egent moment to the era of
the |

ot €1 that opens the first Matix
aachitt S nimated short is framed as 4
A0VIE i | P,-Oducod by a machine in-

1o explain the events leading to
olligen™ iriumph over the humans
m‘whlwoﬂ 4 Renaissance” provides the
| Thc.b(:for the Matrix universe, giving a
bln/ﬁ (or events such as the trial of
o first machine to kill a human,
on Machine March, and the
g of the skies” that are men-

her Matrix texts. As Maeda

Lo
the Mill
//darkenln
voned 10 ot

[ Part One, we See humans treat ro-
hots as Objects, while in Part Two the
-elationship between human being and
obot switches, as humans are studied
by the machines. I enjoyed examining
how the two sides changed. . . . I wanted
o show the broadness of the society,
.nd how the robots were such a part
of the background of life that they were
treated as mere objects by human be-
ings. . . . In exploring the history of

The Matrix, I wanted to show the audi-

To shape our response to the images
of human authorities crushing the ma-
chines, Maeda tapped the image bank of
twentieth-century civil unrest, showing
the machines throwing themselves under
the treads of tanks in a reference to Ti-
anmen Square or depicting bulldozers
rollin.g Over mass graves of crashed ro-
bOt”S Nanod toward Auschwitz.
- ihe Secor}d Renaissance” prov.ides
UCh of the historical background view-

multiple S€asons). Today,
coms depend heavily on

larity with Program history, And shows
such as 24 (2001) assume an audience

will be able to remember events that
occurred weeks

even many sit.
audience famil.

before on television but
only a few hours earlier in the story.

As a television series, Dawson’s Creel
was not a radical departure from net-
work norms, but what it did on the Web
was more innovative.The device of the
desktop allowed the producers to take
viewers deeper inside the heads of the
characters, to see other dimensions of
their social interactions. Because they
coordinated with the series writers, the
Web team could provide back story for
upcoming events.As Pike explained, “If
Aunt Jenny is sending e-mail out of the
blue, there’s a reason, and you had bet-
ter keep an eye on it, because in three
or four or five episodes, when Aunt
Jenny arrives, you are going to feel good
because you already know this charac-
ter was from the 60s and drinks too
much.You know the complete back
story so that when the character walks
on screen, you know who they are and
your relationship to the series has been
enriched. We’ve done our job.”

From the start, the Dawson’s Desk-
top team collaborated with the P"‘:l
gram’s active fans. Its producers sa: E
they were inspired to expand ?he sh ty
from reading all of the fan fiction ; hi;
sprang up around the characters. y
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. ers need as .

closely monitored the five hundred or 01. th they Watch Ne() e of our cc
so Dawson’s Creek fan sites and created }r .e machine City, to # rehlrnt , d make . 8 e are S
an advisory board of twenty-five cre- 11 1ab1tants for assistance In ) With it() aﬂces Rathe;\] story st
ators who they felt had developed the ng the agents With() " Overthr 3 el 3 Of ne ) by ‘

tent. As Andrew h : u learm- Oy gent mplexl y .
best amateur content. the many times the m ' 8 abo 7t €O e OSSlb
Schneider, a leader of the project, d disi . aChlneS had . ut cred f narrath P

. . sue Iplomatic relati - Ad e age © . le path W
explained, “We’re in touch with them all o 1k | ons With ﬂ'\e 'r‘ ra ing q SING P tor
the time.We wanted to make sure the an €en I'ejected, it ig h . Pursule +ind ond. Enter
fans were getting what they wanted. understand Why his approach érd to midd .;ne q 1999, the
They helped us design the interface and  such transtorming resylts Simii Yieldeg proclél Fight Club, The |
they told us what they liked and did not images showin ¢ the humans’ ffl‘ly, th ,\/Iﬂtﬂx{ng Tohn MalkO’UiCk
. vy - - & etr
like.”' As the site continued, the fans block off the Earth fri st O1ts 4 ct, B e Beauty, anc
were encouraged to send their own £ % [ rays resyy GO Ame “the y

. . aces when we see Neo’s craft market, a5

e-mails to Dawson as if they were fellow e : 80 aboy, hit the » Bl EOerS €
Capeside High students, and he would the cloud level and into the blue skieg that the movie . .kg vid
respond to their fictional personas on humans have not seen for generationg linear media like L
the site. In that way, the producers “Second Renaissance" introduces man. eXpecting a dlffeggnt
integrated the creative energy of the of the weapons deployed during the fingl nent experience. It y
f ity into developi ; ; ; iteria, t
an community into developing new assault on ZIOII, mcludmg the Mmassive WorkS by old crite

content, which, in turn, would sustain <cemn TMOTE fragmente

ments exist SO that cox?
the connections on thei

their own ways. Murra
ple, that such works

three very different ki
“the actively engaged
who must find suspen
in each single episo
reflective long-term @
tor coherent patterns
whole . . . [and] the r

who takes pleasure ir

“mecha” suits the humans wear as they
fight off the invaders.

At the same time, “The Second Ren-

aissance” builds upon “Bits and Pieces of

Information,” one of the Matrix comics drawn by Geof Darrow from a

script by the Wachowski brothers.® The comic introduced the pivotal

figure of B116ER, the robot who kills his masters when he is about to be

| junked and whose trial first asserted the concept of machine rights

i within human culture. Much like “The Second Renaissance,” “Bits and

Pieces of Information” draws on the existing iconography of human-

rights struggles, quoting directly from the Dred Scott decision and nan

ing the robot after Bigger Thomas, the protagonist of Richard W’-‘S}.‘t S

Native Son (1940). If the first feature film started with a simple opposition

fan interest.

' Darren Crosdale, Dawson’s Creek:The Official
Companion (London: Ebury, 1999), pp. 145—147.

o | nections between dif
between man and machines, the Wachowski brothers used these ;11 e | SOry . and < in i sdis
texts to create a much more emotionally nuanced and morally.i‘t’ere}zts | Arangements of the

. iy o n it % !
Cateq story. In the end, man and machines can still find commo Forall of its innovz




: make conse of our coTnm(m experi-
" Rather, we are seeing the emer-
£ ¢ ¢ new story structures, which
. -. cmlmlt‘\'if}’ by expanding the
L " (narrative possibility rather than
F rangt | ; g L
b suing @ single path Wlt}.l a beginning,
Liddle, and end. Entertainment Weekly
b oclaimed 1999, the year t.hat The
Viatrix, Fight Club, Th{f Blair Witch Proj-
.+ Being John Malkovich, Run Lola Run,
. o, American Beauty, and The Sixth Sense
hit the market, as “the year that changed
the movies.” Filmgoers educated on non-
inear media like video games were
expecting a different kind of entertain-
nent experience.” If you look at such
works by old criteria, these movies may
«cem more fragmented, but the frag-
ments exist so that consumers can make
the connections on their own time and in
their own ways. Murray notes, for exam-
ple, that such works are apt to attract
three very different kinds of consumers:
“the actively engaged real-time viewers
who must find suspense and satisfaction
in each single episode and the more
reflective long-term audience who look
for coherent patterns in the story as a
whole . . . [and] the navigational viewer
who takes pleasure in following the con-
nections between different parts of the
story and in discovering multiple
arrangements of the same material.”*
Forall of its innovative and experimen-
tal qualities, transmedia storytelling is
not entirely new. Take, for example, the
story of Jesus as told in the Middle Ages.
Unless you were literate, Jesus was not

f00ted in a book but was something you

Searching for the Origami Unicorn 12]

From Appointment Television to
Engagement Television

The transmedia model has been closely
linked to larger shifts in the ways thag
Sk o i oy e

: away from an
appointment-based model towards an
engagement-based paradigm. Under
the appointment model, sometimes
described as “Must See TV” (a phrase
from a 1980s advertising campaign for
NBC’s Thursday night lineup), the net-
works sought committed viewers who
would arrange their lives to be home at
a certain time to watch their favorite
programs. New mechanisms since then
allow consumers to access television
content on their own schedules—video
cassette recorders and later digital
video recorders, digital downloads,
video iPods, and boxed sets of DVDs. By
2007, the networks were basing pro-
gramming decisions on a hybrid model
which combined data about those
watching as the program was broadcast
with those watching at some later point
(though the value of this “time-shifting”
was measured in terms of its proximity
to the scheduled air date). Revenues
from these alternative platforms were
increasing central to the funding of con-
tent production.

These shifts in the context of viewing
have pushed both the television and
advertising industries to seek alterna-
tive mechanisms for measuring audi-
ence engagement. One participant at a
media industry gathering summar ized
the challenges of defining engagement:
“We're talking to one agency who
thinks that loyalty is an important fac-
tor, and they measure that by the num-
ber of people who have watched three

out of four episodes. Another thinks ILs

b.
persistence, and that’s measured by

numbers of minutes watchel
And there’s others who want t

o look at
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‘persuasiveness.’ We actually did a liter- ﬁfn(}()llﬂte'red tiple: ‘ a‘ﬂd, S
ature review and there are 8 different ture. Each repreca ; STy .

words and phrases that people have |
used to get at this concept.”’

On the creative side, a series of

. Hrick
alre ady k nto &t
groundbreaking cult programs, including from some 1 ation
Alias, Lost, 24, Battlestar Galactica, The pacee . geem O It
Sopranos, he Shield, The Wire, and

: c ¥ erd y i

i) S C me. Their P
Heroes, defined what engagement tele- & i
vision looked like.As writers like Jason

Mittell and Stephen Johnson have noted, |
these series were marked by narrative : | \ 1dren—W AlANG
and formal complexity, often repre- '
sented through ensemble casts,

fus
\eave YOU .
extended story arcs,and a constant .« characters
intensification and deferral of narrative mm().’i’ ce 1O \C
enigmas.”’ The reliance on ensemble . incan re
casts and on the mixing of different : ' '- Often, charac ,
entertainment genres means that these : ' do not need 10
series provide multiple points of entry, | tem’(tod\lc—edr
supporting fans with different perspec- 'W trom oﬂ'\e\i SO\
tives and interests. So, Lost balances oCe 1dentifis
puzzles (what’s the status of the Island? din
what can we learn from deciphering the de?en B
map!) with backstory (how did each of where th . , C\\\\Ch.e’f\ e@
these characters get here? what issues 1€ the protagonists are shown a5 | identificaty
" do they face back home?) and narrative Yity cruel. wanted to br'mg the Same with the a
/o enigmas (what will happen next as the atmosphere to these ePiSOdeS-"q‘1 The id
h : .
:"?::cterstwoﬂ(l through Interpersonal When the Greeks heard stories about wood dx
ces, struggle wit T
under 16 wich the Others, and Odysseus, they didn’t need to be told has bece
. 80 a process of personal redemp- who h h I ¢
tion and corruption?).Whereas com. - Was, Where he came fom i
ity § what his mission was. Homer was ableto | Campt
Create an oral epic by building on “bits | Thoug
and pieces of information” frompreexist | ey
Ing myths, counting on a knowledgeable | the
audience to ride over any potentm; a‘o&s\
pOlﬂtS of confusion. ThlS 15 Why \\1%
| ¢ f J\}
school students today strugg\e with he &
Odyssey, because they don't hav§ : -
!
Same frame Of reference as the Ol '

. S i ot
audience. Where a native hsteﬂ?‘ \?\\:net
. a AYAL v e
hear a description of a character 3 i
and recognize him as the hero otag




sty-state and, from there, know
thing of his character and impor-
";‘”m\ ‘he contemporary high school sty-
R nto a brick wall, with some of
ot ruls U
d(i ‘formation that once made these
t,];]:,.acters seem so real buried in some
.L -iane rome. Their parents may confront
:];imilar barrier to fully engaging with
the film franchises so valued by their
‘hildren—walking into an X-Men movie
with no background in comics might
leave you confused about some of the
Linor characters who have much deeper
significance to long-term comics readers.
Often, characters in transmedia stories
4o not need to be introduced so much as
eintroduced, because they are known
trom other sources. Just as Homer’s audi-
ence identified with different characters
depending on their city-state, today’s
children enter the movie with preexisting
identifications because they have played
with the action figures or game avatars.
The idea that contemporary Holly-
wood draws on ancient myth structures
has become common wisdom among the
current generation of filmmakers. Joseph
Campbell, the author of The Hero with a
Thousand Faces (1949), praised Star Wars
for embodying what he has described as
the ‘monomyth,” a conceptual structure
abstracted from a cross-cultural analysis
of the world’s great religions.#? Today,
nany screenwriting guides speak about
the “herq's Journey,” popularizing ideas
from Campbell, and game designers
Ve similarly been advised to sequence
the tasks their protagonists must per-
form intg 5 similar physical and spiritual

glar

.
.

the content.

By 2006~2007, the networks were

announcing transmedia strategies for all
of their programs. NBC called it 360
entertainment; ABC, EnhancedTV
Among the more common strategies
were the development of short addi-

“mobisodes” developed around second-
ary characters in The Office, or a highly
compressed storyline for 24), the
deployment of alternative reality games
by shows like Lost or Torchwood, spinoff
books that were embedded in the fiction
(such as Lost’s Bad Twin or the Guiding
Light’s Oakdale Confidential), podcasts
which offered fans a more intimate
glimpse into the thinking processes of
producers (including those centering
around Battlestar Galactica), and social
network site profiles allowing fans to
express their affiliations with particular
characters (such as those created
around Veronica Mars or Gossip Girl).
For the superhero drama Heroes, a
series of Web comics, released each
week in coordination with the aired
content, provided an ideal vehicle for
providing backstory on the expanding
cast of characters: “We had so many
stories to tell and there was only so
much room in the TV show—so we
decided that we could tell these alterna-
tive stories in the comics. The stories
could be deeper, broader and reveal
more secrets about our characters. It
was also a way to tell stories that would

be otherwise unproduceable on our

3 |eph Loeb, The Heroes Interview, Heroes Yolume

One (La Jolla, C A: Wildstorm, 2007), pp- 233-235.
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ordeal 43

Audience fapir.
experiments such as Dawson’s Desktop

che
amﬂlari . d1acy- the
basic plot struct, Y w meE T et e
or The Animatrix, the producers sought )qcﬂlp oo M UACture .a,‘l()wg SQriptlth \\\\% TE Oﬁ . -ﬁOI thelf dﬁ:e 1
to respect and reward different modes to s 1P Over transxtlgna\ OF o Wr'\t&\ \ \]e\f\.\de 44, BY {appP
of viewing: ““We have to service the sequences, thr()W1ng us diTQQﬂX Qsimw & e WO S fhe Mah.’l
broadcast audience first and make sure heart of the action Mg “\Q 5 O(\O%{ap \];e qore it
- i ' sl s . 1C NS,
they understand what the hell is going Slmﬂaﬂ = if . : \ nte who
that they can tune into the broad- : y b Otagonmt angd mO(e \flewers _
o y MISts are broad archet Mhagg, qat fOf who ©
cast episodes and get it. But we want to S ) e Ypes raﬂ\er i Mme a0 NING N
add value for the core fans who are 1nd1V1duahSt1C; novehsﬁC, and ypq - el at dhey can (
interested in going deeper into the characters, they are imme diate\ “I\ded aﬂd W ﬁ\eSh out the
show. Often we are struggling with what nizable. We can see The Matri Y TQQQ% 15/ WE \ SKOTY AT
reveal online, what do we reveal - X as b()rm ‘ o pac 3
do we : ing these archetypes both fro- mo* +o search
on the show.That’s an interesting chal- entertainment om P0pu\ar onfinue diz
lenge that we have because we have the . senres (the hacker Prota% 1055 other ME
transmedia outlet to be able to expand onist, the underground IESiStahCe MOoye a When 1 SUgEES
our stories” (Heroes executive producer Mment, the mysterious men in b\ack) 1ysse and the |
Jesse Alexander).! well as from mythological SOUrCes (Mzs : Jﬂ qeotee Of sk
In another experiment in transmedia tal 2
n ano p ‘ pheus, Persephone, The racle). Ty  fhese Tod!
storytelling, the producers of CSIEENY reliance on stock ch ] S ! tha : :
collaborated with Linden Lab, the cre- : : characters s eSpecia\ly ' dept\f\ of K\.Cm:
ators of Second Life, a Popular virtual mportant in the Case of sames, Where “m\]ﬂ’\o\()%les’
world, and with Electric Sheep, an Players ffequenﬂy Sklp through the are eMEerZING
advertising company closely associated  Instruction books ang Past early oy ingly fragme
with strategies of transmedia branding. scenes, aﬂowing little time for EXPosition oty. While t¥
Viewers could enter a digital before rabbing the troll . 5 ‘
Feé-creation of the crime scene intro- g 5 Hiecon I.O et and trym% supject OF
. duced in one episode and worl through  '© Navigate the world Film critics often core philo
clues together before the solution to Compared the Chal'aCteYS m the Matrix many fan
the mystery was announced on asubse- films to video game characters Roger rehlglous
Jient episode. Electric Sheep’s Damon Ebert, for example, sugeests that he s not 1
measured his concern for Neo in Revoli | spective
tions less in terms of affection for the | lterally
character and “more like the score in a Xpres
video game.”* Slgte's David Edelstein | i) 1o
Suggests that a spectacular opening stun Witk
Vi \ : i P
by Tnmty in The Matrix Reloaded “has th \ a&m\
. . Can \)
disposable feel of a video game. You a :
: : - : - an { i\
tmagine the program resetting itself; - -
: v O ‘ \
then all of those little zeros and X ‘
: L~ 745 T bot E
teassembling to play again.” 1y

: Ame
Cases, the writers use the V"de; gchar'
analogy to imply a disinterestint ‘e nce 19




. mediacy: the character becomes
pne V" heir direct experience of the
By tapping video game
£ raphy, the Matrix movies create a
oo tense, MOre immediate engage-
fmore }1 1- siewers who come into the the-
Lnent 1O o who these characters are

L ter knoW N . .
at they can do. As the film contin-

and wl : : :
o we flesh out the stick figures, adding
e back story and motivation, and we
' continue tO search for additional insights
| _ cross other media as we exit the theater.
| When I suggest parallels between The
| Odyssey and the Matrix, I anticipate a cer-
' in degree of skepticism. I do not claim
that these modern works have the same
depth of incrusted meanings. These new
. “mythologies,” if we can call them that,
are emerging in the context of an increas-
ingly fragmented and multicultural soci-
ety. While the Matrix films have been the
subject of several books linking them to
core philosophical debates, and while
many fans see these films as enacting
religious myths, articulating spirituality
is not their primary function, the per-
spective they take is not likely to be read
literally by their audience, and their
expressed beliefs are not necessarily cen-
ral to our everyday lives. Homer wrote
Within a culture of relative consensus
and stability, whereas the Matrix emerges
fl‘ém a time of rapid change and cultural
dlverSi’fy. Its goals are not so much to

NG
L Mo

Preserve cultural traditions as to put togethert
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tual world, and play and interact with
Mystery game experiences that Interest
them. This crossover gives fans of C§).
NY a reason and an excuse to come into

a virtual world and do something that is

functional, exciting, Interesting, and

engaging.
This close collaboration between pro-
gram producers, brand gurus, and new
media companies suggests rapid growth
of industry interest in transmedia
entertainment over just a few short
years. By late 2007, these transmedia
strategies had become so fully inte-
grated into the way American network
television operates that they became
one of the focal points for an extended
writers’ strike. Network executives and
production companies sought to define
transmedia content as “promotional,”’
whereas the creative workers argued
that such content was now integral to
the program’s creative development
(not to mention its own source of rev-
enue).Advertisers demanded deals
which extended their brand campaigns
into this transmedia space.Writers
were not being compensated for this
content in the same way as they would
be for broadcast material. All of this
points back to the complex interweav-
ing of creative and economic goals
behind these new cross-platform strate-

gies.

5 Sam Ford, “Producing The CSINY/Second Life

h Electric Sheep’s Taylor
Fan, Qctober

roducing_

Crossover:An Interview wit

and Krueger,” Confessions of an Aca-

24,2007, http://henryjenkins.org/2007/ 10/p

the csinysecond_life heml

he pieces of the culture in

. eak-
Movative ways. The Matrix is a work very much of the moment, S 2
. logy and bureaucracy, fee

. . . models
"8 on current notions of multiculturalism, and tapp}ng recegt liet sys-
f resistance, The story may reference a range of different be
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tems, such as the Judeo-Christi

¢
did 0"
. o M‘essmh yth, to >Pea Aboyy 0% tY;Z
esent-day concerns with some ViSlonary force, o4 the Samg . Mg me_taﬂsw
}ﬂ_bljﬂ . tliese earlier Narratives, The Matrix j Vites i reh;m’ by el
t;\;w::}all\rtghﬁi]\tlle Western tradition and bring what we find here tz b;:?\'e Compreh
_., P ‘ary medig 46 o ive 1
Lonctzl:gglei };01. example, this reading of the | elebratigp, in T, Add . ~ot ul
Matrix Reloaded through the lens of biblical 1nterpretat'10n: ; y deiz_ie& thﬁ\%{oj‘
g > Nel
The feet Istamping] on the ground means that Zion 1s on Earth, Plain and ?Yetaﬂi:@e o’i‘ ’rheq!
simple. This parallels the Architect >CENE, and gets to the majn thesis, We s e E"ent Jowing
castout of the “perfection” of Heaven and living m.the‘ Real World.Symb01 gngiO quesﬂon W
lly, the Matrix is Heaven Cypher makes this pPomntin the first MOVie, The ofS hole pere
& ffif\forld is hard, dirty, and uncomfortable. The Matrix 15, well, paradige youl V;\a\\e nge f¢
?f:s point is madé again in the first movie by Agent Smith, whe caﬂs‘the Tt\erdc g th
Matrix “the perfect human world [paraphrased). Recall that ﬂE\e 5rdmtect ; Joliver the
utterly clean, utterly white pertection. The Biblica] refer we ‘cliver th
oSt ¢ mu h. Neo Irinity, Morpheus, and the rest of Zion have we e s s
en"ce : deard’enéaligde'n of ;Eden where all their needs are taken care of i &m\? s
;?ie; aG }(:arcsl scrabbling existence where at least they have free will i\\tgment 2%
The Lord of t
1f you see classical myths as more valuable than their c;ntinlo |
S(())fr:; 1r(lzouz]ftelrpar’c, works such as The Matrix draw consumers bac | e
It:)hose Qe Wotks, S CUY'TenCY- t to insert traditional has been
Film critic Roger Ebert ridicules this ajtt.emp “ ..
myth into a Pop science fiction / kung fu epic: _ wmﬁ‘d 1}
t of meaning: it sure |  Mohwa
These speeches provide not el t}(\)*n s. This will not Rw P
sounds like those guys are saying some PrOfoun?Th; I\%Ia.trix Reloaded n -. S\m&t‘,
prevent fanboys from analyzing the phﬂOSOPhY‘ 9 e the deep T\
endless weh postings. Part of the fun is bECOI’I}mg an e L Yo
meaning of shallow pop mythology; there is something s of Mass ! W
ironic aboyt becoming an authority on the transient. extg‘:; Wan Kenobi | Oy
_ | e e
culture, and Morpheys (Laurence Fishburne) now join S{
as the Plato of oy age.8 o \
o . . t that value arises hete
This criticism looks different if you accep!

the process of looki
the audience)

brothersg Wh

1 tory 0y
O m tion of the s .
g for eaning (and the elabora

ok
: e WaChOW
and not purely from the intentionality of th oh fot

; . er a Seaf
at the Wachowski brothers did was trigg
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o they did not determine where the atdie
aniiis’ ' '
thelr ANSWELS:

] nce w g
E me ould go to find

sha {intis
L otations. Neil Young talks about “additive Comprehensigri’?gelzit:;
e ample of the director’§ cut of Blade Runner, where adding a smalk]
segment showing Deckard discovering an origami unicorn invited view-
L o5 to question whether Deckard might be a replicant: “That changes

your whole perception of the film, your perception of the ending. . . .

The challenge for us, especially with The
1ord of the Rings, ‘is . how: do
wve deliver the origami unicorn, how do
we deliver that one piece of information
that makes you look at the films differ-
ently.” Young ex-plained how that
moment inspired his team: “In the case of
The Lord of the Rings: Return of the King the
added comprehension is the fact that
Gandalf is the architect of this plan and
has been the architect of this plan for
some time. . . . Our hope is that you
would play the game and that would
motivate you to watch the films with this
new piece of knowledge which would
shift your perception of what has hap-
pened in the previous films.” Here,
Young points toward a possibility sug-
gested by the books but not directly refer-
enced in the films themselves.

Like his colleague Danny Bilson, Young
°tes transmedia storytelling as the terrain
h? wants to explore with his future work.
S;S first §xperiment, Majestic, Createq a
bitgsm?dla experience from scratch with

of information coming at the player

The Cloudmakers and
the “Beast”

They called it the “Beast.”” The name
started with the Puppetmasters, the
Microsoft team hired to put together
what was perhaps the world’s most
complex puzzle, but soon the name was
also being used by the Cloudmakers, a
self-selected team of more than five
hundred players who were working
together to solve it.The “Beast” was
created to help promote the Steven
Spielberg film Artificial Intelligence:A.l.
(2001), but most people who lived
through it would laugh in your face if
you thought the film was in any sense
more important or more interesting

than the game it spawned.'

| Charles Herold, “Game Theory:Tracking an Elu-
sive Film Game Online,” New York Times, May 3,2001;

Keith Boswell, “Artificial Intelligence—Viral Market-

ing and the Web,” Marketleap Report, April 18, 2001,
om/report/ml__report__,OS

o Killed Evan Chan? The
eting Effort,” Ad Insight,
olseven.com/adinsight/

http://www.marketleap.c
htm: Pamela Parker,“VWh
Intelligence behind an Al Mark

May 8, 2001, hetp://www.chann
y/2001 comm/comm2001 0508.shemi;

commentar . .
ompassing Media

Christopher Saunders, “The All-Enc
Experience,” Internet Advertising Report,

http://www.turoads.com/richmedia___new
rmn20010627.shtml.

/2001 rmn/

June 27,2001,
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Here'’s how one of the game’s Pup-
petmasters, Sean Stewart, described

the initial concept:
Create an entire self-contained world on
the web, say a thousand pages deep, and
then tell a story through it, advancing the
plot with weekly updates, concealing
each new piece of narrative in such a
way that it would take clever teamwork
to dig it out. Create a vast array of assets
—custom photos, movies, audio record-
ings, scripts, corporate blurbage, logos,
graphic treatments, web sites, flash
movies—and deploy them through a net
of (untraceable) web sites, phone calls,
fax systems, leaks, press releases, phony
newspaper ads, and so on ad infinitum.?
The threshold (or what designers call
“the rabbit hole”) into this vast uni-
verse of interconnecting Web sites was
the mystery surrounding the death of
Evan Chan and the question of what
Jeanine Salla, the “sentient machine
therapist,” knew about it. But Chan’s
death was simply the device that set the
plot into motion. Before the game was
over, the players would have explored
the entire universe where Spielberg’s
film was set, and the authors would
have drawn upon pretty much every-
thing they had ever thought about.
From the start, the puzzles were too
complex, the knowledge too esoteric,
the universe too vast to be solved by
any single player. As one player told
CNN, “To date, puzzles have had us
reading Godel, Escher and Bach, translat-
ing from German and Japanese, even an
obscure language called Kannada,

* Sean Stewart,“The Al.Web Game,” http://www
Seanstewart.org/beast/intro/.
* Daniel Sieberg, “Reality Blurs, Hype Builds with

Web A l. Game” http://www.cnn.com/SPECIALS/
200/ /coming.attractions/stories/aibuzz.html.

cross-media collaborations 1. P
races far ahead: “I want to
the kinds of story

I've got my world, I've got my arcg SOmé
o.f those arcs can be eXpressed in g
video game space, some of them can be
expressed in the film space, the television
space, the literary space, and you are oet-
ting to the true transmedia storytelling ”
With Enter the Matrix, the “origami
unicorn” takes several forms, most no-
tably refocusing of the narrative around
Niobe and Ghost. As the game’s designer,
David Perry, explains, every element of
the game went toward helping us under-
stand who these people are: “If you play
as Ghost, who’s a Zen Buddhist Apache
assassin, you’ll automatically ride shot-
gun in the driving levels, which allo:v
you to fire out the window at ageﬂi s
hunting you down. Niobe 18 knowlfest
Zion as being one of the fastest, crazll1en
drivers in the Matrix universe, SO ¥

filled with real traffic

while a computer-—control1 -
out the enemies.”* Cut scene:

ments in the game Wit S

: I .
and not subject tO play€ ¥ romanﬂc

=it into t
give us more insight 1

‘z
|
:
%

the Matrix. Someone
games would have st
dred hours controllir
compared to less tha
ing Morpheus; stru
character alive and t
sions would have re




~mong Niobe, Morpheus, and
which helps to explain, in part,
' '* ycke'S hostility to Morpheus thrOUgh-
; hl(lt the film. Having played through the
; t e, you can read the longing and ten-
:ihH within their on-screen relationship.
R ¢or Ghost, he remains a background

b (oure in the movie, having.only a hand-
| ﬁh of spoken lines, but his screen ap-
. oarances reward those who have made
the effort to play the game. Some film
itics complained about the degree to
which Niobe's character displaces Mor-
pheus from the center of The Matrix Revo-
1tions, as if a minor character were up-
staging a well-established protagonist.
Yet, how we felt about Niobe would de-
pend on whether we had played Enter
the Matrix. Someone who had played the
oames would have spent, perhaps, a hun-
dred hours controlling Niobe’s character,
compared to less than four hours watch-
ing Morpheus; struggling to keep the
character alive and to complete the mis-
sions would have resulted in an intense
bond that would not be experienced by
viewers who saw her on screen only for a
handful of scenes.

Perhaps the most spectacular example
of “additive comprehension” occurred
after the film trilogy had been completed.
With little fanfare or warning, on May
2@ 2005, Morpheus, Neo’s mentor, was

2 ¢ ]‘]QIC

{1l a

ng to reclaim Neo’s body that had been
“arried away by the machines at the end
Sf Revolutions, As Chadwick explained,
They wanted to start with something
hificant and meaningful and shock-
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To confront the “beast” required

players to work together, seeking out
friends, tapping Web communities,

drawing in anyone you could find.

Before long, smaller teams joined

forces, until there was an army of
scavengers and puzzle-solvers, putting
in hours and hours a day trying to
find their way to the bottom of the
conspiracies.

Both the Puppetmasters and the
Cloudmakers have conceded that this
was a game everyone was making up as
they went along.The team at Microsoft
had no idea that the Beast would spark
this level of fan commitment and inter-
est, and the fans had no idea how far the
producers would be willing to go in
order to keep them engaged with the
mystery. Tom, one of the Cloudmakers,
explained, ‘“As we got better and better
at solving their puzzles, they had to
come up with harder puzzles.They
were responding to stuff we were saying
or doing. When we cracked a puzzie too
fast, they would change the type of
puzzles.There was one point that we
found things in their source code that
they didn’t intend to be there.And they
had to write some story to cover this.
They were writing just a little ahead of
players.’* Writing the game proved to
be every bit as challenging. Stewart
explained, “At our best—like the
players—we were scary good and scary
fast.... It was street theater and a
con game and a pennant drive rolled

into one.”
The Beast was a new form of immer-

sive entertainment or encyclopedic
storytelling, which was unfolding at
the points of contact between authors

and consumers. jJane McGonigal,
who worked with some of the Puppet-

4Tom, interview with author, April 2003.
5 grewart, The AL VVeb Game.”
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INg and this -
masters to develop the follow-up game % this W

N {
as i’[."SOA : 1e5 dlSaPP
ilovebees, calls the genre alternate pommt in the han(’.hi_se Oc?a]or “rn'“\ a P\O’( hn The.ﬂ ke
reality gaming (ARG). She defines ARGs screen for d Masg aUdiQn urred ot X \;(e &aﬂS‘- the m'lé
as “‘an interactive drama played out for a niche public EV Ce bUt in gam\ cL ,\ked n Oss'lbﬁ
online and in real world spaces, taking Playing i - o : en many of “\“\Q \ ?ecm W'\,’(h P Mat
place over several weeks or months, in nessed th | dg - . Ould NOt hay, e tne et The &
which dozens, hundreds, thousands of | € death dufec.tly b ’tWQ\l\Q Wi, \ -ONS e hard'cme
players come together online, form earned abouyt 1t through um d\\a"e §  fof t 1d any Al
collaborative social networks, and work  Other Players Or from SOMme B T, § e Com g eSCa
| S bi Oer socgng | oty
together to solve a mystery or problem ary source. Morpheusrs d Ond. § coti\ intert
that would be absolutely impossible to used to motivate g var Cath as { en \ e:«pandm% cesS
solve alone.”® True to the logic of affec- sions withi th THELY of PlaYQr Mg (emamed aC
tive economics, 4orty2wo Entertain- A 1 the game world There has 1O b?
ment, the company that Stewart and As Young Worried that the Wachg | yhich franchus
. e t ;
others created to advance alternate ski brOtherS may have narrowed thw‘ ' \ots canl t
reality games, explains that such activi- audience by making {00 man d o 2 ’PIS can' t be
ties generate product and brand aware- on them; y “Hands | ade, be fall
ness:“Our aim is to carve the client’s | can ¢ here
world into today’s cultural landscape, SO Th know WNel
that, like Middle Earth or Hogwarts, it e layers you put on SOmething, Film Crit
becomes a priority destination for the the smaller the market You are requir concerns w
American imagination. ... We create INg people to intentionaﬂy nvest more "Is Joe Fop
zommu:.ltles passionately committed tume in what it ig you are trying to tel) tr1X CONCOX
o [ i :

e e “O.t just their money but them and that's ope of the challenoes SWErisno
their iMmaginations in the worlds we f t . : 5 \ \ed
represent.”’ That’s what they must have ey Storytelhng. ol e " - e %
told the funders. are going to take a world and express | collectivg

For the most hard-core players, it thmugh multiple media at the same ‘ ACTOSS
these games can be so much more., time, you might need to express 1t se- " sion {is!
ARGs t ici : '
oy t:each palrtlupants how to quentially. You may need to lead people i Manon

'8ate complex information enviran. ' ' * ’
St o v INto a deep love of the story. Maybeit | ot con
S and how to pool their knowledge : ) g _ bl
and work together in teams to solve Stars with.a Bale ana thes: Uy '-' dial
Problems. McGonigal argyes that then television. You are building a rele { 0
. . : : y HEV- N\
ARGs are generating “players who feel tlonShlp with the world rather than try -
More : : , o f y
capable, more confident, more Ing to put it all out there at once | ‘
expressive ANy
v I\
- ‘Wachow- |
Young may well be right. The W‘ i .
. mpTomisiit |
ski brothers were so uncompto :

ould
their expectations that consumeri V:; f
follow the franchise that muc .

emotional payoff of Revolutions '1? acces
ble only to people who have P&

‘ e dowh
game. The film’s attempts to CloS
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L yoles disappointed many hard-
4 plot 1 Their interest in The Matrix
ot in the middle that tantalized
mm\nth POgﬁibilities. For the casual
~op The Matrix asked too much,
hard-core fan, it provided too lit-

~ould any film have matched the fan
tle. Lunityls escalating expectations and
comﬂ:dm ; interpretations and still have
ex}iaalined sccessible to a mass audience?
rTe;ere has to be a breaking point beyond
chich franchises cannot be stretched,
abplots can't be added, secondary char-
cters can’t be identified, and references

+ be fully realized. We just don’t

Fof the

can |
now where it 1s yet.
Film critic Richard Corliss raised these

oncerns when he asked his readers,
"Is Joe Popcorn supposed to carry a Ma-
wiv concordance in his head?”>! The an-
swer is no, but “Joe Popcorn” can pool his
knowledge with other fans and build a
collective concordance on the Internet.>
Across a range of fan sites and discus-
sion lists, the fans were gathering infor-
mation, tracing allusions, charting chains
of command, constructing timelines, as-
sembling reference guides, transcribing
dialogue, extending the story through
their own fan fiction, and speculating like
“azy about what it all meant. The depth
fmfi breadth of the Matrix universe made
lt Mpossible for any one consumer to
Cﬁfttuit’” but the? emergence of knowledge
ity arss made it pqssible for the commu-
o awhole to dig deeper into this bot-
Mless text.
uch works also pose new expecta-

ti 7
e on Critics—and this may be part of

Searching for the Origami Unicorn 13

. . Opportunities for
interaction and intervention,"? A well-

designed ARG also changes the ways

Participants think about themselves
giving them a taste of what jt is like to

work together in massive teams, pool-
ing their expertise toward a common
cause.They develop an ethic based on
sharing rather than hording knowledge;
they learn how to decide what knowl-
edge to trust and what to discard.
Here’s how one of the Cloudmakers, the
largest and most influential team on the
Al game, described their self-percep-
tion: “The 7500+ people in this group ...
we are all one.We have manifested this
idea of an unbelievably intricate intelli-
gence.We are one mind, one voice....
We have become a part of something
greater than ourselves.”""

For Barry Joseph, one of the Cloud-
makers, the game didn’t just immerse
him in the A.l. world. Solving the game
together changed what the film meant,
offering up an alternative vision of the
ways that people would be living and
interacting in an era of new information

technologies. Against the pessimism
many found at the heart of the story,
“the image of humans living in fear of
technology’s ubiquitous eye,’ they .had
their own experience of “cooperative
behavior that takes advantage of th?
powers of a group mind.’ The games

“A Real Little Game: The Perfor-

 Jane McGonigal,
ance of Belief in Pervasive Play, http://avantgame

- L%2OA%Reak%20Kuctke%

.com/MCGONIGA .
ZOGame%ZODlGRA%202003‘pdf. i
10 Jane McGonigal,“This Is Not a Game: Imm

1" c n
Aesthetics and Collective Play, http.//www.se::.xdf
stewart,org/beast/mcgonigal/notagame/paper.p :
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)
: what Corligg Was reactip | and €0 learn ;

:l? tr::t fe':::;:ugg::} :1:; Ila:foe::l e' r‘i:: : ce to b4 ]‘_‘iting thi?’ Ch.ap te | ha‘ve }g'\aggtzl,?st \t\ Cﬂ“u‘f?&()tman()ﬂ aﬂd
embrace it.' the collective ntelligence f the ‘i:p Mg e lg o oy
s : | : munity. Many of the INSighte 1. SOy 10105 ot see (

' Barry Joseph, WherT the Medium |s the Mes here s f £ I.‘Ve inem \Ne m he p‘fOCeS
sage, May 25,2001, htep://cloudmakers.cloudmak ' &€ fom my readlng of \ Atk of o1 a‘ﬂd
ers.orgleditorials/bjoseph525.shtml. critics and the Conversationg g fan aS-Pds ¢ gocia g
sion lists. While | POSSess some ngzcu‘s.. ?ﬂm% : repared C{g c

of my own as a longtime science fiction and. comics fap (kmwmrhise ose0 ot OU 5cnoO :
example the ways that Paul Chadwick’s PTevious work in Coml(:g%c g)t > tlives, We ar t

nects to his participation in the Matrix franchige) this m@l amanoﬂwe canno
ly makes me one more member of this knowledge commumty____s()meh | jaborative; 01;

one who knows some things but has to rely on others tq access additiony | \ying MOTe an
information. I may have analytic tools for ex amining a range of differey elligence Ou
media, but much of what I suggest here about the links between the . such knowle

game and the films, for example, emerged not from MYy Own game play in, The Internet
Ing but from the conversations about the game online 1n the process of while the put
writing this chapter then, I became a participant rather than an eXpert, Jeveloped a

and there is much about this tranchise which I still dq not know. In the minds—not

future, my ideas may feed back int |

material cayg
select them
mside us.”

out to be child’s play—literally. Trans
its most elaborate, so far, in children's
on or Yu-Gi-Oh! As education professors
an Sefton-Green explain, “Pokémon is some-
ust something you read or watch or consume.” There

ed different Pokémon, each with multiple evolutionigt
forms and a complex set of rivalries and attachments. Thete is no one .

media storytelling is perhaps at
media franchises like Pokém
David Buckingham and Juli
thing you do, not ]

: at they ¢
f for cXample, as a way of gathering knowledge tha and Vi

Kémon are not designed merely to be CO™ :

In the Pa the word., . . . In order to be p’d’ft of the

SSIVe sense of
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.nd to learn what you need to know, you must

; act e
jon and new products and, cryc; actively seel

. farmat ']” . |

« of social and cultural structures Lévy describeg 5

i prepafed to contribute to a more sophisticated know]
YCHLLE | . ‘ |
¢ far, OUT schools are from others is still classified 4¢ cheati

qultlives, we are depending more and more on others to
nation we cannot process ourselves. Our workplaces hay
-llaborative; Our pOlltha.l process has become more dec

g more and more within knowledge cultures based on collect

Jivin ‘ llective
relligence. Our schools are not teaching what it means to live and work

.+ such knowledge communities, but popular culture may be doing so.
in The Internet Galaxy (2001), cybertheorist Manuel Castells claims that
«hile the public has shown limited interest in hypertexts, they have
geveloped a hypertextual relationship to existing media content: “Our
ninds—not our machines—process culture. . . . If our minds have the
material capability to access the whole realm of cultural expressions—
select them, recombine them—we do have a hypertext: the hypertext is
inside us.”® Younger consumers have be-come informational hunters
and gatherers, taking pleasure in tracking down character backgrounds
and plot points and making connections between different texts within
the same franchise. And so it is predictable that they are going to be
expecting these same kinds of experiences from works that appeal to
teens and young adults, resulting in something like The Matrix. S00n, we
may be seeing these same hypertextual or transmedia principles applied
o the quality dramas that appeal to more mature consumers—shows
such as The West Wing (1999) or The Sopranos (1999), for example, would
*em to lend themselves readily to such expectations, and soap Operas
nave long depended on elaborate character relationships and.senahieé
plotl.ines that could easily expand beyond television and 1nto (;ff(é)?;
Media, One can certainly imagine mysteries that ask readers to searc

C e d
Cues across a range of different media or historical fictions that depen
On the addis: : ole texts to make the

ng. Yet, in our
provide infor-
€ become more

of Wiome alive for their readers. This transmedia imP‘;;i

Such aat -4 calling convergence culture. MoreleXPd ~ experimen ting

With hs Peter Greenaway or Matthew Barney, arc—;z a ?ea y ' tb heir work
oW they might incorporate transmedia prmClPles 4
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One can also imagine that kids who grew UP In this meq:
would pl"OdUCQ new kinds of media as transmedia Storeillajmix Qu\tu
more intuitive. The Matrix may be the next step in t}, Vielling b,
evolution—a bridge to a new kind of culture ang
In a hunting culture, kids play with bows and ary “
O

society, they play with information. Now some readers may 1,
their heads in total skepticism. Such approaches work best Vi'l’di Shakip
consumers, they argue, be-cause they have more tima on ﬁleiyounger
They demand way too much effort for “Joe Popcorn,” for ths Eanc‘is.
mom or the working stiff who has just snuggled onto the C s

. ouch afte,. |
hard day at the office. As we have seen, media conglomeration Cte:t:\: 3 |
economic incentive to move in this direction, but Hollywood cap 00 ;‘;‘{‘ .  e
so far down that direction if audiences are not ready to shift th a§]  Sors

; . ei‘[ mo dQ : m uters,
of consumption. Right now, many older consumers are left ' o

. Ontused oy | d new Vv
uninvolved with such entertainments, though some are alsg 1e arming .

d new klnd {Cu t\lta\ ¢

N |

adapt. Not every story will go in this direction——-though more and moge ﬂmi\smi
stories are traveling across media and otfering a depth of experience that The w
would have been unanticipated in previous decades. The key point is laced te
that going in deep has to remain an option—something readers choose Ein their {
to do—and not the only way to derive pleasure from media franchises for Hall
A growing number of consumers may be choosing their popular culfus light sa
because of the opportunities it offers them to explore complex worlds decomg
and compare notes with others. More and more consumers are enjoying thelr o
participating in online knowiedge cultures and discovering what it 18 Wh
like to expand one’s comprehension by tapping the combined expert A,
of these grassroots communities. Yet, sometimes, we simply wan! Tl &

waich. And as long as that remains the case, many franchises may Subr

H:ialn big and dumb and noisy. But don’t be too surprised if around the Qal

s e e s hat something o is o gong n X |

Mo i thoseWI otfer us the chance to buy into new kinds EEQ

10se characters and those worlds :




