedia storytelling. The author of the research is interested if the participants want to 

influence the narrative, manipulate plot events, and submit possible ideas and so on.  Section 2.2.8 

discusses different archetypes of transmedia audience defined by Latitude and their level of 

engagement with a narrative. In addition, they developed a new metrics to measure audience 

engagement with “the new breed of multi-platform experience”– The 4 I’s of Storytelling. There 

are Immersion, Interactivity, Integration and Impact. We will analyze Integration in Questions 2a 

and 2b. Questions 6-15 were created in order to answer about respondents’ favorite narrative and 

their willingness to know more about it, dig deeper and seek information, change the story line, 

purchase the products and so on.  

3.3.2 Question 2a: Which platform(s) are the Russian consumers most likely to use in 

order to engage with a narrative? 

 As it was mentioned in the literature review, there are various platforms transmedia 

storytelling can be presented on. It could be a Facebook page, a video game, a website, a book and 

other type of media platform. Questions 16-21 are to find out which media consumers use in order 

to involve with transmedia project. 

3.3.3 Question 2b: Does the Russian audience use platforms synchronously or 

asynchronously in relations to the narrative? 

 The new audience is using secondary screens to interact with the content. 87% of consumers 

use second screen device while watching TV. Section 2.2.9 argues that second screen such as 

mobile phones, a tablet or computer are used along with watching TV for different reasons. This 

question’s goal is to distinguish whether Russian audience actively uses second screens and 

whether it is related to the program on the main screen. Here we analyze Questions 22- 25. 

 

https://www.statista.com/statistics/448087/second-screen-relation-to-main-screen/
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3.4 Survey design 

  Survey research is one of the best method to use when one hopes to gain a representative 

picture of the attitudes and characteristics of a large group (De Leeuw & Dillman, 2008).  

The main purpose of this research is to investigate whether the Russian audience is ready to 

engage with a transmedia narrative and which medium they use to consume it.  

The survey incorporates 25 questions. The study targets the audience 18 years old and up due 

to ethical reasons. The reason for the age limits is that people over 18 years old can freely choose 

the content they like to access without parental control and other restrictions. The minimum 

requirement for the target audience is to have at least one device through which they can watch/ 

play/interact with a narrative. 

One of the difficulties of creating a survey was making the questions the way the Russian 

audiences understand them due to unawareness of the phenomenon “transmedia storytelling”.  

The survey has been broken down into three parts. The very first part aims to gather basic 

information about the participants such as sex, age, education and so on. These are questions from 

1 to 6. Basic biographical data was collected in order to identify if there is a correlation between 

sex, age, level of education and employment status, and transmedia engagement. 

The second part was designed to answer research question 1. The third part is to answer 

research questions 2 and 2b respectively. Answers have been measured using a 5-point Likert 

Scale from “strongly agree” to “strongly disagree” in order to receive more detailed answers about 

the participants’ preferences. One of the advantages of Likert Scale is that it does not expect a 

simple yes or no answer from the respondent, but rather allow for degrees of opinion, and even no 

opinion at all.  Therefore, quantitative data is obtained, which means that the data can be analyzed 

with relative ease (McLeod, 2008). Below each part of the survey will be discussed in details. 
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3.4.1 New metrics of audience engagement: Research Question 1  

This part seeks to measure audience engagement. The term “audience engagement” is quite 

difficult to clearly define as well as to measure it. Latitude argues that the future of storytelling 

demands new metrics to measure audience engagement that go beyond mere number of “likes” 

and “clicks”. They developed The 4I’s of Storytelling that includes Immersion, Interactivity, 

Integration, and Impact.  The term engagement in this study is seen as immersion and interactivity. 

Immersion measures information-seeking which is the extent which the audience is driven to seek 

more information about the various aspects of a narrative. Secondly, it also measures extended 

experience which is whether the audience wants to consume content that is a continuance of the 

story in some form as spin-offs, interview, and bonus content and so on.  

The author of this study is interested whether the audience consume content that is a 

continuance of the story in some form such as extras, trailers, prequels, spin-offs, etc. Through 

these questions, we are to discover how proactive the audience is in helping to shape the narrative 

by voting, submitting ideas to writers, and so on. In addition, we want to distinguish if the 

participants share their thoughts about the story on social media, if they are active in discussing, 

collaborating, or competing with other fans.  

3.4.2 Engagement on platforms and second screens: Research Question 2 and 2b 

Through the third part of the study, we would like to find out which platform(s) is more used 

by the Russian audience in order to engage with transmedia narrative. The reason for choosing the 

platforms such as Facebook, according to Portwood (2016), is that print media such as books, and 

video games most likely require spending money to access them. On the other hand, social media 

such as Facebook, Instagram, and official websites are free of any charge. Another potential 

problem is that mobile apps require to have some space on a mobile phone to be downloaded that 
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some of the participants might not have. Our study examine Russian audience, therefore, one more 

platform has been taken into consideration. Facebook is considered as a platform for people with 

university degrees, or doing business and entrepreneurs. However, Facebook is becoming more 

popular among younger people who wants to communicate with their foreign friends. VKontakte 

still remains the top position as a social network in Russia with over 50.2 million unique visitors 

per month, where Facebook takes the forth place. Vkontakte is strongly geared towards providing 

entertainment media for users, therefore it could be a perfect platform for transmedia projects. 

Vkontakte users have also specific music playlists and video pages, plus the ability to find shows 

and films to watch (Figure 4). 

 

Figure 4. VK music 

Research question 2b is dedicated to find out the pattern of second screen usage among 

Russian participants in the relation to their favorite show. This is the least known phenomenon for 

the Russian audience and could be misunderstood. More and more content creators are 

implementing this kind of way to engage the audience, therefore the result of this research question 

could be of a big use for the marketers. Section 2.2.1 introduces us to convergence, defined by 
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Jenkins where specific type of convergence called Social or Cultural convergence describes 

people’s behavior to use more than one medium at the same time. Do people prefer to use 

smartphones while watching their favorite TV show? Or do they like to use a tablet as a second 

screen? These questions are of great interest to the author of this study. By answering these 

questions, we are only to distinguish whether the Russian audience uses second screen but not the 

reasons to do such. Future studies incorporating in-depth interviews could be aimed at finding the 

reasons for this behavior. 

3.5 Data collection and analysis 

Due to the remote location of the researcher from the studied area, an online survey was 

chosen as the main method of the study. An online survey has been created and spread on social 

media such as Vkontakte and Facebook among the citizens of Yekaterinburg where the researcher 

comes from. The survey was conducted from February 16- 30th. Another reason Yekaterinburg 

was chosen as a place for conducting the research, is it is a city with high penetration of Internet 

and mobile phones. It has all the potential for implementation of transmedia projects and great 

interest from the audience.  

The author personally invited (send a private message) every participant to take part in a 

survey. The participants were also asked to invite their family members, relatives and friends. The 

data did not take long to be collected because of the intensity and frequency of the messages being 

sent by the researcher. The on-line questionnaire proved to be a cheap and fast way to collect the 

data.  A goal of 100 people to undertake the survey was set, however within only a few days we 

reached the level of 208 people which is enough to answer our research questions. 
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Our study is mainly explanatory and does not cover a large group of participants, therefore 

there is no need to use a sophisticated software. Instead, Survey Monkey was used to analyse the 

data.  

3.6 Pre-test 

       The author of this research expects that Russian audience is not familiar with transmedia 

storytelling therefore, a pre-test was run in order to reduce the likelihood of confusion of 

participants, unwanted surprises or wasted data once the analysis begins. During the pre-test, we 

has found out that some questions needed clarification or examples for the reason that the audience 

has never heard of transmedia or seen any examples of it.  For example, the question 6 about 

influencing a character’s decision was the most misunderstood and demanded a strong 

clarification. After a discussion with some respondents, the question 6 was changed as well as 

some examples or definitions were added to the questions. 

3.7 Survey Questions 

The list of questions was partially generated by me according to research questions and 

objectives as well as taking from the answers from the research conducted by Latitude. The full 

version of the survey question can be found in Appendix. 
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CHAPTER FOUR: DATA ANALYSIS 

This chapter will discuss and present the results of our survey and what they might mean in 

relation to our research questions. 

4.1 Sample Structure  

During our survey, a total of 208 responses were collected, however only 201 respondents 

answered all the questions without skipping or missing. Here is presented the breakdown by sex, 

gender, education, occupation, income.  

 

Figure 5. Sample Gender 

 

Figure 6. Sample Age  

 

Figure 7. Sample Education 
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Figure 8. Sample Education 

 

      Figure 9. Sample Income 

As we can see on the tables above, females are the group to have the highest percentage of 

responses. One of the reasons could be that the author of this survey has more females on her 

friends list. As the respondents were asked to pass on the survey to their friends, relatives and other 

people they know (i.e. randomly selected), the author was not responsible for who might fill out 

the survey. Therefore, another reason might be that females were more likely to participate in the 

questionnaire. As it should be mentioned, nearly 70% of all the respondents are between age 18 

and 24 which contributes to our study due to high engagement with social media and new 

technologies. Young audience 18-34 years old have been chosen for our research out of 

accessibility. Therefore, future research can include other generation to cover bigger audience.  
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Over 57% of people who took part in the survey have got undergraduate or graduate degree. 

Approximately 66% of respondents either self-employed, or work in private or government 

companies. It has been allowed to answer for more than 1 questions, therefore 66% of those who 

work also include students.  

4.2 Active and passive experience  

The Research Question 1 aims at assessing different level of audience engagement with 

transmedia narrative, or in other words – if it is an active or a passive experience. The graphs below 

shows us the results of questionnaire related to these types of engagement.  

4.2.1 Interactivity 

Questions 6- 10 were dedicated to find out the level of interactivity of the participants with a 

narrative. By Interactivity, we mean if people are willing to change or influence elements of story, 

whether they would like to interact with people around the story.  

Question 6 aimed at discovering if respondents would alter a storyline by influencing a 

character’s decisions or becoming a character themselves. The results of this question show that 

the audience is very proactive when it comes to direct participation.  

Quite a high percentage of respondents was not sure about their preferences and chose “Don’t 

know” as their answers. 

 

Figure 10. Character’s decision influence
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        As it was mentioned before in this thesis, as well as based on some feedbacks received from 

the respondents, transmedia storytelling is not a well-known term in Russia. There are a lot of 

people simply not being aware or not understanding what transmedia storytelling is despite the 

short description of the phenomenon in the beginning of the questionnaire. Specifically Questions 

6 and 7 were the hardest to understand to the Russian audience.  

 In Question 7 there are less respondents who are strongly agree with the statement however 

the majority agreed they would alter a storyline by manipulating plot events directly. 23.5% of all 

respondents disagreed with this statement or possibly did not understand the question. 

 

Figure 11. Manipulating plot events directly. 

           Question 8 discusses if the respondents are willing to submit possible story ideas to 

content producers. As we can see from the chart below, more than half of the respondents 

showed their interest in this type of engagement. They really want to be listened, take part and 

influence the storyline. A few participants were asked why they have disagreed with the 

statement. Most of them said that they would not think their ideas would be interesting and 

finally accepted by producers. 
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        Figure 12. Submitting possible story ideas to content producers. 

 Question 9 was designed to understand if respondents would help fund stories they're 

interested in. This question was the least favorable and with nearly equal amount of respondents 

being pro and against this statement with 37% and 41% respectively. 21.6% of respondents have 

no certain opinions about this matter. When it comes to a financial aspect, people consider 

thoroughly what they want to spend it on. Despite that fact, a great storytelling that really allows 

audience become creators could probably receive a higher percentage of interested consumers.  

 

     Figure 13.  Funding stories 

Question 10 sough to find if respondents would interact with other people within the story 

collected the highest results of all the questions related to interactivity. Interpersonal relations and 

connections are very important to people, they want to be actively engaged and interact with others 

around the story who are also interested in it. Nearly 82% of all respondents agreeing to the 

statement. 
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      Figure 14. Interaction with other people within the story. 

The results of this section showcase that a large majority of respondents is willing to directly 

interact with transmedia narrative. The highest interested provoke the statement about influencing 

character’s decision or becoming a character themselves. It is clear the audience is interested in 

influencing the storyline, it wants to be heard, noticed, and become a part of a story.           

4.2.2 Impact 

       Questions 12 and 13 were designed to measure Impact which is how story affects respondent’s 

actual life by inspiring them to discover more or make a purchase.  

Question 12 was designed to see how products or services mentioned in a narrative affect 

people interests and make them engage with it. The results are quite high with 59% of respondents 

willing to search more information about the products.  These results show there is a certain benefit 

for the marketers whose goal is to promote their products by showing them off on the screen. 

       

        Figure 15. Searching for more information about a product. 

Question 13 was meant to ask respondents whether they would consider purchasing a product 

or service that has been used in a narrative if it has been presented by telling a story. 
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          Figure 16. Purchasing a product. 

Here again we can see the positive responses prevail over the negative ones. Almost 60% of 

all the respondents would be interested in buying a product or service advertised in a narrative. 

Due to the appearance of a new type of audience, consumers do not want to be pursued to buy a 

product, they want to be the ones who make a decision. In this case, as it was mentioned before, 

negative responses should be investigate in further research as they might mean that respondents 

did not fully understand the question.  

Both of these questions received a majority of respondents agreeing to search more 

information about a product or service and finally purchase it. It is a really good sign that Russian 

audience has a potential for transmedia storytelling development as the final goal of any 

transmedia project is to make audience buy the product. 

4.2.3 Immersion 

As discussed in section 3.4.1 Questions 14 and 15 sought to measure Immersion which is 

information-seeking and extended experience. 

Question 14 was designed to discover whether Russian audience would go deeper into the 

story-world, by learning more about it. Question 15 sought to find out whether respondents would 

access bonus content like deleted scenes, interviews, extras, trailers, spin-offs, etc. The figures 

below show the results from Q14 and Q15. 
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79.5% of respondents would actually learn more about the story where only 15% would not 

do that. Regarding Question 15, 79.3% of respondents would be interested not only in the story 

itself but in additional materials enhancing transmedia experience.  

                               

  Figure 17. Learning about the story and immersion.         Figure 18. Access to bonus content 

     The great interests for information-seeking and accessing bonus content can be explain by their 

low cost and easy accessibility.  

     The result of these two questions point to a great interest in looking for more information about 

a narrative as well as extended experience.  

4.2.4 Integration 

   In this section we will analyze only Question 11 as the whole next section will be dedicated to 

the audience Integration. Here, Integration implies physicality meaning that the audiences would 

engage with a story more if the ‘real world” (places, people, objects) interact more with content 

they view on their devices.  Physical world is another “platform” in a way that’s meaningfully 

integrated with the narrative on other platforms. The results of Question 11 shows the high level 

of audience interest in integration with the narrative. Over 60% of survey participants assimilate 

with a narrative by using digital platforms. As it was mentioned before, the sample size was 208 

respondents. However, this Question was answered by 202 people. 
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    Figure 19. Interaction with the “real world” 

   Involving physical world in a story-world is a new concept by bringing the story out of the 

screen, incorporating actual environments like retail stores and museums that can be very 

beneficial for the brands. “Real world” integrations stand out as a particularly compelling 

opportunity for retailers (and consumer goods brands), as many already inhabit physical locations. 

4.3 Favorable platforms for audience engagement 

This section will further discuss Integration as a part of new metrics of audience engagement 

with transmedia experience. The goal of this section is to discover cross-platform conversation or, 

in other words, which platforms the Russian audience chooses to interact and engage with 

transmedia narrative. This information will further help content creators, marketers and producers 

allocate their content on platforms according to the audience preferences.  

4.3.1 Official website 

The graph below shows the result of Question 16 that asks if the audience is interested in using 

official website of a narrative.  

This platform has the biggest support from the participants with 156 people out of 208 being 

strongly agree or agree with the statement. With the high penetration of the Internet and 

technological boom for the last years in Russia, the author expected that social media platform 

would be of the highest interest unlike web-site.  However, as it can be seen from the chart, the 

audience give their preference to the website.  
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There are might be several reasons to that as well as this question  to be further studied by 

using in-depth intervies. The great interested in the official website of a narrative could be 

provoked by the low cost of it. In addition, while visiting social networks, there is might be 

unneccessary and undesirable advertisement that can distruct the audience. According to Cha and 

Chan-Olmsted (2012), “consumers perceive on-line platforms better than television in terms of 

effort effiency”. Indeed, the website is purely dedicated to the narative where the fans can watch 

some episodes they’ve missed, or access deleted scenes or interview with the characters (section 

4.2, Question 14).   

A well-designed web-site is an excellent marketing tool that allows accessing information 

about customers buying patterns and interests thus providing further marketing opportunities. 

 

              Figure 20. Official web-site extension 

4.3.2 VKontakte  

The chart in this section shows the responses for Q19. This question was created to find out 

whether the Russian respondents would like to engage with a transmedia narrative via VKontakte 

(VK). As it was mentioned in section 3.4.2, VK is the most popular social media network in Russia 

with over 50.2 million unique visitors per month. 

VK has more advantages than Facebook and is more familiar to and popular among the young 

Russian audience. VK offers its users to watch movies, TV shows without extra charge. It is easy 

to register there and also free of charge. There is also a lot of communities where people can 
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discuss their favorite narratives, post pictures and videos. The respondents have shown a great 

interest in communicating with people who are also interested in their favorite narrative (see 

section 4.2). Therefore, VK has a high percentage of “strongly agree” or “agree” responses.  

 

        Figure 21. VKontakte extension 

4.3.3 Instagram 

Instagram is the second most popular platform in Russia with more than 4.6 million active 

users in November 2016. Instagram is a visual application allowing photo and video sharing. 

Images used in the visual marketing are very important for attracting people’s attention therefore 

contributing to business. Instagram is also connected to other social media platforms such as 

Twitter or Facebook so the users could share the posts they like. Therefore, Instagram has such 

popularity among the users. It is interesting to notice that more than 78% of Instagram users in 

Russia in 2016 are women. One of the reasons why Russian men do not use Instagram could be 

psychological. 63% versus 33% of all respondents prefer Instagram as the platform for engagement 

with the transmedia narrative.  

Content creators and producers should definitely take Instagram into consideration to attract 

the Russian audience as it provides excellent way of engagement with the users and helps build 

trust. 
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        Figure 22. Instagram extension 

4.3.4 Video Game 

Question 20 asked if a respondent would consider playing video games related to their 

favorite narrative. The chart below shows the result from this question. Video game extension is 

less popular than Instagram giving it the fourth place in the list of the most popular platforms to 

engage with transmedia experience. To be noticed, most of the participants who would agree to 

play a video game are males: 59% versus 41% respectively (Figure 24). Some respondents 

hesitated to choose one particular preference leaving some room for a researcher to dig dipper 

into this subject via in-depth interviews. Since the topic of transmedia storytelling is a new to the 

Russian audience, a “disagree” or a “don’t know” does not inevitably mean they would not 

engage with this extension, but they might not simply understand what it would actually mean 

for their favorite narrative. 

     

        Figure 23. Video game extension 

 

 



‧
國

立
政 治

大

學
‧

N
a

t io
na l  Chengch i  U

niv

ers
i t

y

 
 

 

~ 62 ~ 

 

              

       Figure 24. Video games usage by gender 

4.3.5 Mobile Application  

The respondents were not enthusiastic about using mobile platforms related to their favorite 

narrative. The majority of them disagreed or strongly disagreed to the idea of having a mobile 

application. One of the reasons this kind of extension would not work in Russia is that in order to 

download an application, there is should be enough space on a mobile phone. Second, a mobile 

application is a convenient however costly platform which sometimes requires a small fee to 

download the app. Furthermore, one of the disadvantages of mobile applications is that they cause 

battery drain. 

There is still some chance that a mobile application could be a somewhat successful idea for 

transmedia extension in Russia, however the creators should consider some cons while 

implementing this into a Russian market. As for mobile application developers, they regularly face 

challenges such as restrictions set by Apple. Mobile applications also take more time and money 

to develop than a website.  Moreover, the mobile application creators need to have at least two 

versions developed—one for iOS and one for Android (Sevilla, 23 September 2015). 
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       Figure 25. Mobile application extension 

4.3.6 Facebook 

This section will discuss the results of Question 18. This question was dedicated to asking if 

the Russian audience would consider using Facebook as a platform to engage with transmedia. 

Despite the current growth in Facebook among young professionals and entrepreneur (from spring 

2014-2015 the percentage if Facebook users in Russia grew by 30%), Facebook is not considered 

as a platform for entertainment for the Russians, but a way to interact with their foreign friends or 

expand their business. The average usage of Facebook (2015) is only 7 minutes per day compare 

to VK with 31 minutes per day. Therefore, Facebook is the least popular media to engage with a 

transmedia narrative with over 50% of respondents being in a disagree spectrum.  

The fact that respondents do not know their preference about Facebook could be explained 

that they are simply not members of this social networking service. More explanations to this 

phenomenon could be via in-depth interviews.  

 

          Figure 26. Facebook extension 
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The data from these survey questions is particularly interesting and useful as it is important to 

choose the correct platform for transmedia narrative to have higher changes to engage audience. 

Here, we see that Russian audience mostly prefers official web-sites, social media platforms 

VKontakte and Instagram, as well as video games. Mobile applications and Facebook as platforms 

for engagement have the lowest interest from the audience, even strongly negative responses 

despite the popularity of Facebook in the world. 

4.4 Second Screen Usage 

This section is dedicated answer Research Question 2b which aims at analysis of people’s 

behavior while watching their favorite narrative. The main purpose of the question is whether the 

audience is interested in using second screen such as tablet or mobile phone in order to seek more 

information about their favorite show, interact with people on social media or transfer their 

attention to something else. 

The chart for Question 22 demonstrates the results of if the audience would use Twitter or 

other blogs to share their opinion about the TV show they are watching. It has to be said that 

popularity of Twitter in Russia is quite low compare to other social media with only over 8 million 

users per month (data for 2015). People mostly read the posts of other people, such as celebrities 

but rarely post their own. Liveblogging (Lifejournal.com is the most popular platform) used to be 

quite popular as well especially among males. From the chart we can see that the large majority of 

people “strongly disagreed” with the idea of using Twitter or other blogs.   

In Question 23, which sought to find if the audience watches other videos not related to the 

TV show they are watching, the opinions were separated between ‘agree’ and ‘disagree’ with 

almost even amount of respondents. However, the results are leaning towards the agree side with 

a minimum advantage.  
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Question 24 was designed to ask if respondents would use another device such as a 

smartphone or tablet to follow social media discussions related to the programming. The results 

does not show the participants’ willingness for this type of second screen usage. Once again, this 

question could not be understood clearly by the respondents. Second, as it was mentioned before, 

audience participation in Russia is quite low. Third, the respondents might engage with social 

media discussion only after they have watched the program.  

The result of Question 25 is very important because it showcase people’s willingness to search 

more live information about the narrative they are watching. On the other hand, there is a quite 

high percentage of people who would not consider doing that. The results of this question are 

contradictory, thus the producers need to take this into consideration if they want the audience to 

be engaged during the programming. For example, they could post life updates or explaining some 

moments from the show on the TV show’s website or social media.  

The researcher supposes, on one hand the audience got the concept of second screen usage 

but did not know how to use it. On the other hand, the participants did not fully understand what 

would second screen usage mean to the related narrative.  Furthermore, using a second screen 

while watching the favorite show could be quite a distraction for some participants. Few 

participants left their feedbacks about the survey and some of them claim they did not watch TV 

shows at all. This could also be a possible reason why there is a high percentage of negative 

answers.  
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     Figure 27.  Live tweeting and blogging               Figure 28. Watching the content related                 

                                                                                  to the show 

 

    Figure 29. Following social media discussions   Figure 30. Accessing live information 
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CHAPTER FIVE: CONCLUSION 

In this chapter we will further discuss transmedia storytelling as a topic under study as well 

as the data collected from the on-line survey, contributions of the research. Furthermore, we will 

give some recommendations for content creators and marketers as well as academics interested in 

this field. The study gives us the overall idea of what storytelling is and how it is presented and 

used in marketing and branding in the modern world as well as a picture of how media is consumed 

today, the core concepts of transmedia storytelling, its difference from similar terms such as 

“multimedia” and “crossmedia”. In addition, the current Russian media landscape have been 

discussed and its audience’s peculiarities. The survey data collected provide some information 

about how the Russian audiences engages on different levels with transmedia storytelling, which 

platforms they prefer to have such engagement on.  

5.1 Summary 

The literature review in Chapter 2 serves as a framework of the discussion of the topic of 

transmedia storytelling. In every good transmedia narrative lies a story that catches people’s 

attention and influences their emotions and decision making. Therefore, producers have to 

thoroughly create a content that will be further given to the audience to absorb.  With the spread 

of new technologies and all kinds of media, a new audience emerges. This audience is no more 

passive but highly dynamic and engaged as well as it designs and shares content among its 

members by “spreading” it. The new audience is not only consumers but creators. The shifting 

relations between media producers and their audiences are transforming the concept of meaningful 

participation. 

In the traditional marketing world, a story was unchanging. It was mostly about the company, 

the brand and how the brand is better than its competitors. Moreover, this story was historically 
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published across all channels in the same manner. Transmedia changer the way how a story is 

being told. It is being delivered as a unique piece  

The previous experiments and research have found the connection between storytelling and 

emotions. Transmedia experience plays role in eliciting emotion and creating measurable 

behavioral change. Storytelling evokes a strong neurological response. A good story that touches 

our feelings and can be related to on a personal level affects our brain and therefore, make the 

audience take actions.  

It is necessary to differentiate “transmedia” from similar phenomena such as “multimedia” 

and “crossmedia”. In transmedia storytelling, a story flows across different platforms which are 

interconnected. The content on each platform is different and the audiences are actively engaged 

in that experience. 

With the new type of media and technological development a new audience appears. Old 

consumers did not participate or contribute. They are stationary and their actions are predictable 

due to their constant structure. In addition, old consumers were isolated individuals and were 

perceived as quit, invisible and submissive. On the other hand, new media consumers are open to 

interaction and more socially connected. They decide which content they want to view. One of the 

particular traits of new consumers is that they actively take part and willing to contribute. 

While in the Western countries, transmedia storytelling has been known for a while and is a 

popular marketing tool, the opposite situation can be seen in Russia. Transmedia storytelling is not 

a well-known technique. The participatory mind is yet to develop. 

Television remains central and subject to several forms of state and political interference in 

Russia. The newspaper industry, which has offered a more diverse mix of relatively independent 

commercial media, politically-connected media and foreign-owned media, is suffering due to the 
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secular migration of advertising and audiences. In addition, digital platforms became important 

providing a mix of dissident, pro-government and largely apolitical offerings. 

Despite that there has been just a few transmedia productions in Russia, they have gained 

necessary audience’s interest. There is a TV and Web series True Love, a video game 

S.T.A.L.K.E.R. as well as a mobile application Red Quest. 

Are the Russia media users ready to engage with transmedia storytelling? Do they want to 

seek for more information about their favorite narrative? Are they ready to not be only consumers 

of a content but also creators? Which platforms are they mostly likely to be engaged with a 

transmedia on? Last, but not least, does the Russian audience use second screen while watching 

their favorite narrative in order to search more information about it or discuss it on social media 

with their friends? This research is the first of its kind to give answers to the above questions.  

By looking at the results from the survey utilized in this study, we have found some interesting 

things. The overall data gathered for the first research question which aimed at examining 

Integration, Immersion, Impact and Interactivity demonstrates that the Russian respondents 

showed high level of willingness to interact with the narrative. They would influence character’s 

decision or contribute to the storyline. The respondents would also actively interact with others 

around the story.  

When it comes to Impact, the respondents showed high level of interests in searching more 

information about products or services presented in the narrative. Moreover, they would purchase 

the product used in the narrative if it was presented in a story-like way. We have previously 

mentioned in section 2.1.4 that transmedia storytelling can affect cognitive, affective, 

physiological, belief, attitudinal, and behavioral systems. Thus, a well-told story affects the limbic 
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system to release such neurochemicals like cortisol and oxytocin which in turn the main players in 

decision making.  

One of the most important data gathered is about Immersion. It is willingness to seek more 

information, learn more about a narrative and a story world, and access some extra materials such 

as bonus content or interviews. In section 4.3.1 we discussed the preferable platforms for 

engagement with transmedia and the results have shown that web-site and VKontakte are the most 

popular digital services. They provide free content which can be easily accessed therefore they the 

audience can search for information on these platforms or watch extra content. 

Integration brings the story into human lives via electronic devices such as tablets, 

smartphones or laptops. It allows the audience experience the story-world in real world by 

connecting people, places and objects with the content. The brands would benefit by integrating 

physical spaces such as supermarkets, museums, etc. by bringing the story put of the screen.  “Real 

world” integrations stand out as a particularly compelling opportunity for retailers (and consumer 

goods brands), as many already inhabit physical locations. 

Regarding the second research questions examining favorable platforms for engagement with 

transmedia, it is seen that the respondents gave their preference to a web-site extension the most, 

followed by a Russian social media and social networking service VKontakte and Instagram. 

Playing video game related to audience’s favorite narrative as a way of engagement with 

transmedia seems controversial as the respondents split between “agree” and “disagree”. 

According to our findings, male population is more interested in video games than females even 

though most of our respondents are women. The marketers could consider implementing this 

extension as it could be useful in attracting males if advertising a product targeting them. Using a 

mobile application and Facebook was shown as the least popular type of extension. In relations to 
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Facebook, as it was mentioned before, this social media platform is not popular among Russians 

as they prefer VKontakte. The reason for its popularity is that some people think VK is by far 

easier to use than Facebook as they do not understand the concept of Facebook user’s interface. 

Quite often Facebook decides for people what they need or going to like according to your history 

and subscriptions.  

5.2 Contributions 

This study is heavily contributes to the academic field of transmedia storytelling in Russia. It 

is being driven by gaps in existing empirical literature. Since the transmedia experience of the 

Russian audience has never been studied before, the goal was to develop a general picture of 

audience engagement with transmedia storytelling in this country. It is also serves to broaden 

earlier works and help find ways to measure audience’s engagement with transmedia storytelling.  

5.3 Limitations 

The biggest limitation in this study is a lack of knowledge about transmedia storytelling in 

Russia. This research demanded an explanation of the phenomenon which was provided for the 

respondents briefly. There are some other limitations mostly due to time and money. A future 

researcher covering the topic could include a larger sample for the more potent results. In addition, 

a future study about transmedia in Russia would absolutely benefit from in-depth interviews to 

identify the very reason for the Russian people to be engaged with the transmedia. The research 

does not cover all the social media available in Russia. The study would benefit from including a 

survey about preferences among such platforms as YouTube, Rutube, Odnoklassniki, and printed 

media. 
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5.4. Marketing Implications 

If international companies would like to penetrate Russian market by using transmedia 

storytelling as a tool to engage the audience and attract it to purchase their products, they have to 

take into consideration the unawareness about transmedia itself. The marketers have to pay 

attention which platforms they use for advertising their products and engaging with audience.  

In order to successfully implement their marketing strategy, the marketers has to understand 

the cultural traits in the target country - Russia. They have to understand that there is a specific 

type of situation with a high penetration of Internet and technologies but with a low audience 

participation.  

During the creation of the story the marketers should already think which media will be used, 

how the story can be told and flow across them. The selection of particular media channels heavily 

depends on the target group: if it is a younger generation, therefore mobile, online and social media 

should be used in order to engage this target group (Figure 31). Preferably, each medium should 

contain a unique story that can stand alone and still contributes to the whole narrative.    

   

Figure 31. Percentage of adults using at least one social media site 

There is a big opportunity to make ads feel more like content people would naturally choose 

to engage with—by providing back-story about a brand or product, visually immersive 
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experiences, game elements, and so on. Marketers need to know that the audience wants to be 

encouraged to interact with other fans.  Russia audience is might not be aware of transmedia 

storytelling, however they would like to engage with transmedia experience. To make the audience 

purchase the product, brands have to make advertisements feel more like a story or a game. 

5.5 Future Studies in Russia 

This study has shown that the people’s awareness about one topic is not in the hands of a 

researcher.  Lapina- Krasatyuk, M. (2015) argues that the problem with transmedia storytelling in 

Russia rather social than technological. The rate of Internet users in Russia is growing year by year 

as well as the amount of technologies used in journalism is significant. However, the very problem 

lies in how society perceives the world. Lapina- Krasatyuk stated that the Russians lack the sense 

of community, dealing with the problems together, but instead having the so-called “negative 

identity” which means gathering to solve adverse tasks or in case of emergency or mobilization. 

 If one searches on the Internet “transmedia storytelling” in Russian language, there are mostly 

articles or papers translated from English with a few analysis written by Russian scholars. 

  Considering platforms for transmedia extension, as it was said before, the study would contribute 

from creating an in-depth interviews with the Russian participants to find out why they choose 

certain platforms of others and what triggers their decisions.  
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APPENDIX 

Добро пожаловать! 

   Этот опрос создан специально для моей магистрской диссертации посвященной 

трансмедия сторителлинг. Я приглашаю Вас заполнить эту анкету, которая займет 

буквально 5 минут. Я гарантирую анонимность данного опроса. Прошу ответить на каждый 

вопрос максимально точно, так как это может повлиять на результаты всего исследования. 

Немного о том, зачем нужен этот опрос. Главная тема - это трансмедия сторителлинг 

(transmedia storytelling), то есть технология изложения истории (сюжет сериала, кино, 

компьютерной игры - (этот термин будет использоваться далее в опросе)), в которой 

задействованы все современные виды медиа (кино, видео, комикс, интернет, игры, фото, 

мобильные платформы), форматы и цифровые платформы. Трансмедиа сторителлинг также 

стремится продлить вовлечение читателя в историю, не повторяя её содержания. Несколько 

разных историй одного сериала\кино\игры рассказываются в разных формах на множестве 

каналов.  

       С помощью моей диссертации я надеюсь узнать, как российская публика воспринимает 

это феномен и насколько взаимодействует с ним. Прошу Вас передать этот опрос своим 

друзьям, родственникам, знакомым, чтобы охватить широкую публику. Я искренне 

благодарю Вас об участии и вкладе в науку.  

 

ЧАСТЬ 1: ДЕМОГРАФИЧЕСКАЯ ИНФОРМАЦИЯ  

1. Пол 

a. Мужской 

b. Женский 

2. Возраст 

1. 18-24 года 

2. 25-35 лет 

3. Образование 

a. Среднее  

b. Среднее специальное  

c. Высшее 

d. Незаконченное Высшее 

d. Другое (указать) 

4. Род деятельности 

a. Студент\Учащийся 

       b. Частный предприниматель 

c. Военнослужащий   

d. Работник частного предприятия 

e. Работник государственного предприятия 

f. Безработный 

g. Пенсионер 

       h. Другое (указать) 
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5. Доход 

a. Менее 10000 руб. 

b. 10000-20000 руб  

c. 20001-30000 руб. 

d. 30001-40000 руб. 

e. 40001-50000 руб. 

f. Более 50000 руб. 

 

ЧАСТЬ 2 АКТИВНАЯ/ ПАССИВНАЯ ИНТЕРРАКТИВНОСТЬ 
Укажите, пожалуйста, свое согласие или несогласие со следующими утверждениями. 

6. Я бы изменил(а) сюжетную линию по средством влияния на решения героя, или стал(а) 

бы героем сам(а). (Вы можете повлиять на сюжет сериала через опрос на Фэйсбук, 

созданный его продюссерами. Наример, вопрос: "Должен ли герой позвонить 

понравившейся девушку?” таким образом влияя на ход развития событий.) 

7. Я бы изменил(а) сюжетную линию по средством прямого влияния на ход развития 

событий. 

8. Я бы хотел(а) отправить свои идеи для сюжета сериала продюссерам. 

9. Я бы помог(ла) финансово моему любимому сериалу на таких платформах, как Kickstarter 

(сайт для привлечения денежных средств на реализацию творческих, научных и 

производственных проектов по схеме краудфандинга (то есть добровольных 

пожертвований)). 

10. Я бы взаимодействовал с людьми, которые тоже заинтересованными в моем любимом 

сериале\книге\компьютерной игре. 

11. Я бы был больше вовлечен в историю, если бы "реальный мир"(места, люди, объекты) 

больше взаимодействовали с контентом, который я смотрю на своем телефоне\планшете. 

(Это может происходить по типу игры "квест". Или, например, нужно будет найти 

определенную информацию в интернете, которая поможет детективу в сериале.) 

12. Я бы искал(а) больше информации о продуктах или услугах, которые герои используют 

в моем любимом сериале. 

13. Я бы приобрел(а) продукт или услугу, которые герои используют в моем любимом 

сериале, если они представлены и рекламируемы в особой манере. 

14. Я бы изучил больше информации о сериале\кино для того, чтобы глубже погрузиться в 

его историю. 

15. Я бы хотел(а) иметь доступ к такому бонусному контенту как удаленые сцены, 

интервью, и т.д. 

16. Я бы посетил(а) официальный веб-сайт моего любимого серила. 

 

ЧАСТЬ 3 ПРЕДПОЧИТАЕМЫЕ ПЛАТФОРМЫ 

17. Я бы подписался(лась) на официальную страничку моего любимого серила в Instagram. 

18. Я бы подписался(лась) на официальную страничку моего любимого серила на Facebook. 

19. Я бы подписался(лась) на официальную страничку моего любимого серила в Вконтакте. 

20. Я был(а) бы заинтересован(а) в компьютерной игре, посвященной моему любимому 

сериалу\кино.   

21. Я бы установил(а) приложение для телефона, посвященное моему любимому 

сериалу\кино\компьютерной игре.  
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22. Во время просмотра ТВ сериала, я использую Твиттер или блог, чтобы поделиться 

своими мыслями, комментировать происходящее на экране, и т.д 

23. Во время просмотра ТВ сериала, я использую смартфон или планшет для того, чтобы 

смотреть другие видео во время рекламной паузы. 

24. Во время просмотра ТВ сериала, я использую смартфон или планшет для того, чтобы 

следить за дискуссией в социальных сетях, посвященных этой программе.  

25. Во время просмотра ТВ сериала, я использую смартфон или планшет для того, чтобы 

узнать больше информации об этой программе. 

 

 

Welcome! 

This survey has been specifically tailored for my Master’s thesis dedicated to transmedia 

storytelling. I invite you to fill out this questionnaire that will take only 5 minutes of your time. 

Please, answer each question as precise as possible for as it can affect the results of the research. 

Here is why we conduct this survey. The crucial subject is transmedia storytelling which can be 

described as a way of telling a story (a TV series, a movie or a game – this term will be further 

used in the survey) where all the modern type of media and digital platforms are involved in. 

Transmedia storytelling also tries to extend reader’s engagement into a story without repeating its 

content. Several various stories of one narrative are told in different ways on different channels. 

By doing this research, I hope to find out how Russian audience percepts this phenomenon and 

how interacts with it. 

Please, pass this survey to your family, friends, and relatives to cover bigger audience. 

I sincerely thank you for your participation and investment into this research field.  

Please, refer to the Russian translation in Appendix. 

      

PART 1 DEMOGRAPHIC INFORMATION 

1. Sex 

a. Male 

b. Female 

2. Age/ Возраст 

1. 18-24 years old 

2. 25-35 years old 

3. Education 

a. High School 

b. Special College  

c. Undergraduate or Graduate School 

d. Not Finished Undergraduate or Graduate School  

d. Other 

4. Occupation 

a. Student 

       b. Entrepreneur 

c. Military service 

d. Employee in a private company 

e. Government employee 

f. Unemployed 
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g. Retired 

       h. Other 

5. Monthly income 

a. less than 5000 ntd 

b. 5000 – 10000 ntd  

c. 10001 - 15.000 ntd 

d. 15001 - 20.000 ntd 

e. 20001- 25000 ntd 

f. Over 25000 ntd 

 

PART 2 ACTIVE VS. PASSIVE EXPERIENCE/INTERRACTIVITY 

Please, choose how much you agree or disagree with the following statements.  

6. I would alter a storyline by influencing a character’s decisions or becoming a character myself 

(You can influence a TV series storyline via survey on Facebook crated its producers. Foer 

example, you can answer the question “Should a main character call the girl he likes?”). 

7. I would alter a storyline manipulating plot events directly. 

8. I would be willing to submit possible story ideas to content producers. 

9. I would help fund stories I am interested in (e.g., via a platform such as Kickstarter which is the 

largest funding platform for creative projects). 

10. I would interact with other people within the story. 

11. I would engage with a story more if the ‘real world” (places, people, objects) interact more 

with content I view on my devices (It can be done in a form of the game “quest”. You could also 

find necessary information on the Internet that helps a detective in a TV series).  

12. I would search more information in order to learn more about the products or services that the 

characters use. 

13. I would purchase a product or service that was used in a narrative if it was presented in an 

interesting and catchy way. 

14. I would go deeper into the story-world, by learning more about it. 

15. I would access bonus content like deleted scenes, interviews, extras, trailers, spin-offs, etc.  

 

PART 3 FAVORITE PLATFORMS 

16. I would visit an official website of my favorite narrative. 

17. I would follow my favorite narrative’s page in Instagram. 

18. I would follow an official Facebook page of my favorite narrative. 

19. I would follow an official VKontakte page of my favorite narrative 

20. I would play a video game related to my favorite narrative.  

21. I would download an application related to my favorite narrative.  

22. While watching my favorite TV show, I am live tweeting or life blogging about the program.  

23. While watching my favorite TV show, I use another device such as a smartphone or tablet to 

watch content related to the show on other devices during commercials.  

24. While watching my favorite TV show, I use another device such as a smartphone or tablet to 

follow social media discussions related to the programming.  

25. While watching my favorite TV show, I use another device such as a smartphone or tablet to I 

access live information about the program I am currently watching. 

 


