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Abstract 

Beyond being just a medium that supports other media, the contemporary 
theme park is a complex space that brings together material and symbolic 
features of different user-producer relationships. Although robust, the theme 
park is scarcely investigated, especially as an autonomous and potentially 
adaptable media for the maintenance of transmedia dynamics. 

Based on this perception, the question that guides the research is as follows: 
in what way are transmediatic experiences outlined in theme parks, and to 
what extent does the relationship between space, brands and sustainability 
singularise the notion of transmediality? 

To this end, we centred the research on the user-producer relationship from a 
conceptual triangulation between branding, space and sustainability. These 
three elements are articulated around the notion of transmedia experience, 
which considers the individuality of each user experience. In this proposal, we 
identified transmediatic experiences driven by cognitive and affective aspects 
directly affected by the embedded engagement that the users had with the 
space and the brand. 

To develop this theoretical-methodological perspective, we elected the Magic 
Kingdom (MK) as the empirical object of the dissertation. This choice is 
directly related to the proposed triangulation since MK is the world's most 
popular theme park, and also because it belongs to a consolidated brand in the 
entertainment market: Disney. Moreover, MK turned 50 years old in 2021, a 
longevity that indicates a close relationship of the space with the very history 
of Disney as a brand. The MK park is also considered an icon of the experience 
economy, which makes it a particularly fertile ground to observe and analyse 
the types of transmedia experiences that arise through the user-producer 
relationship in this space. 

The research, exploratory in nature, is methodologically grounded on the 
concept of rhizome, articulating cartography and scales in order to map, 
characterise and analyse the user-producer experiential relationship. To select 
the research corpus, we opted for digital data collection and employed 



 

 

snowball and purposive sampling methods. Thus, we selected media content 
produced by the Disney brand and by its users which could highlight the 
different territories created, destroyed, maintained and modified in the theme 
park space. 

Our guiding question led us to the discovery of a complex transmediatic 
relationship between user-producer which, when mediated by the MK theme 
park, preserves the Disney brand, making it long-lasting and, in this sense, 
sustainable. At the same time, the user-producer relationship shows how 
subjectivities (re)parameterise Magic Kingdom's space and compose other 
forms of approaching sustainability (from a social, economic, and 
environmental point of view), including in terms of what is unsustainable and 
contradictory in this relationship. 

Keywords: transmedial experience, branding, space, sustainability, Magic 
Kingdom, Disney 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

Sammanfattning 

Förutom att vara ett medium som innehåller andra medium, kan dagens 
nöjesparker förstås som en komplex miljö där materiella och symboliska drag 
från olika konsument-produktions-relationer förenas. Även om nöjesparken är 
ett etablerat fenomen är området sparsamt utforskat. Inte minst som ett 
autonomt och potentiellt anpassningsbart medium där en transmedial dynamik 
upprätthålls. 

Från denna utgångspunkt har följande forskningsfråga ställts: På vilket sätt är 
den transmediala upplevelsen utformad i nöjesparker och i vilken utsträckning 
förenas där plats, varumärke och hållbarhet, i en särskild transmedialitet? 

För att besvara frågan valde vi att fokusera på relationen mellan konsument 
och produktion genom en konceptuell triangulering av elementen varumärke, 
plats och hållbarhet. Dessa tre element är relaterade till förståelsen av 
transmedial upplevelse, vilket utgår ifrån den individuella konsumentens 
upplevelse. Utifrån detta identifierade vi transmediala upplevelser som drivna 
av kognitiva och emotionella aspekter, direkt påverkade av konsumenters 
engagemang med platsen och varumärket.  

För att utveckla detta teoretiskt-metodologiska perspektiv valde vi Magic 
Kingdom (MK) som empiriskt objekt för avhandlingen. Valet är direkt 
relaterat till den teoretiska trianguleringen, då MK är världens populäraste 
nöjespark och samtidigt tillhör ett etablerat varumärke på nöjesmarknaden: 
Disney. Därutöver har MK idag, år 2021, funnits i 50 år, en tidsrymd som 
indikerar ett nära förhållande mellan platsen och historien om Disney som 
varumärke. Nöjesparken MK är också betraktad som en ikon inom 
upplevelseindustrin, vilket antyder att platsen är särskilt lämplig för att 
observera och analysera de transmediala upplevelser som där uppstår i 
relationen mellan konsument och produktion.  

Denna utforskande studie är metodologiskt grundad i det teoretiska konceptet 
rhizom, där kartografi och skalor används för att kartlägga, karakterisera och 
analysera den upplevda relationen mellan konsument och produktion. Det 
empiriska materialet samlades in digitalt, där såväl syftesstyrd som 



 

 

snöbollsmetodik användes för insamling. Vi valde alltså medieinnehåll 
producerat av Disney som varumärke samt dess användare för att särskilja de 
olika territorierna som skapades, förstördes, upprätthölls och modifierades i 
nöjesparken.  

Utifrån vår forskningsfråga upptäckte vi en komplex transmedial relation 
mellan konsument och produktion vilket, genom mediering i nöjesparken MK, 
vidmakthöll Disney som varumärke, utökade dess livslängd, och gjorde i den 
bemärkelsen varumärket hållbart. Samtidigt visar relationen mellan 
konsument och produktion hur subjektivitet (re)parameteriserar MK som plats 
och skapar andra sätt att närma sig hållbarhet (från en social, ekonomisk och 
miljömässig utgångspunkt), vilket även inkluderar icke hållbara och 
motsägelsefulla förståelse av denna relation.  

Keywords: transmedial upplevelse, varumärke, plats, hållbarhet, Magic 
Kingdom, Disney 
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1. Introduction 

This thesis departed from the interest in understanding the theme parks of 
major entertainment brands as a representative mediatic form of experiences 
that intertwine users1  and producers2 through transmediality. We3 built our 
theoretical-methodological route considering the user-producer relationship 
as central, and seeking a broad understanding of transmediality. For this, we 
use the term “transmedia” as an adjective (Jenkins, 2016) and prioritise the 
focus on experience, understanding it as the relationship that people have with 
the world, through sensory, spatial, temporal and memorial threads (Tosca & 
Klastrup, 2019b). The ways in which these threads relate to each other and 
create connections are diverse and permeated by different textures (Jansson, 
2006a, 2006b, 2013), so that experiences are never identical to each other. As 
these threads can be diverse and triggered by different theories and 
methodologies, we propose here a unique triangulation between branding, 
space and sustainability as a contribution to further communication and media 

 

1 In the light of the works of Stuart Hall (1979) and of Klastrup and Tosca (2014, 
2019b), we have chosen to use the term “user” instead of “audiences” or “public” in 
order to stress their active role within the relationships that concern transmedia 
dynamics.  

2 The issue of the various uses and meanings of the word “producer” will not be 
addressed once this is not the purpose of the thesis. However, we will adopt the term 
inspired by the works of Klastrup and Tosca (2004, 2014, 2019b) and Hill (2019): 
producer, in a broader sense, can be understood as the one who produces the content 
— regardless of its type — and also as the “official source” that holds the distribution 
rights of a certain brand, for example. 

3 We opted to use the pronouns we/our/ours as the voice of the author(s) of the thesis, 
reinforcing our belief that knowledge is not built individually and that both the authors 
consulted and the orientations and interviews conducted were essential to the writing 
of the work. 
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research. This triangulation was motivated by the perception of certain gaps 
in the literature accessed here, as well as the expansion of transmedia studies, 
which consider transmediality as an important contemporary 
communicational process. 

Terms such as “transmediality”, “transmedia dynamics” and “transmedia 
logic” are understood as different axes within transmedia studies. For Renira 
Gambarato, Geane Alzamora and Lorena Tárcia (2020), transmedia dynamics 
is how we refer to a specific case of media articulation around an objective 
(education, politics, storytelling, advertising, etc.), through a transmedia logic. 
The transmedia logic brings together elements such as content expansion, 
multiple platforms, user participation and interaction, media convergence and 
world-building4. The communicational process that comprises these 
characteristics of the logic and the different types of transmedia dynamics is 
called transmediality. 

Transmediality has permeated more and more social spheres, particularly 
taking into account arguments such as those of Mark Deuze (2012), Ramon 
Marlet and João Carlos Massarolo (2015), and Annette Hill (2019), which 
point to an introjection of media content in our culture, ways of life, traditions 
and collective experiences. Thus, the guiding question of this research 
emerged: how transmedia experiences are outlined in theme parks, and to what 
extent does the relationship between space, brands and sustainability 
singularise the notion of transmediality? 

Our particular interest in theme parks stems from a recent proliferation of this 
space format, which according to a report by the Themed Entertainment 
Association (TEA) and AECOM5 has been growing consistently since 2016. 

 

4 Translator's Note: Following authors cited in the thesis (Fast & Örnebring, 2017; 
Hancox, 2021; Tosca & Klastrup, 2019b) and popular uses of the term in different 
media, we chose the form world-building instead of world building or worldbuilding. 
We understand that world-building, written as a hyphenated compound word, as if 
building a bridge, has the strength to translate the concept of construction of fictional 
and transmedia universes with which we work within the thesis.  

5 https://bit.ly/32hdyOf 
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It also stems from the perception of a gap in transmedia studies literature that 
considers parks from their spatial aspects. As Karin Fast comments in an 
interview (Souza, 2022e) for this research and Rebecca Williams (2020) also 
points out, for a long time the theme park has been considered a secondary 
and support media for the fictional construction of a particular transmedia 
dynamic, often narrative, and little has been explored of its geographical 
aspect. Donna Hancox (2021) proposes that a more accurate investigation of 
the spatial aspects of a transmedia dynamic can generate an emancipation 
from industrialised and hegemonic modes of production, as “the meaning of a 
story is affected by the place in which the story is told, and similarly the 
meaning of the place tends to be told through the stories” (Hancox, 2021, p. 
1). 

The empirical object studied in the thesis is the Disney branded theme park 
Magic Kingdom (MK), located in the state of Florida, in the United States. In 
essence, it is a transmedia object as it was built with the aim of preserving and 
expanding the audiovisual narratives created by the brand and aligning such 
creations with Disney's branding values, as extensions of itself, resignifying 
the space. 

In this regard, one of the proposals of this work is to bring forward a discussion 
of the role of space through a social perspective, considering space a portrait 
of society and, at the same time, a modifier of it. In this sense, space has a 
simultaneous and inseparable functional and symbolic role. Its functional role 
refers to the physical characteristics and the structure as such – that is, the 
theme park itself; and the symbolic role relates to the socio-technical 
characteristics that are managed through culture, media and technologies. 

In addition to the discussion of space, our research route points to branding as 
theme parks are linked to large media conglomerates, such as Disney, 
Universal and Nintendo. The relationship of brands with these spaces, as our 
bibliographic research shows, is at the heart of the emergence and formatting 
of theme parks. This issue is developed in the thesis both from a historical 
(Freeman, 2014a, 2014b) and a practical perspective (Giovagnoli, 2019; 
Marazzi, 2020), and is structured based on the works of Anne Zeiser (2015) 
and Keller and Machado (2005). These authors assume branding as a set of 
strategies (including logo, visual identity, the language used, etc.) with the 
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objective of creating and managing the value of a brand. The articulation of 
media aiming at branding is much more to establish a brand (re)cognition 
emerging from the affects aroused by this brand than to increase direct sales, 
although sales are the goal of any profit-oriented company. 

Another relevant aspect highlighted above all by Matthew Freeman (2014a, 
2014b), is the fact that the processes of transforming purchase into a cultural 
act influence the way we experience commercial spaces. This commodified 
element becomes so intricate in our lives that buying is not dissociated from 
culture. Therefore, the issue of commodification of these spaces emerges as a 
focal point in the structure of theme parks and, when considering how these 
places are built and managed, we come across an issue of capital preservation, 
which led us to the third axis of our triangulation: sustainability. 

We propose that sustainability for brands like Disney is strategically 
connected to the construction and management of transmedia dynamics in 
entertainment spaces, so as to make them long-lasting. This configuration 
aims to maintain the branding of the brand indefinitely. In other words, we 
propose that transmedia sustainability would be the maintenance and feedback 
of a transmedia dynamic, through a branding process that involves the spatial 
aspect and articulates it around the longevity of the user-producer experiential 
relationship. 

For this proposal, we depart from classic definitions of sustainability reflected 
in the Brundtland report (1987) and in the 2030 Agenda6 of the United Nations 
(UN). In both cases, sustainability is seen as a goal and sustainable 

 

6 Developed by the United Nations (UN), the 2030 agenda for sustainable 
development, or simply 2030 Agenda, is a document that sets out 17 goals linked to 
sustainable development and establishes deadlines, targets and parameters for its 
evaluation. The 17 goals are no poverty; zero hunger; good health and well-being; 
quality education; gender equality; clean water and sanitation; affordable and clean 
energy; decent work and economic growth; industry, innovation and infrastructure; 
reduced inequalities; sustainable cities and communities; responsible consumption 
and production; climate action; life below water; life on land; peace, justice and strong 
institutions; partnership for the goals. (The global goals, n.d.). 
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development is about ways for this goal to be achieved, based on the 
articulation of social, environmental and economic elements. 

Thus, sustainability deals with the conjunction of social and economic 
interests in favour of environmental preservation, so that the needs of current 
generations can be met without compromising future generations. However, 
we identify a gap in the discussion on sustainability that considers media 
conglomerates and transmedia. Therefore, we departure from works on the 
relationship of sustainability with Social Science (Becker et al. 1999; Rattner, 
1999), entering specific literature on sustainable communication (Berglez, 
2008, 2017, 2021; Olausson, 2018, 2021; Jacobsson, 2019; Lee & Vargas, 
2020) to build the contributions of the thesis in relation to sustainability in the 
context of transmedia dynamics. We understand that sustainability, from the 
point of view of communication and transmedia, can be ambiguous, relative 
and even contradictory in the sense that one must ask “sustainable for whom?” 
before undertaking the analysis of the subject. 

This question is motivated by the works of Henri Acselrad (1999) and 
Christian Fuchs (2017) who understand that there is a manipulation of the 
notions of sustainability at the service of capitalism, in order to maintain its 
economic structure. In this sense, the sustainable development lines would, in 
fact, be aiming at economic sustainability above social and environmental 
sustainability. Thus, we propose that the question “sustainable for whom?”, in 
the context of theme parks and the brands that support them, generates 
contradictory answers, oscillating between sustainable and unsustainable 
depending on the reference point. In this way, we come to the notion of 
transmedia (un)sustainability, pointing to how much it is a process that can 
simultaneously be sustainable and unsustainable: (un)sustainable. 

We consider the proposal of transmedia (un)sustainability as one of the most 
important contributions of this thesis, as we understand that transmediality is 
a highly relevant communication modus operandi in contemporary times. 
Thus, dealing with its interconnection with sustainability seems to us essential 
for sustainable development. The reading that the thesis proposes about the 
current processes of transmedia (un)sustainability can reveal ways to change 
the cycle of sustainable/unsustainable contradiction in which we are inserted. 
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And although media and communication were not included in the 2030 
Agenda, these elements are indispensable in building a more sustainable 
reality, essentially because media content is integrated into our lives and 
experiences – both collective and personal. We take the opportunity to point 
out that, for a long time, discussions about the role of the media in 
sustainability were restricted to access to technology, which deflated 
discussions on media literacy, news deserts and communication for all (Lee & 
Vargas, 2020). Our work, therefore, intends to provide an analysis of how 
sustainability relates to existing media processes, especially those involving 
media conglomerates. 

After defining the triangulation of branding, space and sustainability as pillars 
of the discussion on transmedia experience, we enter into our formulation of 
transmedia experience which stems from John Dewey (2010) and Walter 
Benjamin (1994), authors for whom the experience is the relationship that we 
establish with/in the world. We intersect these perspectives with the works on 
transmedia experience by Susana Tosca and Lisbeth Klastrup (2019a, 2019b) 
to compose our own understanding of experiences mediated by transmedia 
dynamics. Tosca and Klastrup consider experience as the result of the 
composition of sensory, emotional and spatio-temporal threads that weave 
reality for each individual. 

The authors formulate three axes in which it would be possible to see the 
experiential threads in transmedial worlds: worldness, user directedness and 
platform affordances. From this theoretical research, our formulation of 
transmedia experience refers to the affective and cognitive result of the 
different connections between user-producer, in relation to transmedial 
worlds. 

Thus, the main purpose of the thesis is to develop a theoretical-methodological 
perspective of transmedia experience, which enables the investigation of 
theme parks from the perspective of the user-producer relationship, 
considering the experiential threads of branding, space and sustainability. As 
secondary objectives, which also guide the chapters developed, we have: 

• Relate transmedia to branding, space and sustainability as a 
way of understanding how these elements affect the user-
producer experiential relationship; 
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• Identify and connect the theme parks to transmedia; 
• Characterise and analyse Magic Kingdom (MK) in the light of 

the developed theoretical-methodological proposal; 
 

Magic Kingdom is the best known and most visited park in its segment7. 
Moreover, in October 2021 it turned 50 years since its opening, which made 
it a fertile ground for us to investigate the preparations, expectations and uses 
of transmedia resources in the user-producer relationship around this date. 
Thus, we could follow such actions while the research was developed. It is 
worth noting that the situation with the coronavirus pandemic affected the 
thesis, leading us to adapt what we had planned a priori and also pay attention 
to news related to covid-19 between the years 2020–2021 in order to situate 
the research temporally. 

The decision to carry out a work centred on the transmedia experience, in its 
turn, led us to the importance of not paying attention to just one side of the 
user-producer relationship, but both simultaneously, considering what makes 
up their multiple connections. In this way, we can verify the nature of the 
experiences triggered through this transmedia object. To do this, we needed a 
non-hierarchical and comprehensive research method. Therefore, the 
methodological route proposed in the thesis associates the notion of 
transmedia experience with Deleuze and Guattari's (2017) rhizome. The 
relationship between the two occurs through the nature of the rhizome and 
how we aim to promote an acentric and non-hierarchical analysis. 

Rhizomatic research is characterised by constituting a non-hierarchical system 
with multiple forms of input-output. Such movement prioritises connections 
that are able to enlighten the nuances of reality, represented by multiplicity in 
Deleuze and Guattari (2017). Multiplicity, as well as connection and 

 

7 According to TEA and AECOM surveys, Magic Kingdom has been the world's best-
known and most visited park since 2012, the year when the annual report on themed 
attractions was first released. The park averages 20.4 million visits per year. 
(AECOM, n.d.). 
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heterogeneity, are some of the axes that define the rhizome and that will be 
developed in the methodological chapter of the thesis.  

The main point of relation with our proposed conceptual triangulation is the 
fact that the connections of a rhizome are revealed through the territories that 
are continuously deconstructed and reconstructed. And the acentric and multi-
connective feature of the rhizome relates to the notions of space and 
transmedia we are proposing. The space is included here by means of the 
origin of the method and the transmediality is associated with the multiple 
possible connections in the rhizome. Thus, the rhizome became the basis of 
our methodology. 

As the rhizome is not a methodology in the traditional sense of the term in 
which there are processes to be fulfilled and a delimited set of steps, we had 
to activate auxiliary methods in order to define “what” and “how” to conduct 
this research. In this sense, we departed from the rhizome itself to stipulate the 
“how”, using cartography. 

The cartographic method is also based on the works of Deleuze and Guattari 
(1995) and was further developed by Guattari (2012) and other researchers 
(Passos, Kastrup & Escóssia, 2012). Cartography resulting in a kind of map 
research is a method that allows the intervention on the researched object with 
the aim of tracking the processes of connection that form this rhizome. 
However, the limitations of cartography point to the need to use an auxiliary 
analytical tool for the analysis of the material collected. Therefore, we have 
applied the scales method, which is a resource originally used in Architecture 
and Geographical studies but repurposed as a tool for other areas. 

Marcus Soares (2016) developed a method based on scales to analyse 
cinematic works which have the city and its urban landscapes as a narrative 
composition. To this end, the researcher makes an analogy of the three 
cinematographic planes (general, medium and detail) with three architectural 
scales (1/100, 1/10 and 1/1) to analyse the scenes and framings made in the 
film The Sky Above (O céu sobre os ombros) by Sérgio Borges. 

Building on this contribution, we have reformulated the scale proposal in order 
to develop a scaled methodology that can be useful to analyse transmedia 
dynamics. We have used the scales 1/100, 1/10 and 1/1 keeping the logic of 
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three different but complementary proportions in the composition of a 
transmedia dynamic. 

After delimiting the “how” of our object analysis, we moved on to the “what”. 
As a result of the covid-19 pandemic, the material chosen for the analysis was 
digital content. This was a practical decision given the easy access to data and 
the existence of extensive literature that could guide us through the ethical and 
moral issues of this kind of collection. But it was also a decision based on our 
goals since in digital we can find content produced by producers (the brand) 
and users coexisting and of different types, from videos and written texts to 
audios and fictions created by users, the fanfictions. In the analysis of each of 
the three scales, we could reaffirm the importance of a more comprehensive 
approach, which includes the user-producer relationship in a non-hierarchical 
way.   

The thesis is structured into six chapters divided around specific objectives. 
Chapter 2 is dedicated to building our definition of transmedia experience. In 
doing so, we develop a correlation between the construction of transmedial 
worlds (Tosca & Klastrup, 2019b) and the use of branding and 
commodification strategies as ways to enhance the user-producer relationship 
resulting in an embedded engagement (Hill, 2019). Embedded engagement is 
a long-term engagement between users and media content. It is based on 
consumption, brand relevance and the construction of an enduring affect. We 
propose, thus, that when transmedial worlds are built, they integrate 
possibilities of experiences that will be unique for each user.  

 At the end of the chapter, we use Tosca and Klastrup's (2019b) scheme, which 
is representative of the formation of the transmedia experience (Figure 1), 
modifying it and proposing a (re)vision drawing on Deleuze and Guattari's 
(2017) rhizomatic theory (Figure 3). 

In chapter 3 we relate transmediality to space and sustainability. Building on 
the works of Lefebvre (1991), Harvey (2004, 2012) and Santos (2000, 2017), 
we discuss the concept of space as dynamic and relational. We also specify 
the concepts of territory, in the light of Deleuze and Guattari (1995, 2017) and 
place, from Yi-Fu Tuan (1977) and Tim Cresswell (2011, 2015). Next, we 
relate space to transmediality, based on the works of Karin Fast (2012), Donna 
Hancox (2021) and Rebecca Williams (2020), proposing that space in a 
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transmedia dynamic occupies different places, such as the place of 
consumption, place of engagement and can even be a kind of home according 
to the user-producer relationship that is established there. We argue that the 
spatial transmedia experience remains tied to the affect and the attribution of 
meaning we introject about transmedial worlds. However, in this chapter, we 
propose that theme park spaces fulfil specific functions, according to the 
spatial conception we work with.  Following, we discuss our proposition of 
transmedia (un)sustainability. Departing from the question “sustainable for 
whom?”, we propose that the creation of these multiple types of places, 
activated by users, by producers or by both in affect, reaffirmation, cognition 
and/or conflict, construct different outcomes that can be sustainable or 
unsustainable.  

In this sense, we use the term (un)sustainability because, from the reference, 
a process can be simultaneously sustainable for the brand, for example, but be 
unsustainable for the environment. Similarly, an action can be sustainable 
from the users' point of view, but economically unsustainable for the brand. 

The thesis, and especially this transmedia (un)sustainability proposition, is 
developed in cotutelle agreement with Jönköping University, Sweden, a 
UFMG's partner institution, resulting in contributions such as the joint 
supervision of Luciana Andrade's work (2019); publications (Gambarato et 
al., 2020), as well as extension projects, such as Educação 
Transmídia/Transmedia Education (https://www.educacaotransmidia.com/). 
Our research is the first, within this already fruitful partnership, to bring into 
focus the issue of sustainable communication, emphasising that this is the 
conception for which the media and communication programme at Jönköping 
University is internationally recognised. Thus, we engaged in a dialogue with 
Swedish professors Peter Berglez (2008, 2017, 2021) and Ulrika Olausson 
(2018, 2021), and from these theoretical contributions, we could build our 
proposal of transmedia (un)sustainability and its relation with the transmedia 
experience. 

In chapter 4, we present the empirical object, Magic Kingdom, starting from 
a broader conception of the origins of theme parks (Machado, 1997), pointing 
out what makes them so significant in the current “experience economy” (Pine 
II & Gilmore, 2011), and highlighting the path taken by this spatial 
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configuration of entertainment until it reached the form its has today. In this 
scenario, the significant role of Disney stands out, highlighting its specificities 
and accessing its history in order to understand why the brand has chosen the 
commercial incursions it has made and how this is particularly reflected in the 
Magic Kingdom. In this chapter, we argue that the brand's theme parks are 
part of a transmedia logic that permeates Disney as a whole and intertwines 
with its different segments, beyond its narratives. 

Chapter 5 is dedicated to the methodological route of the research. It begins 
by positioning the thesis, within the different types of research and 
methodological contexts, as an exploratory qualitative research (Gil, 2008) 
that has “the main purpose of developing, clarifying and modifying concepts 
and ideas, with a view to formulating more precise problems or researchable 
hypotheses for further studies” (p. 43, our translation). Next, we detail the 
method of semi-structured interviews (Triviños, 1987) with experts and 
present the six teachers interviewed (Table 1). We then highlight Deleuze and 
Guattari's (2017) notion of rhizome as the theoretical-methodological 
analytical point, activating, as auxiliary tools, cartography in Deleuze and 
Guattari's (1995) conception, and scales (Soares, 2016). This hybrid proposal 
of methods aims to present different framings (scales 1/100, 1/10 and 1/1) of 
transmedia experiences, according to different ways of seeing the same object. 
In doing so, we have the opportunity to investigate an empirical object 
considering specific aspects of the nature of each scale, be it closer and 
subjective, or more distant and objective, taking also into account the spatial 
multiplicity of the Magic Kingdom and the user-producer relationship. 

In chapter 6, dedicated to the analysis of the empirical object, we deal 
individually with each of the scales (1/100, 1/10 and 1/1) in MK and present 
what makes this individualised perspective unique. The 1/100 scale is 
predominantly a distant framing and more based on the functional layer of the 
space, while the 1/10 prioritises the framing of the brand and how it is placed 
through the analysed audiovisual products. The 1/1 scale is in essence the 
production of users and we add there a portion of the personal experiences of 
the author, who spent some years working as a guide taking Brazilian 
teenagers to Disney. We realised that there is a user-producer relationship in 
the three scales, but it has different measures and exerts different impacts on 
the transmedia experience in this space. We can also point out that, from each 
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scale, the role each of these elements plays becomes clearer, as there is a 
relation of influence on the visitation styles, permeating the cognitive and 
affective meanings linked to the theme park and the embedded engagement 
previously built. That is, a user will have different experiences with/in MK 
(producer), and to analyse and illustrate this variety, we present a rhizomatic 
model of different transmedia experiences which elucidate the application of 
our methodology and analytical proposal, underlining the potential of 
investigating transmedia dynamics through a rhizomatic lens. 

In the final considerations section, we present the limitations and potentialities 
of the research and highlight some crucial points on what we built throughout 
this thesis. 
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2. Transmediatic Experiences 

The starting point in this thesis is the understanding of transmedia as a 
communicational process articulated to the human experience in a lived and 
felt way (Hill, 2019; Tosca & Klastrup, 2019a, 2019b; Mccarthy & Wright, 
2007). This means that the transmediatic experience “is made by several 
threads: sensorial, emotional, compositional, spatial and temporal” (Tosca & 
Klastrup, 2019a, p. 393, our translation), which interrelate in unique ways in 
each different dynamic and for each user. These individual articulations 
engender different transmediatic experiences, in which different gradations of 
the user-producer relationship emerge and have an impact on people's daily 
lives. With that in mind, this chapter's aim is to argue that: 

1. The term “transmedia” as proposed by Jenkins (2016) is best 
understood as an adjective, which gives it an amplified feature, not restricted 
to a group of specific requirements but characterising the noun that precedes 
it. Thus, the term reflects its essential aspects such as the engagement of 
multiple media platforms, content expansion and audience engagement 
(Gambarato et al., 2020); 

2. A transmedia dynamic is not (only) about enhancing stories but 
building articulated worlds, integrating elements that make them longevous, 
such as the uses of branding strategies (when the goal is brand valuation and 
valorisation), and commodification (a process that assigns economic value to 
something that did not have a commercial intention a priori), establishing new 
experiential relationships with different economic demands and user desires; 

3. Experience is understood as an element embedded in the transmedia 
dynamics from “media landscapes”, or “mediascapes”, which refer to the 
imagetic construction — in the sense of imagination — of a worldview 
mediated by media content (Appadurai, 1996a, 1996b), with which we create 
cognitive and affective links. Therefore, an understanding of experience as a 
continuous, dynamic and sensitive process is imperative; 

4. The concept of rhizome elaborated by Deleuze and Guattari (2017) as 
a non-linear philosophical descriptive model which opens up to the creation 
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of new connections and meanings is an appropriate way to analyse transmedia 
dynamics and a tool for understanding the experience within these dynamics. 

This chapter is divided into four parts, as follows: we begin the chapter with 
a section on the term “transmedia” and its variations. Our purpose is to 
demonstrate that the relationships stipulated in the myriad of terminologies, 
such as “transmedia dynamics”, “transmediality” and “transmedia logic”, are 
proposed to develop the different possibilities observed in transmedia studies. 
We focus especially on the overlapping aspects of commodification and 
branding in contemporary transmedia dynamics due to the empirical object 
analysed here. 

In the next section, we will discuss the continuous construction of worlds 
enabled by a transmedia process, making a direct reference to what Geoffrey 
Long (2007) proposes: “crafting transmedia narrative is not so much about 
crafting the story (that could be adapted to different media) as about crafting 
the world in which the story exists” (Long, 2007, p.60). This perspective turns 
into a bridge to access the issue of transmedial worlds presented in the next 
section and will help us in the intersection of the transmedia dynamics with 
the spatial issue in the third chapter. 

In the last section of this chapter, we will deal with the transmedia experience 
itself, understanding it as an intrinsic element to the transmedial process, as 
well as necessary for the engagement of users and, subsequently, its 
maintenance and longevity. This section is a link between this chapter and the 
chapter on the empirical object. At the end of it, we will present the first 
element of our analytical model, based on Tosca and Klastrup's (2019b) 
scheme on transmedia experience and Deleuze and Guattari's (1995, 2017) 
rhizome.  

2.1. Transmedia adjective8 
Transmedia is an adjective, not a noun. Transmedia needs to modify 
something. The term ‘transmedia’ means simply ‘across media’ and 

 

8 Following Jenkins (2016) and Dalby (2021), we have chosen to approach the term 
“transmedia” as an adjective as it offers greater flexibility of application in several 
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implies some kind of structured or systematic relationship between 
multiple media platforms and practices. (Jenkins, 2016, p. 220)  

From the excerpt above, we built a path in this section to demonstrate that the 
term “transmedia” does not operate alone. This means that it needs to be 
coupled with something that can work together, promoting some change in 
that sphere. In this sense, when we talk about transmedia storytelling, for 
instance, we are referring to a sort of storytelling characterised by a spread of 
diverse content in different media, which are connected synergistically, but 
autonomously, around the goal of telling a broader story. 

The same happens when we associate the adjective with other nouns, such as 
“transmedia education”, “transmedia activism”, “transmedia journalism” and 
“transmedia branding”. As Alzamora (2019) argues, “although there may be 
some overlap between these different logics, each transmedia dynamic can 
trigger specific regulatory principles” (p. 441), which vary according to the 
nature of the analysed relations. 

The transmedia dynamic considers communicational engagement both from 
the vertical approach (when it is promoted and maintained by the media 
industry) and the horizontal approach (when it considers and is fed by user 
interaction and engagement). 

In fact, thinking transmedia doesn’t mean just distributing parts of the 
story in different media, then strictly putting publishing restrictions 
and dealing with the shuffled parts on the table, as in a charming 
solitaire game. On the contrary. Condicio sine qua non for a 
transmedia tale is the continuous dialogue between the involved 
publishing platforms and the consideration of creative and consumer 
spaces that belong to each of them, necessarily starting from the 
audiences, at all times. (Giovagnoli, 2011, p. 10)  

 

aspects pertinent to communicational processes (Evans, 2019). However, it is 
important to note that the term is also used as a noun in a broader and less specific 
way (Byun & Kwon, 2016).     
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Thus, more than creating expansions and leaving doors open so that different 
users can circulate through a transmedia dynamic, there must be a synergy, an 
integration and a mutual relation of maintenance among its elements. Whether 
this dynamic starts from a canon9 or is organised in a decentralised way. 

Therefore, the adjective transmedia does not refer to a fixed group of 
characteristics that are applied in any way, but to a non-pre-determined 
relationship of communication processes. For this reason, it is essential to 
make a specific description and analysis of each case, so that the transmediatic 
dynamic is understood in its entirety. This implies, according to Tosca and 
Klastrup (2019b), considering the roles played by producers and users, 
including how both influence and modify each other. Moreover, we 
understand that there is no supremacy of one media platform over another, but 
rather cooperation between them. In the same way that, as pointed out by 
Andrade (2019), Gambarato et al. (2020), and Hancox (2021) these are 
dynamics that encompass alternative and circumstantial media configurations, 
and not only those of wide circulation and promoted by the entertainment 
industry. 

Observing these possibilities is necessary for us to understand the transmedia 
studies trajectory, as well as to get away from the mistake of highlighting the 
cases as if they occurred in the same way. Or as if “transmediality”, 
“transmedia logic” and “transmedia storytelling” shared the same meaning. 
As we argue later in this section, each of these terms adds its contribution and 
makes possible the understanding of transmedia. 

Hence, we will start from the pioneer idea of “commercial supersystems of 
transmedia intertextuality” (Kinder, 1991, p. 3), going through the works 
about transmedia storytelling (Scolari, 2009, 2013; Jenkins, 2006a, 2010, 
2016; Hancox, 2021), until arriving at contemporary approaches (Freeman, 
2016; 2019; Gambarato et al., 2020; Giovagnoli, 2019; Tosca & Klastrup, 
2019b), which address the notion of transmedia as a communicational modus 

 

9 Canon, in the Transmedia Storytelling perspective, is not equivalent to the idea of 
canon in literature. Its meaning is related to the central part of a narrative, which serves 
as the basis for the others and as a reference for the initial entry into that universe. 
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operandi, a dynamic that takes into account the “complexity of the 
communicative processes — both simultaneous and asynchronous” 
(Gambarato et al., 2020, p. 2). 

2.1.1. The storytelling unfolds 

In 1991, the term “transmedia” was employed by Marsha Kinder to refer to a 
trend started by Hollywood production companies to create more and more 
ways for an individual to keep consuming the same subject. 

In this pioneering work, Kinder departs from the idea of “supersystems of 
transmedia intertextuality” (Kinder, 1991, p. 3) proposing that this 
supersystem is an amalgam of extensions, references and new stories built in 
a dispersed, but highly connected way, and that can transcend a specific 
sequence to be followed by the user. 

In order to be a supersystem, the network must cut across several 
modes of image production; must appeal to diverse generations, 
classes, and ethnic subcultures, who in turn are targeted with diverse 
strategies; must foster “collectability” through a proliferation of 
related products; and must undergo a sudden increase in 
commodification, the success of which reflexively becomes a “media 
event” that dramatically accelerates the growth curve of the system’s 
commercial success. (Kinder, 1991, 122–123) 

Kinder (1991) grants these commercial supersystems the ability to establish 
themselves as a well-articulated strategy over what has been produced, 
creating more and more “related products” (Kinder, 1991) so that a continuous 
interest from users was sustained. This interest was both commercial, in terms 
of consuming associated items, and affective, by stimulating the growing 
consumption of information and autonomous but integrated parts of this 
system. 

Later on, Henry Jenkins (2003) took up Kinder's idea (1991) and coined the 
term “transmedia storytelling” in order to describe the movement of expansion 
of narratives through various media, as it was already observed in Hollywood 
industry. The author moves forward in the discussions about transmediality 
by analysing entertainment cases that have gained much notoriety. He cites 
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Lost, Harry Potter, Matrix and Star Wars highlighting in each one of these 
cases the preambles that would become the basis for subsequent research on 
transmedia storytelling, such as those on consumption, world-building, fan 
culture, among others. It is essential to address the contribution of Jenkins 
(2003, 2006b, 2009), noting that what these transmedia narratives have in 
common is a basic and central structure, a canon, which would be responsible 
for concentrating or anchoring the main points of the narrative. In the 
researcher's proposal (2003), the extensions do not need to be synchronous or 
dependent on the canon. Thus, the goal of these extensions is to add new 
storytelling layers which can be activated by different users under different 
circumstances by expanding their media reach.  

Another contribution of Jenkins (2003, 2006b, 2009) regarding the 
formulation of transmedia storytelling is his reflection on the resignification 
and reconfiguration of the relationships of producers and users through the 
strengthening of horizontal communication, in which the expansions 
promoted and proposed by the user are highlighted in the process. Thus, 
expansion can occur with the creation of expanded content by the user 
(fanfictions, for example), sharing of fan-made pieces or official media, and 
even alternative forms of the universe created for the narrative. Jenkins 
(2006b) points out that the most interesting thing to observe in this relationship 
is how the media can integrate and serve different markets, as well as the 
migratory behaviour of the consumer, considering this as a characteristic that 
reverberates on several fronts, such as social, cultural and economic. 

Besides Jenkins, Scolari (2009, 2013, 2015) contributes to the dissemination 
and expansion of the term “transmedia storytelling” and performs a fruitful 
analysis of storytelling construction and its commercial viability, considering 
the types of stories that can come from the centre, from the distance that each 
one of them has in relation to its canon. Scolari (2009) suggests that the 
broader the transmedia storytelling becomes, the more accesses are created in 
which both the user has space to co-produce and circulate its contents, and the 
producer has the opportunity to expand the universe exploring different 
monetizable aspects of a narrative (Scolari, 2009). In this way, Scolari (2009) 
has created a classification of these extensions, demonstrating how much the 
creation of close, parallel or peripheral stories in relation to the narrative core 
can contribute to the relationship between user-producer since this would 
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personalise what each user would like to know and/or expand from that 
narrative.  

For instance, someone who wants to follow Harry Potter's universe may feel 
satisfied to do so only via books and films, while another person may have the 
need to transit through author J.K Rowling's extra texts or her interactions on 
the Pottermore website and the author's social media. A third person, in turn, 
may feel satisfied only when they thoroughly scrutinise every piece of news 
that is shared about this universe, including fan productions, and participate 
in discussion forums and write fanfictions. This leads us to a discussion on the 
status of transmedia objects, understanding that the fact that a storytelling is 
considered transmedial does not necessarily imply a compulsory transmedia 
journey for users who come into contact with it. This difference in the levels 
of engagement “facilitates the creation of a broad spectrum of audience 
segments” (Scolari, 2009, p. 15), i.e., the layers built into a transmedia 
storytelling perform a function of presenting new possibilities to enthusiasts 
and people interested in engaging with the whole, or parts of the story. This 
includes users with different interests and rewards those who commit more 
time with more information and a broader view of the whole story. 

These different levels of interest also relate to commercial viability and the 
economic stakes potentially involved in transmedia storytelling, as they 
denote that several interests lead to a kind of product treadmill of unlimited 
potential. Several researchers (Jenkins, 2006a, 2006b, 2010; Scolari, 2009, 
2013; Hancox, 2021) have been addressing this, and they consider it possible 
to monetise a narrative on a large scale, generating new expansions through 
integrated media platforms. Jenkins (2006) highlights a kind of reward system 
in which the vitality of transmedia narratives lies in attracting new users and 
continuously stimulating them to keep up with the various expansions.  

Consequently, there is a significant potentiation of elements that evoke the 
narrative itself, as well as there are those subsidiary elements that are much 
more connected to the consumption per se of the narrative than adding an 
extension about new events. In our previous work (Souza, 2017), when 
analysing the transmedia storytelling of The Hunger Games, we pointed out 
that most of the expansions created by Lionsgate company did not deal 
directly with the story, but rather composed other angles on events already 
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known and on the aesthetics of that world, such as the app Our Leader the 
Mockingjay/The Mockingjay, which is the empirical object of the 
aforementioned dissertation. This is because it is understood that the 
commercial viability of a transmedia dynamic does not mean just continuing 
to expand a narrative, but creating ways to retain the interest and curiosity of 
these users.   

Hancox (2021) argues that this perspective of hyper-commercialisation of a 
transmedia storytelling refers to the versatile and widely applicable nature of 
its construction in contemporaneity, even though it is a direct result of the 
dominant framing of “for-profit, franchise-focused, anchored in traditional 
media, Western, white and male” (p. 2). For the author, we need to continue 
to further develop our perspectives about what transmedia narratives can be 
and how they can be, otherwise, we will continue to reproduce these framings 
while failing to fully explore the versatility of transmedia storytelling. 

Despite Hancox's (2021) use of the term “transmedia storytelling”, the author 
is not limited to Jenkins' and Scolari's ideas, as she chooses to intersect her 
critical perspective with the works of Srivastava (2009) and Marie-Laurie 
Ryan (2001, 2016). By doing so, she questions the ways in which these 
transmedia narratives present themselves contemporarily, as well as proposes 
ways to use these principles in other contexts, such as activism, education and 
postcolonialism. And she justifies her option for dealing with transmedia 
storytelling in the following way: 

Stories are powerful tools for communication and are avenues to 
create belonging, to enact resistance and to share identity. [...] it 
continues to become clear that transmedia storytelling is more than a 
practice or a process centered around digital technology [...] 
transmedia storytelling works in concert or sometimes in conflict with 
widely acknowledge frameworks of storytelling and traditional media 
[...] these points of tension reveal the need for continuing 
consideration and reconfiguration of how we describe, critique and 
analyse transmedia stories. (Hancox, 2021, p. 3) 

Hancox (2021) builds her main critiques about transmedia storytelling from 
the social and mediatic changes observed since the 1980s. In doing so, she 
emphasises that the economic and commercial character of transmedia 



 

 35   

 

storytelling are not their sole uses, nor should they be, although this is at the 
core of media conglomerates' interest. She points out that the term itself 
describes an “activity which was already occurring in the industry and 
amongst audiences, specifically fan cultures” (Hancox, 2021, p. 9), and 
therefore it is necessary to work with alternatives to the uses disseminated by 
the industry, otherwise we would only be reproducing industrial patterns. 

The compendium organised by Matthew Freeman and Renira Gambarato 
(2019) addresses several associations of the adjective transmedia with various 
nouns. In common, each noun becomes part of a system of continuity and 
synergy of media which becomes long-lasting, durable, with multiple 
possibilities for updates and related to the engagement. Thus, we understand 
that not only the storytelling realm exists as transmedia dynamics, but other 
fields of communication, such as branding, marketing and journalism, as well 
as other areas of knowledge, such as education and politics, start to focus on 
transmedia studies. 

Revising, refining, and clarifying our understanding of what does—
and therefore what does not—constitute a form of ‘transmedia’ is 
indeed crucial, both to the future of this avenue of study but more 
importantly to our collective abilities to make sense of how, why, and 
when media content flows, expands, and moves across multiple media 
platforms in particular ways, for particular reasons, and with 
particular effects. (Freeman & Gambarato, 2019, p. 2) 

It is in the amplification movement of the notion of transmedia that the term 
“transmedia storytelling” starts to be used in particular contexts (dealing 
specifically with narratives) and other terminologies are used when we refer 
to the structure, strategy or even business model that encompasses the idea of 
transmedia. We will highlight three forms that we understand to be the ones 
that communicate more accurately the directions taken by transmedia studies, 
besides being the three most used throughout this thesis. These are: 
“transmedia dynamics”, “transmedia logic” and “transmediality”. 

The term “transmedia dynamics”, according to Gambarato et al. (2020), refers 
to “a communication process that normalises the course of actions through 
various mediating instances (institutional, technological, semiotic, 
commercial, social, political, cultural, etc.)” (p. 1–2), so that the complexity 
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of these dynamics is understood from the different social practices that relate 
to these “mediating instances” (Gambarato et al., 2020). 

The transmedia dynamic operates according to the transmedia logic which, 
according to the authors, is a communicational process marked by “the 
multiplatform distribution of information and collective action for creative 
expansion of information” (Gambarato et al., 2020, p. 2). This proposition 
draws on the work of Scolari, Bertetti and Freeman (2014), who suggest that 
this logic can operate in expansions in two forms: through media or 
storytelling. “They claim that transmedia storytelling can be considered a 
specific case of general transtextual storytelling” (Gambarato et al., 2020, p. 
2) so that the mediating instances and social practices work together towards 
the performance of the dynamics. 

“Transmedia dynamics particularises the communication process in each 
empirical context, although it refers to the generic characteristics of 
transmedia logic” (Gambarato et al., 2020, p. 2). Accordingly, when we refer 
to a transmedia dynamic, we will be dealing with a case of “communication 
process” (Gambarato et al., 2020, p. 2) in which the agents (producer-user) act 
in an integrated perspective of information expansion. 

Finally, when we talk about transmedia, we address the transmediation 
process. Transmediality intends to encompass the transmedia dynamics in its 
different configurations, such as education, activism and branding, 
understanding them as subcategories of something broader. This term helps 
us to reiterate the importance of considering each case individually since the 
transmediation occurring in each dynamic will depend on the uses of the 
elements of the transmedia logic embedded there. 

It is remarkable the fact that all these terms intend to be able to encompass the 
amplified sense of the term “transmedia”, so that, within their specificities, all 
of them will be employed in this work, referring to their own characteristics 
and issues. Both to demonstrate that there are several possible paths and to 
refine our approach on the subject. 

To truly interrogate the complexity of the existing and evolving media 
ecology, we must think beyond devices and traditional understandings 
of platforms as distinct and separate entities, and instead embrace a 
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more dynamic and porous description that disrupts previous 
descriptions and definitions of platforms, mediums and media. 
(Hancox, 2021, p. 11). 

2.2. A branding transmedia dynamic  
In approaching Magic Kingdom as an empirical object connected to 
entertainment, we find that it was and is directly affected by a convergence of 
the transmedia logic with commodification and branding processes. Observed 
by Hancox (2021), Marazi (2020), Giovagnoli (2019) and Freeman (2014a, 
2014b), this convergence relates directly to the hyper-commercialisation of 
media content and the porosity of advertising as a means of making something 
economically viable. This section addresses the issue of transmedia branding, 
understanding how it relates to the dynamics of transmedia entertainment. We 
also consider the effects of this relationship in the user-producer binomial, 
which will be discussed in more detail in the next section.  

The concept of adjective returns to our work and it is necessary to 
acknowledge, with this, that the notion of transmedia “is about a kind of logic 
and not a discursive modality at the centre of Convergence Culture. And this 
logic includes a diversity of strands” (Andrade, 2019, p. 52, our translation), 
which need to be considered and analysed from a specific perspective on each 
case, since, as Jenkins (2016) argues: 

The word [transmedia] became so trendy within certain industry 
sectors that it provoked a widely documented push-back among those 
who claimed that ‘transmedia’ had replaced ‘interactive’, ‘digital’, or 
‘multimedia’ as generic terms which simply describe the ‘cool’ 
features of any new production. Part of the problem stems from the 
attempt to use a limited vocabulary of possible models to capture a 
moment of rapid transition and widespread experimentation, 
especially as core insights about ‘transmedia entertainment’ got 
applied to other goals and functions (education, say, or activism). 
(Jenkins, 2016, p. 220)  

That is, we cannot simply consider that there is a transmedia dynamic just 
because its structure contains several elements spread mediatically. This is one 
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way to reduce the term and make it “generic” (Jenkins, 2016, p. 220), since, 
as we saw in the previous section, when associating the adjective with other 
nouns, we come across very specific cases that substantially change the results 
of these dynamics. And since it is necessary to relate different strategies in 
each case, it seems insufficient to consider a transmedia dynamic only because 
one of its aspects refers to resources that are associated with the transmedia 
storytelling logic. 

On this matter, we are in line with the works of Katerina Marazi (2020) and 
Max Giovagnoli (2019), in which the addition of layers or other sorts of 
strategies for increasing the commercial viability and longevity of a 
transmedia dynamic, especially those in pop culture, are discussed.   

Storytelling is unquestionably a common denominator that ties all pop 
culture entertainment together. Storytelling as Robert Stam notes, is 
the principal means humans employ to make sense of things, not only 
in written fiction, but all the time. (....) [but] another feature ties them 
together — while also driving and enriching the storytelling 
experience — is branding. (Marazi, 2020, p. 83) 

Marazi (2020) considers that the addition of a branding layer in transmedia 
storytelling often remains “pushing or blurring the boundaries” (p. 83, our 
translation) of already established processes, so that they become 
indissociable in several measures, being necessary its analysis and reading in 
this way. The author argues that inserting a branding treatment to narratives, 
especially of transmedia dynamics “seeks to appoint value to all its content 
and products” (Marazi, 2020, p. 86), regardless of whether they add elements 
to the story or the way the world was built. 

Keller and Machado (2005) understand that brand refers to a set of elements, 
both visual and affective, that represent the business or enterprise. Brand is 
not a synonym of company, it is not summarised by the logo nor by the name. 
The brand, sometimes written with a capital “b”10, contains the vision, values 

 

10 According to Keller and Machado (2005) the use of the term “brand” with a capital 
letter indicates that the dimension of the set encompassed by this concept is expanded. 
In other words, besides the visual markers of the brand (such as name, logo, visual 
identity...), its principles, values, beliefs and affections are too associated with this 
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and messages that the company intends to have as a guide. The authors (Keller 
& Machado, 2005) argue that “a brand is a valuable unattainable asset that 
needs to be treated with care” (Keller & Machado, 2005, p. 5, our translation) 
since it is the part that lies directly under public scrutiny. 

Branding, in the view of Keller and Machado (2005) and Zeiser (2015), 
consists of strategies, concepts and actions that aim to prepare and manage the 
market to (re)cognise the brand. Thus, branding is constituted by all the 
elements that shape the brand, and aims to make the affections and promises 
generated by it as something rooted and (re)known. Branding, then, is how the 
brand culture is passed on, as well as the set (logo, visual identity, language, 
etc.) created to present it. 

Authentic branding reflects an entity's purpose, culture, and unique 
brand attributes. A brand is a coherent set of concepts that reside in 
audiences' minds. It is the sum of an entity's identity, image and 
aspiration. [...] branding is about attaining focus around your project's 
public identity — its imprint, meaning, and associated values. (Zeiser, 
2015, p.95) 

The maintenance of the relationship created from the brand valuation and 
valorisation strategies, which is based on actions that keep its utility, in 
addition to actions oriented to the customer demand with a focus on generating 
business, is what we call marketing. In this case, marketing is much more 
associated with buying and selling while branding is more connected to the 
generation of value or, as several authors on Affective/Emotional Marketing 
and Branding (Ahuvia, 2009; Albert & Merunka, 2013; Albert & Valette-
Florence, 2010; Batra, 2012; Bergkvist & Bech-Larsen, 2009) state, to create 
affective capital. Bond. Love. 

Given these elements, we consider that marketing and branding are at the 
service of the brand and that both are understood as strategies for the brand 

 

concept, causing a Brand in its consumers. However, in the works used in our state of 
the art, we found more often the undifferentiated use of “B” or “b”. For this reason, 
we will use the term with a lower case, even though we acknowledge the broad nature 
of what it can mean. 
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not to leave the minds and hearts of its customers. Therefore, these two notions 
cross paths several times, even if they differ in goals. While branding focuses 
on generating value for the brand in face of its users and the market, marketing 
aims to promote such values through its offers of products, services, 
businesses, etc. 

The meaning embodied in a brand can be quite profound, and the 
relationship between it and the consumer can be seen as a kind of bond 
or pact. Consumers offer their trust and loyalty accompanied by an 
explicit agreement that the brand will behave in a certain way and 
provide them with utility through consistent product functioning, as 
well as appropriate pricing, promotion, actions, and distribution 
programs. (Keller & Machado, 2005, p. 7, our translation) 

The inclusion of branding strategies in transmedia dynamics has not gone 
unnoticed by Jenkins (2006a), who calls it “brand extensions” (p. 69). 
According to his conception, it is “the idea that successful brands are built by 
exploiting multiple contacts between the brand and the consumer […] on 
audience interest in particular content to bring them into contact again and 
again with an associated brand” (Jenkins, 2006a, p. 69). We propose, then, 
that branding associates itself with the inherent commercial character of 
transmedia dynamics in such a way that (a large) part of the experience that 
users develop with these dynamics takes place in the act of purchase, whether 
of material goods, services or experiences as such, as we will see later. 

In this sense, transmedia dynamics increasingly become an ecosystem of 
continuous consumption in which the role of the producer and the user often 
merge. This is something that Philip Kotler (1986) calls the prosumer11. There 

 

11 For the purposes of this thesis, we went to Kotler for an expanded concept of 
prosumer, although the term was used by Alvin Toffler in 1980 in the book The Third 
Wave to refer to people who had a production behaviour in the face of the services 
and goods they consumed. Kotler (1986) advances this idea by looking at how the 
marketing was responding to this, something that particularly interests us. In 2009, 
Scolari expands on this conception by pointing out that there is increasingly powerful 
consumer participation in storytelling, in that way the domain of the text produced by 
the fandom emerges and expand the transmedia storytelling world. 
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is even a whole branding and marketing work for this to be raised so that new 
possibilities for these two roles to meet can be visited, fostering other users' 
consumption. 

In the words of Grainge (2008), “if you can create an environment that is 
entertaining to your desired consumers and allows them to be entertained in 
the context of the brand, then you have an ideal form of communication with 
your consumer that is relevant, original and impactful” (Grainge, 2008, p.37). 
This means that contexts in which users' exchanges and/or presences are 
emphasised, in order to encourage or even promote extensions arising from 
this relationship, tend to be more “impactful” (Grainge, 2008, p.37) and, 
therefore, more relevant to users. 

Marazi (2020) argues that the overlap of storytelling strategies with branding 
triggers users' understanding of the texts that are part of the story and that, for 
this reason, this relationship would be able to display “a potential never-
ending dialogue” (Marazi, 2020, p. 91) which relates both to the narrative and 
to the brand, resignifying both in a simultaneous and tied way. Thus, the world 
created through that story becomes a brand. And this brand uses branding 
strategies to manage itself and encourage users, at their different levels of 
interest, to participate and consume its transmediatic elements.  

Addressing transmedia branding directly, Williams (2013) suggests the 
existence of three guiding principles: “brands, narratives, and participation” 
(Williams, 2013, p.18), that is, in a transmedia dynamic characterised by 
branding, these three elements will act simultaneously, with the aim of 
generating valorisation and valuation for a brand.  

Thus, “[t]ransmediality is not a tool for simply promoting, but rather to 
become part of the product” (Giovagnoli, 2019, p. 252), and this indicates that 
the use of transmedia branding remains close to the real meaning of what we 
call branding. At the same time, this refers to the transmedia logic by 
encompassing storytelling and aesthetic aspects in multiple platforms in order 
to maintain the vitality of these dynamics, besides stimulating the participation 
and affectivity of the audience.  

Unlike Marazi's (2020) and Giovagnoli's (2019) understanding, Hancox 
(2021) proposes that this relationship between branding and storytelling is 
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actually a reflection of an instrumentalisation of transmedia storytelling, “as 
an outcome of the blockbuster franchise approach to entertainment” (Hancox, 
2021, p. 11). The author notes that fostering the relationship between 
consumer and brand is a decisive factor in turning transmedia storytelling into 
an advertising tool, and highlights why this is successful: “the use of narrative 
as a way of the consumer to relate to the brand and to see themselves in it is 
key to creating this loyalty” (Hancox, 2021, p. 11). 

Within this conception, an industrialised construction of user-producer 
relationships is established from the perspective that a relationship with the 
brand is sold, and this relationship becomes important (to users) enough to be 
preserved and encouraged. Hence, “this amalgamation of content and 
advertising — this cycle of spectacles, each featuring fictional characters that 
traversed platforms through the slippage of advertising and its promoted 
products” (Freeman, 2014a, p. 2372) generates a continuous activity of 
nurturing storyworlds in all the features which can generate affects for its 
users. 

In a historical perspective, Freeman (2014a, 2014b) argues that the 
instrumentalisation of transmedia storytelling for advertising purposes can be 
prominently observed at the turn of the 19th to the 20th century, when a 
transformation of “the process of consumption into entertainment” (Freeman, 
2014a, p. 2364) took place. As such, it is possible to map its original formats 
to well before the 21st century, as well as avant la lettre to the term 'transmedia' 
itself.  

Branding and commodification was a language — a strikingly visual 
language — that was fast permeating across the borders of different 
platforms and alternate media, each blurring into the others in ways 
that begin to explain how and why the fictional characters and 
storyworlds of this period themselves began to permeate more freely 
across the borders of different platforms and alternate media. 
(Freeman, 2014b, p. 47) 

Freeman (2014a, 2014b) acknowledges that his observations reflect the late 
nineteenth-century United States, which can be interpreted as a limiting view. 
However, both because this thesis focuses on a North American empirical 
object, and because the developments of this fusion of advertising and 
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entertainment can be observed until today, we consider that the author's 
arguments are essential to understand the intertwining of storytelling and 
branding12. This crossover refers to an ongoing relationship of 
instrumentalisation of communication processes by the industry, with the 
main purpose of selling. 

In other words, it is the story itself that can function as a means of 
advertising — the continuing interconnectedness of multiple stories 
serving to steer audiences from the initial attraction of the first media 
text to the continued purchase of the text's related products. In this 
way, transmedia storytelling also operates as promotional tool. 
(Freeman, 2014a, p. 2368) 

In questioning whether transmedia storytelling would really be a new 
narrative experience or it would be just an industry buzzword, Ryan (2015) 
suggests that the advertising element of transmedia storytelling would come 
about through the reversal role of their extensions, which rather than being 
constructed according to the storytelling, are connected to a process of  
“aggregation that adds ever new documents to the representation of a 
storyworld that has already achieved popularity, independently of any 
transmedia build-up” (Ryan, 2015, p. 6). 

The author (Ryan, 2015) argues that transmedia storytelling has gained space 
and become popular within the context of user participation and creation, but 
that this context alone is not enough. She understands that sustaining a 
transmedia dynamic requires observing how the extensions foster each other, 
amplifying the notion of that storyworld, so that some experience can take 
place. For her, it would be a storytelling-related experience; for Marazzi 
(2020), it would be a branding-related experience and for us, in line with 

 

12 Like Marazi (2020), Giovagnoli (2019) and Hancox (2021), Freeman (2014a, 
2014b) does not make a distinction of the terms branding, brand, marketing and 
advertising. In some moments they are dealing with processes associated with selling, 
which would be closer to marketing; in others, they talk about product valuation, 
which is closer to branding. For this work, we consider that transmedia branding 
presents those two aspects as mixed and co-dependent. 
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Tosca and Klastrup (2019b), it is about an experience linked to the making of 
a transmedia world. 

In order to understand the different analytical possibilities of transmedia 
dynamics, Tosca and Klastrup (2019b) propose the arrangement of transmedia 
studies into four groups, stressing their contributions to a more comprehensive 
view of transmedia dynamics. The first group consists of franchise-centred 
studies, in which a proliferation of textbooks and research aimed at the 
applicability (or review of application) of transmedia logic in various sectors, 
with special attention to works on transmedia storytelling, can be observed. 
The works of Wolf (2014), Philips (2012), Hills (2015) and Zeiser (2015) fall 
into this group. Under a more critical look, this cluster reinforces, to a certain 
extent, the instrumentalised uses of transmedia logic (when they are presented 
as manuals, for example), while tending to address the same format of 
empirical objects related to Western storytelling entertainment. 

The second cluster refers to studies that emphasise media research, 
prominently represented by works such as those of Evans (2011) and Mittell 
(2014) on television, and much of the articles that compose the 
aforementioned compendium by Freeman and Gambarato (2019). Regarding 
this group, the authors conclude that “in general, there is a tendency to focus 
on transmediality and transmedial storytelling either from a point of departure 
in books, films, computer games or comics” (Tosca & Klastrup, 2019b, p. 20) 
and that this vision has encouraged and is encouraging considerable advances 
in relations between media and content that receive a transmedia treatment, 
often using alternative media and proposing innovations. 

The third group comprises studies that underline the issue of storytelling and 
contribute with a focus “on the general, abstract properties of transmedial 
world and world-building, and to move beyond specific media and specific 
franchise when doing so” (Tosca & Klastrup, 2019b, p. 21). We highlight the 
works of Ryan (2001, 2013) and, again, Wolf (2014), which seek in 
narratology an understanding of the construction of transmedia projects, 
especially those of storytelling. We add to this list the recent work of Hancox 
(2021). 

Finally, the fourth group, which also has many contributions from Wolf 
(2014), concerns character studies. It is a more recent group of studies, 
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according to Tosca and Klastrup (2019b), which contributes to the 
comprehension that “while some transmedial worlds are driven by plot and 
storytelling, in other ‘transfictions’ cohesion arises primarily from points of 
contact with a previously established character” (Klastrup, 2019b, p. 25). 

These clusters are not fixed and are not intended to be mutually exclusive, but 
this view helps us to grasp the points of interest that seem to be perpetuated 
by contemporary Western research on transmediality, understanding that we 
are increasingly moving towards a more encompassing view of it. Here the 
various layers built to make up a project's worldness are considered.  Tosca 
and Klastrup (2019b) argue that: 

We need to understand transmedial worlds and the way we engage 
with them not only in relation to material platforms, nor specific 
franchises, nor only through the activities of fans and audiences. We 
want to foreground the need to consider both the dynamic aesthetic 
qualities of the world in question as well as the personal experiences 
of the transmedial audiences. (p. 28) 

Moving forward in this discussion, in the following section, we will 
understand how transmedia branding relates to the construction of a 
transmedial world (Klastrup & Tosca, 2004, 2014; Tosca & Klastrup, 2019a, 
2019b), where elements of abstract and concrete construction of a transmedia 
dynamic are included, operating together in the creation of a transmedial 
experience. 

2.3. Transmedial experience and worlds  
Mark J. P. Wolf (2019) considers the world of Oz (1900) created by L. Frank 
Baum as the first great example of a transmedial imaginary world. The 
researcher considers this an emblematic case because it has opened the 
horizons for other early twentieth-century authors to experiment with the 
potentialities of building and expanding worlds created by them in diverse 
media. The world of Oz was very popular and had several other profitable 
media that added information about it, such as storybooks, comic books 
(comics), theatre plays and licensed products. 
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Previous to Wolf (2019), Freeman (2014a, 2014b) notes Baum's case as 
particularly emblematic as the writer understood the need to use available 
media to maintain his audiences' interest for longer, including “luring the 
masses toward the purchase of multiple media texts and tie-in products 
through the use of narrative and visual content, all of which was placed upon 
various screens and windows” (Freeman, 2014a, p. 2376–2377). And in order 
to achieve this, Baum would tie his entire creation around the world of Oz, 
making it clear to his audiences that all those elements were part of a wider 
construct. 

Many of author L. Frank Baum's Oz products and productions served 
as emblems of the zone between textual media products and 
promotional material that is most appropriately characterized as 
narrative-fronted promotional content — a phrase capturing the 
complex ambiguity of the period's interaction between texts and 
advertisements […] that is itself fundamental to understanding the 
phenomenon of transmedia storytelling as a historical industrial 
practice. (Freeman, 2014a, p. 2377) 

Although the possibility of expansion exists in cases such as the 
aforementioned, Wolf (2019) argues that it is only since the popularisation of 
TV, VHS (home & video) and the growth of cable channels that major film 
studios, mainly, began to consider making simultaneous releases on multiple 
platforms, though still without an intention of extension. The goal was still the 
same: to keep the content in the public eye for longer through the creation of 
collectable items and other consumer goods (merchandising) linked to 
storytelling and/or to bring other possibilities of consuming the same product 
through other formats. 

Until the mid-1980s (Wolf, 2019) the projects were not designed from the 
outset to spread across several media simultaneously and autonomously. 
Usually, they depended on the success of their initial proposal, so other 
extensions could be added. In other words, it was not a time when works were 
already planned to have a complex fictional world full of nuances, even if the 
possibility of expansion was already present, as well-known cases such as 
those of Baum, Tolkien, and C.S. Lewis show. 
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It was not until the late 1990s that coordinating multiple complementary 
releases across different media (Wolf, 2019) would become part of 
entertainment companies' outreach strategy.  Jenkins (2006b) cites a symbolic 
case of this period: Matrix. For the release of the franchise's second film – 
titled Matrix Reloaded (2003) – the game Enter the Matrix was jointly 
launched. The game helped in the understanding of the film's story, bringing 
complementary information, using a scene that was not seen in the movies, 
featuring a character that is secondary in the film.  

Wolf notes the following in that same case and in those that came after it: 

And instead of being treated as separate stories, the works involved in 
simultaneous releases taken together, usually suggest a single world, 
on in which multiple stories occurred, and which could be viewed 
through multiple media windows (Wolf, 2019, p.142) 

With this in mind, producers decided for the amplification of storytelling by 
building vast worlds. This construction process is what we call world-
building. Two important points about this strategy must then be observed:  

1. The spreading of world-building fragments leads the audience to have 
a clearer vision of what that world is and what constitutes it, including very 
specific features about its construction (e.g. language, settings, habits, 
mythology, etc.). And this occurs from expansions that consider or not the 
user's involvement.  

2. With well-planned coordination, even if there is not a unique stylistic 
sequence, the expanding world-building keeps that world interesting and 
articulated as these variations can work as inspiration for fanfictions and even 
demonstrate the possibility of reinvention of that(those) world(s). This is the 
case of LEGO, which resignifies characters from other fictional worlds and 
turns them into characters within the style of the brand. This suggests that 
LEGO is a universe per se, which brings together other worlds regardless of 
their origins. 

According to the two points mentioned above and the strategic use of world-
building, it is possible to meet “two basic needs of audience, that of novelty 
and familiarity” (Wolf, 2019, p. 143). In other words, transmedial worlds can 
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(re)combine into new perspectives on what constitutes them. There is always 
something new to be discovered amongst the different elements that make up 
the world of these transmedial dynamics, especially if this “something new” 
is exploitable, i.e., immersive, participatory and/or extractable. It is important 
to emphasise that this “something new” can also be a new way of accessing 
already known information, as we have demonstrated in the previous section. 

To further explore the issue of world-building in transmedia dynamics, we 
need to consider that terms such as “storyworld”, “transmedial world” and 
“worldness” are not only used to describe or feature a particular story. As 
Hancox (2021) argues, if the analysis and use of these terms get restricted to 
how to build transmedia stories, we lose the possibility of understanding how 
the relationships between the dynamics and their users take place — or how 
they can take place. In fact, 

There are some distinct properties of the types of storyworlds 
developed in transmedia storytelling, and for the most part these are 
operational choices that have influenced the form and content rather 
than a case of transmedia creating a radial new approach that shifts 
our understanding of stories and place. Building an infrastructure to 
support multiple projects and future enterprises just makes good 
business sense. (Hancox, 2021, p. 65) 

Thus, for the empirical object of this thesis, as well as for the construction we 
are making in this chapter, it is necessary to understand how this commercially 
viable spiral of world creation, management, user stimulus and user 
engagement works. We propose that it is a spiral because each time it occurs 
its result will be linked to a (re)organisation of the elements, never exactly the 
same as the previous one. The spiral format indicates that building and 
maintaining a transmedia dynamic can turn it into a lasting way to keep users 
engaged with the project. This is intended to make these projects long-lasting 
and to some extent self-sustaining. Thus, these worlds gradually become an 
ever larger and more interwoven plot. 

In an interview granted to us, Tosca points out that the perception of this 
continuous construction of worlds, without necessarily expanding the 
narrative, is what led her and Klastrup to coin the term “transmedial world” in 
2004 (Souza, 2022d). 
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What you're actually doing is, you're creating a world, where possible 
stories can be told, and of course, the stories have to fit together in 
this world. They have to be possible stories in that world, but the 
stories can be different. And you can always introduce new characters, 
new plots [...] so the fixation on narratives were too linear for us [...] 
we were more [interested] in the business of opening up (Souza, 
2022d) 

From this premise, we believe that within a transmedia dynamic, even when a 
story is not being told, a world is being built because it is what sustains the 
users' experiences, in a lived and felt way, stemming from worldness (Klastrup 
& Tosca, 2004, 2014; Tosca & Klastrup, 2019a, 2019b) and from the 
extensions, both coming from producer and user. 

The concept of worldness is applicable at two levels: first, there is the 
worldness at a very abstract level as those essential aspects of a world 
that we expect to find in all instantiations of the world [...]; and 
second, at a specific level as a defining characteristics of an individual 
world instantiation [...] at the second level, it is interesting to note that 
someone's personal sense of worldness related to a particular TMW 
can begin to emerge from any of its instantiations so that people do 
not necessarily need to access the one that was created first. (Tosca & 
Klastrup, 2019b, p. 31) 

Understood as a central element of the concept of transmedial world, 
worldness is both a relation of what is created by the producer (e.g. the 
description of its characters, the laws of that world, the culture, the language), 
to what users do with that information. Regarding users, the authors (Tosca & 
Klastrup, 2019b) make it clear that this is not necessarily about their 
performance as prosumers, creating extensions that can be understood as fan 
work. The user's performance also encompasses the insertion of transmedial 
content in their individual repertoires, such as the use of references in daily 
life and even the addition of certain everyday rituals. 

The study of worldness is consequently the study of those specific 
‘text’ (in the broad sense of the word) that make us feel that we are 
not just immersed in one text but part of a complete world with its 
own distinctive atmosphere and characteristics. When we come across 
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an instantiation of transmedial world, we will find that this 
instantiation describes or lets us explore some places, some people 
and some events in this world, but there will always be more to the 
world than we experience actualized in this particular instantiation. 
(Tosca & Klastrup, 2019b, p. 32) 

Tosca and Klastrup's (2019b) concept of worldness is close to what other 
researchers (Wolf, 2014, 2019; Jenkins, 2010; Ryan, 2001, 2015, 2016) 
identify as the result of the union of storyworld and world-building, where 
storyworld is the essence of the construction of a world, that is, the essence of 
world-building. Dena (2012) argues that a materialised creation of this 
relationship is needed, and Hancox (2021) emphasises: “storyworlds need to 
be built, they do not appear organically in any project, even in non-fictional 
projects” (p. 65). 

Thus, a transmedial world is constituted according to its worldness. As 
worldness is formed by the several elements proposed by the producer in 
relation to the users and their own interpretations of them, the notions of 
storyworld and world-building are fundamental to establishing what is a 
transmedia experience - the subject of our next section. For us to understand 
how the transmedia experience happens, we need to understand how the 
notion of transmedial world relates to the theoretical construction we have 
gone through up to this point. 

We must thus approach transmedial worlds exactly as worlds, not as 
a 'texts' or any given sign system, but as imaginary constructs shared 
by the cult audience with an interest in the universe, or twisting 
Foucault a bit, thinking of them as transdiscursive entities. (Klastrup 
& Tosca, 2004, p. 4) 

We depart from the aforementioned premise to discuss the relations of user 
engagement within the transmedia dynamics. From this approach, we will also 
be able to deal with our empirical object, proposing crossings that are not only 
restricted to the Magic Kingdom. After all, 

the use of different media platforms is not necessarily about looking 
for new or extended experiences of a product distributed across a 
variety of platforms [...] rather, user engagement with transmedial 
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worlds is about reliving and recapturing particular experiences over 
and over again. (Klastrup & Tosca, 2014, p. 60) 

That is, as much as Magic Kingdom is a transmedia object, as this thesis 
argues, this does not mean that the user-producer relationship will happen in 
a transmedial way. Actually, as our theoretical framework and analytical 
chapter discuss, regarding how users relate to this object, there are important 
gradations that are intertwined by the user's experiential threads.  

Thus, when we consider experience as “felt-life” according to Tosca and 
Klastrup (2019a, 2019b) and McCarthy and Wright (2007), we understand 
that, in the context of a world-building, the experience becomes something 
integrated into all the processes triggered there. This includes branding, 
commodification, storytelling, among others.  

We then consider the transmedial world as a key concept to the understanding 
of transmedia dynamics and transmedial experiences. Moreover, the concept 
of transmedial world extends the discussion of experience through the lens of 
memory and engagement, adding other elements to the user-producer 
relationship, as we will see next. 

2.4. Transmedial worlds 
Worldness is one of the elements that highlight the experiences of a given 
transmedial world, according to Tosca and Klastrup (2014, 2019a, 2019b), 
and this is one of the authors' main focuses in their most recent work (Tosca 
& Klastrup, 2019b). However, it is not the only element that needs to be 
considered. Besides “worldness”, “user directedness” and “platform 
affordances” form the triad (Figure 1) of the transmediatic experience. 
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Figure 1. A transmedial experience model. From Tosca & Klastrup, 2019b, p. 
43 

As Figure 1 shows, “the experience of worldness is a conglomerate of a user’s 
experiences of story, aesthetics, scene, ethics, morality and central characters 
of the world” (Tosca & Klastrup, 2019b, p. 33). Thus, the authors ponder that 
this worldness performs a function of offering points of contact of a world 
from different angles, which promote multiple fittings for users to access new 
information and, at the same time, accumulate data about that world. Thus, 
Tosca and Klastrup (2019a, 2019b) establish as the first characteristic of 
transmedia experience a relation of what is presented from the world 
(producer) with the individual repertoire (user), which can often be extremely 
abstract and formed by disconnected information mixing reason and emotion. 
According to Dewey (2010), “real experiences mark the individual in his 
uniqueness. An experience always has an 'individualising feature' and is self-
sufficient, capable of reorganising previous experiences” (p. 76, our 
translation). Thus, the experience is the result of the elements proposed by the 
producer and the way in which users deal with them.  

Regarding “user directedness”, Tosca and Klastrup (2019b) argue that it can 
be observed from a number of orientations 
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either oriented towards one's own personal needs (entertainment, 
escape, killing time); or socially oriented (connecting to other, 
discussing, watching together); and/or oriented towards different 
modes of use, e.g. circulation content, looking for new content 
(expansion), reappropriating content (being creative or looking to 
relive old experiences). (Tosca & Klastrup, 2019b, p. 42) 

These guidelines are the’ drives of a user when facing a transmedial world 
and, thus, in the authors' triad, they would be the parameter to observe the user 
and how they engage with the world in question. It is about a parameter 
already briefly mentioned in previous sections, but that will be readdressed 
later in this section.  

Finally, we have the third axis, “platform affordances”, defined by Tosca and 
Klastrup (2019b) as the specific platform(s) through which users engage, as 
well as its possibilities and limitations. The authors highlight the importance 
of connectivity understood as the possibility to go from one medium to another 
autonomously and willingly. We are, therefore, immersed in a broad media 
connectivity that facilitates us (as users and producers) to move organically 
across platforms. 

We depart from Tosca and Klastrup's model (Figure 1) to discuss Magic 
Kingdom from the perspective of worldness, user directedness and platform 
affordances. However, we propose some changes in relation to the authors' 
initial approach, both because of the nature of our empirical object and by 
means of the focus of the thesis on understanding how transmediatic 
experiences are outlined in theme parks and to what extent the relation among 
space, brands and sustainability singularises the notion of transmedial 
dynamics.  

Thus, we believe that the main contribution of Tosca and Klastrup's (2019b) 
work from this framework is the understanding that we cannot consider the 
transmediatic experience only through one parameter (that of the producer, for 
example), but, rather, we need to understand how the relationship between 
both (producer-user) happens. Besides, we need to analyse how the 
construction of a transmedial world operates for the maintenance of 
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transmediatic experiences. This refers to the process of world creation, 
management, user stimulus and user engagement that we outlined at the 
beginning of this section.  

As the transmedia experience is built, according to Tosca and Klastrup 
(2019b), in the juxtaposition of these three elements, in the following 
subsections we will develop each of them, intersecting with other authors' 
contributions and, thus, presenting the first analytical framework of the thesis. 

2.4.1. Worldness and memory 

As we have seen in the previous sections, worldness is composed of the 
storyworld and world-building performing together and simultaneously. The 
aim is to create an image, which can be materialised or remain abstract, of the 
world in question. Tosca and Klastrup (2019b) propose some principles that 
can be noticed and detailed for this worldness to be observed and analysed in 
a transmedia dynamic: mythos, topos and ethos.  

From this perspective, “within our understanding, it does not matter in which 
medium the world is introduced, since what we care about is the idea of the 
world and its fundamental elements that can continue growing, or changing, 
as new instantiations appear” (Tosca & Klastrup, 2019b, p. 35). Mythos refers 
to the storytelling building, i.e., what formulates the world in its origin. It also 
concerns the core knowledge that a user must have to be able to transit in a 
transmedial world.  

Topos refers to the geography and chronology of a world, that is, how events 
developed in the world are organised within it both spatially and temporally. 
The knowledge of these world-building elements is what leads an individual 
to know the order of events, the importance of places and even a sense of past 
and future. 

Ethos refers to the belief system of that world, which means knowing what 
laws, faiths, ethics and moral values are possible there. These codes of conduct 
teach individuals who want to relate to that world what they can do, what they 
can expect and what circumstances certain behaviours can trigger. 
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Regarding worldness, the authors (Tosca & Klastrup, 2019b) also mention 
foundational characters, that is, the recognition of characters who perform 
both in a sphere immediate to themselves and in a wider sphere, directly 
influencing how the world is presented to us. Acknowledging the importance 
of these foundational characters also means noting that many transmedial 
worlds become relevant because their characters generate bonds with users 
and become valued market brands themselves. In the case of Disney, two 
foundational characters are Mickey Mouse and Walt Disney himself, who 
directly influence Disney world, as we will see in more detail in chapter 4. 

The essential is to understand how the notion of worldness and its respective 
elements contribute to the formation of the transmediatic experience. This 
articulation between worldness and transmedial experience will be further 
deepened on the basis of Walter Benjamin's (1994) and Pierre Nora's (1989) 
arguments about memory. Under different scopes, the authors propose that 
memory is primordial in the understanding of the human relationship with 
what surrounds us, in a felt-life experience. Similar to Dewey (2010), they 
propose that the experience is the result of what became reference through 
something experienced in the past, in interaction with what we live in the 
present. Thus, we relate the present to the past and build an expectation for 
the future. In a spiral cycle of continuity, since the experience we have in the 
present is not only the result of what is happening at that moment, but our 
repertoire and expectations are contained in it, generating a new experience at 
every new (re)combination. 

Hence, memory (Erinnerung) is one of the most important concepts in 
Benjaminian research because it would be able to imbue storytelling with the 
experience element. In the philosopher's conception, we can resignify, through 
memory, narratives that can become experience references. For him, it is the 
memory that “would rest on the gift of producing and perceiving similarities; 
a gift that has undergone profound modifications throughout the history of the 
human species” (Tiedemann, 2006, p.18, our translation). For Benjamin 
(1994), the way we tell a story concerns the type of relationship we are 
building with the world (our experience). Therefore, he proposes that 
storytelling would be what connects the experience we had in the past (and 
which has become a memory), with an experience we are living in the present, 
in order to be turned into a new future-ready experience. 
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Benjamin (1994) proposes that in traditional narration, in which the elders of 
a community passed on their memories through stories (such as fables, 
folklore and fairy tales), this experience was accessed in a collective way as 
they carried with them the reminiscences of the narrator, which were often the 
result of relations with previous memories of other narrators. 

To develop his idea that experience would be connected to memory, Benjamin 
(1994) drew on a dichotomy proposed by Proust, which suggests that memory 
would be qualified and divided into 'involuntary memory' and 'voluntary 
memory'.  On the one hand, "voluntary memory" is caused by a kind of free 
access to past events, enabling us to access our past and our living experiences 
in a conscious way. "Involuntary memory", on the other hand, would be 
casual, brought up by triggers external to us, and so we would remember 
something not by the need to remember it, but by the awakening of this 
longing through an unprogrammed sensation (e.g. smell, touch, taste, 
landscape, story). 

Marcel Proust wrote the epic novel In Search of Lost Time over a period of 40 
years and divided the work into seven volumes. The novel is about a man in 
search of meaning for his life as he realises he is getting close to his death. 

With no children and nothing that could be considered a legacy, this man 
decides that he will write a work of art, for it is only there that his existence 
can continue. In search of what to write about, this man struggles with his own 
memory since he can only access shallow details that he judges as unimportant 
for a work such as the one he intends to put together. 

The change occurs when he discovers the involuntary memory, a force capable 
of taking him to a state of observation of his past “self”, in which his questions, 
longings, dreams and obsessions of a given moment can be understood and 
analysed. Proust has built, in his novel, a grand narrative about the human 
experience, triggered by involuntary and voluntary memory. 

From this work by Proust, Benjamin (1994) outlines an intersection of his 
thoughts on storytelling and experience with those of Proust, formulating 
another dichotomy, in which the "voluntary memory" would be part of the 
living experience (Erlebnis) and, therefore, short-term and momentary, while 
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the "involuntary memory" would be part of the “true” experience (Erfahrung), 
therefore long-term, formative and essential. 

In this way, Benjamin (1994) deals with an experience that connects with what 
remains in our lives in comparison with a superficial experience. It is 
important to understand that the philosopher does not claim that one memory 
is better or worse than the other, but points out that because such memories 
have different formulations, they also have different functions in our lives. 
While Erlebnis would have a transitory character and would not cause major 
changes in our lives, Erfahrung would remain with us, even if in a latent form, 
generating our repertoires for new experiences. Therefore, it would be in this 
long-lasting experience (Erfahrung) that we constitute our own existence with 
and in the world. 

Thus, Benjamin (1994) introduces his reflections on narration by considering 
that we access these repertoires through narration, as it would contain the 
experience of the one who narrates — in a more individual sense, but also of 
the one who listens — in a collective sense, putting both in tune. An 
inseparable harmony between those who teach and those who learn something 
about a reality can help to understand nuances of the past, the present and even 
the future. 

One knew exactly what experience meant: it had always been passed 
on to young people. In a concise way, through with the authority of 
elders, in proverbs; in a long-winded, eloquent way, often as tales and 
stories from far away lands, handed down to parents and 
grandchildren in front of the fireplace. (Benjamin, 1994, p. 114, our 
translation) 

Accordingly, Benjamin (1994) proposes the intertwining of individual and 
collective memory around the creation of a socialised experience via tradition. 
The distinction between the experience and the living highlights his belief at 
the end of an experience promoted by such traditions, since in the "Age of 
Technological Reproducibility" (Benjamin, 1994) we are presented with an 
eternal image of the past, whereas in the traditions — traditional storytelling 
— we would have a relationship with the past, thus promoting a collective 
memory that is able to elicit the Erfahrung. 
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With the decline of oral storytelling, Benjamin (1994) understands that the 
long-term experience (Erfahrung) remains, but it is reconfigured to meet a 
different social need: a demand that no longer excels in the relationship 
between narrator and listener "through the organic, rhythmic transmission of 
experience from one to the other" (Filho, 2011, p. 90, our translation), but 
conceives an individualised action focused on the personal relationship we 
have with the world. 

What constitutes the experience is, therefore, the construction of a 
temporality strongly imbued with historical consciousness, capable of 
acknowledging, in the past, the breach of a promise to be taken up in 
the present. What is equivalent to saying that the experience is not, 
thus, a time in fullness which unfolds from the past to the future, 
forming a continuity, but rather a discontinuity, an activity that has to 
be reiterated at each moment, a retaking which does not happen 
automatically. The reiteration of this meeting is, thus, what structures 
the experience. (Lana et al. 2014, p. 144, our translation) 

It is necessary to understand that as Erfahrung (the experience) changes and 
becomes much closer to Erlebnis (the living), the past also changes. Not the 
historical past, in terms of events, but the past understood as memory, tradition 
and rituals. With the decline of traditional storytelling, Benjamin (1994) 
proposes an analysis of how a dialectical image converges with a certain 
cinematographic technique, which enables another way of seeing the past. For 
Benjamin, thus, it is possible to access the past through Erfahrung, while in 
Erlebnis we could only see what was made of that past, by means of images 
that reproduce it. 

The Benjaminian origin, therefore, aims at more than a naive 
restorative project. It is indeed a resumption of the past, but at the 
same time — and because the past as past can only return in a non-
identity with itself — it is an opening into the future, a constitutive 
unfinishing. (Gagnebin, 1999, p. 14, our translation) 

In this "non-identity with oneself" (Gagnebin, 1999, p. 14), Gagnebin suggests 
the superimposition of the experience over the living, which results in 
traditional narratives. That is, it has to do with involuntary memory and its 
connection to the collective being greater and more relevant than voluntary 
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and individual memory.  Furthermore, resuming the past does not refer here 
to rewriting or revisiting it as if it were an on-off and historical moment, but 
to revisit it in order to apprehend and revitalise it in this still open future. This 
revitalisation of the past, however, is difficult "due to the poverty of 
experience typical of this historical moment and the consequent loss of the 
ability to narrate these experiences" (Wu, 2004, p. 25, our translation), which 
leads us to a search for new storytelling forms, so as to obtain a new 
experience, this time prioritising the individual. 

Therefore, in the age of technological reproducibility, according to Benjamin 
(1994), we would be in a superimposition of the experience over the living, 
that is, of Erlebnis over Erfahrung, since our relations with the world would 
be happening through superficial, transient and low-impact relations of 
imagetic reproductions, mainly those that show the past. 

We would like to relate Benjamin's (1994) and Pierre Nora's (1989) ideas, 
starting from the notions of experience, memory and past. For this, it is 
necessary to understand that Nora (1989) argues about another idea of 
memory, even though it is based on the same dichotomy as Proust. For Nora 
(1989), there would be a real/true memory that would no longer remain in a 
relationship with the past, and a modern memory that “relies entirely on the 
materiality of the trace, the immediacy of the recording, the visibility of the 
image” (Nora, 1989, p.13). By proposing this difference, Nora argues that 
modern memory would be the result of a constant representation of the past 
(or rather, of a past) by means of history, which aims at an organisation of this 
past, representing it through the setting of some lieux de mémoire. Unlike 
Benjamin, Nora does not differentiate an involuntary memory from a 
voluntary one but understands that memory is always a connection with the 
past that generates an experience with the world in the present and/or future. 
However, it is the nature of this connection that needs to be understood and 
even re-examined, since, contemporarily, we would all be immersed in a 
relationship with the past mediated by these lieux de mémoire. 

The lieux de mémoire are understood by Nora (1989) as “[...] stones of another 
age, illusions of eternity” (Nora, 1989, p.12) which have a nostalgic 
dimension, marking the “rituals of a society without ritual” (Nora, 1989, p.12) 
since they put individuals on the same level and promote a (re)produced 
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memory. Thus, the “lieux de mémoire originates with the sense that there is 
no spontaneous memory [...] because such activities no longer occur 
naturally” (Nora, 1989, p.12) so they need to be recreated in order to remain 
in society. 

As the lieux de mémoire, for the author, can be anything from monuments to 
celebratory dates and even specific actions (e.g. jumping waves on New Year's 
Eve or blowing out candles at a birthday party, etc.), he points out that there 
is a race for the materialisation of individual memories, with the thought that 
by recording “as much as you can, something will remain” (Nora, 1989, p.14), 
but he argues that this form of memory does not come from the collective 
creation of a connection to the past, but in an outside-in relationship, a social 
practice that “we interiorize it as an individual constraint” (Nora, 1989, p.14). 
Therefore, memory (not the true memory) can stick to an identification that is 
not connected to a people, a regional past, or even a family context.  

The decomposition of memory-history has multiplied the number of 
private memories demanding their individual histories […] The 
transformation of memory implies a decisive shift from the historical 
to the psychological, from the social to the individual, from the 
objective message to its subjective reception, from repetition to 
rememoration. (Nora, 1989, p.1) 

This directly implies a form of memory that stems from the idea of “will do 
remember” (Nora, 1989, p.19), and this is what gives history its power to exist 
and, at the same time, distinguishes the lieux de mémoire. The construction of 
the meaning of these places, as the author calls it, is the union of the subjective 
force — which somehow assigns importance to that lieu — with history, 
which organises the meanings of that past into an accessible order.  

For both Benjamin and Nora, the individual experience seems to impose itself 
over collective experiences, meaning that there is a configuration in 
storytelling and, consequently, another demand in experience. 

This process, which gradually expels the narrative from the realm of 
the living discourse and at the same time endows a new beauty to what 
is disappearing, has developed concomitantly with a whole secular 
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evolution of the productive forces. (Benjamin, 1994, p. 201, our 
translation) 

In this sense, what Benjamin (1994) seems to argue is how traditional 
storytelling has been taken over by narratives arising from the "productive 
forces" (Benjamin, 1994), which at the time of the philosopher's writings 
referred to the cinema, especially animation cinema, as Souza (2012) points 
out. For Nora (1989), the same has occurred with history, which from 
collective becomes individual, as exemplified by files, personal documents 
and public records of individuals who take on a kind of private storytelling to 
mark their journey in the world. Drawing a parallel in the contemporary 
context, we observe that this is a still perceptible movement, especially 
intensified by the horizontalisation of communication through the uses of 
online social networks, for example, and the digital "materialisation" of 
moments for the future. 

Thus, we tell stories about ourselves and (re)produce contents that can deal 
with our experience in the world, leaving fragments of moments of the present 
recorded for posterity. Like the main character in Proust's novel, we try to 
leave an individual legacy that can endure and create long-term links with 
others. However, unlike Proust, we are immersed in short-term relationships. 

In fact, memory has never known more than two forms of legitimacy: 
historical and literary. These have run parallel to each other but until 
now always separately. At present the boundary between the two is 
blurring; following closely upon the successive deaths of memory-
history and memory-fiction, a new kind of history has been born, 
which owes its prestige and legitimacy to the new relation it maintains 
to the past. (Nora, 1989, p. 24) 

For Nora (1989), the past is the result of a new history, which mimics the 
literary contours of account and thus promotes another form of experience 
from memory: an experience that legitimates individual memory from other 
individual memories, configured in these lieux de mémoire and presented as 
collective. These lieux de mémoire, then, become means of authenticating 
individual experiences so that the experiences triggered in or through them 
can uphold the worldviews that are proposed in these lieux. In other words, 
we may not know exactly the reason or the events behind a certain ritual, but 
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as it serves to validate certain social behaviours, we reproduce it without 
considering how it really relates to our history. 

For example, if we associate Disney cartoons with childhood and show 
children the same cartoons to which we were exposed in that phase, we 
legitimise our individual experience from an action that reproduces a ritual 
that seems collective. In other words, we seek the permanence and rescue of 
individual experiences in collective relations. 

The critique that both Benjamin (1994) and Nora (1989) inspire us to make is 
about the fact that these rituals have been introjected into our lives not 
necessarily to teach us, advise us or lead us into a relationship with the past; 
but rather to sell us commodities, an image of the past and an enduring 
memory so that we become potential long-lasting consumers. Our affective 
relations with media contents, as we will see further on, is what brings nuances 
to this configuration, since “the shared knowledge of transmedial worlds gives 
people access to a symbolic communication toolkit that can add critical and 
emotional emphasis to their everyday acts of communication” (Tosca & 
Klastrup, 2019b, p. 186). 

Thus, we propose that the experience emerges from the way in which we have 
contact with storytelling and how they are produced — in this outside-in 
movement that Nora (1989) points out. Contemporarily, narratives have been 
spread among many media, fragmented in several sizes and invoked, even 
more, an individual experience based on an idea of personalisation.  

The transmedial experience of watching a movie like Lord of the 
Rings, which belongs to a vast transmedial world, is a complex affair, 
where we interpret, get emotionally involved, and access our 
memories or repertoire of knowledge about the transmedial universe. 
We not only react to the scenes we are watching, but also to how they 
compare to everything else we know about the world, and to what 
others know and think about the world. (Tosca & Klastrup, 2019a, p. 
392) 
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In this way, individuals engage in "interpretative and emotional work" (Tosca 
& Klastrup, 2019a, p. 393) so they can better interact with what they are in 
contact with. Several "doors" open in a transmedia dynamic, anticipating 
different forms of interest, entrance into the transmedial world, individuals' 
participation and deepening in the story. The individual interests and affective 
relationships of users, as we shall see in the following section, work as ways 
of decoding and resignifying the information contained in transmedial worlds. 

Therefore, when dealing with worldness in a transmedial experience, we 
understand that the constitutive elements of worldness build lieux de mémoire 
in our lives. These lieux de mémoire connect these constitutive elements of a 
transmedial world with our "real world” and become memorial records that 
we keep as a repertoire to understand new elements coming from the 
transmedial world as well as from other instances, such as our own reality.  

Another layer added to this understanding is that world-building needs to have 
relations with reality, that is, to have a certain degree of verisimilitude. On this 
aspect, Mark J. P. Wolf (2014, 2019) seeks inspiration from the creator of 
Lord of the Rings universe, J. R. R. Tolkien, who names imaginary worlds as 
secondary worlds. These are tied, in different degrees, to the Primary World, 
which is the world in which we are immersed.  

Wolf (2014) then addresses the importance of the connection between the two 
worlds so that there is a connection between them, and thus the sense of a 
juxtaposition that does not cause fear or strangeness in users, but rather 
curiosity and desire to explore that world (Jenkins, 2009). Thus, what we have 
is the use of the continuous spillover of transmedia worlds into the real world, 
creating deep relationships with users in which certain experience relations 
are already expected, as well as certain engagement degrees. 

“As secondariness is a matter of degree, it may be more useful to arrange 
fictional worlds along a spectrum of attachment to, or reliance on, the Primary 
World — or the world as we know it — and its defaults” (Wolf, 2014, p. 27), 
therefore the author proposes that there is a gradation between the imaginary 
worlds and how they operate in relation to the "real" world, in such a way that, 
from their distance or closeness with the Primary World, we would have more 
or less a relation of verisimilitude. 



 

 64   

 

For Proctor and McCulloch (2016), who like Wolf (2014) discuss the 
gradation of secondary worlds, it would not be so simple to distinguish 
something "more real" and "more fictional" just by considering whether it is 
closer to or further from the edges of a continuum, but rather by understanding 
the connection it may have to the framing of real on which it was based. The 
authors argue that “we are not speaking in terms of multiple possible 
alternatives to a single actual world, but of multiple actual worlds” (Proctor & 
Mcculloch, 2016, p. 482). This link with verisimilitude is not just a mention 
of the narrative to what we experience in everyday life, or contemporary 
events that can be used as references. In fact, the authors point out that 
constructed worlds need to be broad in order to be accessed by different 
platforms and from different media realities. From this point of view, the 
Primary World would be, actually, a set of Primary Worlds with different 
gradations of verisimilitude.  

“Like the falling tree in the empty forest, imaginary worlds do not exist 
‘somewhere out there’ in the multifarious texts of culture, but in the 
relationship between author and audience, within the imaginations of readers, 
viewers, players and participants” (Proctor & Mcculloch, 2016, p. 483), so we 
cannot think of a transmedial world as something unrelated to its set of 
characteristics, values, ideologies, who has contact with it, who has created it 
and how this contact happens. Walt Disney had a term to refer to the world he 
created and in which his characters were placed: the "plausible impossible". 
He used to say that he had created a place so similar to the reality in which we 
are inserted that it became plausible, even though it was impossible in a more 
practical sense (Lipp, 2014). Thus, 

If experience implies knowing the world through its phenomenal lens, 
representation presupposes stabilising it so that knowledge is 
possible, even if those representations are fragile and partial. It is 
known through representations, and the space, through the 
constructibilities that represent it; thus, compositional proportion, 
construction and reproduction constitute representations of space 
which, although partial, are the only possibilities of apprehending 
space as a phenomenal experience subject to a cognitive operation. 
(Ferrara, 2008, p.48, our translation) 
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The construction of a fantasy world that, at the same time, generates a 
minimum verisimilitude so that it is not totally impossible, is present in the 
process of Disney world-building. This means that Magic Kingdom is part of 
a construction structured upon fantasy, immersion possibilities and the non-
strangeness of that world. 

Mark J. P. Wolf (2014) argues that observing the construction of universes as 
exempt from verisimilar connections is not enough. This means that the very 
logic of construction and maintenance of theme park spaces, as we will see, is 
crosscut by its connection with something that can generate engagement, tell 
a story and reassert the brand. They are built as lieux de mémoire in which 
narratives interconnect with the brand and have long-lasting possibilities of 
generating new expansions.  

When analysing transmedia worlds, it is particularly relevant to notice that, 
just as occurs in history for Nora (1989) and in modern storytelling for 
Benjamin (1994), our experiences in the Primary Worlds are already 
inextricably connected to the experiences we have with/in/about/through the 
secondary worlds. This suggests that, even if we do not have a directly 
transmedial relationship with an object of this nature, its worldness influences 
our experiences. 

Tosca and Klastrup (2019b) understand that this is directly related to the fact 
that “the audiences are not waiting to digest the experiences and be able to 
formulate a well-argued review or opinion. [...] they are just looking to 
connect with others in the initial moments of the pre-reflected experience 
(Tosca & Klastrup, 2019b, p. 91). And the reflection of this is an 
encyclopaedic construction about multiple worldness that impact attitudes, 
decisions, rituals and beliefs out of their original places and into our daily 
experiences: 

the transmedial world is not separate from everyday life, but brings 
into a new imaginary dimension that is fully integrated in the rest of 
the audience's habitus. Even more than that, the transmedial 
experience is not only about immersing ourselves in worlds of 
fantasy, although it is also that in pure moments of consumption. 
(Tosca & Klastrup, 2019b, p. 185) 
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2.4.2. User directedness and embedded engagement 

As we saw in the previous subsection, we understand experience as a 
processing of the felt-lived, which means that we are in constant experience 
with the world around us, as well as with the elements that are present in it or 
that have an impact on it. According to Napoli (2010), we are embedded in a 
context of great narrative complexity and ambiguity of cultural products 
called "attention economy" (Napoli, 2010, p.155) and this leads us to go 
through a storytelling experience that extends beyond the first communication 
medium in which it was presented so that there is an introjection of transmedia 
dynamics in our lives.  

We see the everyday engagement in TMW [transmedial world] as part 
of larger economic, social and cultural forces at play in contemporary 
society: the increasingly strategic exploitation and commodification 
of transmedial worlds; the networked lives of the always-on 
generations; and our basic human need to escape to somewhere else 
through media, just once in a while. (Tosca & Klastrup, 2019b, p. 9) 

Thus, we do not intend to make a value judgement about the transmediatic 
experience, but investigate the relationships between producer-user as a way 
to understand the nuances of this relationship and how they are constructed. 
Inspired by the perception that, as it has happened with history (Nora, 1989), 
our cultural and individual identity constructions are contemporarily 
constituted within the memories of media content with which we have grown 
up and/or to which we are continuously exposed.  

Importantly, it is not a one-way street where we just deal with the reception of 
this content and introject it passively. This premise has long been overcome 
and, as we discussed throughout this chapter, the user plays an important and 
irreplaceable role in transmedia dynamics, particularising the ways in which 
a transmedia object is experienced. Concomitantly, we cannot disregard the 
omnipresence of branding and the commodification process in transmedia 
dynamics, especially those associated with entertainment, such as our 
empirical object.  

In this way, diverse transmedial worlds that hold a considerable amount of 
experiences ready to be purchased and enjoyed, in a fragmented and singular 
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way for each individual, shape not only the transmediatic experience, but also 
the experience in the contemporary. Hence, “like any other experience, a 
transmedial experience affects our senses, engages our intellect and is 
embedded in our everyday life in various ways” (Tosca & Klastrup, 2019a, p. 
392) creating memories, in the form of a repertoire, which will (re)signify 
each new piece of information and/or expansion with which we come into 
contact. 

These environments [fictional universes] are endowed with narrative 
complexity and unfold in multiple layers or levels, providing, in each 
one of them, experiences that expand the audience's personal universe 
while reinforcing and emphasising their sense of belonging to this 
fictional universe created, which makes its inhabitants identify 
themselves with the texts dispersed in different media, in an 
autonomous or related way. (Marlet & Massarolo, 2015, p.4, our 
translation) 

Thus, if “the attraction of the transmedial world lies not only in the possibility 
of continuously expanding them to tell more stories, but also in the ability to 
revisit and recreate the early moments of engagement” (Tosca & Klastrup, 
2019b, p. 12), the fact that it carries a high degree of nostalgia (Tosca & 
Klastrup, 2019b) becomes another element to be considered within the 
transmedia experience.  Nostalgia triggers the affects that first made the user 
engage with that world, driving the repetition of the same relationship and 
identification feeling experienced earlier.   

To discuss user engagement in transmedial worlds, we consider Tosca and 
Klastrup's (2019b) and Annette Hill's (2019) arguments on embedded 
engagement, and Marlet and Massarolo's (2015) case for (trans)medial life. 
We assume that "as we come to access our reality through the media [...] we 
have a reshaping of both our own notion of what would be 'shared reality' and 
the social and cultural relations established on that basis" (Marlet & 
Massarolo, 2015, p.6, our translation). 

Next, we take up the second aspect of Tosca and Klastrup's (2019b) triad on 
the transmedial experience, the “user directedness”, defined as: “the 
individual directness towards different forms of experiences” (Tosca & 
Klastrup, 2019b, p. 42). The authors propose to observe what motivates users 



 

 68   

 

to engage with a given content and what directions they go in search of greater 
interaction, immersion, information, etc. 

Tosca and Klastrup (2019b) argue that in these searches users are concerned 
with generating values for themselves in relation to a particular transmedial 
world, and this would demonstrate that this is a significant subjective process 
in which “interpreting and reflecting [...] appropriating and recounting” occur 
(Tosca & Klastrup, 2019b, p. 93 and 97). They also point out that these actions 
that happen from/with the goal of creating value through an experience with a 
transmedial world can be understood through engagement. 

We understand engagement as a concept that is also associated with the human 
experience. And by "rooting the term within work on affect, subjectivity and 
identity" (Dahlgren & Hill, 2020, p. 2), we can manage to capture the 
contemporary aspect of individual experience. This conception helps us to 
better understand how this memory that directly affects the way we experience 
the world would work. 

It is the experiences, both shaping and shaped, which variously 
precede, inform and then follow media engagements that are often the 
real matter at issue. Research into media engagement is often, if only 
partly, an inquiry into the realm of the experiential and its 
contemporary cultural resources, with all the challenges that implies. 
(Corner, 2017, p.5) 

Dahlgren and Hill (2020) argue that if we think about engagement as “shaped 
by something more powerful than just feelings inside the hearts of individuals, 
namely shared social experience” (p.6), we will see that it is possible to notice 
an "affectation", which is what in fact would give contour to the relationships 
we build with what we have contact with. For the authors, these "shared social 
experiences" concern a two-way street in which different individual 
experiences socially converge to the point of becoming organically connected. 
For example, it is about building friendships based on a common media 
interest, such as a TV series, a reality show or even the reading of a certain 
book in childhood. 

In this way, the authors (Dahlgren & Hill, 2020) intertwine the notions of 
experience and affect by proposing that "affect, in sum, can be seen as 
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dynamic, collective emotionality that connects with people’s shared social 
experiences; affect animates engagement and helps motivate participation" 
(Dahlgren & Hill, p.6). In an interview granted to us, Annette Hill comments 
that affects become so expressive to the point of resignifying the function of 
a particular media product (Souza, 2022a). Addressing the reality show Got 
to Dance mentioned in her 2019 book, the researcher remarks: 

I think that the show has developed over a really important pro-social 
brand, which has taken years to build, so if we have done that research 
on season 2, or season 3, I don't think that we would have had the 
adults and children talking about the value of their engagement with 
the brand in the same way. I think [it] took until that 4th or 5th season 
to really kind of cultivate that sort of pro-social engagement with Got 
to Dance. And Got to Dance is an entirely commercial talent show, 
on a commercial subscription service, so for people to describe it in 
such a pro-social way, that is something that could only have been 
done over time, [...] and I think it became part of families' memories 
of the show arriving in their region, [...] became part of the local 
memory culture. (Souza, 2022a) 

Engagement, in this sense, can be understood as one of the strands (Tosca & 
Klastrup, 2019a) of affective experience which can also embody elements 
associated with cognitive functions. Something like providing rational 
explanations for an emotional expression, so there is a degree of cognition in 
what is emotionally manifested. In neuroscience, this movement of emotional 
and cognitive is explained, according to Daniel Kahneman (2011), as our two 
ways of thinking, our brains' system 1 and system 2, in which a decision is 
made quickly and intuitively/emotionally first (system 1), and then a 
rationalisation of that is presented (system 2). 

In sum, while engagement is largely seen as an affective experience, 
it always also incorporates some elements associated with the 
cognitive functions of the mind, such as forms of analysis, calculation, 
and argumentation, and so on. Indeed, the balance and dynamic 
between the affective and cognitive will vary, and often provide 
fruitful analytic insight on the affective and cognitive work of 
engagement. (Dahlgren & Hill, 2020, p.7) 
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It is with this understanding that Hill (2015, 2019) presents the idea of a 
“spectrum of engagement”, arguing that there is a gradation between subjects 
and messages — in this way, the author proposes to perceive how engagement 
can generate positive and negative modes of interactions, as well as a 
disengagement. The positive is the concordant emotional investment, 
normally stemming from identification with something, which generates 
sympathy, empathy and makes the individual adopt an encouraging and 
optimistic attitude about a particular content. The negative is an unfavourable 
sentimental investment, normally of non-identification with something, 
linking it to an opposition work, not being sympathetic or even generating 
discouraging comments on the matter. In this positive/negative relationship, it 
is interesting to note that there is participation and interaction, even if with 
different charges, in both cases. 

Participation and interaction are engagement-related aspects (Gambarato, 
2012) and present different degrees regarding the influence that users and their 
engagements can exert over a transmedia dynamic. In her proposal about the 
systems that would represent the transmedia dynamics according to the 
semiosis model suggested by Charles Sanders Peirce, Gambarato (2012) 
points out that interaction would be typical of closed systems which do not 
allow the audience to interfere in the basic storytelling structure. Whereas in 
open systems we observe a movement of participation in which co-creations 
and experimentations are allowed, even affecting the canon. 

Whether it is positive or negative engagement, participation and interaction 
are present, and this is where the difference with disengagement lies. Hill 
(2019) draws attention to disengagement as something poorly researched and 
proposes that this side of the spectrum can occur in a variety of ways, from a 
feeling that "there is nothing to do here" to boredom and disinterest, and to 
something that "seems complete" and therefore does not need the investment 
of participation. Consequently, the individual does not engage with it or stops 
engaging with it. 

Hill (2015, 2019) also proposes that this spectrum of engagement has to do 
with the different "mediascapes" (Appadurai, 1996a, 1996b) in which we are 
inserted, and which vary according to the information we have access to, the 
type of exposure and many other elements that help identify these landscapes. 
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Thus, we can understand the relationships that emerge in this context, or that 
form it, with their different degrees of cognition and affectation.     

This way of thinking about the media as an imaginary landscape 
shows the regions, borders and contours of the cultural terrain, the 
enclosed spaces for commercial uses and the public byways for 
common land: in such a way we are shaped, and in turn shape, the 
media landscapes in which we move. (Hill, 2019, p.1) 

Hill (2019) sets up a nexus with Robert MacFarlane's (2012) work drawing on 
Appadurai (1996a) and proposes that “people understand themselves through 
landscape” (Macfarlane, 2012, p. 26) to suggest that there are media 
landscapes that must be understood if we are to grasp the natures of 
engagement – including those within the spectrum. In this sense, the author 
points out that there is a symbolic and functional power in each media 
landscape, so that we can neither consider engagement as something given 
and "pushed" to users nor something arising only from their personal and 
individual relationships. 

Many of these media landscapes are a mixture of media that operate in vertical 
logic, such as traditional mass media, and media that operate in horizontal 
logic, such as online social media platforms. Such a situation, in Hill's (2019) 
conception, suggests that “audiences are moving in multiple directions at the 
same time” (p.4) and that these landscapes help us understand engagement in 
its economic and socio-cultural nuances, considering that “in such a way we 
can address the socio-cultural dynamics of engagement in the context of media 
industries, texts and their communicative mode of address, and audiences and 
their embodied meaning-making in everyday life” (Hill, 2019, p.60).  

As media landscapes provide multiple possibilities for individuals' 
relationships with media content, the spectrum of engagement would be able 
to go through the different dynamics, covering its variations (positive, 
negative and disengagement), as well as the different degrees of the affect-
cognition relation, considering both what is provided for us — through the 
framings created by producers, brands and narratives — and how we introject 
meaning to these frames. Thus, the user-producer relationship always needs 
to be present in analyses about engagement, especially those that elicit 
embedded engagement (Hill, 2019).  
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Embedded engagement is our primary focus of interest in Hill's (2019) 
research. Understood as “a kind of long-lasting relationship we form with 
media content during the course of our lives” (Hill, 2019, p. 121), this type of 
engagement keeps us in relationship with the elements that constitute this 
media landscape for much longer, investing that same time financially, 
affectively, creatively and in terms of memory. The latter is both embodied 
through memorabilia (objects) and from everyday rituals that tie us to that 
particular content we want to preserve.  

What is being missing is a more nuanced understanding of media 
engagement within everyday life. The notion of embedded 
engagement goes beyond performance indicators to look at the 
contours of power and its temporal forms in everyday life. This will 
involve more focus on embodied meaning making for popular culture, 
daily routines of organising media and time in the home, and in 
particular, how families embed specific examples of popular culture 
in their lives because it is meaningful to them and their lifestyles and 
identities. (Hill, 2019, p. 126) 

In this sense, we are working with the notion that the introjection of media 
content into our daily dynamics makes this content longevous in our lives, 
creating a feedback loop in which we essentially devote time to manage it. In 
an interview for us, Hill highlights the importance of the temporal factor and 
argues that: 

It also takes into account when you have a temporal relationship with 
something that is absolutely embedded in your daily life so that you 
can also incorporate it constantly into your mundane routines. So, it 
tries to get all that temporal relations that we have with it, but we 
know we're engaging with an artefact, or a TV series or something of 
the pop culture, which is gonna take a lot of our time, and we give it. 
We give that time up. (Souza, 2022a) 

It is important to point out that, according to Hill (2019), even when it is an 
embedded engagement that was started in childhood or adolescence and into 
adulthood, the media content with which we engaged in the past is no longer 
part of our daily lives. Thus, when we have contact with this content again, 
we remember it with affection and feel nostalgic. This dynamic may indicate 



 

 73   

 

to us one of the factors behind the great popularity of theme parks, especially 
Disney parks. As we will see in chapter 4, Disney's relationship with a 
construction of childhood is intrinsically linked to an investment in branding 
that relates the company to what it is to be a child. And this has made that, 
over the years, one perspective has intertwined with the other, or even become 
inseparable. 

In addition to Hill (2019), Tosca and Klastrup (2019b) also mention nostalgia 
as one way of understanding our relationship with media content that is 
incorporated into our daily lives. Boym (2001) understands nostalgia as an 
idealisation of the past or moments lived but recalled through a significant 
affection. That is, nostalgia is not a factual memory, but a sentimental 
recollection. We will deal with this subject again in the next subsection, 
meanwhile, it is important to understand that it also surrounds us with a 
continuous and long-lasting relationship with what sparks our interest. 

Since we invest our time in media and they are already part of our world-
building in an invisible way (Deuze, 2012; Deuze et al., 2010), then nostalgia, 
as well as our memories, our affects and the way we build our experiences in 
the contemporary happen surrounded, mediated and supported by media.   

A perspective on mediatic life in such a way destabilises the 
traditional categories of production, content and consumption since 
these spheres merge generating new interactional practices, i.e., 
people generally lack a sense of their meaning-making processes and 
media use practices in terms of production and consumption, which 
seem to happen at the same time. (Marlet & Massarolo, 2015, p. 9, 
our translation) 

Departing from the idea of mediatic life (Deuze, 2012; Deuze et al., 2010), 
Marlet and Massarolo (2015) consider contemporary life as (trans)media. In 
this life, the media becomes invisible and so do the transmedia dynamics that 
happen through these media. Individuals “inevitably engage with the fictional 
reality created in a constant movement between idealism (what is perceived) 
and materialism (what is apparent)" (Marlet & Massarolo, 2015, p.10, our 
translation). Therefore, (trans)mediatic life is the understanding that the 
transmediation is so related to our life that it becomes indivisible. As Deuze 
(2012) proposes, it is no longer possible to know where life begins and media 
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ends. We can interrelate (trans)mediatic life, embedded engagement and user 
directedness proposing that we build a memory of transmediatic content 
which can extend the affects felt and raised in our relationship with "invisible" 
mediatic content. 

Invisibility comes about from a large investment of time and the inextrication 
of media content from our daily lives. According to Hill (2019), embedded 
engagement promotes the nurturing of an individual memory that relates to 
something external. This is an essentially unique relationship, even if the 
information provided — that is, what comes from the outside in — is afforded 
by a common producer.  

“Experience is a process, yet its consequences become part of our psychic 
archive, our memory and identities” (Hill, 2019, p. 58), in such a way that we 
cannot disassociate engagement to what remains with us affectively and what 
affects us in the present. Both, according to the author (Hill, 2019), create a 
relationship that constitutes our way of experiencing the world, that is, the 
experience process. 

Benjamin (1994) relies on the notion that narratives play a key role in shaping 
our memory, while Nora (1989) builds his argument on a constitution of the 
past which is underpinned by a standardised history13 that shapes memory. 

As for Hill (2019), the experience can be understood by the spectrum of 
engagement and it occurs based on the contents of media landscapes with 
which we have contact and identify ourselves by a myriad of possibilities, 
always in a mix of cognitive and affective. Finally, Marlet and Massarolo 
(2015) argue that our lives are inextricably linked to the transmediality of our 
socio-cultural relationships. Following these authors, we understand 
transmedia experiences as the different connections established between the 
multiple ways in which user and producer relate to each other considering the 
affection-cognition binomial. 

 

13 It is important to understand that Nora (1989) speaks of history with a lowercase 
letter, but he is dealing with the history that constitutes History as such. This differs 
from Benjamin's (1994) perspective of history as narrative, for example. 
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The particularly important issue we want to highlight in this subsection is that 
transmediatic experiences elicit affects (Jenkins, 2016) that remain with us as 
part of our lives. Therefore, using Hill's (2015, 2019) and Hill and Dahlgren's 
(2020) parameters, we would have an engagement, or at least some 
relationship within the "engagement spectrum", caused by affects introjected 
in the experiences promoted by transmedial worlds that are understood within 
cognition and affective relations. Therefore, as argued by Tosca and Klastrup 
(2019a), this experience takes place by “the actualization (by a user) of a 
TMW’s worldness as manifested in a concrete platform with its corresponding 
affordances” (p. 393). This actualisation is the result of the directions and 
motivations that this user receives from the transmedial world in question. 

2.4.3. Platform affordances and pervasive nostalgia 

After 10 years Klastrup and Tosca (2004, 2014) returned to the pioneering 
idea of transmedial worlds to argue that “user engagement across platforms is 
not, in essence, about material platforms but about the kinds of personal or 
shared experiences users are constructing and reenacting through them” 
(Klastrup & Tosca, 2014, p. 108, our translation). 

This proposition is directly implicated in the approach of transmediatic 
experience proposed by them (Figure 1, p. 46), especially in relation to the 
third axis corresponding to the platform affordances. This category represents 
the means by which “the person engages with the worlds and the affordances 
(and constraints) they offer” (Klastrup & Tosca, 2019b, p. 42) and not 
necessarily the platform itself as an object (e.g. television, computer, book). 
The authors consider it more relevant and necessary to address how users 
experience the transmedial world using the platforms, rather than how each 
platform is used to provide information about the respective world. For Tosca 
and Klastrup (2014), this is about observing how platforms are activated 
according to the uses we give to them, considering our experiences with a 
transmedial world.  

Moving forward, the authors emphasise that “experience is always informed 
by experiences in the past: in this case [transmedial worlds], for instance, prior 
engagements with the cultural product and interactions with other around this 
product. [...] is not fixed but in flux” (Klastrup & Tosca, 2014, p. 109). The 
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platform use choices, as well as the way of consuming a particular aspect of 
worldness will depend on how we want to relate to that world, which platforms 
we have access to and what limitations that platform imposes on us. 

Tosca and Klastrup (2019b) treat connectivity as the main aspect of this axis. 
The authors exemplify connectivity by the uses that subjects make of online 
social networks, in which users share various levels of co-creation and 
connection of a transmedial world with their lives. An emblematic case 
discussed by the authors (Tosca & Klastrup, 2014, 2019b) and cited by Hill in 
an interview granted to us (Souza, 2022a) is that of videos produced by users 
filming a friend or family member watching certain episodes of a series such 
as Game of Thrones for the first time. The so-called react videos, according to 
Tosca and Klastrup (2019b), are a way of welcoming new users into a 
transmedial world, as well as getting to know, through the reaction of the 
other, what that episode meant to the one recording it. Hill stresses: 

I think that react media is a new genre, definitely, and it's been around 
in a long time. In radio, in theatre, where someone can be an ordinary 
citizen, but quite often they are a comedian, or they are a performer 
in any way, react to something, and we, the audience are reacting to 
them react to something. And I think it's an interesting and very 
intense form of the performance of the audience. [...] it's like a whole 
of mirrors of reactions. (Souza, 2022a) 

This type of co-creation that links itself to totems or memento symbols such 
as sharing a certain remarkable episode with someone for the first time, as if 
it were a rite of passage, or using references to phrases or terms originated in 
transmedial worlds (Klastrup & Tosca, 2014; Tosca & Klastrup, 2019b) have 
a double functionality: 1) to remind that there is no linear way of consuming 
content in a transmedia dynamic and 2) that the expansion of a transmedial 
world does not mean only creating new content linked to that world. It is also 
about resignifying and using multimedia to create even more connections with 
what already exists. In this way, what will give rhythm to the connections that 
users make about a world and determine the direction they take within the 
transmedial world is how they take ownership of the platforms and their 
potentialities for the consumption (and production) of information. This 
appropriation can be the result of several factors, such as: “the accessibility of 
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the individual instantiations, the personal available free time, the release 
rhythms by producers and, of course, the whims of our own taste” (Tosca & 
Klastrup, 2019b, p. 163). 

To further relate transmediatic experience with the issue of memory, we 
resume the concept of nostalgia as one of the longevity traces of transmedia 
dynamics. For Harvey (2019), memory is a key to understanding transmedia 
experience, since it is through memory that users can decide whether new 
information makes sense in that world, as well as it shapes the way we raise 
our expectations about new content. 

Transmedial experiences are integrated into our life stories together 
with all sorts of other experiences, and they can therefore be both part 
of our memories and triggers of nostalgia. Indeed, memory and 
nostalgia are two sides of the same coin, and also the key behind the 
motivation for long histories of engagement with transmedial worlds 
(Tosca & Klastrup, 2019b, p. 164) 

Boym (2001) defines nostalgia as “longing for a home that no longer exists or 
has never existed [...] a sentiment of loss and displacement, but it is also a 
romance with our own fantasy” (p. XII). Thus, when we refer to a transmedial 
world with which we have an embedded engagement and with which we 
develop a nostalgic feeling, we are also dealing with a sense of belonging 
(home) to that world. This feeling, according to Tosca and Klastrup (2019b), 
can generate, as a result, the restoration of an experience, such as in the case 
of reaction videos; or it can generate discontentment as we realise that it is no 
longer possible for us to access old feelings, or that they no longer make sense 
for us in the present. On this second aspect, Tosca and Klastrup (2019b) 
highlight the commodified feature of these transmedial worlds, proposing that 
when we get in touch with content that generates nostalgia, we can reflect 
upon it and even propose a critique of its current configuration. This reflective 
aspect of nostalgia can lead us to consider that a particular transmedial world 
is repetitive or intensely explored, causing us to disengage from it and/or 
eliminate it from our affectivities. The reflective element, then, relates to the 
cognition layer found in engagements, in such a way that we can consider 
neither memory nor nostalgia as exempt from reflection. 
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Thus, embedded in a (trans)medial life (Maret & Massarolo, 2015), we are 
immersed in stimuli offered by different media platforms in the most diverse 
formats. Transmedial objects “have now become banal accessories to our 
everyday life, so much that even though they keep the transmedial world alive 
in our conscience, this might be happening without our active intervention” 
(Tosca & Klastrup, 2019b, p. 187). The release of new content by producers 
can entail, especially in the entertainment sphere, economic bias: producers 
offer ever more content dispersed on the most diverse platforms, never fully 
closing the transmedial world in order to promote more experiences that can 
be bought. 

In this context of a media-saturated reality, we turn to the concept of pervasive 
nostalgia. Niemeyer (2014) argues that nostalgia has become a mediated 
process, with "nostalgia" being both the media's subject matter (e.g. rescuing 
old television hits, retelling a children's story as a film for adults, vintage 
clothing, long play/LP album), and what motivates user engagement with such 
media. This constant presence of nostalgia in the media, for Niemeyer, is the 
pervasive character that it has taken, especially related to the escapist aspect 
of much of these contents, which are promoted through the feeling of yearning 
for a previous life (usually childhood). Thus, the author considers this 
diffusion of nostalgia as “a reaction to fast technologies, despite using them, 
in desiring to slow down, and/or escape from this crisis into a state of 
wanderlust and nostalgia that could be cured, or encouraged, by media use and 
consumption” (Niemeyer, 2014, p. 2). Regarding Magic Kingdom, travelling 
while also having access to childhood nostalgia is exactly what keeps Disney 
parks highly relevant and longevous.  

Thus, the permanence of nostalgia in (trans)medial lives causes us to idealise 
the past. And this past is mediatically retroactive, that is, it is largely 
established by the media that were part of our childhood, for example. In this 
way, transmedial worlds with which we create an embedded engagement and 
to which we devote ourselves deeply tend to become lieux de mémoire, 
preserving our individual and collective memory (e.g. memory of a 
generation, a group of friends, a family). In this (trans)medial life, transmedial 
worlds become more and more embedded in our identities, which motivates 
us to continuously access these worlds through the available platforms we 
have. Therefore, we can associate the pervasive nature of nostalgia with the 
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maintenance of a certain identity, since it is commercially viable to preserve 
that side of individuals who do not want to lose their links with childhood, for 
example. 

2.4.4. Rhizome of experience 

At the end of this section, we present our contribution to the model of the 
transmediatic experience proposed by Tosca and Klastrup (2019b), relating it 
to Deleuze and Guattari's (2017) rhizome. This approach has two goals: 1) to 
visually demonstrate the scope of a transmedia experience and 2) to present 
the basis of our methodology, which will be discussed in detail in chapter 5. 

Rhizome, for Deleuze and Guattari (1995, 2017), is much more than the 
vegetative structure that inspired the authors. Rhizomes are decentralised 
systems that constitute themselves from multiple combination possibilities, in 
a constant flow of becoming (of what can come to be, of transformation).  

For the authors, the rhizome is formed by the connections of subjectivities that 
escape a territory (in the sense we will develop in the following chapter), and 
the consideration that it is not a question of a single relation, or a single result, 
but rather a heterogeneous multiplicity considered from the fragmentations 
and (re)connections between itself and what is external to itself. A perception 
that connects directly with our construction of experience. The authors' 
approach opposes hierarchical thinking and schemes, such as trees, circles and 
even binarisms, in such a way that a rhizomatic analysis cannot be carried out 
in categorical and dichotomous terms. As the following rhizome 
representation (Figure 2) indicates, there is an irregular intersection of 
different scale points without a hierarchical scaling and therefore we believe 
that this approach is the most suitable to understand the transmedia dynamics 
in its entirety. 
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Figure 2. Deleuze and Guattari's representation of rhizome. From Fanaya 
(2015). Pensar o Corpo [Thinking the Body]. https://bit.ly/31FCRtQ. 

For Guattari (2006), rhizomes are "autopoietic machine[s] to define living 
systems" (p.93), that is, systems with "the ability to self-reproduce a structure 
or an ecosystem" (p. 108, our translation). According to the philosopher, this 
rhizomatic teciture is related to the questions of the return of spatial 
subjectivity, heterogenesis and agencement (agencing). These issues will be 
developed in the following chapter, in which we will also discuss the spatial 
nature of place and territory related to our empirical object. Rhizome, 
according to the author, 

It is not an object "given" in extrinsic coordinates but an assemblage 
of subjectivation giving meaning and value to determinate existential 
Territories. This assemblage has to work in order to live, to 
processualise itself with the singularities which strike it. All this 
implies the idea of a necessary creative practice and even an 
ontological pragmatics. It is being's new ways of being which create 
rhythms, forms colours and the intensities of dance. Nothing happens 
itself. (Guattari, 2006, p. 94). 

In dealing with the nature of transmedia dynamics through rhizomes, we need 
to know the tools for reading and representing these relationships, so that we 
can situate ourselves in such a fluid and dispersed scheme. For Deleuze and 
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Guattari, there are two ways of orienting oneself in a rhizome: decalcomania 
and cartography (mapping). Decalcomania is the artistic activity of creating 
images in materials such as paper, porcelain, and glass by applying pressure 
to them. The authors understand the relation between rhizome and this kind of 
art as one where no pattern in the tracings of both is created, so the 
representation that emerges is the free experimentation of the movements and 
the connections that can emerge inside or outside the representation. 

The second mode is cartography (mapping), which we will use as a 
methodological procedure. It is about creating one (or more) mapped forms 
related to the rhizome, considering the different points of interest, entry and 
circulation. As the rhizome does not have a centre, cartography as a resource 
helps us propose the possibility of electing different dimensions of a 
transmedia dynamic as gateways, since, as Deleuze and Guattari point out: 

The map is open and connectable in all of its dimensions; it is 
detachable, reversible, susceptible to constant modification. It can be 
torn, reversed, adapted to any kind of mounting, reworked by an 
individual, group, or social formation. It can be drawn on a wall, 
conceived of as a work of art, constructed as a political action or as a 
meditation. (Deleuze & Guattari, 2017, p. 12). 

Cartography, then, will be our tool to build the rhizomatic representation, as 
we will explore in more detail in chapter 5. From this perspective, we will not 
adopt cartography as a Cartesian design, but as a way to demonstrate 
experiences perceived, lived and raised by Magic Kingdom, taking into 
account the elements of worldness, user directedness and platform affordances 
as axes of the transmedia experience (Tosca & Klastrup, 2019b). For Rolnik 
(1989), mapping is an anthropophagous act, that is, a simultaneous relation of 
abstracting, processing and extracting between the cartographer, their 
environment and the environment put in place for mapping. An idea that 
intertwines with our approach to experience. In this perspective, 

experience is not a mere application of theories or the execution of 
prescriptive technical-methodological procedures, as already said. 
Cartographic research does not separate theory and practice; the 
experience is made in spaces of reflection and action [...] the proposal 
of cartography is that the researcher is included in the territory, 
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composes its landscape, follows its rhythms and processes, in a 
position of attention to the event so to grasp it in its expressiveness 
and uniqueness. (Rocha et al., 2017, p. 153, our translation) 

We thus propose a revision of Tosca and Klastrup's (2019b) triadic scheme. 
We suggest (Figure 3) that: 1) it is not a matter of considering each of the axes 
to be of equal size, but rather to investigate the incidence of their influences 
on the transmedia experience; and 2) these axes present rugosities, being more 
organic. This represents the malleability of the transmedia experience 
particular to each of them. 

 

Figure 3. Rhizomatic scheme of a user's transmediatic experience. Designed 
by the author based on Tosca and Klastrup, 2019b. 

Tosca and Klastrup (2019b), in proposing this triad (Figure 1, p. 46), 
emphasise that each of them represents a user's experience in relation to a 
transmedial world. So that the connectivity points are what connect one user 
to another, creating a web of diverse experiences that would represent more 
variety of experiences and, consequently, the producer-user relations of these 
transmedial worlds. However, we believe that for each user the experience-
forming axes will happen in a rhizomatic way, that is, from the intertwining 
of points that will be of different importance for each one. Thus, the axes will 
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be configured in different forms, sizes and relevance to each new triad. This 
also directly affects the types of connections that are made between other users 
and their experiences. Tosca and Klastrup (2014, 2019b) propose that 
connectivity between users would happen across platforms, giving special 
emphasis on horizontal media such as online social networks. Nevertheless, 
we believe that connections between users and their experiences could happen 
through any of the axes. In fact, considering platform affordances as 
connective forces of users has an indispensable role in the authors’ analysis 
proposal, but we must take into account that, if we are considering a more 
comprehensive view of the transmedia dynamics, we also need to bear in mind 
that a user can connect their transmediatic experiences with others also by 
means of the directions they take and how they interpret, know and experience 
the worldness of this transmedial world. 

In the proposition below (Figure 4) we show three triads representing the 
beginning of a rhizomatic teciture and considering other connections beyond 
those initiated by means of platform affordances. This illustration is one 
among infinite possible combinations of diverse relationships between 
individuals. 
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Figure 4. Rhizomatic scheme of three users' transmedia experience. Designed 
by the author. 

The scheme above (Figure 4) offers the opportunity to discuss some aspects 
of rhizomatic thinking applied to the reading of transmediatic experiences. 

1. Introducing the notion of rhizome as a way of mapping and investigating 
transmediatic experiences leads us to extensively consider different reading 
angles of these relationships. Rhizome allows experiences to fit together in a 
more fluid way since, as we have seen throughout this chapter, these 
experiences are much more related to affect and cognition gradations and the 
extent to which a particular media content is introjected in our lives, than to a 
recipe of predetermined ingredients. Hence, “even though our media 
memories are selected by the relatively constrained offer that the 
entertainment industry supplies us with” (Tosca & Klastrup, 2019b, p. 173), 
we cannot consider that individuals will have the same experiences and forge 
the same memories when faced with a media content. 
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2. The transmediatic experiences happen through non-hierarchical organic 
triads with axes of variable sizes, organising and connecting to each other 
continuously. And from rhizomatic cartography we can analyse the same 
object from different angles, approaching or moving away from it. 

3. As we will see in more detail in chapter 3, each of these axes is a territory 
containing its own agencements, as well as molar, of flight and molecular 
threads. This territorial individuality incurs a continuous and unique process 
of de(re)territorialisation for each relation, and this is what relates to the 
(un)sustainability of a transmedial world. 

Thus in this chapter, we seek to develop the notion of transmediatic experience 
based on "threads" (Tosca & Klastrup, 2019a) that articulate affect and 
cognition in the producer-user relationship of a transmedial world. The 
following chapter, therefore, outlines our look at these shaping threads of 
experience in the spatial scope, connecting the theoretical construction 
proposed here with the empirical object of this research.  

In light of the research objectives presented in the introduction, in this chapter, 
we have related transmediality to brands and emphasised how this is a 
determinant for the user-producer relationship. We have also started our 
incursion into the central objective of the thesis, developing a fundamental 
part of our theoretical-methodological perspective by presenting the rhizome 
as the basis for the analysis to be developed in chapter 6. 
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3. (Un)Sustainable Transmediatic 
Spaces 

To start the investigation about transmediatic spaces, we resume the premise 
of Klastrup and Tosca (2004) about transmedial worlds, which implies 
analysing the intra and extra-diegetic relationships, i.e., understanding the 
relationship between the transmedial world (as secondaryworld) and the 
Primary World(s) to which it is connected. Similarly, Lukas (2019) 
emphasises that branded and consumer themed spaces, such as theme parks, 
become relevant in the contemporary context precisely because they are 
configured as worlds. This configuration makes these spaces enduring and 
longevous. 

This happens because “a world...is a place inhabited by beings. It is complete, 
diverse, consistent; it has a background or history, and a culture. It is ever-
changing or evolving and is characterised by relationships and forms of 
interconnection” (Lukas, 2019, p. 5). The author proposes that a world — be 
it Primary or secondary — cannot be empty, shallow and static. It is in 
constant (re)construction, evoking sensations, affects and cognitions in 
individuals who come into contact with it.  

Therefore, considering transmedial worlds as worlds means acknowledging 
their apparent and non-apparent constitutive elements, paying attention to the 
dynamics and depth of these relationships. In this case, in order to address the 
transmediatic experiences in theme parks, we will make sense of the space 
aspect, since it highlights the three axes that form such experiences according 
to Tosca and Klastrup (2019b). Within this aspect, different user-producer 
relationships emerge, which points to multiple rearrangements of these links, 
including contradictory ones, such as fun and pleasure, exploitation and 
resistance. 

The conceptualisation of space takes place in certain research on transmedia 
dynamics (Hills, 2015; Saldre & Torop, 2012; Williams, 2020), especially 
through the use of terms such as "worlds", "universe", "environment", 
"landscapes" and "maps". As Saldre and Torop (2012) note, this use is due to 
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the fact that “certain concurrent aspects in the discourse as a whole can be 
located” (p. 25), implying a spatialised thought in the transmedia dynamics. 
Also, as discussed in the previous chapter, the notions of world-building, 
storyworld and topos return in the analysis about what would form and 
characterise transmedial worlds, since there is the understanding that these 
worlds need a form. 

Like science fiction and fantasy, transmedia storytelling relies on 
extensive world-building as a prominent part of both its appeal to fans 
and its unique ability to create immersive, detailed places. In 
literature, films and games building worlds and places that do not exist 
in our current reality, or present an alternate reality, are part of the 
pleasure of the experience. These types of stories offer something 
different to realist forms: escapism, entertainment and a way of 
inhabiting the space that can be entirely removed from your real life. 
(Hancox, 2021, p. 13) 

 Regarding the theme park space, it is more commonly treated as a tool 
(Kozinets et al. 2008; Lukas, 2019), a construction for consumption per se 
(Yoshimoto, 1994; Davis, 1996; Ashton, 1999) or a secondary extension of 
transmedia dynamics necessarily connected to a previous work, such as a film 
(King, 2000; Balides, 2000; Jenkins, 2009, 2010). On these approach lines, 
we agree with Fast that: 

For a long time, at least when we talk about place or space, or 
geographies in relation to transmedia storytelling we really just meant 
these worlds that were built, these fictional worlds, and their 
geographies. We spent quite a lot of time trying to explore and 
investigate those, but not the connection between those and sort of 
physical places, or the city places. […] [or] how we are going to move 
stories from online to a specific physical context. (Souza, 2022e) 

Using this gap as inspiration, we have chosen to consider the geographies of 
theme parks as our approach in the thesis. As we will develop throughout this 
chapter, this means viewing the park as both a symbolic and functional space 
capable of encompassing different user-producer relationships. We are less 
interested in how transmedia storytelling takes place in the park space and 
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more concerned about how users relate to the object Magic Kingdom through 
their relationships with Disney branding. 

Our approach is based on the dialogue with the approaches developed by Fast 
and Jansson (2019), Williams (2020) and Hancox (2021), which access the 
transmedia logic from the material-symbolic binomial in relation to space. 
Thus, the following chapter presents as main arguments: 

1. Space, as an umbrella concept, has inseparable symbolic and 
functional dimensions. Thus, we are given an idea of space beyond the 
material and physical, including the conception of theme parks as relevant and 
autonomous media where we can see the emergence of the most diverse 
experiences. 

2. From the understanding of territory and place, we can go beyond the 
interpretation of theme parks only as branded and consumer spaces. Although 
these perspectives are present in our thesis and are indispensable in its 
analysis, we argue that the essence of transmediatic experiences in theme 
parks lies in the user-producer relationship and how it can resignify, maintain, 
destroy and recombine these transmedial worlds. 

3. The interrelationship between territory and place is an additional 
feature that keeps the transmedia dynamic(s) of a theme park longevous, as 
well as transforms the experiences present there into a spiral, in a process that 
we call transmedia (un)sustainability. The transmedia (un)sustainability as our 
contribution to transmedia studies focuses on the discussion of the longevity 
processes of a transmedia dynamic through space and experience. 

In order to discuss these arguments, this chapter is divided into three parts. 
The first presents space as a geographical concept that structures the 
possibility of a more comprehensive analysis of the theme park, i.e., considers 
it beyond what is built and materialised there. In this section we will rely on 
the theories of Human Geography developed by Henri Lefebvre (1991), David 
Harvey (2002, 2014) and Milton Santos (2000, 2017); and on the contributions 
of Deleuze and Guattari (2017), which are established as a connection point 
between this chapter and the previous one. In the light of these authors, we 
understand space as a set of material and immaterial elements, or as Santos 
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(2017, our translation) proposes, as constituted by "sets of systems of actions" 
and "sets of systems of objects". 

In the second part, we introduce the issue of transmediality in relation to space 
by looking at contributions from Kiriakou (2017, 2018), Fast (2012), Hancox 
(2021) and Williams (2015, 2019, 2020), who seek a legitimation of space and 
materialities (such as merchandising and souvenirs) in transmedia research. 
The authors also consider theme parks important media for contemporary 
transmedia dynamics. Based on this perspective, we overcome a hasty reading 
of theme parks only as branded and consumer spaces, proposing that they 
engender different subjective user-producer relationships around the 
transmedial worlds contained therein. These relations encompass identity, 
engagement, memory and fan work. 

In the final section, we move into our contribution to the field of transmediatic 
studies with the notion of transmedia (un)sustainability. The transmedia 
(un)sustainability intends to address the aspects of the spiral that constitutes 
the transmedia experience of creating worlds and managing them, as well as 
stimulating and engaging users. Moreover, our concept embraces the 
relevance of spaces built within transmedia dynamics, based on the 
understanding that these spaces engender (un)sustainable experiences 
360/365, that is, everywhere (360º) and every day of the year (365). As 
proposed in the third part, this contradictory configuration of themed spaces 
also reflects decisively on contemporary modes of consumption, especially 
those related to sustainability per se and the longevity of transmediatic brands. 

3.1. From space to territory  
Lucrécia Ferrara (2008) considers that space is historically seen as something 
fixed, attached to absolute and physical structures, and recognisable through 
our five senses (sight, hearing, touch, taste and smell). The researcher retraces 
the trajectory of research on spatiality by going through Plato's, Aristotle's and 
Descartes' conceptions of space as a relative parameter and possibly 
interpreted beyond the material, and arriving at Einstein, who proposes an 
integrated perception of space and time. Ferrara (2008) argues that these 
notions of spatiality have particularly influenced the understanding of space 
in the Natural and Exact Sciences. 
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On the other hand, Human Geography has looked at the social in relation to 
the spatial, investigating the ways in which they intertwine. This movement, 
according to Ferrara (2008), was largely due to Henri Lefebvre's seminal ideas 
and his work on social space (1991), in which he points out that there is an 
intimate and deep connection between space (and the shapes in which it is 
configured) and social relations, both being interdependent. Lefebvre 
proposes that a series of resignifications of the physical aspects of space occur 
through the coming and going of people, through goods and through 
information traffic, so that each new (re)organisation of social elements means 
the birth of a new space.  

From Lefebvre onwards,  

new concepts and theories have been successfully trying, for some 
time now, to attribute social and cultural characteristics to the 
organisation of space, rejecting the theses that treat space only as a 
physical entity supporting life. There are, however, new elements that 
must be considered, in the quest to understand contemporary urban 
society, which relate to the introduction and evolution of technologies 
that expand our informative and communicative capacity, modifying 
notions such as social, physical, concrete, contiguous, virtual and 
digital space. (Duarte & Firmino, 2009, p. 2., our translation). 

Similarly to the perspective of "introduction and evolution of technologies" 
(Duarte & Firmino, 2009, our translation), Milton Santos (2017) argues that 
"space is formed by an inseparable, solidary and also contradictory set of 
systems of objects and systems of actions, not considered in isolation, but as 
the single framework in which history takes place" (2017, p. 63, our 
translation). In the geographer's proposal, objects can be represented by 
technology, architecture and physical structures, whereas actions are what we 
do with objects and how objects act on us from their geographical 
configurations. 

In sum, we understand the theme park space both by its attractions and 
delimited areas, such as food, leisure and shopping (objects), and the ways of 
experiencing these physical elements (actions). Thus, the space is constituted 
by the seen and not seen, by the manipulated and the free, by the architecture 
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and the walk, in short, by all the relationships that may arise in, by and with 
it. 

Hence, it is possible to propose that this space, in fact, is more than one 
simultaneously since it can (re)configure itself based on our experiences. 
Thus, we can consider the simultaneity of the physical (or material) space, the 
space of cultural relations, the space of social relations, the space of 
communications, etc. The spatial analysis proposed in the thesis aims to 
demonstrate the existence of these layers (physical, cultural, social, 
communicational, etc.) and their relational juxtaposition at the Magic 
Kingdom space, to further investigate how they intertwine in the user-
producer experiences of the theme park. 

It is necessary to consider the understanding of built spaces (e.g. theme parks, 
historical monuments and tourist sites) as "contemporary hybrids that — like 
most postmodern phenomena — cross the boundaries that normally separate 
the hitherto distinct realms of culture, economics, philosophy, sociology and 
politics" (Soja, 1996, as cited in Ashton, 1999, p. 64–65, our translation). That 
is, built spaces can be understood as simulacra and potential human alienation 
machines. 

Santos (2000) proposes that human-made spaces can be analysed through the 
globalisation process, in which we would be inserted in a confusing way 
because of the existence of three simultaneous worlds: "the first would be the 
world as we are made to see it: globalization as fable; the second would be the 
world as it is: globalization as perversity; and, the third, the world as it can be: 
an other globalization" (p. 18). Thus, the geographer understands that there 
are such intricate relations between culture and consumption within 
globalisation that the attempt to dissociate them would be a voluntary exercise. 

Revisiting Hancox's (2021) and Nora's (1989) critique about who would have 
the power to write the history, we consider that spaces are also built by these 
hegemonic instances. Therefore, a media conglomerate like Disney has certain 
privileges and makes use of them according to its own regulations. Even if we 
live in a time when the "sets of techniques" (Santos, 2000, our translation) are 
widely available, there is still a discrepancy between those who dominate and 
update these sets and those who remain with outdated versions of them. 



 

 92   

 

This system of forces can make one think that the world is moving 
toward something like a homogenisation, an inclination to a single 
pattern due to the mundialisation14  of technology, on the one hand, 
and to the mundialisation of surplus-value, on the other hand. All this 
is real, but it is also and above all a tendency, because nowhere and 
no country experienced a complete internationalisation. What exists 
everywhere is an inclination toward the most diverse combinations of 
vectors and forms of mundialisation. (Santos, 2000, p. 30, our 
translation) 

Thus, even if Santos (2000) understands companies like Disney as global 
influences, he does not consider them as powerful enough to determine global 
movements in a homogeneous and conflict-free way. In this sense, we cannot 
think of them without the existence of dissonances and subjectivities. So even 
if these spaces are constructed to illustrate certain beliefs and worldviews, 
something slips out of their control. 

According to Santos (2000), these worldviews are limited representations, as 
"the objects portrayed give us geometries, not exactly geographies, since they 
come to us as objects per se, without society living within them" (p. 32, our 
translation). Thus, representations need to be relativised through the various 
social settings and related to different human contexts. 

With this notion in mind, we draw on David Harvey's (2002) triad, based on 
Lefebvre, to understand space as three non-excluding and mutually 
complementary spheres: 

1. Absolute space: concerns physical spaces, buildings, bordering zones 
of states and maps. In Santos' comprehension, it could be the object itself as it 
is presented to us.  

2. Relative space: it is shaped by external influences, which are 
internalised in specific processes or actions, in and of time. That is, it has to 

 

14 T.N. In order to keep Santos' style and following previous translations of the term 
to English, we chose to translate mundialização as the neologism mundialisation. 
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do with how our sets of actions, which (re)interpret the geometries offered to 
us, intersect. 

3. Relational space: this space is the result of cultural, social, 
technological and communicational relationships in regard to the material. In 
fact, it is the result of the “sets of systems of objects” and the “sets of systems 
of actions” (Santos, 2017, our translation). Geography, in Santos' 
understanding (2000). 

Thus, the space is not only the one presented and not only the reference used 
to analyse it but the effect of this intersection. Therefore, Harvey (2004) 
argues that no spatial sphere should be considered more important than the 
other since the agencements (agencyings) occur differently amongst them. 
This causes the author to consider that relational space may contain the 
absolute and the relative; that the relative may contain the absolute, but the 
absolute only contains itself, and that the decision to use one or the other 
conception depends on the nature of the analysed phenomena.  

Therefore, at the same time that we have a production, especially accelerated 
by these hegemonic instances, we have the potential to (re)signify the roles of 
information and history by taking the relational space into account. After all, 
just as Alzamora and Gambarato (2014) argue, each subject brings with them 
their own experiences and their own levels of information and skills to deal 
with that "chain of signs" (p. 10). 

So "the concept of space as an essential element in a materialist project of 
understanding tangible geographies on the ground and the widespread 
appropriation of spatial metaphors within social and literary theory and 
cultural studies to disrupt those dominant metanarratives and discursive 
strategies in which the temporal dimension typically prevails" (Harvey, 2004, 
p. 7). In this way, we move on to consider space as a medium and in relation 
to communication. 

As we move away from the 19th century, the social resizes space with 
increasing emphasis and requires us to consider it as a scientific 
complexity that challenges knowledge. In the 19th century, sociology, 
urbanism and communication emerge and, at that moment, it seemed 
that the pinnacle of facing space as a challenge to knowledge had been 
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reached; however, the 20th century imposes the need to consider the 
heterodox elements that make space perceptible and instigating, at the 
same time demanding it to be confronted by itself and away from the 
time orthodoxy as the measure of man [sic] and their action. Space 
would become more than ever social and, now that it is also 
cybernetic, hyper-social.  (Ferrara, 2010, p. 43, our translation) 

From the understanding that there is a communicational space represented by 
its "hyper-social" (Ferrara, 2010, p. 43) nature, the fields of Communication 
and Geography started to approach each other, with the subfield Geographies 
of Communication conducting research in both areas. One of the main 
exponents in this subfield is the Swedish researcher André Jansson, who, in 
partnership with Jasper Falkheimer, edited a book (Falkheimer & Jansson, 
2006) dedicated to explaining points of convergence and disagreement of 
studies on geography in communication.  

As a pioneering step towards the discussion of space from the perspective of 
communication and vice versa, André Jansson (2006a) proposes his notion of 
texture and in the same year (2006b) expands it as able to overcome the 
symbolic space and functional space dualism. He considers that when flows 
and patterns of an urban environment (but not only it) are observed, it is 
possible to perceive the texture of this environment, which emerges through 
various (re)structures of forming features, understanding that texture is 
negotiable (i.e. relational) rather than dialectical. 

They [textures] also show that spatial/communicative practices within 
any given region are structured according to pre-existing spatial 
arrangements and resources, as well as according to temporal 
regularities (most often of a cyclic character). (Jansson, 2006a, p. 87) 

Texture, thus, is discussed from the multiple practices, cultural and media 
aspects present in the space. The author considers that there is a dynamic 
relationship between the spatial form and the sociocultural and technical 
aspects existing in the space, in order to measure and resize this/these space(s), 
as different relational connections are formed. 

The main focus of interest here is how space is materialised through 
culture. This implies a position in which social and cultural analyses 
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resists traditional dichotomies between structure and agency. […] 
Texture is a communicative space, material and symbolic, in which 
structure may be reproduced as well as altered; decoded as well as 
recoded. (Falkheimer & Jansson, 2006, p. 16) 

In this construction of space from textures, Jansson draws on Lefebvre and 
argues that the idea of texture has "more in common with a spider’s web than 
with a drawing or plan" (Lefebvre, as cited in Jansson, 2006a, p. 97). A 
thought connected with the rhizomatic approach that we proposed in the 
previous chapter and that considers the relational assimilations occurring in 
spaces. 

According to Jansson (2006a, 2006b, 2013), textures are formed by agencible 
elements of dynamic flows and patterns. In such a way, the main question for 
the author is how textures could be observed since they can be layered "in-
between", "virtualizations" or "fictions". He ponders that 

even though intermediary spaces, and intermediary communication 
geographies, are largely absent to our eyes and minds, they represent 
crucial sites of socio-cultural reaction. I am using the term ‘reaction’ 
here in a biological or chemical manner, in order to stress the 
processes through which social, cultural, and material qualities blend 
together and form particular patterns. These symbolic-material 
patterns, in turn, I will call textures. (Jansson, 2006b, p. 22–23) 

The researcher affirms that “through texture we can understand urban space 
in a way that captures its communicative density, but at the same time allows 
us to point out more durable socio-material structures” (Jansson, 2006b, p. 
24). In this relationship, the texture is understood as a concept that highlights 
the indissociability of the symbolic and functional layers of space, as well as 
a "network of well-travelled paths, made-up not only through spatial practices 
themselves, but also through the circulation of goods and information, whose 
mobilities are, in turn, produced through an interplay between structure and 
agency" (Jansson, 2006b, p. 25). 

Thus, Jansson comprehends texture as the communicative experience in 
space. When relating it to our theoretical construction about transmedia 
dynamics and experience, we realise that textures are flexible and help to 
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understand (trans)mediatic habits since texture “is in regard to both how 
individuals navigate and orient themselves through representational spaces 
and flows, and how their media practices amalgamate with other activities in 
everyday life” (Jansson & Lindell, 2015, p. 79). 

Jansson repeatedly refers to textures as a “communicative fabric of space” 
(Jansson, 2006b, p. 21) so that he considers it to be the communicational layer 
positioned in the space that mediates the relation individual-message. This 
transmediatic textural configuration impels the growth of the most diverse 
communicational formats in space by expanding and deepening it 
simultaneously. 

Although Jansson's conception of transmedia texture (Jansson, 2013) is 
closely related to technological devices such as smartphones and GPS, we 
establish a correlation between his idea of "more integrated and flexible 
textures" (Jansson, 2013, p. 287) and the issue of territory. Textures are the 
communicational layers of space and by identifying, characterising and 
analysing them, it becomes possible to realise how the transmediatic 
experiences present and triggered in theme parks singularise this space and 
are singularised by the relationships constituted there. 

To intersect the ideas of textures and territory, we depart from the rhizomatic 
thought of Deleuze and Guattari (2017). In their theory of multiplicity and 
heterogeneity, Deleuze and Guattari propose that the rhizome is the 
conjunction of various territories in a constant unmaking and remaking. Thus, 
"meetings and agencements of a real cartography of multiplicities" (Haesbaert 
& Bruce, 2002, p.10, our translation) take place, in which "any point of a 
rhizome can be connected to anything other, and must be" (Deleuze & 
Guattari, 2017, p. 07). Hence, 

The notion of territory is understood here in a very broad sense which 
goes beyond its use in ethology and ethnology. Existing beings 
organise themselves according to territories that delimit them and 
articulate them with other existents and with cosmic flows. Territory 
can relate both to a lived space and to a perceived system within which 
a subject feels "at home". Territory is synonymous with appropriation, 
with subjectivation, closed in on itself. It is the set of projects and 
representations which pragmatically lead to a whole series of 
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behaviours and investments in social, cultural, aesthetic and cognitive 
times and spaces. (Guattari & Rolnik, 1986, p. 323, our translation). 

According to Haesbaert and Bruce (2002), the territory is an agencement and, 
for this reason, it extrapolates the geographical. "Deleuze and Guattari make 
it very clear that the machinic agencements of bodies (contents) have a shape, 
just as the collective agencements of enunciation (expression) also have a 
shape" (Haesbaert & Bruce, 2002, p. 13, our translation). The authors' 
argumentation about the machinic agencements of bodies and collective 
assemblages of enunciation basically deal with the different layers and shapes 
to be observed in a territory — its textures. "What they [Deleuze and Guattari] 
claim is that there is a relationship between the two agencements, the two 
permeate each other, the two agencements interfere with each other, it is a 
reciprocal and non-hierarchical movement" (idem).  

In the authors' conception (Deleuze & Guattari, 2017), the agencements are 
the associations of different beings, items or elements. The authors (Deleuze 
& Guattari, 2017) exemplify this idea with the notion of agencement that 
occurs between the spider, the web, and the insect. In this agencement, the 
spider weaves the web and the insect falls into it, so that the spider can feed 
on it. In other words, there is a convenience, a relationship between these 
elements of different natures which makes such a perfect fit possible. The 
relationship is "melodic" (Deleuze & Guattari, 2017), it has a rhythm. 

The authors propose that there must be some features in place for these 
agencements to occur and for them to function. The first one is the presence 
of heterogeneity, that is, a kind of collage of different elements connected 
from the agencement. As we see in the diagram below (Figure 5), it is a 
coexistence of elements from different origins, which connect to each other 
and form a single whole. Resulting in a specific territory. 
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Figure 5. Territory formation by Deleuze and Guattari. Designed by the 
author. 

Deleuze and Guattari (2017) emphasise that the agencements have forms that 
can be of expression or of content, that is, to be a machinic agencement of 
bodies (contents) or of collective assemblages of enunciation (expression). 
The machinic agencement of bodies is driven by desires, wills and needs. The 
authors consider that everything is machine, not in an industrial and cybernetic 
sense, but in a sense of functioning through complex mechanisms. To 
illustrate their idea, they use as an example (2017) the machine baby's mouth 
acting on the machine breast to obtain the machine milk, moved by the 
mechanism of need, hunger and thirst. 

The collective assemblage of enunciation deals with the rhythm and repetition 
of relationship patterns that form certain melodies, becoming expressions of a 
cadence, an enunciation. In the baby example, there is a pattern of crying, 
followed by the mother's lap and the discovery of the child's hunger. In this 
example, then, the baby's territory is that of constant breastfeeding and hunger, 
which is informed by the rhythm of the baby's cry and the maternal cradling. 

Multiplicity is the second of the agencements' characteristics. The theory of 
multiplicity (Deleuze & Guattari, 2017) is formed by the molar lines, 
molecular lines and lines of flight. And it is here that we observe the processes 
of reterritorialisation and deterritorialisation. "[The] philosophy of Deleuze 
and Guattari is called by the authors themselves a 'theory of multiplicities'. 
These multiplicities are reality itself" (Haesbaert & Bruce, 2002, p. 9, our 
translation). The authors [Deleuze and Guattari] consider that if the territory 
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remains stable, without lines of flight, it loses its relationship with what is 
outside and cannot change. Until multiplicity begins to act, the agencements 
deal only with the combinations that are possible amongst themselves and that 
have some adherence. It is the spider, with the web and the insect; the baby, 
with the mother's breast and the milk. 

Despite belonging to different, heterogeneous origins, these agencements are 
"melodic" as we mentioned before. But the movement of multiplicity seeks to 
propose a process of extravasation, of exit from these melodic agencements, 
so that we may glimpse the complexity of relations in reality. For this reason, 
Deleuze and Guattari (2017) build this theory around three lines that form 
territories, in order to make it possible to understand how 
de(re)territorialisation processes take place. 

The first of these is the molar line. This is the most fixed and conservative 
territory line. It is one that somehow tries to keep the territory intact in its 
meaningful relationships. It keeps the rhythm of the territory and is marked by 
the repetition of patterns. Within the molar line "binary logic and biunivocal 
relationships still dominate psychoanalysis. [...] linguistics, structuralism, and 
even information science" (Deleuze & Guattari, 2017, p. 1)  

We can relate this idea to Harvey's (2002) spatial triad, and Absolute Space, 
pointing out that the molar line of the territory would be observed by the most 
physical and structural form of space. Also, we can turn to Santos (2017) to 
understand this line as the one where the Sets of Objects — the geometries — 
are contained. 

The second line is the line of flight. In this line, one does not know exactly 
what combination will happen a posteriori, even if it needs to happen so that 
new territories can emerge. These are random agencement flows that result in 
a deterritorialisation of the molar line, i.e., "it is the movement by which the 
territory is abandoned" (Haesbaert & Bruce, 2009, p. 14, our translation). 
Alongside Harvey´s spatial triad (2002), we can give this line the relative 
feature of space, and following Santos (2017) it is possible to understand this 
line as the addition of the Sets of Actions in a space. In other words, it is about 
adding society to geometry.  
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The third line is the molecular line, which results in a movement of 
reterritorialisation that is simultaneous to deterritorialisation. It works by 
reorganising elements of the territory in another aspect, that is, it is a kind of 
line of territorial reorganisation, which is not the same as the molar line since 
its presence in this flux constantly forms new territories while abandoning old 
ones. 

One never deterritorializes alone; there are always at least two terms, 
hand-use object, mouth-breast, face-landscape. And each of the two 
terms reterritorializes on the other. Reterritorialization must not be 
confused with a return to a primitive or older territoriality: it 
necessarily implies a set of artifices by which one element, itself 
deterritorialized, serves as a new territoriality for another, which has 
lost its territoriality as well. Thus there is an entire system of 
horizontal and complementary reterritorializations, between hand and 
tool, mouth and breast, face and landscape. (Deleuze & Guattari, 
2017, p. 174) 

For Deleuze and Guattari (2017), the molecular line will produce a language 
of its own, different from the dominant and binary one found in the molar line, 
occurring simultaneously with the line of flight. In relation to Harvey's (2002) 
spatial triad, it would be the relational form of space considered from the open 
relations of space with the social. At the same time, it would be the result of 
Santos' Systems of Objects and Systems of Actions (2017). In the figure below 
(Figure 6), we propose a view of the de(re)territorialisation flow from the 
territories and their lines. 
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Figure 6. De(re)territorialisation flow. Edited by the author based on the 
model proposed by the Twitter user @glitshn in their study on gender and 
territory15. 

Figure 6 illustrates Deleuze and Guattari's theory, demonstrating that these 
territories are not perfect circles — as their dotted lines and oval shape show 
— and that something escapes them (their lines of flight, represented in our 
scheme by the arrows crossing the territories), in such a way that these lines 
are coupled to external elements and from other territories (represented by the 
coloured circles) in search of (re)combinations. However the territory keeps 
making a movement around itself in order to maintain itself (molar lines, 
represented in our schema by the whole line), from the lines of flight, 
something is continuously escaping. In reterritorialisation, the new territories 

 

15 Original: “1/3 A first attempt at a geometric exploration of gender. The outer dotted 
line is the plane of consistency. The inner solid is a subject's body without organs. 
The lines of flight are where the infinite variety of existence and expression expand 
outward. The axes are meaningless”. (דַאלױ ּפָאליצײ, דַאלױ קַאּפיטַאליזם. [@glitsh], 2019, 
August 17). 
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formed are different from their original ones, and will operate again in the 
cycle of deterritorialisation while trying to maintain themselves. The 
molecular line (represented by the dotted line) indicates the intersections of 
territories and the beginning of the formation of a new territory from new 
deterritorialisations. 

Deleuze and Guattari (2017) consider the transit through territories of 
different natures as a daily dynamic, and that "territories always carry within 
themselves vectors of deterritorialisation and reterritorialisation" (Haesbaert 
& Bruce, 2002, p. 14, our translation). This does not mean the destruction of 
the previous territory but a kind of juxtaposition of them. 

This means that life is a constant movement of deterritorialisation and 
reterritorialisation, that is, we are always moving from one territory 
to another, abandoning territories and founding new ones. It is the 
spatial scale and temporality that are distinct. (Haesbaert & Bruce, 
2002, p. 18, our translation) 

What characterises a territory and differentiates it in relation to another is the 
way in which the functional and symbolic dimensions of the space are 
juxtaposed and how they build the space. Thus, there is a constant 
deconstruction and reconstruction of several territories that are found in one 
space, without this movement necessarily modifying this space's physical 
structure. It is in this sense that the communicational textures can be observed: 
as a communication fabric that forms spaces and, consequently, territories. By 
recombining textures, new territories emerge, which makes this spiral 
continuous. If we consider textures as elements that can be assembled, we can 
propose that these territories are the result of the interweaving of these fabrics, 
so that we are dealing with several contemporary communicational dynamics. 
As Eduardo Jesus (2018) observes: 

The city and the contemporary communicational dynamics bring 
together emerging subjectivation processes, sophisticated algorithms, 
mobile technologies, traditional mass communication systems, spaces 
and territories in an experience that activates other modes of 
interaction between subjects and spaces, thus building other ways of 
perceiving and experiencing the city and its increasingly 
discontinuous and open dynamics. (Jesus, 2018, p. 80, our translation) 
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For the researcher, this process of continuous teciture, which directly 
influences the perception and experience of space, can be clearly observed in 
urban relations, connected to cities and metropolises. When we apply this 
perspective to the space of the theme park, we understand that the park 
undergoes subjectivation processes, besides being structured as a place of 
passages and dynamics between the systems of objects and the systems of 
actions, being related to the experiences and textures triggered. Thus, we 
understand that there is a hybrid formation composed "by information that is 
deterritorialized and acquires current strength by being reterritorialised in 
different points" (Duarte & Firmino, 2009, p.7, our translation).  

This points us to a synchronised relationship of openness amongst spatialities 
and, at the same time, an exchange of elements that appear to be from specific 
environments. Thus, that of the fictional order can be in the sphere of the real 
(and operate organically there), in the same way that something of the 
physical/material order can promote immaterial experiences (affects, 
cognition, memory, nostalgia, engagement, etc.). 

It is a simultaneous inhabiting of different territories accessed by elements of 
various textures (e.g. using apps, walking through the theme park, recognising 
characters, photographing something, seeing the brand, buying goods, etc.) 
and which, in our thesis, are believed to be the elements that highlight the 
transmediatic experiences in the theme park. 

The extent of built spaces thus goes well beyond their visible and 
functional structures. They are essentially machines, meaning 
machines, sensation machines, abstract machines functioning like the 
"companion" previously evoked, machines carrying embodied 
universes that are not, however, Universal, but that can work both 
towards a uniformising overwhelm and towards a liberating 
resingularisation of individual and collective subjectivity. (Guattari, 
2012, p.140, our translation) 

That said, we understand that it is not possible to analyse theme parks only by 
their visual and material aspect. It is necessary to analyse their agencements, 
which are presented from the relations between "objects and actions" (Santos, 
2017) responsible for building the textures. These sets of textures form 
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territories that are manifold and constituted by the different experiences which 
are interpellated there. 

As Williams (2020) discusses, the mediation power of the theme park is linked 
to its location and gives them the possibility of constructing subjective places. 
But as Hancox (2021) points out, even though this potential is evident in 
situated narratives, no attention has been paid to the geographic question of 
space. 

The early writing and thinking around immersive and place-based 
storytelling tends to have always been very much focused on the 
spatial, but curiously absent are the influences of space and place. 
This is as though our only way of understanding and relating to stories 
in, around and about place was to be aware of our location and all the 
subsequent issues as a result of digital technology, rather than to have 
a more holistic understanding of place. (Hancox, 2021, p. 84) 

From this perspective, we approach the subjective spatial relations in theme 
parks, especially Magic Kingdom. The notion of place with regard to theme 
parks helps us to understand the experiences promoted within and through 
these spaces, looking beyond the material and the consumption, without 
disregarding them. In the same way, we turn our attention to the user-producer 
relationship, in order to “countering misperceptions of visitors as supposedly 
passive viewers of visible spectacles and consumers of merchandise created 
and controlled by corporations” (Godwin, 2017, section 5, para. 2). 

3.2. Places of transmediatic space 
‘Space’ and ‘place’ are familiar words denoting common experiences. 
We live in space. There is no space for another building on the lot. 
Place is security, space is freedom: we are attached to the one and 
long for the other. There is no place like home. [...] Space and place 
are basic components of the lived world; we take them for granted. 
(Tuan, 1977, p. 3) 

Place, like territory, is a terminology found among those commonly borrowed 
from Geography and used in other scientific fields and in people's everyday 
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lives. For Cresswell (2011), place “is a word wrapped in common sense” (p. 
127) in such a way that we use it to refer to any space, without questioning its 
meaning. Place, unlike space and territory, has a high degree of subjectivity 
(Tuan, 1977) and we understand it from the relationships we create with 
spaces. In this sense, "house" would be a space and "home" would be a place. 
Territory is the way we relate textures so that the house can become a home, 
or remain a house.  

“This is the most straightforward and common definition of place — a 
meaningful location” (Cresswell, 2015, p. 7) and for this subjective character 
“it would seem that place is everywhere and nowhere in particular” (Hancox, 
2021, p. 14) which makes it not so simple to observe and delimit, especially 
in a transmedia dynamic. Hancox (2021) acknowledges this and states that “as 
an element of transmedia storytelling, place is best understood through the 
lived experiences” (Hancox, 2021, p. 14), which brings us back to our 
discussion about transmediatic experience in order to understand what Magic 
Kingdom´s places are made of. Due to the nature of our empirical object, we 
cannot deviate our attention from the highly commodified nature of theme 
parks. Therefore, although the place is articulated much more as an 
emancipatory possibility of the hegemonic modes of production (Tuan, 1977; 
Cresswell, 2011, 2015; Massey, 1991; Hancox, 2021), understanding what 
gives shape to places in industrialised conditions can lead us to a subversion 
of the order and potentially the creation and development of relevant dynamics 
outside of media monopolies. 

Brown (2017) suggests that place is connected to our experiences. It is the 
outcome of sensorial and lived lines, and relates to memory and to our 
repertoires imbued with meaning as well as to spaces that we pass through in 
the course of our lives. Therefore, the place has a close connection with the 
way we fit in and see ourselves within our own existences. For the author, 
when we live through representations that do not represent us but that are our 
only references, we disconnect ourselves from our own identity essence. 

Rather than continue to move toward a vision of shared power among 
people, we're witnessing a backslide to a vision of power that is the 
key to the autocrat's power over people. [...] The choices we're making 
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to protect our beliefs and ourselves are leaving us disconnected, afraid 
and lonely. (Brown, 2017, p. 46, emphasis in original) 

In this way, if our representations are not enough to contain our diverse 
identities, the rescue of the notion of place, according to Edmonds (2020), is 
the only way to rethink the connection we are establishing with the several 
spaces with which we are in contact.  

Based on Massey (1991), Hancox (2021) argues that transmedia dynamics 
have three elements that meet in the formation of a place and, therefore, their 
recall is necessary and possible: “the materiality of the medium, the meaning 
created through representation and the practices chosen by the makers” (p. 
15), which endows them with the potential to build places. 

Place is personal and for that very reason has the potential be 
revolutionary. It is not a transactional feature that serves a purpose to 
attract audiences or to sell a product, rather it is to create connection 
and understanding. Place is filled with memories, traditions, smells, 
sounds, animals, trees, food, ancestors, hope, truth, injustices, 
resistance and love. (Hancox, 2021, p. 16–17) 

In fact, the place is personal. However, taking up the discussions of Nora 
(1989), Benjamin (1994), Hill (2019) and Marlet and Massarolo (2015) 
carried out in the previous chapter, we consider that the elements mentioned 
by Hancox are already strongly imbued in media content or resignified 
through it.  

We understand that constructed places, such as those related to the Magic 
Kingdom, are intertwined with the media content to which we have a 
relationship — especially in an embedded engagement. If we want to break 
with these modes, we need to know how they function and maintain 
themselves. As theme parks relate to transmedial worlds and other media, in 
a process of convergence, the places built there will also go through the 
elements of worldness, user-directedness and platform affordances. 

Within the confines of the Disney theme park, this very process of 
convergence allows fans to position themselves and establish personal 
narratives that reaffirm who they are in relation to the momentary 
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experience of immersion, as well as establish and enhance their 
individuality outside the framework of the Disney utopia. (Koren-
Kuik, 2014, p. 152) 

When we interrelate experience and space along the lines that articulate affect 
and cognition (Tosca & Klastrup, 2019a), we run into the issue of place as a 
result of the de(re)territorialisation of space. That is, the result of how we 
experience the reality of a given space, so that “ideas and material factors are 
intertwined in a dialectical relationship from which neither can be extracted 
or defined in isolation” (Edmonds, 2020, p. 47). 

We emphasise that as places are formed from the third sphere of space, that 
is, from the relational space (Harvey, 2004), its construction differs for each 
individual. In the same way, places cannot be understood only by one texture. 
As Tuan (1977) reflects:  

Human beings not only discern geometric patterns in nature and create 
abstract spaces in the mind, they also try to embody their feelings, 
images, and thoughts in tangible material. The result is sculptural and 
architectural space, and on a large scale, the planned city. (p. 17) 

In the next section we discuss the place occupied (and built) by theme parks 
having the transmediatic experiences as a guide and understanding these 
places as sites "of pleasure, resistance and exploitation" (Fast, 2012). By doing 
so, we equip ourselves with tools to analyse Magic Kingdom through its 
various territories and places, moving beyond a conception of MK only as a 
consumer space per se. 

3.2.1. Brand and spatial consumption  

The first aspect of place-making in theme parks is probably the most obvious 
and most criticised: the place of branding and consumption. The so-called 
branded and consumer space (Lukas, 2019) or Place Branding (Govers & Go, 
2009; Edmonds, 2020). We understand branded and consumer space as the 
outermost layer of the space and the one that is first observed in the user-
producer relationship. This space, according to Lukas (2019), is sustained by 
the contemporary power of brand symbolism, that is, the parameters of their 
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valorisation and valuation, driven by their branding and commodification 
strategies. 

In associating the role of brands and branding with the notion of place, 
Edmonds (2020) draws on the studies of Klein (2009), Blain et al. (2005) and 
Govers and Go (2009), who understand Place Branding as an existing place 
for marketing activities, which in essence support and maintain the association 
of physical destinations16 with pleasant memories, emphasising interest in one 
space over another. 

This is what Edmonds (2020) calls "stage authenticity" (p. 71), in which the 
brand organises desirable, convenient, and highly consumable elements into a 
space. Such elements operate as triggers that set off particular identity 
parameters linked to certain individual memories. 

Product or corporate brands may often be designed using a clean sheet 
of paper on which to create their 'identities', [...] this cannot happen 
with places: they have personalities already molded and constrained 
by history and preconceptions. They consist of a broad heterogeneous 
range of personalities that will cause confusion and are likely to resist 
being shoehorned into a homogeneous mold. But if branding is to 
work, there must be a common cause and consensus among 
stakeholders. The long process of consulting, co-opting, and 
involving stakeholders, followed by distilling from their input the 
essence of a place's authenticity, is probably the toughest part of the 
place branding exercise. (Govers & Go, 2009, p. 9) 

Margaret King (1981) and Borrie (1999) argue that theme parks are “temples 
of consumption” (King, 1981, our translation), capable of manoeuvring the 
experience of visitors since they are not “particularly aware of the high degree 
of manipulation and influx of capital required to maintain the experience” 

 

16 Edmonds (2020), when dealing with destination, makes a direct relation of place 
branding with tourism proposing that it is through this industry that place branding is 
built and reinforced. In the next subsection, we will address this issue, however, as it 
is not a key issue in our thesis, we will not dwell at length on its relations, although 
we acknowledge its relevance. 
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(Borrie, 1999, p. 74). Lukas (2019), in turn, acknowledges that “the brand 
represents one of the most powerful ways to transform an ordinary space into 
an extraordinary space” (p. 187), however, he and Fast (2012) point out that 
this control does not happen without controversies and in a harmonious way. 

Fast (2012) argues that “while brands represent growingly important 
immaterial capital for companies, they function also as cultural assets which 
become employed in identity” (p. 4) of individuals, so that they are articulated 
as sophisticated forms of power and reverberate in people's daily lives in 
different ways. In this case, 

while, largely, brand extensions are born out of economic 
consideration and strategic thinking in product development and 
marketing departments, brand worlds grow for other reasons too. 
Parallel to corporate-driven brand extensions run consumer-driven 
dittos, spurred not so much by commodification objectives as by 
affect and passion. (Fast, 2012, p. 4, emphasis in original) 

Thus, we need to consider the existing relationship between user-producer 
from the perspective that neither the industry has exclusive power over brands 
nor consumers are totally at ease exercising their creative actions. According 
to Arvidsson (2005), these brand worlds are "pre-structured" forms (p. 247) 
that reverberate in spatialities (both physical and digital) in order to stimulate 
or inhibit certain activities (both of consumption and creativity). 

Rebecca Williams (2020) emphasises that users are not unaware of the 
commodification, branding and consumption parameters of these spaces. 
They not only understand them but sometimes choose to adhere to them. 

They both accept their position as consumers within the commodified 
spaces of the parks whilst also operating a range of distinctions 
regarding the types of consumption and goods that they value and 
those who engage with different types of objects. (Williams, 2020, p. 
185) 

Buckingham (1997) also understands that there is an intricate flow of 
consumption in theme parks and that one might assume that there would be a 
loss of choice and experience autonomy for these individuals. However, he 
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argues that these people keep the “capability to reflect on both the pleasures 
and displeasures of their experiences, to articulate the gains and the losses, 
and to make self-conscious choices within the option which are available” (p. 
290). 

When discussing "options which are available" (Buckingham, 1997), Lukas 
(2019) points to the fear of creating a "culture of sameness" (p. 187). He 
discusses how built spaces resemble each other, repeating the same structures 
in different spheres and offering the same types of experiences, services and 
products in commodity format. For Gilligan (2012), even if there is 
standardisation or operational rules in these spaces, it is still possible to find 
subjectivities. When examining the Disney cosplay17 phenomenon through 
gender fluidity18 the author concludes that “processes of copying, 
consumption and role-play enable the formation of an individualised world 
that both connects and diverges from the original narrative source” (Gilligan, 
2012, p. 26). 

In a similar approach, Humphreys and Grayson (2008) also propose that “if 
consumers are expending labour for personal benefit — for example, 
assembling their own desk or designing their own handbag — the results of 
the labour are not sold for exchange and are therefore not commoditized” (p. 
10). However, we argue that they may not be mercantilised by users, but they 
can definitely be commercialised by the brand. This is another aspect of the 
place that brand and consumption occupy in this chain. 

Thus, on the one hand, branded and consumer spaces are designed around the 
need to control the experiences contained therein and oriented towards large-
scale consumption. On the other hand, we have the resignifications promoted 

 

17 Cosplay is a combination of the words “costume” and “role-play”, which represents 
a mode of fanfiction where people dress up as a character from a fictional work. 

18 Gilligan (2012) investigates people who cosplay gender-swapped Disney 
characters. Her interest is in people who reinterpret characters, as in the case of how 
Disney princesses would be if they were princes but using the same colour palette, 
aesthetic composition and even accessories of the original character. This practice is 
called genderbender. 
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by users, which usually subvert and reconfigure the relationships of and within 
these spaces. However, these sides consecutively cross and confuse each 
other. An example of how this process can be observed is the existing rule, in 
the Disney parks, disallowing visitors over 14 years old to cosplay or wear 
character masks inside the parks. Accessories are allowed and there is no 
clause that forbids visitors to use the colours of a certain character, or clothes 
with a design or pattern that reminds of him/her. From then on, visitors began 
to use colour palettes that refer to their preferences, or even create versions 
that are not considered cosplays by the park's rules (such as the case of 
genderfluid/genderbender and DisneyBound19). This same movement has 
created a merchandising segment where products for performing the cosplay 
authorised by Disney can be purchased in the park's shops. The montage 
(figure 7) below shows these three cosplay manifestations: 

 

 

19 DisneyBound started as a personal project of journalist Leslie Kay. She explains 
that it all started when she went on a visit to the Disney parks and saw that she couldn't 
cosplay her favourite characters. Soon, she started to create compositions using 
accessories and the characters' colour palette applied to everyday clothes, which was 
not considered cosplay according to the park's rules. When she started posting pictures 
of the looks she had created, her idea grew and became a fashion movement within 
the cosplay culture and also a line of Disney merchandising products. See more at: 
https://bit.ly/3wfO7dO and https://disneybound.co/  
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Figure 7. Comparison of a Disneybound, genderbender and merchandising 
inspired by Snow White. Compilation made by the author20. 

We highlight the critiques that the brand is “parasitically ‘borrowing’ from 
Disney fans to commercialise and sell their own ideas back to them, the 
majority of fans remain uncritical of this” (Williams, 2020, p. 201) and even 
become enthusiastic about the possibility of purchasing in the parks what they 
would create on their own. Kiriakou (2018) notes that this “shows that they 
[fans] perceive this appropriation positively — regardless of the fact that their 
idea was monetised without their consent and without compensation” (para. 
2). 

Consequently, tackling this subject means facing the issue of fan work 
exploitation, which we briefly addressed in the previous chapter. We consider 
that this kind of work developed by fans is not necessarily interpreted by them 
as being exploitable (Gambarato & Nanì, 2016). Just as Hill points out, it may 
be a matter of “a real investment, a personal investment, or sort of a more 
social type of investment, in that so popular culture” (Souza, 2022a). This 
investment may contribute to the legitimisation of the user, in the sense that 
they may feel part of that storyworld. A "transmedial desire" (Tosca, 2015, p. 
35) operates here and, about this, Tosca (2015) argues that there are three main 
aspects that reflect on how users interact with transmedial worlds: 

• Experiencing more: in other words, having more possibilities of 
entering that world; 

• Inhabiting favourite worlds: being able to feel part of the world, even 
if only temporarily; 

• Transforming stories: contributing to new framings and fanfictions as 
well as being able to change some aspect previously presented. 

The author makes it clear that the three aspects are intertwined and coexist 
within the desires for transmedial worlds. In other words, for there to be a 

 

20 Montage made with pictures from Google Images, using the keywords: 
Disneybound, genderbender and merchandising disneybound. 
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relationship between users and a transmedia dynamic, it is necessary that they 
feel the desire to go beyond and know more aspects of this world so that this 
engagement should also be interpreted as diverse and able to create its own 
places. Thus, a transmediatic object alone does not ensure a transmedia 
experience since this kind of experience is connected to both the subjectivity 
implicated in the construction of places and to the place constructed by the 
brand.  

This thesis considers that the reasons why a user decides to engage with a 
particular transmedial world inform different forms of experience with these 
transmedia objects. In this way, some of these users build up places, from their 
embedded engagements, with storytelling, family memories and/or the Disney 
brand. These constructed places lead them to occupy an important part of their 
time in preserving their relationship with this world. 

This relates to how users perceive themselves and what was their exposure or 
relationship with the media content represented there (Edmonds, 2020). The 
user, therefore, invests financially, affectively and temporally in the 
maintenance of the place created within this relationship, since “people have 
a psychological need to bond with their usual environment — in other words, 
to sense place attachment” (Edmonds, 2020, p. 71).  

Williams (2020) proposes that the consecutive visits of users to theme parks 
"complicate the notion that tourism and travel are composed of linear phases" 
(p. 87). Therefore, people do not move in a pre-defined way and neither do 
they just consume. They are in search of giving meaning to these destinations. 
They are in an ever-changing process of "perform, re-form and re-perform 
multiple identities" (Erdely & Breede, 2017, p. 46). 

Thus, as Moor (2007) suggests, even if consumption is understood as 
“essentially antithetical to culture rather than as part of how it is constituted” 
(p. 135), More and more studies about participatory culture, fandom and 
engagement (Dahlgren & Hill, 2020; Fast, 2012; Hill, 2015; Humphreys & 
Grayson, 2008; Williams, 2020) point us to an intricate relationship between 
users and brands, in consumption forms, power, affection and work.  

However, other users may present different behaviours regarding the 
assignment of meaning to the Magic Kingdom. One of the elements that we 
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investigate in this work is precisely the gradations of users' experiences, 
arguing that interpreting all these users as prosumers is also believing that the 
only ways they can engage with a transmedial world are through creative 
extensions. Thus, the place occupied by consumption, for example, also needs 
to be understood as maintenance and management of this bond. 

Many readers/viewers/users/players are consuming transmedial 
products without actually never producing any content themselves 
[....] from a transmedial desire perspective, they are all contributing 
to keeping the world alive by the mere act of engaging with it at an 
interpretative (and sometimes productive) level again and again. 
(Tosca, 2015, p. 38) 

Therefore, depending on how these users identify themselves in relation to 
transmedial worlds with which they relate, their desire may demand degrees 
of engagement and articulation with these spaces that also vary. Thus, the 
place of a user can deterritorialise the place of the brand and reterritorialise 
the theme park visits; or even deterritorialise the place of a transmedia 
storytelling and reterritorialise childhood memories, becoming a place of 
nostalgia. As occurs in the rhizome, the combinations are multiple and there 
is no hierarchy amongst them. 

From this perspective, we understand the experiences in the park as one of 
embedded engagement, since there is nothing indicating that all users in this 
space identify themselves as Disney fans. In fact, as Williams' (2020) study 
proposes, in the space of theme parks there are subjects motivated by the most 
diverse purposes. They “have very different interests and points on entry and 
identification” (Williams, 2020, p. 22), so categorising and classifying all 
these users as "fans" seems to disregard the essence of place and territories. 
That is why we focus especially on the embedded engagement related to 
spatial transmediality, as we will deal with in the next subsection. 

Hill comments in the interview that the difference between embedded 
engagement and fan engagement lies in the user's identity and the time 
devoted to that relationship (Souza, 2022a). 

Fan engagement and embedded engagement do crossover. I mean, 
there's clear entanglements, [...] and a look to that, is, of course, 
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contingent on how someone identify themselves, so if they identify 
themselves as a fan, then when they're talking about their intensity of 
engagement, their passion of engagement [...] then, you know, we 
relate that to the fan engagement, and all of the literature theorising 
around fandom, which is so interesting. And for me, embedded 
engagement is more than fan engagement. You can be a fan, you can 
engage positively or negatively with your object of fandom, but the 
embedded engagement is absolutely bringing the notion of time. [...] 
So, you can be an audience member, or you can be a fan, and still have 
an embedded engagement. (Souza, 2022a) 

3.2.2. Engagement and spatial transmediality 

The use of engagement to refer to the nature of experience in the user-producer 
relationship in theme parks leads us to interconnect our construction of space 
and experience on the basis of the connection built by users with media 
content in a long-lasting way. 

According to Hill (2019; Souza, 2022a), the question of the temporal 
investment we make with regard to certain media content is what consolidates 
and feeds the longevity of these contents and keeps them embedded in our 
lives. Even if it is for a specific period, like a season of a television series, or 
for a lifetime, as content with which we had the first contact in childhood and 
that followed us into adulthood. In this way, the perspective of an embedded 
engagement that remains over time becomes our other way of observing the 
construction of places in theme parks.  

Thus, we understand that it is not only about the desire to go to theme parks 
and feel part of the transmedial world in question, but also about nurturing and 
investing in an embedded relationship that has been sustained over time. 
Williams (2020) addresses the growth of the integration of tourism with 
certain media content, affirming that these spaces themselves can carry 
meanings as well as become destinations and “focal point for fandom” (p. 49, 
emphasis in original). These spaces become the destination points for fans to 
materially relive their cult objects, nurturing their (trans)mediatic life. And the 
interrelation of pop culture and tourism, in the researcher's view, repositions 
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the way tourism sells its destinations, feeding the longevity of entertainment 
spaces with the continuous creation of expectations and new attractions. 

In this respect, the expectations can be groomed, both by the subject 
herself, or by the industry that intersects with whatever activity is 
relevant. In the case of tourism, the travel agencies or tourist offices 
are mediating agents of experience [...] expectation is important in 
order to understand tourism, because it is the very reason why people 
do travel to other places, where they expect to find something that 
they have begun to build in their imaginations before travelling […] 
give them something they desire. (Tosca & Klastrup, 2019b, p. 91) 

Edmonds (2020) points out that the way these spaces are sold as "destinations 
to be consumed" (p. 70) significantly impacts the kind of connection we can 
build with them. In the author's perspective, by skewing the way certain 
aspects of places are presented, we lose touch with the nuances and cultural 
multiplicity of the world. The risk for individuals is that “their comfort zone 
becomes limited to only that which they routinely encounter and anything 
outside that comes to be considered as threatening” (Edmonds, 2020, p. 70) . 
Therefore, the images that are built in tourism enhanced spaces enable the 
construction of places (or framings of places) when they could, instead, 
provide subjective experiences with spaces for their diversities, in which these 
individuals could construct their own places. 

We argue that the position tourism occupies is also related to a growing 
understanding of space as a medium (Carlà & Freitag, 2015) connected to 
other media which are part of people's daily lives. These other media cultivate 
the temporal relationship of content with people, without requiring them to 
move to a place and consume them. Meanwhile, these destinations, like the 
theme park, become the summit of experience with a given content. 
Understanding the park in this manner also seems to us a way of reaffirming 
that theme parks are "suspended" from the Primary World — that is, even if 
their location is "real" it still remains, to a large extent, in the secondary world.  

About this character of suspension, we agree with Edmonds (2020) about how 
these constructions can lead us to create a misconception of the role of places 
in everyday life. This is because if we only have contact with places that are 
imbued with sellable notions, our own relationship with space will follow that 
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logic. Not to mention our relationship with the environment which, as we will 
see later, is also damaged. By staying in this space "in-between", the theme 
park carries with it the elements of topos, ethos and mythos that form the 
worldness of the transmedial worlds contained therein, at the same time that 
it becomes a platform with several resources and that directs users to itself and 
within itself. 

For Williams (2020) it is clear how theme parks play a role in the 
materialisation of certain transmedia narratives, but this is not and cannot be 
the only analytical parameter of these spaces. The author highlights the 
existence of subjects who are interested in the park because it is a theme park 
— in this case the theme park "format" which is the focus of interest; just as 
there are individuals who are interested in the attractions contained in these 
spaces, in a relationship which is focused on the novelties, renovations, 
adrenaline levels of the attractions and which do not necessarily operate 
around a brand or narratives. 

 The author highlights the existence of subjects who are interested in the park 
because it is a theme park — in this case, the focus of interest is the theme 
park "format" — just as there are individuals who are interested in the 
attractions of these spaces, in a relationship focused on the novelties, 
renovations, adrenaline levels, and that do not necessarily operate around a 
brand or narratives. 

Memories of previous visits, their emotional connections to those and 
to other related experiences, and their broader associations with a park 
are highly significant and manifest themselves in a fan's choice of 
favourite attractions or characters, their merchandise consumption 
and their reactions to the removal of certain rides or spaces within the 
parks. (Williams, 2020, p. 56) 

Therefore, Williams (2020) proposes a view of transmedia space as a form of 
situated transmedia21, in which the expansions and extensions of a transmedia 

 

21 Situated Transmedia is a term used by Williams (2020) to express that a certain 
transmedia dynamic has a physical location. Besides her, Donna Hancox (2021) also 
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dynamic occur through spatialisations amongst parks, or in the same park. An 
example of this is Magic Kingdom's Haunted Mansion, which has a shop on 
the outside22, thus expanding the universe of ghosts in the mansion besides 
selling exclusive products. The shop is also linked to the narrative, created 
among the different Disney theme parks, about the existence of a secret 
society called S.E.A – Society of Explorers and Adventurers23. Created to 
integrate Tokyo DisneySea, Disneyland Paris and Hong Kong Disneyland in 
the North American parks, this society features material elements scattered 
throughout the Disney parks, challenging visitors to search for clues that have 
been "left" by members of this society in certain attractions.  

In previous works (Souza, 2017; Souza & Alzamora, 2018), we have defended 
the spatialisation of transmedia dynamics through the Geography of 
Communication, Geomedia and Deep Media (Rose, 2011). Our articulation, 
unlike Williams' (2020), turns to the role of spatial media in transmedia 
dynamics. And when we talk about location, we are not just referring to a 
postal address or URL of a website, but to really relate an individual's 
subjectivity and experience to a specific space. This means building places 
with this space and imbuing it with meanings that have a bearing on how we 
perceive the world around us. In this regard, we rely on the aforementioned 
concept of "mediascapes" by Appadurai (1996a, 1996b). 

 

uses the term situated but relates it to storytelling, designating stories that have a 
location — either online or offline. 

22 The reason why this case is atypical in theme parks is that most of the attractions 
have shops attached to their exit, which means that the person leaves the attraction 
and goes straight into the shop. With Haunted Mansion, by moving the shop to another 
location, they've turned it into an extension of the attraction and an event on its own. 

23 The Society of Explorers and Adventurers (S.E.A) is composed of eight characters 
who are not in any other of the brand's mediatic content and who relate to the Disney 
parks universe. Its members “dropped”, in Disney parks attractions, elements that 
serve as a kind of treasure hunt. This society was initially embedded into the visual 
elements of the Tokyo DisneySea park and was later included in new and existing 
attractions. Today, the S.E.A is at Tokyo Disney Sea, Hong Kong Disneyland, Magic 
Kingdom, Disney's Typhoon Lagoon, Epcot, Disneyland, Disneyland Paris and on 
Disney Cruise Line ships and is considered a transmedia dynamic of the brand's parks. 
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"Mediascapes", for Appadurai (1996a, 1996b), are part of the five landscapes 
that influence cultures around the world, in a process of "Global Cultural 
Flow" (Appadurai, 1996a, 1996b). By suggesting a flow, the researcher seeks 
to move away from the binarisms that separate cultural and geographical 
processes (such as Developed and Underdeveloped Countries; First World and 
Third World), proposing a constant and complex worldwide interrelationship. 
This interrelation is promoted, maintained and reorganised through the five 
simultaneous landscapes, which are: media, technological, ethnic, financial 
and ideological. Our interest is in the media landscape, or mediascape, because 
of its direct connection with the concepts of memory and experience 
developed in the previous chapter. These landscapes “provide [...] large and 
complex repertoires of images, narratives, and ethnoscapes to viewers 
throughout the world, in which the world of commodities and the world of 
news and politics are profoundly mixed" (Appadurai, 1996a, p. 35). 

It is within mediascapes that the divisions between "realistic and fictional 
landscapes" (Appadurai, 1996a, p. 35) become even more blurred, as it would 
be increasingly difficult to seek "steady points of reference” (Appadurai, 
1996a, p. 44) outside of media content — above all the imagetic ones, as they 
are covered with constructions of imaginaries. Especially hegemonic 
imaginaries. 

The image, the imagined, the imaginary—these are all terms that 
direct us to something critical and new in global cultural processes: 
the imagination as a social practice. No longer mere fantasy (opium 
for the masses whose real work is elsewhere), no longer simple escape 
(from a world defined principally by more concrete purposes and 
structures), no longer elite pastime (thus not relevant to the lives of 
ordinary people), and no longer mere contemplation (irrelevant for 
new forms of desire and subjectivity), the imagination has become an 
organized field of social practices, a form of work (in the sense of 
both labor and culturally organized practice), and a form of 
negotiation between sites of agency (individuals) and globally defined 
fields of possibility. (Appadurai, 1996a, p. 31) 

As Appadurai (1996a) argues in the excerpt above, imagination is no longer 
an element detached from reality: it becomes a thread that crosses the five 
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landscapes and, consequently, our world-building and how we experience it. 
We also emphasise how these ideas, even after almost two decades, have only 
intensified, especially with respect to online social networks. 

We have 24/7 access to the exotic world of National Geographic and 
Discovery Channel, true to life movie experiences, interactive 
'edutainment' museums, themes attraction parks, simulators, up-to-
the-minute lives news from around the globe, and of course, the 
internet with which we can visit any place on earth virtually via our 
computer screens and various electronic devices, or even exist in the 
virtual worlds such as Second Life. (Govers & Go, 2009, p. 8) 

Similarly, Santos (2000) proposes his perspective of globalisation as a fable 
in which the fantasies presented by hegemonic apparatuses are so constant that 
they become an (apparently) solid pillar to interpret the world. For the 
geographer, the only way to change this is to understand globalising processes 
as perverse and to move towards another globalisation. A kind of globalisation 
that deals with the "existence of a true socio-diversity, historically much more 
significant than biodiversity itself" (Santos, 2000, p. 21, our translation) in 
which we observe the empowerment of popular cultures by technical means, 
showing themselves instead of depending on the look of others.  

According to Hancox (2021), this emancipatory power would come from the 
concept of place, because places hold the memories that we build with the 
spaces, the communities and the ideas with which we had contact throughout 
our lives. Places contain, even if in fragmented form, the subjectivity of our 
experiences and it is on this subjectivity that our longing for “home” rests — 
“home” being the place we consider safe to return to, for various reasons. Thus 
“place is, perhaps, the true power that distinguishes transmedia storytelling 
and elevates its immersive potential to something capable of encouraging 
social and environmental change” (Hancox, 2021, p. 109) and, consequently, 
capable of achieving social sustainability24 (Edmonds, 2020). 

 

24 According to Edmonds (2020), the rescue of the notion of place, linking it to our 
cultural and historical roots, would be a powerful way to achieve social sustainability. 
The author argues that social sustainability is one of the three pillars of sustainability 
(environmental, social and economic) that in fact could bring a substantial change in 
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3.3. Transmedia (un)sustainability  
The processes of branding and commodification interrelated to transmedia 
dynamics, especially of storytelling nature, have several impacts on how these 
dynamics intertwine with users' everyday lives. As we have pointed out in 
chapter 2 and elaborated further in this chapter, this aspect is embedded into 
our perception of the world and becomes central to our experiences. Especially 
the experiences that involve our embedded engagements. 

In this sense, the construction of transmedia dynamics that encompass 
physical space is not only about giving form and materiality to the transmedia 
dynamics, but also about how users and producers associate symbols to these 
spaces. That said, the basis of the transmedia (un)sustainability thinking we 
propose is that this material-symbolic link is imbricated into the user-producer 
relationship, enhancing the longevity of a transmedia dynamic. 

We establish that the movement of world-building, world management, user 
stimulus and user engagement happens as a spiral because each time it occurs 
its result will be linked to a spatial (re)organisation. Therefore, the 
transmediatic experiences that occur in space are unique and result in the 
places formed through the processes of de(re)territorialisation. This has the 
potential to maintain a transmedia dynamic viable, profitable and engaging for 
a prolonged period. We call this process transmedia (un)sustainability. 

For brands and their commercial and economic purposes, sustainability is 
connected to the idea of maintenance and longevity of their influence and 
relevance. In this sense, sustainability relates to the status, cultural role and 
profit generation of companies like Disney. Nevertheless, considering 
criticisms about the role of media and its contents, this phenomenon presents 
levels of social, environmental and economic unsustainability, such as 
overproduction of goods, unhealthy working modes, stereotyped 

 

the way we understand and insert ourselves in the world. For the author, social 
sustainability is linked to placing ourselves as part of nature and not as agents over it. 
Within this understanding, our place would be related to all aspects of sustainable 
development, because we would know what our role is in this chain and we would see 
ourselves as fundamental actors for its maintenance. 
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representations of peoples and ethnic groups, among others. Thus, it is at the 
same time a sustainable and unsustainable process, so we call it 
(un)sustainable as a way to stress the existence of such contradictions 
concomitantly. In this formulation, we take into account the perspective from 
which we are dealing with sustainability (e.g. of the brand, society and/or 
environment).  In other words, the use of the term (un)sustainable stems from 
the need to consider the question "sustainable for whom?", since there is still 
a certain flexibilisation of the term for commercial purposes, as we shall see 
later on. 

Grounded on this argument, this section’s objective, besides presenting our 
conceptualisation of transmedia (un)sustainability, is to discuss sustainable 
development from the perspective of sustainable communication. In the first 
part of the section, we position the thesis within sustainability studies and 
tackle the issue of unsustainability, arguing that sustainable “is not a specific 
feature of the environment or of society, but refers to the viability of their 
relationship over long period of time” (Becker, Jahn & Stiens, 1999, p. 6). 
Therefore, sustainability is dynamic, which opens us to a non-restricted and/or 
static interpretation of this concept, including relating it to the transmedia 
dynamics. We will also address the communicational perspective of 
sustainability, especially drawing on the work of professors at Jönköping 
University, an institution that carried out the cotutelle agreement for the 
writing of this thesis. Professors Peter Berglez's (2008, 2014), Ulrika 
Olausson's (2018, 2019) and Diana Jacobsson's (2019) studies, as well as the 
interviews conducted with Berglez and Olausson (Souza, 2022b, 2022c) for 
this thesis, are of fundamental importance for the argument developed here. 

We also address the issue of longevity and the (un)sustainability of a 
transmedia dynamic through the user-producer relationship, experience and 
memory. For such, we advance in the approach of sustainable communication, 
relating it to the transmedia space in order to reflect on what is sustainability 
in contemporary times. 

It must be borne in mind, on the one hand, that culture is not a simple 
technological answer to material constraints, and on the other, that 
society’s relations with the environment — even when established by 
the most bio-powerful technologies — express cultural and practical 
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projects of signification rather than just efficient answers to utilitarian 
problems. (Acselrad, 1999, p. 42) 

Finally, in the third part of the section, we bring together the construction of 
longevity and (un)sustainability to the notions of territory and place, 
proposing that the experiential character de(re)territorialises the transmedial 
worlds present in the theme park space, juxtaposing itself to the brand and the 
user presence. We understand that the preservation of the spiral of world-
building, world management, user stimulus and user engagement occurs 
through the contradictions, conflicts and experiential clashes (agencements) 
of this space.  

In this sense, even if users do not experience the park in a transmedial way, in 
the user-producer relationship, they are contributing to sustain the existence 
of a transmedia object. Just as Fast and Örnebring (2017) advocate, we argue 
that even projects with a high degree of transmediatic coordination, as is the 
case of Disney, are not exempt from disjunctures. Precisely because “it is clear 
that brand-building ambitions often trump world-building considerations, 
with the effect that the imaginary worlds of franchise are rarely as coherent 
and consistent as they may wish to appear” (Fast & Örnebring, 2017, p. 649). 

3.3.1. (Un)sustainability 

We assume that “sustainability does not simply add some new “environment-
related” topics to the social science research agenda” (Becker, Jahn & Stiens, 
1999, p. 11). In reality, as the aforementioned authors argue, social sciences 
have the mission to relate sustainability to discussions on culture, society, 
communication, globalisation and mediatisation, just to name a few. And this 
discussion goes beyond recycling, calling on public authorities and producing 
consumer profile reports: it is also about media literacy, socio-diverse 
representations, mediatic access, among other topics which require a greater 
presence in academic agendas. 

Since sustainability began to be discussed in the political arena at the United 
Nations Conference on the Human Environment (UNCHE) in 1972, it has 
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become a permanent agenda at various international conferences25, in addition 
to having its issues extensively covered by the international media and by 
academics from the most diverse research areas. As Berglez points out in an 
interview26 for us, the recurrence of the subject refers to its performance as a 
kind of "super signifier" in Laclau's sense, which gives it an easy adherence 
to different contexts (Souza, 2022b). As a consequence, “no matter how we 
try to fixate it, we will never be satisfied. This is also why it becomes, some 
would say, a buzz concept. Because it is not possible to define in a concrete 
way” (Souza, 2022b). 

Widely mentioned, Hart and Milsten's (2004) proposal defines sustainability 
as the improvement of the social, environmental and economic performance 
of the current generation, without compromising future generations. Thus, 
environmental resources should be managed in such a way as to preserve them 
and yet provide what we need to survive. However, "the lack of precision of 
the concept of sustainability highlights the absence of a theoretical reference 
framework capable of systematically relating the different contributions of 
specific discourses and knowledge fields" (Rattner, 1999, p. 233, our 
translation).  

Thus, even though the sustainable perspective is a kind of "buzz concept" 
(Souza, 2022b), it demands greater theoretical and methodological investment 
in areas such as the Applied Social Sciences. Sustainability understood from 
social sciences perspective has already been raised by Rattner (1999) and 
Becker et al., (1999), and has been tackled in more recent works, such as 
Edmonds (2020), Woodcraft et al. (2012) and Brandstedt (2013).  

 

25 In 2002, during the Johannesburg Earth Summit, the term “sustainability” started 
to be more broadly discussed. 

26 Berglez mentions this idea in the interview, affirming: “it [sustainability] tends to 
operate in a way that it's like Laclau points, as a super signifier. It's a signifier that is 
everywhere, which it could be connected to so many things, and it receives its 
authority and popularity just because it could be connected to so many things” (Souza, 
2022b). 



 

 125   

 

For Edmonds (2020), the initial understanding of sustainability stemming only 
from the notion that the Earth would not be able to sustain human life if we 
do not change the way we manage the planet's resources and our own habits 
individually is insufficient. As the author notes, the problem with this thinking 
lies in the fact that these management habits were largely credited to economic 
processes which generated environmental responses. In this chain, the social 
dimension occupies a secondary position, often as the axis that would adapt 
itself to the imposed economic and environmental changes. 

Priority has been given to economic and environmental sustainability, 
in the context of planning, housing and communities, where policy 
and investment has focused on renewable resources, low carbon 
communities and encouraging pro-environmental behavior 
households. (Woodcraft et al. 2012, p. 15) 

Thus, to the social aspect is attributed a degree of adaptability through which 
people would get used to, or change their habits according to the changes 
proposed in the economic (mainly) and ecological spheres. And, "as a result 
of this lack of focus, social sustainability is considered an emerging field of 
the built environment" (Edmonds, 2020, p. 73, our translation).  

Becker et al., (1999) state that what hinders a clearer notion of sustainability 
are simplistic models of the complex relationships between social, economic 
and environmental issues. Thus, the social dimension is repeatedly considered 
as the measure of economic and environmental actions, as in the case of the 
understanding of how much energy populations use, or which lands need to 
be protected for the preservation of fauna and flora — often displacing local 
people. The authors question whether we would not be diverting attention 
from sustainability as the preservation of the environment and cultures to how 
companies would be able to remain economically operational, even in the 
midst of natural resource scarcity. 

Along these same lines, Olausson and Uggla (2019) propose that this 
understanding is grounded on the dichotomy we have created, in which nature 
is a separate entity from humans, and that we would be responsible for saving 
or destroying it through the power of those who have been named for us, such 
as public entities, politicians, non-governmental organisations (NGOs) and 
companies.  



 

 126   

 

Thus, because this is a structural and culturally rooted issue, we are considered 
as entities disconnected from nature and active over it. In this sense, in order 
for us to preserve the environment, we need to get out of it. Keep it untouched. 
Both Berglez and Olausson point out in their interviews to us that this thinking 
is structural in the West, in such a way that it is one of the reasons why we 
cannot have a satisfactory concept of sustainability (Souza, 2022b, 2022c). 

Similarly, Jacobsson (2019) argues that sustainability is ideologically biased, 
which makes it prone to have emancipatory power or be used for the 
maintenance of hegemonies. She reiterates that 

the concept of sustainability and the actual definition of what 
sustainable development means have been and still are in the hands 
(and reflect the interests) of Western international organisations with 
close ties to the international political and economic establishment. 
(Jacobsson, 2019, p. 23) 

Sachs (1993), Baeten (2000) and Jacobsson (2019) consider that the economic 
sector's take on sustainable development occurs by bringing the interests of 
one together with the other. "This makes it possible for contradictions between 
capitalism and ecology to be obscured. [...] [sustainability] seems to bridge 
traditional political divides and erase the lines of conflict" (Jacobsson, 2019, 
p. 23). 

Fuchs (2017) notes that the way sustainability has been designed in the 
contemporary context, in fact, aims at preventing possible criticism or 
questioning of power in society, often masking an unsustainable reality, in 
which contradictions are obvious or latent. These socioeconomic and 
environmental contradictions happen simultaneously and inseparably. 
Therefore, when companies and media institutions choose one approach to a 
certain issue rather than another, it is as if they displace the issue (climate 
change, for example) from a broader context that integrates humans, nature 
and the economy as parts of the same reality fabric. The consequence of this 
is that there is no space to discuss more structural issues or reformulate certain 
consensuses. This is why a perspective that considers the social aspect not as 
secondary but as co-responsible for sustainable development is necessary, as 
well as highlighting unsustainable processes.  
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For Becker et al., (1999) unsustainability needs to be taken into account as 
“defining non-sustainable states opens a corridor for different paths to (more) 
sustainable states, limited by 'crash-barriers''” (p. 6). In this way, we do not 
run the risk of dealing with sustainability only from an ecological and/or 
economic perspective. Even though brands like Disney continually rely on the 
economic dimension because they are profit-oriented, they have a significant 
share of responsibilities related to sustainability, especially regarding the 
relationship between society and the environment. Therefore, as we discuss 
throughout the thesis, we have opted for a comprehensive approach to the 
issues of sustainability, space and transmediality, acknowledging their 
interrelationships.  

Therefore, although there are no unanimous conceptualisations about the 
notion of sustainability and sustainable development, the formulation 
presented in the Brundtland Report (1987) is commonly used. There, 
sustainability is proposed as the goal to be reached and sustainable 
development is the path to be followed for such, “meet[ing]s the needs of the 
present without compromising the ability of future generations to meet their 
own needs” (p. 16). In this report, we find the proposition of social equality, 
economic growth and environmental protection as the backbone of sustainable 
development, as illustrated below (Figure 8). 
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Figure 8. Brundtland’s (1987) sustainability and sustainable development. 
Designed by the author.  

Thus, the concept of sustainability is dynamically constructed, which opens 
space for an unrestricted and/or mobile interpretation of this concept, 
including relating it to transmediality. For this reason, we agree with Berglez 
et al., (2017) that sustainable development is not only about preserving the 
environment, but is “composed by the interrelated environmental, economic, 
and social dimensions” (p. XVI) applied to different contexts.  

Because it is dynamic and encompasses aspects of everyday life (Touri, 2016), 
sustainability can also be used to mask specific interests and ideologies 
(Beten, 2000). This can be observed, in particular, through communication. 
Based on the work of Berglez and Olausson (2014), Hornsey et al. (2016), 
Jacobsson (2019) and Olauson and Uggla (2019), we acknowledge that 
communication can both help and obstruct sustainable development. This 
potentially happens because media content can both repeat a cycle of 
classifying content about sustainability as 'neutral' (Jacobsson, 2019), and can 
take on debates about consensus and structural problems. 
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In summary, the critique of sustainability both as a scholarly concept 
and as a public and political ideal revolves around how it is or can be 
used to promote forms of development that in fact are unsustainable 
from a class and equality perspective, while neglecting and 
marginalising these elements. (Jacobsson, 2019, p. 24) 

However, communication processes and debates about media content are not 
mentioned in the 2030 Agenda for Sustainable Development. In an interview 
given to us, Olausson comments that this is one of the challenges we face 
when choosing this approach because as long as communication is 
disregarded, we will continue to reproduce the same structural (and 
problematic) ideas and ideologies that run in the opposite direction of the 
sustainable goals (Souza, 2022c). Due to this question, Lee and Vargas (2020) 
propose the need for an 18th sustainable development goal, called by them 
"Communication for All". The researchers' proposal is based on the principle 
that social and human activities are essentially dependent on communication, 
so understanding that this need is a fact and that many communities do not 
have access to this resource makes it necessary to consider the role played by 
its democratisation. 

For this reason, since communication clearly underpins genuinely 
sustainable development and requires equitable access to information 
and knowledge, to information and communication technologies, as 
well as plurality and diversity in the media, [we] point to the missing 
UN Sustainable Development Goal 18: Communication for All. (Lee 
& Vargas, 2020, p. 4–5) 

The same authors point out that although it is clear that all human and social 
activities depend on communication, this "does not guarantee that people and 
communities are equally able or have the capacity to communicate" (Lee & 
Vargas, 2020, p. 1). Thus, dealing with communication in the context of 
sustainability goes beyond providing access to media platforms and/or online 
technologies. It is necessary to consider the space occupied by media 
landscapes in the construction of people's worlds; it is about investing in 
media literacy so that people can use these technologies more assertively.  

As we argued in chapter 2, the introjection of media content in our lives is part 
of our experiences. Therefore, if we understand that transmediality is an 
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important and contemporary communicational modus operandi, dealing with 
its interconnection with sustainability seems to us critical for sustainable 
development. Or, as we will see in the case analysed here, essential to 
highlight contradictory and (un)sustainable relations. After all, 
“communication has always been about power and exclusion and that its 
transformative potential has constantly faced obstacles” (Lee & Vargas, 2020, 
p. 6). 

The first aspect of the conception of sustainable communication, according to 
Berglez in an interview for us, is an integrated understanding of past, present 
and future, in which “the way we communicate in contemporary times, the 
way we think of different types of sustainability challenges, are very much a 
product of previous communication” (Souza, 2022b). Similarly, the way we 
manage and communicate sustainability today will have an impact on these 
processes in the future. 

Thus, sustainable communication has in the way we emphasise, reiterate, 
subvert and even build media landscapes one of its parameters. In this sense, 
we come across messages, platform uses and news framings, to name a few, 
that help us build our understanding of issues related to sustainability (and not 
only it). Present here are not only the framings used for this discussion, but 
also the results of the aforementioned decisions to "externalise" environmental 
management to the economy and to understand the social aspect as secondary. 

In this sense, the second aspect is the search for “the kind of communication 
which tries to integrate economy, ecological issues and social issues” (Souza, 
2022b), breaking with the paradigm of dividing subjects into separate 
categories. 

To divvy in a sense that we discuss them separately. We focus on one 
of them at the time. while sustainable communication, somehow, 
should be an attempt to avoid reification, in where we try to 
understand society in terms of relations between those types of 
sustainable challenges. To think on how they, how the social, 
economical, ecological sustainability is very much intertwined; how 
they affect each other; and we try to realise that they cannot be 
separated. And this is like a big challenge for the media, because 
media and journalism are very much divvy reality, in the sense that 
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they pretty much divides reality into this kind of different types of 
discourses: the economic news, the political news, we have news 
about culture, and so of off. While sustainable communication is an 
attempt to maybe create new more hybrid kinds of categories. (Souza, 
2022b) 

Olausson and Uggla (2019) point out that “ecocritical studies of nature 
representations in movies, novels, poems, and other kinds of media texts 
evince the ambiguity of human beings' relationship to nature” (p.4), in a way 
that these divisions only reaffirm themselves in the cultural history of the 
West27 and, in this sense, keep building a future landscape within this same 
divide logic. We perceive here the closeness to what happens with history for 
Nora (1989) and storytelling for Benjamin (1994), as we discussed in chapter 
2. 

Olausson argues in an interview for us that attention to content is more than 
ever a way for us to shift paradigms and realise what beliefs and influences 
are resonating in media form. The content “is the carrier of certain world 
views, values, its rapid reproduction, and the structures it is transporting” 
(Souza, 2022c). 

With that in mind, one of the contributions of sustainable communication is 
to understand and analyse communication processes without losing sight of 
its affordances and contradictions around the issue of sustainability and the 
2030 Agenda. As well as overcoming a notion that humans are separate from 
nature and that the only way we can deal with the environment is by 
considering it as green and uninhabited spaces — as landscapes elsewhere. If 
this separation does not work for secondaryworlds, it could not work for 
Primary Worlds.  

Another unique contribution of sustainable communication has to do with the 
relationship between the material and the symbolic through space, which we 

 

27 According to Edmonds (2020), one of the major problems of the human/nature 
divide can be observed in how the West understands its role in the sustainability cycle, 
that is, taking sustainability as something connected to a “dissolution of the West” and 
understood as a “dangerous doctrine”, which results in the environmental crises.  
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discussed throughout this chapter. This relationship highlights the 
(un)sustainability in transmedial worlds, making it possible to analyse 
transmediatic experiences. This is because, through the binomial user-
producer, places are built using territorial textures that can be harmonic, 
conflicting or something in between those poles.  

Thus, to present how we will perform such analysis, we depart from Acselrad 
(1999) who proposes that there are two dominant rationalities around 
sustainability: 1) one that constructs sustainability as a social conservation 
principle and 2) one that understands sustainability as social transformation. 
Such rationalities are defined by the author as follows: 

1) The purpose of this rationality is to sustain the capitalist order 
by broadening the field of action of economic rationality (global 
efficiency) and by producing a new capitalist subjectivity capable of 
self-limiting its rates of accumulation (restrict of the scale of 
economic growth) [...] the discourse of efficiency proposes an 
economy of means for the same ends (economic growth) while the 
discourses of scale propose a quantitative limitation of the same ends 
(the material abundance that supports accumulation). (Acselrad, 1999 
p. 43) 

2) [it is] cultural and claimed that man's [sic.] action in the world 
is mediated by a cultural project that orders practical experience 
beyond simple utilitarian logic [...] here the reading of the 
unsustainability of the model of development contains projects of 
social transformation towards values such as equality, democracy, 
cultural diversity [...]that carries the debate beyond the relationship 
between the means and ends that are predominant in economic growth 
and accumulation of capital. (Acselrad, 1999, p. 43–44) 

We propose, therefore, two ways of understanding transmedia 
(un)sustainability in line with Acselrad (1999). One of them is based on the 
sustainability associated with capital and relates directly to the empirical 
object of this thesis. The second is directly linked to the analysis of what is 
unsustainable, towards a transformation covering the totality of sustainability 
(social, economic and environmental). 
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3.3.2. Longevity and home 

In this subsection, we start from the division proposed by Acselrad (1999), 
highlighting the first rationality about sustainability, which refers to 
capitalism's preservation and maintenance. For the author, human beings are 
continuous builders of matter and symbols of their own affects, and capital 
preservation strategies make use of this by creating material and symbolic 
works to justify and support its existence. Related to this, Acselrad (1999) 
draws on Harvey (1989) to propose that the globalisation processes are 
connected to a location and that this location does not concern only a point in 
the world, but a process of resignification of geographical barriers, which lose 
their relevance. Thus, it becomes easier for companies and entities that hold 
capital to become global influences and occupy spaces that used to belong to 
states and nations.   

According to the author, the acceleration of capital "abolishing space by 
means of time" (Acselrad, 1999, p. 48) is common in the capitalist model. 
Thus, spaces are built with the clear purpose of superimposing values and 
valuations that were not intrinsic to them, as a way to extend capital's lifespan 
— such as the branded and consumer spaces we saw in section 3.2.1 (p. 98). 
In the case of Disney, as we will detail in the next chapter, theme parks had a 
significant impact on the preservation of the brand and its creations. 
Disneyland California park is 66 years old and Walt Disney World (Florida 
complex, which includes Magic Kingdom) is 50 years old, while Disney as a 
brand is 97 years old28 showing that more than half the time of the brand's 
existence has been dedicated to theme parks. So these spaces are driven by the 
impetus to preserve capital and by the understanding that old geographical 
barriers have been mitigated, abolished or have become fluid, which positions 
them (parks) as a reference of something long-lasting and sustainable.  

Based on Acselrad (1999) and his first rationality, we can propose that a 
sustainable practice is the one that has an evident capital longevity. In other 

 

28 Disney was officially founded in 1923, but as we will see in more detail in chapter 
4, the brand is a little older, having gone through different names and different 
partners. 1923 is considered the year of its foundation because it was the year in which 
the company's first major work, Alice in the cartoonland, was released. 
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words, a practice that involves the preservation of capital and its processes 
from the past to the present and that should endure from the present to the 
future. In this sense, there is a construction of spaces imbued with symbolic 
meaning (usually linked to the branding of a brand and/or institution) that are 
co-responsible for the maintenance of the brand status and, consequently, 
preserving the capital. 

Therefore, a brand like Disney, which lasts since the 1920s and holds on to its 
values, its worldview, and its relationship with commodification and branding 
processes, becomes a longevity reference. The union of space and time with 
the conditions of globalisation/des(re)territorialisation has created the ideal 
context for Disney to become a long-lasting global influence29. A sustainable 
“iconic brand” (Holt, 2004, our translation) that uses the materialisation of its 
symbolic elements to preserve its capital. 

According to Holt (2004), an iconic brand is the one people use to “help 
express who they want to be” (p. 4) by associating their identity elements with 
the values preached by the brand. Therefore, the connection between iconic 
brands and the identities of those who consume them raises the loyalty levels 
to a brand, so that “if devotion to Disney is tied to how we express ourselves, 
we are more likely to seek to continue that relationship” (Williams, 2020, p. 
71). 

Returning to the notions of embedded engagement (Hill, 2019) and transmedia 
desire (Tosca, 2015) we can relate them to the idea of iconic brand (Holt, 
2004) to propose that the creation of “symbolic and material triggers” in theme 
parks serves to preserve that brand's capital. In addition, they serve to reassure 
the user of the existence of a subjective relationship between them and the 
brand. Especially in a nostalgic way, as Freitag (2016) suggests, that is, by 
self-referencing to preserve an image of previous success. In this way, time 
becomes one of the features of transmedia (un)sustainability, since the 

 

29 It is important to emphasise, however, that we do not intend to state that Disney 
indiscriminately and homogeneously influences the whole world. Based on Santos 
(2000) and Hancox (2021), we consider that "global influence" is related to its 
hegemonic mediatic status, which gives it a strong penetrative power for having 
technical, informational and financial means to do so. 
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preservation of a symbolic element's relevance in the material is tied to the 
time for it to be embedded in the user's (trans)mediatic lives. This is because 
time is not only a measure to know if something is durable but a way to realise 
its longevity.  

Although very close and sometimes used as synonyms, we propose that not 
always something that is durable is longevous and vice versa. We suggest that 
longevity is associated with how long something is relevant, while durability 
refers to how long something survives erosion. When we deal with these two 
elements in relation to transmedia dynamics, especially those that use space 
as media, durability may draw our attention at first, since it is more visible and 
often materialised; however, when dealing with longevity, this is not always 
the case. 

In order to address this question more thoroughly, we refer to Williams' 
research (2020) in which she analyses the case of Disney’s River Country30. 
Employing netnography, Williams (2020) mapped out people's conversations, 
on online social media, about the news of the demolition of Disney's River 
Country park in 2018 for the construction of a hotel. Through this data 
collection, the researcher came across several uses of the brand made by users, 
through childhood memories related to the brand and discourses of 
“destruction” of the sense of security that the park and the brand would be 
able to provide to these individuals. “The importance of being within a 
particular physical space and experiencing certain elements of the theme park 
environment offers a sense of reassurance and comfort” (Williams, 2020, p. 
219) close to the sensation of returning home. Something that in the author's 
research could cause a conflict between what is durable and what is longevous, 
in the sense that replacements of park attractions, for example, are understood 

 

30 Disney's River Country is one of the parks considered to be Disney's failures, 
alongside Discovery Island. The water theme park was the first of its kind in The Walt 
Disney World and operated for 25 years (between 1976 and 2001), remaining in ruins 
until 2018, when Disney announced that the company was going to build a hotel on 
the site where the park used to be. In Williams' (2020) research, the author conducted 
a netnographic survey of memories shared on online social media by people who came 
to enjoy the park, concluding that the sense of security in this solid brand structure 
can be undermined. 
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as a breach in the sense of “home”. This indicates that it is not durable, even 
if the relationship with the physicality of the park remains through the 
longevity of those memories. 

When rides are closed and replaced with new attractions, there is a 
sense of consistency and continuity for the theme park fans and 
visitors. The new attractions may be different — and may cause fans 
to complain and compare these with the previous ones — but there is 
an acceptance that progress and the need to innovate necessarily leads 
to the replacing rides. (Williams, 2020, p. 225) 

In this sense, the emerging place building here is the one that considers theme 
parks as homes, because they are like building pillars of certain identities. 
Referencing works of Tuan, Kinnvall (2006) proposes that home “provide[s] 
a sense of constancy in the social and material environment. [Since it] 
constitutes a spatial context in which daily routines of human existence are 
performed [...] a secure base on which identities are constructed” (p. 31). 

Similarly, Sandvoss (2005) investigates how fans assign stability and security 
to their respective fandoms and the pop culture objects with which they 
engage. For the author “fandom best compares to the emotional significance 
of the places we have grown to call 'home', to the form of physical, emotional 
and ideological space” (p. 64), therefore, much more meaning is attached to 
these communities' relationships and to pop culture objects than we might 
initially assume. Hence, it is not any change, novelty or action that will simply 
be accepted and made into place by users. In fact, as Williams' (2020) study 
points out, users “themselves operate their own levels of internal distinction 
regarding what they consider to be 'too commercial” (p. 224) and what is 
valuable. This perception supports the need for a study about the experience 
in the user-producer relationship involving transmedia dynamics and also 
reinforces the importance of longevity in a study on sustainability. This is 
because longevity adds a layer of transmediality to sustainability, in the sense 
of maintaining not only the economic relevance of a brand but also in relation 
to its affective capital. 

The perception of longevity related to transmedia (un)sustainability is, thus, 
much more dependent on the building of places born from the user-producer 
relationship than on how the park is built per se. It is clear that the practices 
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of maintenance of this interest take place by mapping users' engagements and 
“cannibalising” (Freitag, 2016) their own attractions, memory, history and the 
like, based on users' subjectivities. This builds a kind of pink capitalism as it 
is oriented to the brand's economic preservation, but is adorned by the 
affective triggers of childhood narratives, family trips and a “cute” brand 
culture. 

Thus, even though the Magic Kingdom's landscape has changed 
comparatively little over these 50 years on a macro scale, it changes every day 
in detail. Details of the park that are strategically positioned at eye height and 
that reference the brand, its narratives and the park itself, potentially 
awakening different memories in users. These elements on a micro scale are 
also related to the need to archive and materialise memories. 

As each trip or visit to the theme park (or indeed any place that is 
visited repeatedly) adds new layers of experience to the palimpsest of 
memory, the space becomes imbued with personal encounters as well 
as shared communal collective memory maintained and recirculated 
through participatory culture. (Williams, 2020, p. 233) 

In this way, the longevity aspect in transmedia (un)sustainability is connected 
to the creation of a sense of security, welcome and preservation of what users 
consider most precious about that place because they (users) identify it with 
some trace of their identities. In essence, what makes a space a home and 
promotes embedded engagement (or the preservation of that engagement). 
This feeling is managed through a dual understanding that the space needs to 
update itself in order for it to maintain its relevance and profitability, while at 
the same time it cannot change too much as these individuals still search for 
the elements that make sense to them. As Olausson comments: 

Perhaps they [the people] are very aware of feminism's symbols [for 
an example] and things like that, but in other contexts. And that is an 
entirely different identity. Like: ‘Now I'm going to have fun, and 
relive my childhood’ [...] So it's very important to Disney to 
intentionally and strategically appeal to the right identity positions 
with the people. [...] because, triggering the wrong identity position 
in you, that would be devastating. (Souza, 2022c) 
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This aspect, then, seems to show us a nexus between keeping something 
perennial, or even as a kind of monument, whilst it needs to be marketable. 
This means that people create an affective and meaningful relationship with 
these spaces, at the same time as they pay for each step of their recollection 
processes within these sites. 

3.3.3. (Un)sustainable places and territories 

Capital maintenance processes using the transmedia logic promote, on the one 
hand, the longevity of these media contents; on the other hand, it prompts an 
important discussion about (un)sustainability processes that such maintenance 
may entail. Speaking about the second sustainability rationality proposed by 
Acselrad (1999), we emphasise the social transformation potential of 
transmedia (un)sustainability, starting from the premise that what we do in 
space, be it physical or mediatic, is a reflection of what we do in society. Thus, 
what is built in space reflects beliefs, symbolisms, memories and social 
attitudes. In this manner, the theme park, even immersed in brand, 
consumption and commodification scopes, has social, environmental and 
economic aspects that cannot be forgotten. To approach this, we will return to 
Hancox’s (2021) and Edmonds’ (2020), who propose the idea of place as 
possibilities since 

[h]ow we relate to where we are, and what importance we give to the 
places we occupy and visit, is fundamentally influenced by cultural, 
philosophical and societal beliefs about place, and each is a product 
of its era. Our relationship to place has been and continues to be, in 
perpetual motion, embracing constant change. (Edmonds, 2020, p. 1) 

Place fits in the midst of our (trans)mediatic lives and considering the 
territories formed (from) there, we investigate the transmedia experiences that 
are manifested in the place. We propose that the concept of transmedia 
(un)sustainability, when related to this place aspect, has the power to rescue 
or even establish senses of identity, community and even humanity (Edmonds, 
2020). In relation to the aforementioned nature-humanity separation 
dichotomy, this conception has structurally become the basis of our 
disconnection with non-human-made elements, reverberating in the search for 
something external to us to be considered a place. Based on his decade-long 
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research with Australian Aborigines, Edmonds (2020) argues that if we 
disconnect from the land31 that surrounds us, we disconnect ourselves from 
historical roots and our most remote origin. In such a way that we have nothing 
left but to root ourselves to what is less “savage” and more “human”. 

What is critical here for our understanding of the changing 
relationships with place and our understanding of nature is that this 
dissolution of place in favour of the supremacy of 'space' distorts 
living and lived experience, thereby committing what Whitehead calls 
'the fallacy of misplaced concreteness' [...] as a result, place comes to 
be absorbed entirely into space (Edmonds, 2020, p. 51) 

Therefore, we feel that we need to connect a material locality to what is 
immaterial, such as the sensations of security, home and welcome. This is how 
a theme park can come to be the reference for the feelings we have towards a 
certain narrative, for example. Besides Edmonds (2020), Casey (1998) 
proposes that the issue of nature-human separation has its origin in one of the 
most reproduced concepts of modern thought: Descartes' “cogito, ergo sum” 
(I think, therefore I exist). For Casey (1998), by placing thought over 
existence, we develop a belief that only what we put our hands on (as thinking 
beings) exists, therefore, if nature is out there, it does not exist. This thought 
places us at the top of a pyramid of existence and importance created by 
ourselves. 

And so, we have changed the original meaning of land and treated it as a 
matter to be shaped according to our minds and our principles. We have also 
changed our understanding of power and so we tend to choose spaces that 
convey some sense of belonging because we have lost our most original 
connection. 

 

31 Edmonds (2020) uses the term “land” to refer to our surroundings, both in terms of 
the soil, bush and mountains, and in terms of animals, wind, rain and sun. According 
to the Australian Aboriginal peoples, we are part of the “land” and return to it after 
death as a way of showing our deep connection. Also, in life, each person has a 
responsibility to this land, as it ensures the survival of their community and culture. 
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the nature/culture dualism is the product of the very particular cultural 
history of the West [...] these conceptual orders are not 'real' in any 
meaningful sense, but rather just one, potentially very problematic, 
conceptual formulation for understanding things [...] with particularly 
challenging implications for how we understand and respond to place 
(Edmonds, 2020, p. 54–55) 

It is in this scenario that spaces such as theme parks acquire the function of 
being reference places for an entire generation, family or community, even if 
they represent a specific way of life and a worldview that does not correspond 
with social diversity. If we prioritise what was made by human hands and, 
moreover, disconnect ourselves from our origins, even separating body and 
mind, the places we are left with are those that provide us with some 
experience. In a context of apparent abundance and “regardless of the quality 
of experience, a place afford in its current state, significantly inflated prices” 
(Edmonds, 2020, p. 66) paid with the aim of being part of a transmedial world. 
This is because, somehow, paying for this experience and emphasising such a 
relationship bring more sense of belonging than something from the Primary 
World, like politics and religion. This leads to the flourishing of hyper-
commercialisation of spaces, land expropriation, gentrification and the 
Experience Economy (Pine II & Gilmore, 2011), among other processes with 
which we will deal in the next chapter. 

We can, perhaps, usefully speak of an emotion-spatial hermeneutic: 
emotions are understandable — “sensible” — only in the context of 
particular places. Likewise, place must be felt to make sense. This 
leads to our feeling that meaningful experiences emerge only via 
movements between people and places. Perhaps through an 
exploration of diversity we could become better placed to appreciate 
the emotionally dynamic spatiality of contemporary social life. 
(Davidson & Milligan, 2004, p. 523) 

The point at issue in this scenario of (un)sustainability is the need to 
restructure these “particular places” (Davidson & Milligan, 2004, p. 523) so 
that they can bear diversities, especially by (re)integrating nature as part of the 
culture (Edmons, 2020) and making recurrent the necessary elements for 
sustainable development. For Hancox (2021), transmediality, in a direct 
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relationship with place, has the potential to make this transition. The author 
(Hancox, 2021) argues that it is less about the reasons why some stories are 
told and others are not: if we want to change something in society, or 
investigate something more deeply, we need to be those who tell our own 
stories rather than outsourcing our gaze. One of the ways to do this, she says, 
is to break with the one-dimensional view toward the other. “I would argue 
that the usefulness of transmedia storytelling is that, like transdisciplinary, it 
moves away from discipline or media-specific notions to suggest hybrid forms 
that change with each new project and combination of approaches” (Hancox, 
2021, p. 136). Therefore, transmediality has the potential to help us towards 
sustainability with transformative potential.  

For this, and following Becker, Jahn and Stiess (1999), we consider that 
“sustainability has to be conceptualised in strictly relational terms” (p. 6) that 
is, always asking “sustainable for whom? Therefore, we deal with transmedia 
(un)sustainability because this concept is evident in transmediatic spaces 
between sustainability and unsustainability, considering its textures in relation 
to something. In this movement, we find the paradoxes and contradictions of 
the discussions around sustainability and sustainable development.  

In this way, Magic Kingdom, as a transmedial extension, gathers in one space 
the physicalities and symbolisms of the stories told by Disney and maintains 
the relationship that users have with them, and, ultimately, sustains the brand 
and the Disney world. From the transmedia (un)sustainability perspective, the 
three axes of the sustainability and sustainable development backbone (Figure 
8) can be understood as the textures that make up transmediatic experiences 
in the theme park.  

Its combinations articulate elements of each of the axes, in order for it to 
sustain its sustainability perspective. In this sense, a particular action may be 
considered sustainable for the brand and the preservation of its capital, but 
unsustainable for users who want to be associated with the brand, as in the 
case already mentioned of banning cosplays in the theme park. Once we take 
the meaning of sustainability such as the axis advocated by Agenda 2030, we 
realise how the theme park may be reiterating images and messages that go 
against the sustainable development goals and what we seek as a society.  
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As we have discussed in this chapter, users who engage with and in the theme 
park understand the need for expansion and alteration of the elements present 
in the park, even if they still want to preserve elements that are particularly 
memorable to them. In this sense, an area of tension is observed between the 
company's commercial objectives and the subjective construction of the users. 
According to Williams (2020), this “threat of replacement and progress 
inherent in theme park space moves us from text-oriented approaches to 
moments of ending and loss and towards exploration of the spatial” (p. 28). 
Thus, what is at stake for the users is the sustainability of their memories and 
the sense of security emanating from the spaces, not exactly the contents 
present there. The preservation of the capital for these users is connected to 
the preservation of their own memories and feelings about the brand and the 
park. 

For Kiriakou (2017), this ambivalent feeling refers to a nostalgic mindset, 
which seeks to cling to “a version of the resort that no longer exists” (p. 100) 
as a way to reconcile with the brand, as users feel the need to preserve their 
memories and justify their embedded engagements in some way. Thus, we 
have two aspects concerning what needs to be preserved and, sometimes, these 
aspects clash around power relations. On the one hand, we have Disney's 
sustainability, its symbolic fortune and the park that materialises this wealth; 
and, on the other hand, we have the subjectivities attributed by users to the 
brand, through the theme park. According to Hill, power conflicts, in this case 
between Disney (as producer) and its users, are part of the engagement's nature 
because engagement is relational, so we need to investigate how those actors 
relate to each other with regard to imposed limits, occurring conflicts and 
subversions (Souza, 2022a). 

In an interview granted to us, Fast adds that the use of terms such as 
“participation” and “co-creation” when dealing with user engagement with 
brands and transmedial worlds is perhaps rather optimistic, since “that should 
mean something else than just to act within the frames of a specific marketing 
campaign” (Souza, 2022e). As we will see briefly in this chapter and will 
deepen in the analysis, the theme park is a complex space of transmedia 
(un)sustainability which relates directly to the experiences lived there. 
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Even though there is an intense conversation about the changes in The Walt 
Disney World as a whole, MK itself has undergone little change on a macro 
scale. When comparing Magic Kingdom's 1971 and 2021 maps (Figure 9), we 
can see that work is underway to keep the lands and certain specific points 
intact: 

 

Figure 9. Magic Kingdom map comparison (1971 and 2021). From Laughing 
Place (https://www.laughingplace.com/w/interactive-map-of-the-magic-
kingdom-throughout-history/)  

The way the lands are divided is one of those elements that has remained 
unchanged, while there is a frequent and daily change in other aspects of the 
park, such as adding new products to the shops, changing the decoration for 
each season or holidays, adding items that refer to the latest blockbusters, etc. 
Thus, we can identify a sustainable action of the brand in order to preserve the 
park design as much as possible, while it can become unsustainable in an 
environmental perspective and on a micro scale because of the constant 
changes. Paradoxically, frequent change can be economically sustainable 
because it provides reasons for people to return to the park and relive previous 
experiences while seeing and experiencing new attractions. The constant 
changes on a smaller scale update transmedia extensions according to new 
audience interests, being economically sustainable, while eventual changes on 
a larger scale transform the park into a durable and longevous transmedia 
extension. 
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Still, on the changes on a macro scale, we confront the way the park is divided 
as per Olausson and Uggla (2019) and Edmonds (2020), pointing out that the 
divisions promoted by the brand on these lands are contradictory sustainability 
areas. On the one hand, we have the lands preserving their creator's principles, 
history, and involvement with their nation. On the other hand, the little change 
in this large structure over the years is fraught with complicated symbolism, 
repeating the human-nature split and reinforcing socially unsustainable 
stereotypes. An example of this is relating the words “adventure” and “exotic” 
to an area of the park that references traditional peoples, such as Native 
Americans and Bedouins, while relating “tomorrow” and “future” to the area 
arranged on the opposite side of the former, suggesting that development is 
the reverse of nature. With this approach, they are certainly maintaining an 
unsustainable understanding of the planet and its social and environmental 
diversity, while sustaining the same worldview of the company and its creator 
as in the 1970s. 

In the comparison (Figure 10) below, we show this interrelationship of the 
different lands, arguing for the need to consider both scales in the analysis of 
the park, as we will do in the following chapters. 

 

Figure 10. Comparison of MK’s Adventureland and Tomorrowland. 
Compilation made by the author.32  

 

32 Montage made with pictures from Google Images, using the keywords 
Adventureland Magic Kingdom and Tomorrowland Magic Kingdom. 
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What is contained in each of the lands relates directly to the way Walt Disney 
understood the world, considering his life and what he wished to preserve as 
a legacy. This also speaks to how the brand is constituted in terms of value 
and memory, as it frames its own works within these definitions of what would 
be “adventure”, “fantasy” and “tomorrow”. Without mixing one area with the 
other, the organisation of the park is assured, although reinforcing stereotypes 
of peoples and beliefs and diverting from a deeper review of these elements. 

As we have previously discussed, the loss of control over how the brand 
believes this is best-preserved causes conflict in several spheres in terms of its 
relationship with the user. Returning to the example of the cosplay ban in the 
parks from age 14, we see how transmedia (un)sustainability emerges as a 
paradox: on the one hand, the brand is concerned about the risk of “breaking 
the magic” by having more than one particular character walking around the 
park, so it promotes an unsustainable action of banning cosplays. On the other 
hand, users want to sustain their symbolic relationship with the brand through 
bodily materialisation, so they find ways to subvert the rule and contribute to 
the sustainability of the very brand that banned their practice. 

Sensing a loss of control, the brand hijacks the creation of its users and starts 
selling this idea back to them, in an attempt to sustain itself according to its 
own parameters. However, this very practice unleashes an overproduction of 
stuff, as the brand does not know what needs to be produced on what scale, so 
it produces too much of everything, including items that cannot be reused or 
recycled. This creates an unsustainable practice that includes consumerism, 
the use of low-quality materials, waste, labour outsourcing, complicated 
labour relations, among other unsustainable features. Features that cross the 
three sustainability dimensions: social, economic and environmental. 

In this sense, an action understood as unsustainable for users can be seen as 
sustainable for the brand and its purposes, and vice versa. This turns 
transmedia (un)sustainability into a fertile ground to unveil different 
communication practices and the importance of considering them in their 
specificities, including which idea of sustainability is our starting point.  
Considering Acselrad's (1999) two rationalities, we can switch from one to 
the other, specifying how each of them is present in the analysed phenomenon. 
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We conclude this section with an analytical scheme (Figure 11) based on the 
literature review presented throughout these chapters. It articulates transmedia 
(un)sustainability, the three dimensions of sustainability and the user-producer 
relationship as textures of the transmediatic experience of the theme park 
space. 

 

Figure 11. Transmedia (un)sustainability analytical scheme. Designed by the 
author. 

In the scheme above (Figure 11), what we realise is that if we just describe a 
specific action, such as cosplay merchandising, we can see that it carries 
features of economic, social and environmental dimensions. However, 
without specifying our referential (i.e. whether we are analysing such action 
from the producer's or the user's standpoint, or both simultaneously), these 
actions are just enumerated. In order for us to analyse it as sustainable or 
unsustainable and in which measures, we need to take the referential point into 
account. 
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This reflection will be taken up again in chapter 5 as one of the tools to answer 
our main question: in what way are transmedia experiences outlined at Magic 
Kingdom and to what extent does the relationship between space, brands and 
sustainability singularise the notion of transmedia dynamics? 

From the proposed objectives, we have established in this chapter the 
relationship between transmedia, space and sustainability pointing out how 
this triangulation offers a rich path for our research. We have also related such 
axes to the transmedia experience, proposing that the variation of place built 
from users' subjective elements in relation to producers' commercial elements 
makes evident (un)sustainable transmedia practices, which gives us hints of 
the particular importance of spaces such as theme parks for transmedia 
dynamics. 
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4. World-Building in Theme Parks 

In this chapter we go through theme parks as the empirical axis of our study, 
emphasising their history and relevance in transmedial studies. Then we move 
on to our particular issue, the Magic Kingdom theme park, located in the state 
of Florida, United States, which belongs to the Disney brand. To present 
Magic Kingdom, we trace its trajectory from the history of Disney as a 
company, as well as its economic constitution and commercial movements 
based on a “Disney Master Narrative” (Madej & Lee, 2012) which culminates 
in the creation of its themed spaces. 

We consider the advent of theme parks as a singular moment in the strategies 
of maintenance of the Disney brand's transmedial world, which is related to a 
whole culture of selling experiences, as we will see in more detail in the 
following section.  

This chapter aims to present the theme park in its spatialities connected to the 
issue of transmediatic experience and transmedia (un)sustainability. By doing 
so, we can build the analytical parameters that will be intersected in our 
methodology in the next chapter. We also argue that the construction of the 
Disney brand has, potentially, direct impacts on our “(trans)medial life” 
(Marlet & Massarolo, 2015) since the brand associates itself so closely with 
social values, such as family, childhood and friendship. This association 
ensures the brand a long-lasting and recursive relationship of pervasive 
nostalgia (Niermeyer, 2014), which enhances the sustainable feature over 
time, although it is problematic for reiterating certain unsustainable aspects, 
as we will see later. Finally, we return to the concepts of branding and 
commodification to discuss the notion of “experience economy” (Pine II & 
Gilmore, 2011), with the intention of building a bridge with the next chapter. 

Thus, this chapter is divided into three parts. In the first, we focus on the theme 
park as a whole, exploring its history, particularities and economic importance 
— especially for entertainment brands. Here we articulate the concepts of 
Disneyization (Bryman, 2004) and Experience Economy (Pine II & Gilmore, 
2011), in order to understand the economic features of the experience created 
in the parks. 
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In the second part, we discuss Disney as a transmediatic brand relying on its 
theme parks to sustain and maintain its brand relevance and profitability. In 
this part, we deal with how the creation of the parks relates to the brand 
alignment that Disney has improved over time through its embedded 
engagement relationship with users.   

In the following section, we deal with the lieu occupied by Magic Kingdom 
in relation to the brand, crossing this discussion with theories about lieux de 
mémoire, (trans)mediatic life, experience and embedded engagement. Finally, 
we explore the perspective of transmedia (un)sustainability in relation to the 
Magic Kingdom to justify and position our empirical object in the thesis. 

4.1. The experience at the theme park 
Theme parks represent one of the fastest-growing tourism segments in the 
world. According to the most recent Themed Entertainment Association 
(TEA) and AECOM (2017–2018–2019) surveys, theme park visitation 
exceeded half a billion visitors in 2018 “for the first time in history”, 
increasing 5.4% year-on-year and rising a further 4% in 2019. Since 2016, this 
segment has seen an average growth of 5% annually, especially in parks built 
in countries in the East, such as Japan, China, the Arab Emirates, among 
others. Still, Magic Kingdom remains the most visited park in the world, with 
about 20.4 million visitors a year, which shows its stability in the sector (TEA 
& Aecom 2019a, 2010b).  

For Lockwood and Medlik (2003), when observing the role that tourism plays 
in people's daily lives, it is possible to perceive several socioeconomic 
developments, whether through the enrichment of specific regions of the 
world and transport networks facilities, or through the population ageing and 
access to travel information, now done in a much more organic and 
independent way. They propose that understanding this phenomenon “also has 
a social, cultural and environmental significance” (p. IX, our translation). 
Considering the authors' statement, we can ponder what took place in 2020–
2021 during the covid-19 pandemic and the way it affected a seemingly stable 
market. In early August 2020, The Walt Disney Co. filed a report for investors 
pointing to a loss of approximately $5 billion between April and June of that 
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year due to the coronavirus, according to a story in The Wall Street Journal33, 
as we can see illustrated in the graph below (Figure 12): 

 

Figure 12. Disney revenue 2018–2020. From The Wall Street Journal 
(https://on.wsj.com/2YO7TOc). 

According to a USA Today34 article  from August 2020, about 3 billion of the 
losses are from the parks, experiences and products segment, and from the fact 
that the theme parks and cruise lines were shut down as a preventive measure 
against contagion by the virus. “The company's parks, experiences and 
products segment revenue declined 85% to $1 billion compared with the same 
quarter in 2019. Operating income fell $3.7 billion to a loss of $2 billion” 
(Tate, 2020), which represents a shock to the sector, especially given its 
previous apparent stability. 

Bob Chepak, CEO of The Walt Disney Co, has stated that “we should be in 
good shape once consumer confidence returns” (Tate, 2020). However, as we 
will see further on, one of the differentials of the theme park in relation to 

 

33 Source: https://on.wsj.com/2YO7TOc  

34 Source: https://bit.ly/3hDq9kO  
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other media was impacted: the fact that it is tangible. With the approach of the 
50th anniversary of The Walt Disney World and Magic Kingdom in October 
2021, as soon as vaccination started in the United States (between March and 
April 2021), the parks reopened their doors. As we will see in the analysis, the 
reopening of the parks is supported by discourses stating that the brand is 
taking all reasonable precautions to avoid contagion and that the park could 
not remain closed for long due to the 50th-anniversary celebrations. However, 
as we dwell on this work, we still cannot glimpse the outcome of the covid-19 
pandemic scenario, especially in what it will mean for transmediatic 
experiences of and in theme parks. According to the recent documentary 
released on the brand's streaming service Disney+, the 50th-anniversary 
celebration had to be turned into something even more special as the fans of 
the brand went through tough times with the covid-19, so it was paramount 
for Disney to provide happiness and good memories. 

Thus, although it may seem that the use of spaces as entertainment 
environments is a recent action that well represents the “experience economy” 
(Pine II & Gilmore, 2011), in which one pays to experience something rather 
than to purchase a product or service, the history of theme parks is much older. 
Originating from variety shows, such as vaudevilles and music halls, as well 
as from exhibition fairs, theme parks have been shaping up for ages and the 
form they take today is only a more recent design of the relationship between 
people, entertainment, consumption and space. 

Specific spaces for entertainment and consumption have been present in 
Western history since ancient times, as Arlindo Machado (1997) points out, 
but they are especially observable from the 1500s to the 1900s when 
entertainment venues became popular in Europe and the United States. The 
author comments that these spaces were marked by groupings of simultaneous 
or sequenced attractions, which also aimed to disseminate the existent 
technologies at the time, such as phantasmagorias, penny arcades, vaudevilles, 
among others, as well as creating an environment of circulation of people and 
goods. 

The variety fairs, as they became known, mixed shows (e.g. scenic, musical, 
circus, etc.) with the narratives that existed at the time and circulated them 
with adaptations as the technologies became more refined and/or new ones 
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were created. In other words, a fairytale-like story was adapted for the theatre, 
performed by musicians and even represented on objects sold as souvenirs. 

Despite not having specific themes, there was a logic in the way these spaces 
were organised, basically arranging each technology with its “sisters”. Thus, 
attractions related to moving images, for example, were put next to each other, 
while attractions with toys and shopping items were placed elsewhere.  

From the 16th century onwards, variety fairs gradually gained other spatial 
forms of entertainment, such as street cinemas, drive-ins and amusement 
parks, configurations that were more suited to the urbanisation process that 
was beginning to intensify. Denmark's Bakken park is the world's oldest 
amusement park still in operation35. It started in 1583 as a leisure space (like 
a plaza) where one could watch outdoor performances, see animals and buy 
treats, but it remained closed to the general public until the year 1756.  

With the bloom of parks such as Coney Island (1903) in the United States, the 
1900s were marked by older western parks36, such as Bakken Park, Prater Park 
(Austria – 1766), Vidámpark (Hungary – 1838) and Tivoli Gardens (Denmark 
– 1842) installing more technological attractions, such as roller coasters and 
simulators, in a move to update and maintain the public interest.   

Coney Island37 (1903), considered a milestone in the amusement parks' 
history, was the first to follow a spatial organisation model that left behind the 
city town to occupy a significantly larger and exclusive area. Moreover, it 
relied on private sector investment for its construction (until the space was 
bought in 1923 by the City Hall, which turned it into a tourist attraction in the 

 

35 Source: https://bit.ly/3nPKsS5  

36 Although we see this movement reflected in the East, as we demonstrated at the 
beginning of this chapter, it is important to note that the history of entertainment 
spaces in countries such as Japan, China and the Arab Emirates has evolved 
differently. As we are dealing with a North American empirical object, we turn our 
attention to the Western context.  

37 Coney Island was the largest entertainment venue until the opening of Disneyland 
in 1955 (Khoury, 2021). 
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city), which meant another approach to financial turnover, based on profit-
making. 

The difference between parks like the Bakken and Coney Island, besides their 
position in relation to the urban organisation, is the fact that the first ones 
started as fairs or amusement parks inside the cities, while the following ones 
already emerged within an attractions logic focused on entertainment 
commodification. Thus, the major interest of these new parks was the 
technologies present there, the unusual and the more dynamic attractions, like 
roller coasters, ghost trains and circus characters.  

The structure of amusement parks like the Bakken was closer to what we see 
in city squares, while parks like Coney Island were more reminiscent of the 
old variety fairs, known as Carnival, which were marked by a suspension of 
reality embodied, for instance, by characters that read the future, ghost trains, 
hall of mirrors, among others. However, even if already settled in a place 
outside the city, in the Coney Island model there was still no theme behind 
these attractions and they were seen as entertainment spaces equated to zoo-
botanical parks, zoos and circuses.  

Returning to Freeman (2014a, 2014b), we understand that this 
commodification of leisure that Coney Island manages to represent very well 
is a direct product of the economic and social changes of the transition from 
the nineteenth to the twentieth century. These changes were especially 
encouraged by the North American rural exodus that followed the shift from 
an economy based on agricultural products to one founded on city-based 
manufacturing: 

 

The concept of commodification transformed the process of consumption into 
entertainment — the leisure of reading, for instance, fast becoming almost 
indistinguishable from the leisure of shopping, steering readers from the pages 
of periodicals to the stores of produce [...] notions of a culture defined by 
multiplication of consumer goods, each connected together. (Freeman, 2014b, 
p. 46) 
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Thus, leisure and entertainment-related activities became more and more 
linked to the act of buying. This also coincided with the growth of media and 
literacy among Americans, which turned them into potential consumers of all 
sorts of mediatic products. Books, pamphlets, newspapers, comics and theme 
magazines, according to Freeman (2014b), are indispensable to understanding 
how commodification and branding “permeate more freely across the border 
of different platforms and alternate media” (p. 47). 

This scenario was further intensified with the emergence of new 
communication media and then, between the 1940s and 1970s (Nader, 2007), 
a movement around the construction of theme parks gained momentum in the 
United States. Led by Walt Disney, the movement intended, with the 
appropriate financial incentive, to multiply the construction of entertainment 
spaces in a logic similar to the old variety fairs and amusement parks, but this 
time surrounded and connected by a great theme. In this context, Santa Claus 
Land, launched in 1946, is considered the first theme park. Located in the state 
of Indiana, in the United States, this park had its themed structure modified so 
as not to become a park that depended on Christmas for having visitors. It 
changed its name to Holiday World and, today, encompasses delimited areas, 
following the Disney style, with themed attractions inspired on holidays, such 
as Halloween and Thanksgiving38. 

Even though longevous, Santa Claus Land has never achieved Disneyland's 
(1955) and, later, Walt Disney World's39 (1971) benchmark status (1955). But 
it helped in popularising this style of park and increased the demand for 
building traffic lines that could be arranged around some previously remote 
locations. This is how several theme parks came into being, notably in the 
United States and especially during the 1970s. Some remain to this day, 

 

38 See more: https://www.holidayworld.com/holiblog/2018/10/11/park-history-santa-
claus-land-holiday-world/ 

39 The Disney World Complex in Florida is made up of parks, shops, leisure facilities 
and hotels. 
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constantly updating themselves, like Universal40 and Busch Gardens41, others 
have undergone profound changes, such as MGM, which has become Disney's 
Hollywood Studios42. There are also those that have transformed spaces and 
attractions into theme parks, such as California Studios, themed restaurants 
and even some music festivals, such as Rock in Rio, Tomorrowland and 
Coachella. Today, TEA and AECOM include museums and cruises in this 
very segment. 

This kind of “park-theming” of environments that had other purposes is the 
result of an economic transformation observed by Pine II and Gilmore (2011), 
namely experience economy. According to the authors, experience economy 
intensifies an overlapping of layers of experience over the selling43 of goods, 
products and services in order for them to gain more value (and be more 
expensive too). The authors point out that this addition of layers of experience 
on consumer items is not what defines the “experience economy”. What 
characterises it as “a long-term structural shift in the very fabric of advanced 
economies” (Pine II & Gilmore, 2011, p. XVII) is that people are stopping 
spending money or reducing their consumption of material goods and services 
in order to experience something paid for. That is, one pays for a moment, for 
time experiencing something and for those threads that form an experience, as 
we discussed in chapter 2. Not to mention the fact that different individuals 
demand different experience offers, giving rise to a profusion of sellable types 
of experience. 

It would be a mistake to suppose that all consumers want openly co-
created offerings in every circumstance and in every category of good, 

 

40 See more: https://www.universalorlando.com/ 

41 See more: https://buschgardens.com/ 

42 See more: https://disneyworld.disney.go.com/destinations/hollywood-studios/ 

43 Pine II and Gilmore (2011) use the term commodity to refer to agricultural or, at 
most, manufactured products, such as the coffee beans we use as an example in the 
text. However, to avoid confusion with the uses that other authors make of the term, 
especially critically, signalling the transformation of something in favour of the sale, 
we decided to translate the term as "goods" instead of commodities. 
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service, and experience [...] what should be considered is the degree 
of control afforded in any given situation. (Pine II & Gilmore, 2011, 
p. XX) 

Accordingly, what we see in the experience economy is that different levels 
of interaction are added to the sale, but the main one is that “to a degree all 
experiences are co-created, as they happen inside the individual person in 
reaction to what is staged outside that person” (Pine II & Gilmore, 2011, p. 
XX). 

It is exactly because it takes place in an outside-in relationship with the 
internal perception of these stimuli that the experience economy differs from 
other economic movements. According to Pine II and Gilmore (2011), when 
dealing with an excessive amount of offers and few particularities among 
them, offering experiences becomes the very differentiation and increases 
these experiences' value. And this value is enhanced as the most unique 
possible and, in certain terms, “incomparable”. 

In order to develop this idea, Pine II and Gilmore (2011) propose that there 
are four concurrent types of economy, of which three are already rooted and 
one is on the rise: commodities, products, services and experience. To explain 
the difference between them, let's use coffee as an example: in the commodity 
economy, the raw (or at most manufactured) coffee bean is sold to someone 
who will transform it into a product or service; in the product economy, 
ground coffee is sold on a supermarket shelf; in the service economy, the 
preparation of coffee for consumption is sold; and in the experience economy, 
what is sold is the experience of going to a coffee plantation, picking, roasting 
and grinding the beans, and brewing the coffee that will be enjoyed. In other 
words, what is sold in the experience economy is the living experience of 
something through sensations, “do it yourself” and time. 

For Pine II and Gilmore (2011), there is a value progression scale of what is 
sold, in which the experience occupies the highest rank, being both a premium 
sale and a differentiated and relevant one, as we can see below (Figure 13): 
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Figure 13. Economic value progression. From Pine II & Gilmore, 2011, p. 34.  

In the authors' proposition, not only does the experience economy have all 
these characteristics, but it also confirms that in the current market context 
there is an understanding that “the best thing in life, are not things” (Pine II & 
Gilmore, 2011, p. 32), but moments linked to the affects and which become 
memories. Also, as discussed by Hill (2019) on embedded engagement and 
Tosca and Klastrup (2019a, 2019b) on transmedia experience, time is the real 
currency of this economy, since it is through time that money is obtained and 
saved to spend on an experience, which will occur in a specific period and 
which is cultivated from an affect (generated by identification, beliefs and 
personal stories...) over a lifetime. In the same way, after having lived this 
experience, one creates a memory linked to this event, which will be activated 
for a long time and shared with other subjects. 

For Lukas (2019), this sharing echoes the way we relate to these branded and 
consumer spaces, generating “post-associations: a desire to share the 
experiences with others; conversations about how 'we'll be back'; the sense of 
optimism and hope that results from escaping the issues and problems of 
everyday life” (Lukas, 2019, p. 140, emphasis in original). 

In an interview granted to us, Tosca comments that one of the factors that 
made her and Klastrup observe the interweaving between transmedia 
dynamics and people's everyday life was exactly the way in which they 
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referred to their memories of moments experienced with transmedial worlds 
(Souza, 2022d). 

Once you start to talk to real people, you realise that it's very hard to 
just keep it there to sort of just discuss the moment of the reception of 
the game, the film or whatever. People start to tell you the 'why'. Why 
is this important for ‘me’ [...] like: ‘this is important because this is 
what I bonded over with my future wife’, so, everybody was telling 
us personal stories that were stitched together with the experience of 
these media. (Souza, 2022d) 

In this way, the researcher points out that the preponderance of these media 
contents in people's daily lives sometimes makes it more important to them 
than religion, their communities or other subjects. That is why we also 
preserve this kind of relationship with significant time investment.   

In sum, the use of our time leads us to engage in a long-lasting way with what 
affects us, so if experience economy is precisely the sale of moments 
immersed in sensations, forming lasting bonds with these elements would be 
easier. Such a fact can create a ramification of this economy in a memory 
economy, where the experience that can stay longer, through the purchased 
memory, will be economically more viable and sustainable. 

Besides Pine II and Gilmore (2011), other authors have been working with a 
perspective of experience as commodity. Matt Hills (2016), Felipe Trotta 
(2010), Henry Jenkins (2016) and Mark J. P. Wolf (1999), among others, deal 
with an experience economy44 in which “park-themed” attractions bear a 
direct link to the “immersive performance” (Hills, 2016, p. 244) of 
contemporary media, which crave participation and constant sales of their 

 

44 Even if the expression “experience economy” is not used by all these authors, their 
variations, such as “attention economy”, “affection economy”, “commodified 
experience” and “experience-based marketing and access-oriented” assume in 
common the sale of a particular experience driven by something that differentiates it 
from the rest of market offerings. In this sense, even with different approaches, the 
mentioned authors are referring to a movement that resembles the “experience 
economy” such as we are addressing in this thesis. 
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material products and experience itself (through “being present” 
experiencing).  

Alan Bryman (2004), another author who focuses on the issue of experience 
selling, delves into a direct analysis of the Disney theme parks and their 
mechanisms, with the aim of understanding the impacts of a “disneyization of 
society”. 

The term ‘Disneyization’ is a slightly clumsy one and is also 
somewhat unusual given the preference of many writers and 
commentators to prefer the more commonly used ‘Disneyfication’. 
My reason for preferring the alternative term is that Disneyfication is 
typically associated with a statement about the cultural products of the 
Disney company. To Disneyfy means to translate or transform an 
object into something superficial and even simplistic. (Bryman, 2004, 
p. 5) 

In explaining his predilection for the term "disneyzate," Bryman refers to 
Schickel's (1986) understanding of the term "disneyficate" as transforming 
something into another simpler and "pasteurised" one. Schickel ponders on a 
kind of "machine" that shapes storytelling and transforms it into sanitised and 
standardised stories. He is concerned about "Disneyficated" narratives, 
especially those based on children's stories, popular folklore, and fairy tales 
because they would lose their original potentialities. This consideration refers 
to a previous work of ours (Souza, 2012), which reflects exactly on the 
departure from a collective experience of fairy tales, in the sense treated by 
Benjamin (1994), to a modern experience, mediated by animated movies 
based on these tales. 

Differently from Schickel, Bryman deals with the term "Disneyization thus 
becomes a lens through which the nature of modern society can be viewed, as 
well as a way of thinking about issues to do with consumption and 
globalisation" (Bryman, 2004, p. vii). To refer to this process, the author 
divides the parks' principles into four: theming, hybrid consumption, 
merchandising and performative work. He thus argues that these principles 
have been able to penetrate our social institutions and practices in a broad and 
almost organic way, as role models for excellence in service, commerce, 
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production of goods, experiences and "memories", which gives the notion of 
disneyization the form of a "globalizing force" (Bryman, 2004, p. 161).  

By directly observing theme parks as the nerve cores of a trend that had been 
taking place even before the opening of the first Disney park (Disneyland in 
1955), Bryman (2004) deals with the selling of the experience stemming from 
a "systemscape in the sense of a set of underlying principles that are diffusing 
throughout the economy, culture and society" (p. vii). Arguing that Disney's 
relevance lies precisely in its brand culture and the continuous way in which 
the company structures and updates what it sells. Both Bryman (2004) and 
Pine II and Gilmore (2011) seem to suggest that Disney has always sold 
experience, however "it is crucial to remember that Disneyization is not about 
the influence of Disney but about the spread of the principles that its theme 
parks exemplify" (Bryman, 2004, p. 11). The question Bryman raises is how 
these elements present in theme parks relate to the way we are building 
experiences in other spheres, including some that are not linked to 
entertainment. 

Ginha Nader (2007), along with Bryman (2004) and Pine II & Gilmore 
(2011)45, see that the various processes set as standards within the Disney 
parks have shaped our way of waiting for and even receiving a service and/or 
a product, so that we started to create an expectation around what we will 
experience in a purchase, regardless of its nature. 

Thus, theme parks are understood as exponents of this experience economy, 
in which all consumer relations need to undergo an "experience treatment", 
even when this is not the purpose of the purchase (Wolf, 1999). As an example 
of this same issue pointed out by Wolf (1999), Bryman (2004) cites how North 
American universities began to create schedules of public open events, 

 

45 It should be noted that Nader's perspective is much more focused on an 
understanding of processes of “excellence” [sic.] in the provision of services and sale 
of goods, while Bryman focuses on bringing a more applied critique of the ways in 
which these processes are dictating the way we understand the world and our 
relationships with it. Pine II and Gilmore, in turn, work with a “manual” perspective 
that shows companies, brands and communicators how to use the experience economy 
as a way to improve and intensify sales in the contemporary world. 
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seeking to foster a relationship of closeness, strengthen their fundraising and 
sell the university experience through caps, t-shirts and a weekend on campus. 

Such conceptual slippage between media text and consumer product 
— the former exploited as an affiliate of the latter, blurring any 
distinction between the two — had indeed guided an accumulative 
perception amongst consumers that [...] industrialized consumption 
'consumed' media texts, as it were, as parts of a flow of braided 
consumerism composed of media texts and consumer products alike. 
(Freeman, 2014b, p. 50) 

In this context, we would like to propose the formation of an experience in 
theme parks from within two spheres: the Disneyization, by Bryman (2004) 
and the experience economy, by Pine II and Gilmore (2011). To do so, we will 
associate the dimensions that characterise both analyses proposed by the 
authors in order to understand what kind of commodified experience is 
promoted in the theme park. 

The first dimension to be observed in disneyization is thematic, based on the 
idea that “theming consists of the application of a narrative to institutions or 
locations” (Bryman, 2004, p. 15). For Bryman, it is essential to understand 
theming as the way found in theme parks to build this “experience economy”, 
because from one or several themes it is possible to promise the delivery of 
services related to sensations. Touching, seeing, eating, being there and 
immersing oneself in the world of Disney, for example, are some of these 
sensations, which, according to Bryman, are achieved by the act of theming a 
space. 

The author points out that theming is what promotes our expectation of what 
we will come into contact with so that if we go to a Mexican-themed 
restaurant, we expect to eat Mexican food, listen to Mexican music and see an 
interior that alludes to Mexico – even if it is a pasteurised version of Mexico. 
In the case of Disney theme parks, Bryman understands that the theme 
operates as the nerve centre of the experiences to be promoted because it 
makes the promise beforehand, creating expectations. As we will see in the 
next sections of the chapter, each of the park lands has a central sub-theme, 
connected to the park theme as a whole, organising the attractions and 
transmedial worlds present there. The issue of theming is also noted by Pine 
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II and Gilmore (2011), who understand that the greatest power of a theme lies 
in the fact that it “ties disparate merchandising presentations together into a 
cohesively and comprehensively staged way” (Pine II & Gilmore, 2011, p. 
68), so that the theme is a prerequisite in an experiment, even if it is not well 
executed, artificial, or natural. In the latter, we also find a very pertinent issue 
for our approach to world-building: the fact that, in this economy, there is no 
difference between experiences promoted by artificial elements (e.g. Las 
Vegas, Disney) and those promoted by natural elements (e.g. camping, 
waterfall). What matters in this economy is how memorable an experience is, 
based on the senses and sensations it articulates. 

An engaging theme must alter a guest's sense of reality [...] creating a 
reality other than the everyday underlies any successful theme and is 
at the heart of establishing a sense of place [...] affecting the 
experience of space, matter and time. [...] space is infinite and time is 
endless [...] finally, a theme should fit the character of the enterprise 
staging the experience. (Pine II & Gilmore, 2011, p. 73–77) 

Pine II and Gilmore (2011) consider sensory enhancement as another feature 
of the experience economy, which is configured in a logic of staging. Thus, 
the weight of that experience that takes place from a Primary World reality 
(Wolf 2014) is removed, and the possibility of being a sensation created within 
a secondary world overlaps with the former. The authors understand this issue 
as being the distinguishing feature of theme parks, where the items within the 
space do look "manufactured", but are far from fake precisely because they 
are not mimicking anything other than themselves. We propose that this 
feeling of "non-falseness" stems from the relationship we create with such 
references through mediatic exposure to which we have been subjected over 
time. In this sense, familiarity is much more associated with the different 
"mediascapes" (Appadurai, 1996a) with which we have had contact in our 
lives, than with those that are present in the theme park.  

Thus, theme parks have their sensory aspects augmented, as they were not 
created to mimic but to expand the secondary worlds on which they are based 
and to which we have been exposed (sometimes) continuously during our 
existence. The aim of this in the park space, as Tosca suggests in an interview 
given to us, is to enhance possible remembrance triggers, after all, “you're not 



 

 163   

 

visiting the park, you're not visiting the film, you're revisiting yourself as a 
kid, sitting in your mother's lap to watch that movie” (Souza, 2022d). And 
Lukas (2019) suggests that this relationship of subjective association (i.e. of 
what concerns our feelings and affects) with brands and media content can be 
understood as a result of the popularisation of branded and consumer spaces. 
According to the author, “brands have fully merged with lives, desires, 
lifestyles, and wants of the consumer” (Lukas, 2019, p. 188) and these spaces 
would have the potential to keep on maintaining this relationship for an 
indefinite time since one experience would not be the same as the previous 
one, even if lived by the same individual. To illustrate this conception, Lukas 
(2019) proposes the following scheme (Figure 14): 

 

Figure 14. The brand in space. From Lukas, 2019, p. 190. 

Lukas (2019) emphasises that Disney has built its brand image over the years 
by associating it with values that are often highlighted in its theme parks, 
which reflects directly on the way the brand is perceived by its visitors. In this 
sense, the brand's values and the way Disney associates such values with the 
park's physical space make us associate these features with a specific place for 
a long time and, furthermore, to the money we spent to keep this relationship. 
In the sense of transmediatic experience and transmedia (un)sustainability, 
this mentality reaffirms the relevance of Disney and its role as a great example 
of Experience Economy. The money ensures that our "transmediatic desire" 
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(Tosca, 2015) is met, while the built space reiterates the brand in an integrated 
way.  

Disney has been especially successful in making their brand 
meaningful within the spaces of theme parks, resorts, and cruise ships. 
The ideas that surround the literal and associated meaning boxes on 
the chart indicate how the brand of Disney is made meaningful within 
the space. The brand is given personality; the brand is personalized; 
the brand is understood and experienced in multiple touchpoints. [...] 
as a whole, the brand is expressed and felt everywhere within the 
space of a Disney theme park. (Lukas, 2019, p. 190) 

From the relevance that theme parks occupy within experience sales 
strategies, we understand that they also contribute to another feature of this 
economy: the creation of expectations. For Pine II and Gilmore (2011), the 
creation of expectations in the audiences is what makes it possible to charge 
for the experience, so that these are the spaces chosen for “be, go and do, learn, 
and enjoy” (Pine II & Gilmore, 2011, p. 63), during a paid time period, usually 
associated with holidays. That is why what is offered at the theme park is 
different, even if it is related to the content with which we had contact before. 
It is different because it triggers a feeling of being part of, and immersed in, 
every cubic centimetre of the physical space one occupies, at the same time as 
it remains in relation to the construction we made of the worldness of the 
represented world(s), in an almost immaculate manner. In this way, 

[f]or a lot of people, the TMW [transmedial worlds] memories are a 
more natural source of inspiration and guidance than other fictions, 
religion or philosophy, maybe because of their fantastic nature. Since 
they have never been put to the test as real governance system, these 
fantasies remain unsullied. (Tosca & Klastrup, 2019b, p. 176) 

It is an exploration of triggers that reinforces, intensifies and resumes this 
suspension of an "unsullied" fantasy (Tosca & Klastrup, 2019b, p. 176), 
making this experience economy in theme parks so robust. Brands exploit 
spaces, transforming them into branded and consumer spaces, in which the 
main goal is sales disguised as a closer relationship with the user.  
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This exploitation has to do precisely with the second dimension of 
disneyization, which is hybrid consumption. This type of consumption is 
about creating a space where different ways of consuming are associated, 
based on sensory elements created for this purpose. Therefore, different 
sectors such as food, education, leisure and hospitality meet in the same space, 
transmuted as if they were parts of the same experience. "With hybrid 
consumption the master principle is getting people to stay longer" (Bryman, 
2004, p. 57–58). For Bryman, by reorganising these consumption 
configurations in different ways, it becomes possible to understand a space as 
updatable and capable of differentiating parks from one another.  

In this arena of consumption which takes the form of entertainment (Freeman, 
2014a, 2014b), we are able to inquire about the process of disguising what 
concerns content and what concerns promotion. This process inside the theme 
park occurs in such a way that customers are “asked to see buying not as an 
economic act but as a cultural event” (Rappaport, 1995, p. 132). Nothing is 
(and cannot be, within this economy) only what it seems. A sensorial and 
symbolic layer must be added to everything inside the park, because 
everything is a potential consumption trigger: a shop window, in the sense of 
displaying items for sale. 

The third dimension connects directly with the perspective that everything is 
a potential shop window. This refers to merchandising, whereby licensed 
items and products are created and sold as expansions of a mediatic content. 
"Increasingly, a movie is not just a movie but a platform from which a variety 
of different extensions of the movie can be launched" (Bryman, 2004, p. 79), 
that is, the presence of these objects as expansions of images that have already 
been compelling enough to attract the audience on another platform serve as 
elements linked to the experience lived (bought) in the parks and as reminders 
of those moments (souvenir). This is a crucial element to understand theme 
parks within transmediality which, at the same time, accentuates transmedia 
(un)sustainability as a superimposition of branding, commodification and 
merchandising over transmedia dynamics. 

For Anna Kérchy (2019), selling objects as experiences makes them 
"commodified fantasies" (p. 224), in which each good has a direct function in 
a larger context, being sold as something that is part of a complete experience. 
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The author mentions the relationship of Primark with the live-action film 
Beauty and the Beast (2017) and the Disney brand, by creating collectable 
items which could only be found in the chain´s shops and which were sold in 
a limited supply. 

This cross-platform circulation opens up possibilities of multiple 
readings which simultaneously hold the potential for creative 
innovations and comprise a cunning marketing strategy to encourage 
brand loyalty and addictive consumer behavior by offering an 
abundance of media content that can be decoded only by purchasing 
more media technologies. Amazement results from the maze-like 
experience of ever- expanding, self-deconstructing transmedia 
storyscapes which invite audiences to get all the magic yet clearly 
prevent ultimate satiety by promising newer and newer adventures to 
collect. (Kérchy, 2019, p. 231) 

Kérchy (2019) seeks to demonstrate that items are created to be sold in 
different ways and in different contexts, with a focus on making them unique 
experiences, or parts of a broader experience. The main issue of this "maze-
like experience" (Kérchy, 2019, p. 231) is that this production chain is prolific 
in attributing new meanings to the same objects, or to common objects. As 
Kérchy (2019) highlights, one avoids satiating the public through consumer 
objects that do not end in themselves. Their possibilities of (re)creation end 
up generating a spiral of continuous consumption. 

In the case of Disney parks, merchandising merges with hybrid consumption 
creating environments with licensed items that are directed to a specific 
demand. For example, there are shops, inside the park selling kitchenware 
with Mickey's ears. Although there is no direct relationship between the 
mouse and the action of cooking, the fact that a Mickey is featured on a mug 
adds value to the object, whilst at the same time, this object serves to satisfy 
an unrelated need, in this case, thirst. This same relationship can also happen 
in terms of affinity with a storyline, since characters such as Remi in 
Rattatouile or Tiana in The Princess and the Frog, whose stories relate 
directly to cooking, have licensed products linked to this universe. In this case, 
merchandising has to do with all the dimensions of disneyization and can even 
be understood as an object that connects the user to that narrative. After all, it 
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is not enough for a person to have watched the movies, they need to have 
Tiana's cookbook while they cook wearing Remi's apron, for example. The 
goal, based on commercial interests, is to engage all possible senses of that 
user for as long as possible. Thus, 

The person feels like an important part of the space, ain't an ancillary 
part. Senses are also effective tools to establish forms of emotion 
within a space. As each sense is used, the guest is further immersed 
in a world of emotion [...] the senses may also be used to create 
feelings of familiarity [...] space and memory are often intertwined by 
the ways in which the senses act out in the space. (Lukas, 2019, p. 
200, emphasis in original) 

Still on merchandising, we understand that each created and sold object, even 
if it does not necessarily expand the storytelling to which it alludes, brings one 
more element to the construction of that branded and consumer space and to 
the reassurance of that transmedial world, so that the film, the series and even 
the park attraction, is an “anchor product that gives birth to other businesses” 
(Wolf, 1999, p. 228) or expand them. 

With transmedia (un)sustainability in mind, this profusion of merchandising 
supports the perspective of maintaining a transmedial world's relevance and 
offers different ways of tying it into users' (trans)mediatic lives. However, this 
very element generates an unsustainable chain of waste, merchandise 
overflow and use of low-quality materials. This is because the brand tries to 
ensure that the merchandising consumption of its users will take place within 
the park space, in the form of items bound to the experiences lived there.  

From Pine II and Gilmore's (2011) perspective, merchandising itself is not as 
important in the experience economy, as it is not directly part of the experience 
put on sale, except when it becomes memorabilia. Memorabilia is the insertion 
of a sense of memory into objects acquired in an experience, it is a way of 
marking what was experienced and has a much higher value than the item 
itself in other contexts (e.g. a mug with Mickey ears, which costs more than 
an ordinary mug just because it is sold inside the theme park and because of 
its relationship with the lived experience that may have occurred there). 
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That's because the price point function less as an indicator of the 
goods than of the value the buyer attaches to remembering the 
experience. [...] selling memorabilia associated with an experience 
provides one approach to extending an experience: giving away items 
inherently part of the experience is another. Mixing the memorabilia 
into the experience to be used by guests affords a richer opportunity 
to attach a memory to the physical artifact. (Pine II & Gilmore, 2011, 
p. 86) 

In other words, the memorabilia will not always be sold. In the Disney parks, 
you can earn pins that celebrate moments, such as the Family Trip, which 
alludes to a family trip, or the Happily Ever After for couples on honeymoon 
or who got engaged at Disney; and if an employee sees you doing a good 
deed46, whether it's picking up trash off the ground or helping people who get 
lost, they give you special pins which are not for sale. Thus, memorabilia can 
be both the value that the subject gives to the object purchased in a shop and 
also a "gift" that symbolises a particular moment in the experience as a whole. 

Furthermore, memorabilia bears an aspect of socialisation that Pine II and 
Gilmore (2011) consider indispensable for the maintenance of this experience. 
They understand that these objects communicate parts of what was 
experienced to others because they will expand the personal storytelling from 
the point of view of the individual, who will tell their friends and family how 
that object came into their life. 

Reflecting on memorabilia, it may seem incoherent that there is so much 
merchandising in these theme parks since it would be necessary only one 
object that could be understood as a memory token and reason for sharing 
these lived experiences. Bauman (2007) offers us an explanation as to why 

 

46 Disney has a handbook on what these “good deeds” are. They emphasise, basically, 
the maintenance of the sense of immersion, pleasantness and good experience among 
their visitors. In other words, if a visitor helps another to find themselves on the park 
map, they consider it an act of this nature. Doug Lipp (2014) deals with it more 
thoroughly with this in his book “Disney Institute”, see references. 
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one is not enough. According to the philosopher, we are immersed in a 
consumer society, being this the reason why we accumulate goods. 

Among human preoccupations, the consumerist syndrome puts 
precautions against the possibility of things (animate as much as 
inanimate) outstaying their welcome in place of the technique of 
holding them fast and of long-term (not to mention unending) 
attachment and commitment. It also radically shortens the life 
expectation of desire and the distance in time from desire to its 
gratification and from gratification to the waste disposal tip. The 
‘consumerist syndrome’ is all about speed, excess and waste. 
(Bauman, 2007, p. 86) 

From Bauman's (2007) reflection, we can suggest that all our (trans)mediatic 
life would somehow undergo this process, including our experiences, 
memories and relationships. “The consumerist culture is marked by a constant 
pressure to be someone else. Consumer markets focus on the prompt 
devaluation of their past offers, to clear a site in public demand for new ones 
to fill.” (Bauman, 2007, p. 100). This perspective applied to merchandising, 
theme parks and transmedia (un)sustainability is what encourages users to go 
to Disney at different moments in life, marking each of these visits with 
different consumer objects which symbolise memories built on that lived 
experience. 

Thus, this hoarding compulsion is linked to the fact that each new object 
acquired can represent the (re)valuing of these memories as a way of 
sustaining the users' relationship with the brand, in the sense of preserving the 
place that the object represents. In this way, one does not buy just one object 
that symbolises the whole, but several objects that represent each new 
moment. That is why at the end of each attraction in the park there is a small 
shop with related items waiting for us. Therefore, we propose that 
merchandising itself comes to meet a society that seeks for more consumption 
opportunities, especially a consumption that takes place in a (supposedly) 
personalised way and with an associated experience. 

As it is necessary to emphasise the individuality feature — even if this feature 
is a sales strategy — items are offered in extensive amounts. This creates a 
consumption spiral that introjects in the consumer a meaning of belonging to 
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the brand's universe and which needs to be rebuilt from time to time with the 
acquisition of a new object. Or a new trip. 

Finally but no less important, we have the performative work dimension 
(Bryman, 2004), or emotional work, based on the premise of constantly 
"keeping the mood" (Lipp, 2014, p. 57) of the park, always referring to happy 
service and looks. For Bryman, "the work of the person who stages the 
experience is crucial for the experience to remain in the customer’s memory" 
(Bryman, 2004, p. 103), so it presents itself as another element of the 
experience built and sold by the brand. In this context, the park creates a nexus 
of emotions with the experience of being in the park, thus, as Bryman and 
Lipp tell us, a specific performance is expected from park employees, 
regardless of which sector they work in. 

Relating to Lindgren et al.'s (2014) idea of "fictive real" (p. 173), we also 
underline the function of highlighting and reaffirming the fictional elements 
of the space, especially those brought by visitors, in order to stimulate the 
sustainability of the narratives. In Disney theme parks, when a child is dressed 
as a character, the staff treats them, interacts and calls her by the character's 
name, for example. Such actions create diverse territories “where children 
play out childishness and adults play out slightly new versions of adulthood” 
(Lindgren et al. 2014, p. 183). In addition, the fictive real provides visitors 
with a sense of immersion and endorsement of their performance, while 
encouraging them to have something to remind them of that moment. 

From the perspective of transmedia (un)sustainability, the performative work 
can be related to the maintenance and management of experiences in the park, 
as a way to reiterate the entrance into a magical, happy world suspended from 
outside problems. Contradictorily, Disney is one of the companies most 
implicated in lawsuits for labour exploitation and violation of labour rights in 
the United States, according to the BBC documentary Walt Disney47. One of 
the recent and most emblematic cases of unsustainability in this regard has 
been made public in 2019 by media outlets such as The Guardian and The 
New York Times, which reported (Barnes, 2019; Levin, 2019) that Disney 

 

47 Originally available at: https://www.bbc.co.uk/programmes/b08605f7  
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was sued by a group of 10 female employees who claimed to be paid around 
22% less than male employees performing the same functions as them48.  

Thus, we reaffirm the transmedia (un)sustainability paradox in several aspects 
of the theme park, and we understand that all the elements available in the 
experience purchase have as main objective to encourage even more purchases 
from users. Although we cannot simplify the experience that users have with 
brands and media content only by the consumption bias, we believe that this 
point is undeniably relevant to understanding the role and type of experience 
promoted in theme parks. 

Returning to the theoretical construction we made in chapters 2 and 3, we 
understand that the theme park, for Disney, brings together storytelling, brand 
and engagement in a unique way, and the physical space it occupies has a dual 
and simultaneous role. The park acts in relation to its narratives, as an 
extension of them, expanding its story and bringing new events while giving 
materiality to the transmedial world, thus being an important balance point in 
the user-producer relationship, especially when it comes to sustaining the 
embedded engagement. 

Here, transmedia storytelling facilitates a sense of the storyworld 
operating as if it were real and as if diegetic materials could become 
“extractable,” […] capable of ontologically moving out of diegetic 
realms and into extradiegetic spaces. (Freeman, 2016, p. 30) 

Thus, the experience of theme parks, in particular those of Disney, suggests 
to us the understanding of four aspects that intertwine with our transmedia 

 

48 On 18 March 2021 the case was still running. Journalist Books Barnes wrote in an 
article for The New York Times 
(https://www.nytimes.com/2021/03/18/business/media/disney-pay-discrimination-
lawsuit.html) that eight more former female employees have joined the cause and that 
the prosecuting attorney hopes to turn the case into a class-action lawsuit. According 
to the story, Disney is still denying that it pays women and men differently, and the 
company's defence counsel says it is not possible to turn the case into a class-action 
lawsuit since there is no such difference (Barnes, 2021). 
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experience construction and, at the same time, suggests to us some specific 
features of this transmediatic space: 

1. There is a centrality role in the construction of theme parks for the 
Disney brand so that its working style and the elements contained therein 
exerted (and still exert) various influences, in different segments that were 
inspired by these elements, especially considering the "experience economy". 

2.  There are elements that operate in the formulation of this theme park 
space that do not concern only architecture, colours and other physical aspects, 
but it is necessary to consider a construction made in simultaneous and non-
hierarchical layers, which, as we saw in chapter 3, built up different territories 
and places, for different (re)arrangements. 

3. In the park, we can see inter-brand relations (Disney and its 
transmedial world creations, which have also become brands themselves) that 
constitute transmediatic experiences based on highly narrativised 
environments, leading us to immersion. With each new visit, new territories 
and places will be built and/or perceived since our own repertoire will be 
different. 

4. A relationship of the space with its visitors is built, and it is renewed 
by means of the performance of its employees, who besides sustaining the 
symbolic dimension of the space, contribute to the fulfilment of the 
expectation of these audiences, validating their fictitious elements and 
sustaining the brand faces49, as we will see in the next chapter. 

4.2. A transmedia brand 
Drawing on the biography of Walt Disney written by Neil Gabler (2008), in 
addition to Ginha Nader's (2007) and Krystina Madej & Newton Lee's (2012) 

 

49 T.N. Although there are different terms for the concept (facade, front, face), we 
have chosen to use face, following Goffman (1967), as this is a key concept in the 
thesis. 



 

 173   

 

books, and the two-part BBC documentary Walt Disney (2018)50, in this 
section of the work we seek to provide an overview of the trajectory of the 
brand's founder, the brand itself and the Walt Disney Company up to its 
contemporary characteristics. We aim here to understand the transmediatic 
brand thinking that informs Disney since its conception and how this was and 
is reflected in its creative extensions. Also, we seek to realise that the theme 
park was not a "stroke of luck" for the company, but rather an essentially 
transmedial planning of experience sales, similar to that observed by Freeman 
(2014a, 2014b) and Wolf (1999) when dealing with Baum's legacy. 

Walter Elias Disney was born on December 5, 1901, in Chicago, and was the 
fourth of five children in the Disney family. Throughout his life, Walt lived in 
different cities across the states of Missouri, Kansas, Illinois and California. 
This fact made him get to know different realities and be deeply inspired, 
which had an impact on the creations that made his fame in adult life. The 
biographers consulted for this thesis describe Disney's childhood in 
Marceline, Missouri as his memory of greatest influence on his works in 
adulthood.  

Walt Disney would remember Marceline, Missouri. He would 
remember it more vividly than anything else in his childhood, perhaps 
more vividly than any place in his entire lifetime.[...] Disney scholars 
would cite the effect of Marceline on Disneyland’s Main Street, 
U.S.A., or on its Tom Sawyer Island, or on the live-action films like 
So Dear to My Heart and Pollyanna that were steeped in small-town 
life and extolled small-town virtues, or even on the early cartoons’ 
preoccupation with farm life and animals, which Disney himself 
acknowledged. (Gabler, 2008, p. 10–18) 

A committed nationalist, Walt served the United States in both world wars, on 
different fronts. In World War I, at the age of 17, he drove an ambulance for 
the Red Cross (Gabler, 2008) and in World War II, in the context of the Good 
Neighbourhood policy of the Roosevelt government, in which he created well-
known works, such as the series of short films Alô, Amigos (1942), with the 

 

50 Watch it at: https://youtu.be/t68oKa57IOo and https://youtu.be/qxg9W1IZpbs 
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first appearances of the Latin-American characters Zé Carioca and Panchito 
Pistoles, as well as several domestic animations which earned him the title of 
"one of the great teachers of all time" (Gabler, 2008, p. 401). 

Walt spent time at the Kansas City Film company (1920), where he produced 
animations for TV commercials and learned many of the techniques that he 
took with him and perfected in the following years. There, he also met Ub 
Iwerks, who became a partner and creative director of Disney in its early 
decades. 

Other than the fact that they were both high school dropouts and both 
putative artists without jobs, the two prospective partners could not 
have been more dissimilar. Walt, with Disney grandiosity, had big 
dreams and outsize aspirations. Iwwerks51 thought only of the 
immediate future.[...] Iwwerks’s remoteness and social awkwardness, 
however, made him a perfect complement for Walt Disney, which is 
no doubt why Iwwerks sought him out. (Gabler, 2008, p. 46–47) 

With the growth of their business and with 19 novice employees in animation, 
Walt's older brother Roy Disney came on the scene in an attempt to make ends 
meet. Because of the series of cartoons entitled Laugh-O-Grams (Gabler, 
2008), the duo Walt and Ub got recognition, however, they were working 
hard, with little financial return. 

It had never been Roy’s intention to join the enterprise, and in any 
case he had no experience whatsoever in entertainment. “I was just 
helping him, like you’d help a kid brother,” he later said. [...] He 
claimed that Walt, who was so enthusiastic and innocent-seeming, 
“would win your heart, and you wanted to help him, really,” and he 
admitted that he was afraid that without his protection, his “fervent 
protection,” Walt would have been taken advantage of. To prevent 
that, Roy, professing a “love of Walt,” agreed to become Walt’s 

 

51 According to de Gabler (2008), Iwwerks (with two w's) was the surname of Walt's 
partner before he "anglicised" it to facilitate his acceptance in the US market. “He had 
anglicized it from “Ubbe Iwwerks” to “Ub Iwerks,” though no one but Iwerks would 
have regarded the change as significant" (p. 86), explains the author. 
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manager and guardian angel in business as he had been in Walt’s life. 
(Gabler, 2008, p. 83) 

With Walt leading the creation, Iwerks the execution, and Roy taking care of 
the money, the company embarked on a time of prosperity and growth, in 
which animations for movie studios such as Universal Studios and MGM were 
being released. Thus, the three partners produced animated series considered 
exceptional for the time, such as Alice in the Cartoonland (1923–1928) and 
Oswald, the lucky rabbit (1927–192852). Amidst the many other animated 
series that were very successful at the time, such as Felix the Cat (1919–1936), 
Disney Studios stood out and Walt "managed to transform animation, until 
then an inexpressive segment of the entertainment industry, into a new art 
form. He used technical innovations to create seamless stories with sound and 
colour" (Nader, 2007, p. 55, our translation). 

With Walt losing Oswald to Universal Studios in 1927, on account of a 
contract full of loopholes, Walt Disney decided not to sell his labour and his 
collaborators anymore, focusing on the production and sales of his own works. 
According to Neil Gabler (2008), the episode with Oswald triggered a series 
of profound changes in Walt Disney's aspirations and way of working, so that 
“as the legend would have it, Walt had been inspired in his choice of a mouse 
for a character by experiences in Kansas City" (Gabler, 2008, p. 112), one that 
could be as irreverent as Felix the Cat and as sympathetic as Oswald. One that 
could be the flagship of this new phase of Disney. A phase in which “he’d 
never work for anyone again as long as he lived” (Gabler, 2008, p. 111). 

Walt has always been inspired by personal values that later came to 
define his company's conduct. [...] Mickey had to be accepted by both 
young and older audiences. The mouse had to reflect the solid values 
expected by his audience. Thus, Walt made sure that honesty, trust, 
loyalty and respect for people would constitute Mickey's essence, 
personality and character. The same principles that he would support 

 

52 Oswald was produced until 1943, but in 1928 Disney Studios stopped producing 
the animation and lost the creative rights to Universal Studios, only getting the 
character back in 2006 after a long legal battle. 
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within the company and that served as pillars, later, for the formation 
of the great Disney enterprise. (Nader, 2007, p. 68, our translation) 

Lucena Junior (2001) informs that, in technical terms, there is also an era 
before and an era after Mickey which were particularly enriching for Walt 
Disney and his partners Roy Disney and Ub Iwerks. In a scenario of growth, 
they decided to invest considerably in animation, particularly in its aesthetic 
and technical aspects. As a result of it, Walt is considered one of the fathers 
of contemporary animation, with his studio being responsible for techniques 
used until today, such as the insertion of sound (created in 1928 and used for 
the first time in the short film Steamboat Willie, Mickey's first appearance), 
and the colouring technique (created in 1931 through a contract signed by 
Walt Disney Corporation with the Technicolor Industry, and used for the first 
time in 1932 in the short film Flowers and Trees). The studio was also the first 
to use techniques of perspective using macro lenses, which creates an 
impression of zooming where none existed (created in 1935 and used in Snow 
White and the Seven Dwarfs53). 

In addition, Walt led an ambitious project dubbed “the Disney craze” (Nader, 
2007, p. 82, our translation), in which his challenge was to make a feature-
length animation. The feat had already been achieved before54, but it was only 
with Walt Disney that this became usual and, in fact, possible. The release of 
Snow White and the Seven Dwarfs (1937) generated an immediate return for 

 

53 See more about at Snow White and the Seven Dwarfs in our previous research: 
Souza, Ana C. A. (2012) E se não morreram, vivem até hoje...as experiências 
moderna e contemporânea em Branca de Neve. [Bachelor thesis], Faculdade de 
Ciências Sociais Aplicadas, Universidade da Amazônia. Ananindeua, PA.  

54“Despite being considered the first feature film in animation, it is known that Snow 
White and the Seven Dwarfs was not the first in fact. According to Alberto Lucena 
Junior, author of A arte da animação (2001), the title of pioneer is controversial, as 
there are those who recognise the Argentine feature film El Apostol by Quirino 
Cristiani (1917) as the first, but the author makes it clear that the film was never 
exhibited on commercial screens and is little if at all recognised. He then points out 
German animator Lotte Reiniger's Die Albenteur des Prinzen Achmed (1925) as such, 
stating that even if it received some attention, it did not come to be considered as 
significant as Walt Disney's feature film.” (Souza, 2012, p. 26, our translation) 
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the company, both financially and in terms of the prestige that the studio began 
to build. “The success of the film [Snow White and the Seven Dwarfs] 
convinced Hollywood that Walt Disney was not only its best moral symbol 
but also a commercially viable filmmaker after his first feature film had turned 
a profit” (Nader, 2007, p. 86, our translation).  

With the recognition and financial return came the first Disney expansions, 
via Mickey's gang. In the beginning, starting from the characters that were 
part of the mouse's group. Almost every year after Mickey's creation, until the 
early 1950s, new characters were created55. 

From the animated short films came the comic strips (1938–present), in which 
the narratives were exclusive for this media and each character of Mickey's 
gang had its own comic book, with its own adventures. Soon, the world of 
each character became wider, so that, for instance, Donald (presented in 1934) 
had his life independent from Mickey, with his girlfriend Daisy, his nephews 
Huey, Dewey and Louie, the miserly Uncle Scrooge, Gyro Gearloose and a 
whole town called Duckburg. These adventures later spawned other 
extensions, such as the animated series: Duck Tales (1987–1990), Darkwing 
Duck (1991–1992) and Mighty Ducks (1998–2000), just to name a few.  

Between the 1940s and 1970s, The Walt Disney Studios was reshaping itself 
as it gained even more notoriety in Hollywood and around the world, whilst 
at the same time going bankrupt. It seems illogical that a company that owed 
about $5 million to the banks was looking to expand, but from what Nader 
reports, Walt Disney convinced his partners that exploring new markets was 
the best option and that he “was convinced that the time had come to turn into 
reality the dream of so many years and that had become an obsession: to create 
an amusement park, a fantasy world for the whole family”. (2007, p. 123, our 
translation).  

According to Madej and Lee (2012), Walt had understood that his company 
needed to be more than a movie studio in order for it to be longevous. Disney 

 

55 New characters are still created for Mickey's Gang, especially as each of them now 
has their own world independent of the main group, but the big character creation 
movement was between 1928 and 1950. 
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needed to be a storytelling company that could integrate a Disney world-
building, in which everything that carried its name would be a fraction of the 
whole. This philosophy continues to be part of the brand and can be observed 
in more recent incursions, such as a technology patent that integrates the 
physical and the digital in theme parks. Thus, Walt Disney created a “great 
master narrative of Disney” (Madej & Lee, 2012, p. 27). For the 
aforementioned authors, this master narrative is what ensured that, even in a 
period of short money, the company was still regarded as a good investment.  

It is important to point out that, back in those days, it was not uncommon to 
find very famous comic books or cartoon characters. Characters like Betty 
Boop, Popeye and Felix the Cat stood out and sold several products related to 
their stories. However, Mickey quickly stood out by associating himself not 
only with the traditional media of this kind of characters, such as short films 
in movies, comic strips in newspapers, cartoons in comic magazines and 
comics with exclusive adventures, but also by becoming a celebrity and taking 
part in all the actions involving Disney's name or its creator. 

Mickey became a celebrity and was treated as such by Disney. The mouse 
would sign autographs, make guest appearances on TV shows and was at all 
the studios' film releases, even when it was not one of his films. “Each new 
demonstration by Mickey and his friends, a new appearance by Walt and other 
stories. This was designed to reinforce and establish his [Walt Disney’s] 
ideas” (Madej & Lee, 2012, p. 102), and so Mickey and Walt Disney became 
the brand's references, with Mickey being the legacy of his creator Walt. 

Furthermore, “Walt understood that the stories lived in various media and 
therefore, he would make Mickey popular in all of them” (Madej & Lee, 2012, 
p. 101) which meant that the variety of media used by Disney reinforced the 
master narrative in the making while offering different kinds of opportunities 
to extend and add elements to it.  

Some opportunities for additions, such as licensed products and Mickey's 
Clubs56 brought the cartoon characters into people's daily lives, so that they 

 

56 Mickey's Club was a children's club-like event that took place in movie theatres 
across the United States. There, children would gather on Saturday afternoons to 
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gradually became elements of their realities. Others became innovations for 
the time, such as the partnership with radio and TV (which was not a common 
strategy for movie studios in that period) and, finally, the creation of theme 
parks. Madej and Lee (2012) argue that this approach in various media and 
licensed products that could be used in people's daily lives have made the 
master narrative and auxiliary narratives created by Walt a part of North 
American popular culture. 

One of the main partnerships considered innovative for the brand was carried 
out through a show broadcast by ABC on weekends in 1954: Disneyland. Its 
opening scene was performed by Tinker Bell and the flapping of her wings, 
which is still today the opening sequence for all Disney films. The content of 
the show was a mix of an interactive brochure, in which Walt showed all the 
“lands” that would exist in the still-on-paper park, with a cartoon show of 
Mickey's gang and live actions, all exclusive to television. This show was 
responsible not only for creating public expectation about what would be 
Disneyland and its lands57, but also for turning investors' eyes to the project. 

“Walt wanted a TV network to finance the construction of his project in 
exchange for a contract for a show. And they would even use television to 
publicise the existence of the park on a large scale” (Nader, 2007, p. 133, our 
translation). The series was so successful that turned ABC into one of the most 
important TV networks in the United States, besides having guaranteed Walt 
not only the investment of the channel in his project but also that of banks. 
The Walt Disney Studios and ABC partnership were so fruitful that, besides 
getting Disneyland Park off the ground, the two companies remained partners 
until 1995, when Disney bought the network. To this day, they produce 
content for the ABC label and create and manage Disney Channel and Disney 
XD channels. In addition to other projects that cut across the two companies, 

 

watch Disney shorts, perform good deeds and have fun. These Clubs, according to 
Madej and Lee (2012), were a "fever" in the United States, especially between the 
1930s–1950s, and generated several creative extensions, such as the homonymous 
television show (between 1955–1959; 1977–1980; 1989–1994) and one more recently 
(since 2017) made for the internet. 

57 Adventureland, Fantasyland, Frontierland and Tomorrowland. 
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such as the televised broadcasting of musical concerts in the theme parks, and 
the release of video clips of film soundtracks (all this during the 1990s and 
early 2000s). 

ABC was just one of the many companies bought by Disney between the 
1990s and 2010s as a way to expand its revenue and brand architecture. Labels 
such as Miramax, Hollywood Records, Technicolor, ESPN, Pixar and more 
recently, Fox, Marvel and LucasFilm. It has also stepped into the VOD (video 
on demand) market with Disney+, marking a specific place in the company's 
contemporary. 

According to a March 2021 report58, the VOD market has secured Disney 
more than 100 million subscribers since Disney+ was launched in November 
2019. “The huge success of Disney+ – which has now surpassed 100 million 
subscribers – has inspired us to be even more ambitious and to significantly 
increase our investment in developing high-quality content”, Disney CEO 
Bob Chapek reportedly said (Mota, 2021, our translation). 

As a result of the coronavirus pandemic in 2020–2021, Disney+ has become 
a kind of experimentation platform for the company, as Chapek ponders on 
the release of the Mulan live-action, which was supposed to happen in March 
2020 but could not be held given movie theatres closures due to sanitary 
measures. 

As a result of the coronavirus pandemic in 2020–2021, Disney+ has become 
a kind of experimentation platform for the company, as Chapek ponders on 
the release of the Mulan live-action, which was supposed to happen in March 
2020 but could not be held given movie theatres closures due to sanitary 
measures.  

 

58 According to the story, “Streaming was one of the drivers of Disney's positive 
results in 2020, even with a drop of more than 20% in one year as a result of the 
impacts of the covid-19 pandemic, which kept the parks closed and did not allow the 
company's cruise ships to set sail, the company's revenue was US$16.25 billion 
(around R$87 billion).” (Mota, 2021, our translation). 
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“We are looking at ‘Mulan’ as a one-off as opposed to a new windowing 
model” (The New York Times, 2020), since it is a film of great repercussions, 
having been released first on the VOD platform (under extra fee, in addition 
to the regular subscription). In March 2021, they repeated the format with the 
release of Raya and the Last Dragon, considered the new Disney princess, as 
well as the live-action Cruela in June of the same year. On August 12, 2021, 
the company announced the end of the additional fee for releases and started 
to promote its premieres in movie theatres (which had already been gradually 
returning to operation), and 45 days later on its platform (Demartini, 2021). 
These cases point to some changes in the company's product chain, such as 
the use of VOD as an important exhibition window, with a large global reach. 
In this way, the brand remains relevant, keeps its releases longer for its 
audience and can still collect and use its users' data for new product planning. 

Therefore, the preponderance of media conglomerates like Disney indicates 
to us a predominance of what is being told and how. The history (in the sense 
proposed by Nora, 1989), and as discussed by Hancox (2021) “is rarely told 
by anyone other than the powerful, the oppressor or the coloniser, or as the 
African proverb says: Until the lion learns to write, every story will glorify 
the hunter” (p. 38). In the case of Disney, the permanence of these media 
contents produced from a single referential, introject in us the company's 
mercantilist values (among others). 

Perhaps the brand strives to keep up with the social changes taking place in 
the world, especially those motivated by diversity (for example, by creating 
black protagonists and those of different ethnicities), but it is still inevitable 
to revisit Schickel (1986) and his understanding of how Disneyfication 
pasteurised relevant issues such as gender, colour and local histories. There is 
still a great deal of control over what is disseminated by the brand's various 
channels and the main objective is to keep it in force — in the sense of 
sustaining capital. As a consequence, we have, for example, a “figure selling” 
logic: characters are created with aesthetics and design previously thought for 
the sale of licensed products. A recent case was “baby Yoda” (The Child), a 
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character from Disney+'s original series The Madalorian which is a “cute2 
version of the same species of the iconic Star Wars figure Master Yoda59. 

Therefore, it is impossible to disassociate the popularisation and configuration 
of Disney's transmediatic brand from the growth of its licensed products. This 
conception started as a way to monetize variations of the same characters in 
other contexts. As an example, we have Mickey the Wiz, a character from a 
short film in the movie Fantasia (1940), in which the mouse appears wearing 
a red dressing gown and a blue hat with stars. A few days after the film's 
release, it was already possible to find a plush of the character wearing the 
same dressing gown and hat. Today, merchandise is launched even before the 
release of the story, and is an integral part of the company's (un)sustainable 
strategy of always keeping up with novelties. 

According to Madej and Lee (2012), the secret of Disney's merchandising is 
the variety of products, which can be purchased for pennies or for a few 
thousand dollars. Relating this to the experience in the park, we are reminded 
of the presence of collaborations between brands (such as Coca-Cola, 
Starbucks and Pandora), and of shops that have everything, allowing visitors 
to acquire whatever they can afford as long as the item can be converted into 
the totem that represents the lived experience.  

Thus, based on the works of Nader (2007) and Lipp (2014), we propose a 
panoramic and didactic division of the way the Disney company currently 
divides itself, in order to be concise and at the same time clear about its 
branches. We believe that this division will help us to have a clearer view of 
the dimension of the Disney brand:  

1. Audio-visual: here not only animated cinema is included, but also cinemas 
with people (live action), the labels created/acquired by the company for other 
audiences (Touchstone Pictures, Marvel Studios, LucasFilm, Fox and Pixar) 
and both film distribution (Miramax) and channel maintenance (ESPN, 

 

59 In an article written by Mike Jones for Screenrant, the author discusses the apparent 
surprise that Disney had over the popularity of the character, especially about 
merchandising, causing the demand for the character in Christmas 2019/2020 to be 
unmet. (Jones, 2019). 
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Disney XD, Disney Channel, ABC) are included, as well as music labels 
(EMI, Big Machine Records and Hollywood Records), its own brand (Disney 
Records) and the creation of soundtracks. Most recently, this segment has 
been in charge of Disney+, the company's streaming system.  

2. Products and Services: branch responsible for the creation of merchandise, 
as well as articles in general, such as clothing, technology and the like. This 
sector develops applications (Play Disney Parks and My Disney Experience, 
for instance), games (both for console and for web and mobile) and also takes 
care of Disney University and the personnel hired to work at the company's 
companies. According to Doug Lipp, “the enduring success of Disney 
University — and the Disney brand itself — is due to much more than 
characters [...] it requires a good balance of values and things as well as 
people” (2014, p. 47, our translation). 

3. Tourism and Experience: specific branch dedicated to tourism, including 
all theme parks (Magic Kingdom, EPCOT, Hollywood Studios, Animal 
Kingdom, Blizzard Beach, Typhoon Lagoon, Disneyland Resort Paris, Tokyo 
Disney Sea, Tokyo Disneyland, Hong Kong Disneyland), Broadway (the Walt 
Disney Theatrical Production currently has five productions running60), the 
hotel network, the cruise ship network and shops. 

Although the company's sectors are well defined and work as independent 
cores, there is an intense synergy among them, in such a way that, in general, 
all Disney's ramifications always remit to Disney itself (Gabler, 2008): that is, 
the music company remits to home and video, which remits to Broadway, 
which remits to the cinema, and so on, until directly addressing the brand. In 
other words, this is how the Disney Master Narrative remains valid and 
functional. 

To illustrate this chain, we have the following scheme (Figure 15): the TV 
movie Descendants tells the story of young heirs of the animated movies' 
villains (such as Maleficent from Sleeping Beauty and The Evil Queen from 
Snow White and the Seven Dwarfs). In this story, the characters sing songs 

 

60 Source: https://liveshows.disney.com/  
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written only for that film, these songs are later released on CDs and on 
streaming platforms, and the actors who starred in the film go on tour in the 
company's theme parks singing the songs, as well as promoting the TV series 
they were starring in. 

 

Figure 15. Illustrative scheme showing the synergy of Disney branches. 
Compilation made by the author.61 

In view of the brief background presented here, we highlight two important 
points that integrate Disney's expansion projects based upon its Master 
Narrative, which soon became the basis of its brand and business set-up: 

• By expanding economically, the company did (and does) so in a way 
that not only did these extensions remain interconnected, but in such 
a way as to ensure a certain interdependence between them. That is, 

 

61 Montage made with pictures from Google Images using the keywords Disney's 
Descendents, Descendents' concert, Disney Channel series. 
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Disney´s modus operandi suggests that there is a transmedial 
dimension in its business model conception, in which brand 
extensions speak of the brand and, at the same time, refer to its 
particular storytelling universe – the Disney Master Narrative. 

• Reflecting on Walt Disney's history, we understand brand expansions 
as a marketing modus operandi that remains in vogue for Disney until 
today, in which each of the company's media products refers to the 
others, in a self-referencing cycle. Within this logic, the transmedial 
worlds created under the Disney brand also become brands per se with 
the potential to attract different audiences to consume the other 
Disney brands. 

Thus, we cannot say that there is a dividing line in the brand's history in which 
the transmedia dynamic started to play out. We need to consider its narratives 
and its brand from the beginning. We also emphasise that Disney has always 
operated in terms of amplifying its narratives and itself, simultaneously 
striving for sustainable self-preservation, of its culture and its works. As we 
address in chapter 3 about transmedia (un)sustainability. 

In this sense, Disney theme parks, as lieux de mémoire, are strategically 
created as transmediatic expansions of the brand and its narratives, and as a 
pillar of the company´s (un)sustainability, as we will see next. 

4.3. The (un)sustainable lieu of Magic Kingdom 
According to Madej and Lee (2012), the theme park provided Walt Disney 
with a unique opportunity that he had not yet glimpsed in his other businesses: 
to never finish a story. “In contrast to the films, that ends and could not be 
changed, the park could change continuously, always in reaction to how the 
audience and technologies were changing” (Madej & Lee, 2012, p. 127) and, 
therefore, the biggest investment made in the first years of the space's 
operation was in establishing how the narratives would be organised there, 
aiming at diverse experimentations. 

As pointed out by Madej and Lee (2012), the theme park was not only an 
entertainment space where people could go as a family and spend time 
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together. The park, in fact, materialises and enhances the relations between 
the Disney Master Narrative with its other narratives by physically 
establishing that they all take place in the same universe created by Walt and 
led by Mickey. 

The Park, in its design, has a drawing that provides a sense of 
continuity in an even cinematic way, where they enter and pass 
through the scenes. He wanted a complete experience, not disjointed, 
for visitors and he achieved something similar by using a kind of 
transition between scenes (Madej & Lee, 2012, p. 128) 

Nader (2007) explains that after the opening of the first park, Disneyland, in 
1955, the idea that the whole park would be interlinked by the overarching 
Disney Magic theme won over the public. Adapting that motto into different 
areas, for different stories, people could go wherever and however they 
wanted. These areas would be like countries or continents of a single world in 
which, as they transit from one place to another, they visit different aspects of 
Disney World, even if those transitions are subtle. 

Walt wanted to create a three-dimensional spectacle in his park. [...] 
[so] his Disneyland would be a show in which people could be on 
stage and participate [...] turning the dream not only into something 
visible but into something that could be touched. It was necessary to 
put people inside the show, in the illusion that it would transport them 
to wherever they wanted to go. (Nader, 2007, p. 127, our translation) 

The good reception of the first park encouraged Walt to envision an even more 
ambitious project, based on a concept created by him and coined EPCOT — 
Experimental Prototype Community of Tomorrow. This project would have 
everything Disneyland already had, but in an expanded version with new 
attractions, plus a sustainable condominium, a holiday camp and other 
ventures focused on the environment, leisure and shopping. 

Magic Kingdom made its first appearance in this project. Located at the centre 
of the plan's lands, MK would be a larger version of Disneyland, but it would 
also have a function that Disneyland could not perform due to its restricted 
physical space: the constant material expansion. Although both could always 
be modified and updated, as Madej and Lee (2012) point out, only the EPCOT 
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project considered acquiring even larger lands so as to have the possibility of 
not building in some parts, which made its topographic extension possible.  

Nader reports that Disney's park designs would be a “living thing, always 
growing and improving” (2007, p. 185, our translation) and that this was a 
very important issue for Walt since this aspect would be able to maintain both 
public interest and the features of magic, access to a new world and 
imagination, which could be addressed continuously, in different ways. 

Madej and Lee (2012) state that for Walt, since the advent of Disneyland, 
“scale is everything” (p. 129, our translation) because scale would make it 
possible to manipulate what visitors were seeing and experiencing. By 
manipulating the scale properly it would be possible to zoom in, zoom out, 
make it bigger, smaller or even insert different elements to be discovered 
according to the different angles of perception, as we will see in chapter 5. 
Walt Disney's scales are also mentioned in Disney+'s exclusive documentary 
series The story of Imagineering, in which the imagineers state that there are 
four construction scales of the parks: a panoramic, a general, a closer one and 
a detail plan, so that the park could not be fully seen at once. This makes each 
visit result in a new view of this space and therefore a new experience.  

Everything in the parks is built following the guideline that “the scale had to 
be both functional and look right” (Madej & Lee, 2012, p. 129) so that people 
need to come back again and again. To see and experience something more, 
proposing to users a conception of the park as something that does not end and 
that will always show something new on a new visit. Thus, “people come first 
to experience, second to revere, and third to love and to incorporate as part of 
their life traditions” (Lukas, 2019, p. 6). This cycle brings us to one of the 
characteristics of transmedia (un)sustainability, the longevity, perceived here 
by the maintenance of brand purposes from the strengthening of the embedded 
engagement. 

Returning to the history of MK construction, after the land was purchased, the 
construction of the park began following a similar operational guideline to the 
successful Disneyland. But Walt Disney never got to see the park's opening, 
let alone what his project had become, as he died on 15 December 1966. By 
decision of the company, the project's name changed to The Walt Disney 
World in honour of him and definitively tying his name to the Disney Master 
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Narrative as the creator of all that. It is no wonder that in the centre of 'Walt 
Disney's World', which is also Magic Kingdom's centre, there is a statue of 
him holding hands with Mickey (Figure 16) and pointing towards the horizon. 
The creator and his creature. 

 

Figure 16. Walt Disney and Mickey Mouse statue at the centre of MK.  
Author's personal archives, 2014. 

On October 1, 1971, Magic Kingdom was officially opened along with The 
Walt Disney World. At the time, there were a few hotels and some shops, and 
only the MK was standing, but the excitement about the park was such that 
Disneyland was seen as a kind of rehearsal for what the MK would represent 
(Gabler, 2008). And what does it represent for Disney? And how is it different 
from Disneyland and why does this difference interest us for the thesis, to the 
point of choosing one and not the other? 

In terms of branding, MK means “magic”. It is Disney's big business card, 
“where dreams meet reality and everything is possible” (Nader, 2007, our 
translation). Roy Disney, who gave continuity to the enterprise after his 
brother's death, made it clear at the park's opening that Magic Kingdom is the 
quintessential Disney Park, i.e., it is the park that pays tribute to Walt's work 
and what came from it. Thus, it embodies the synthesis of the Disney Master 
Narrative. For Roy Disney, the park represents “a tribute to the philosophy 



 

 189   

 

and life of Walter Elias Disney” (Nader, 2007, p. 420, our translation) and 
therefore it is the park that is best integrated into the history of the company 
and the stories it tells.  

It is also important to understand that, besides being the most visited park of 
Disney and in the world, Magic Kingdom was the first to follow a specific 
concept for theme parks: the creation of a complex. This configuration is 
replicated today by several companies, including new Disney ventures. 

In other words, Disneyland was a theme space closer to the amusement parks 
that existed at the time and can be considered the “golden mean” between 
these two spatial configurations. There was no urban planning around it and 
linked to its construction, nor a direct connection with other options related to 
tourism, such as leisure, shopping and hosting. Magic Kingdom, in turn, is 
part of a much wider project that takes the idea of entering the world of Disney 
to another level, where visitors do not need to leave the space even to have 
their smallest needs met. In the same area, one has access to restaurants, 
shopping malls, hotels, etc., all integrated into the Disney theme. 

As we have seen in the story of its conception, the Magic Kingdom served as 
a gateway to a more complex construction, which today has as its components: 
three more theme parks (EPCOT62, Animal Kingdom and Disney’s 
Hollywood Studio), two water parks (Disney’s Typhoon Lagoon Water Park 
and Disney’s Blizzard Beach Water Park), various leisure areas, numerous 
hotels, camping areas, shopping centres and much more. 

It is in this sense that Magic Kingdom stands out. From its interconnection 
with the aspects of brand valuation and valorisation and its narratives, 

 

62 Unlike what Walt Disney had envisioned, EPCOT is not a sustainable community 
of tomorrow but another theme park. Although it is significant in terms of 
environmental sustainability because of its rainwater reuse system, smart waste 
collection and exclusive use of clean energy, the neighbourhood Walt had planned 
has become a regular suburban neighbourhood called Celebrate, where retired people, 
in particular, go to enjoy their retirement years. More recently (2021-2022) Disney 
has announced the project Storyliving by Disney, in which they will build several 
condos across the country, with different approaches. See more: 
https://www.storylivingbydisney.com/  
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transmediatic experiences are embedded in the park in a circular way (360º), 
every day of the year (365). This makes the brand and everything connected 
to it long-lasting and relevant. And since the Magic Kingdom is the Disney 
park par excellence, none of the other parks would have as much impact for 
our analysis, considering the user-producer relationships. It is in MK that we 
can analyse, on different scales, traces of the history and constitution of the 
company, its creator and the various narratives created over all these years. In 
addition to being able to focus on how users manage (or not) to associate their 
identifications and affects through their repertoires and expectations. 

Thus, similar to Disneyland (the park that preceded it and is considered its 
initial version), the lands of the Magic Kingdom have the same names: Main 
Street USA, Adventureland, Frontierland, Liberty Square, Fantasyland and 
Tomorrowland. Each of them has specific characteristics, aggregating aspects 
of the narratives contained therein with the Master Narrative and with stories 
tied to it, so that it is as if we were following various angles of the Disney 
universe in a tour around the park.  

In a brief description, since the analysis of the park will take place in chapter 
6, MK's land division follows a logic that organises narratives and references 
similar to each other in terms of theme proximity. Thus, we have 
Tomorrowland from whose name we can infer that it contains attractions and 
references to the Disneyian future, emphasising what the brand believes to be 
“tomorrow” and with the most technological and futuristic narratives.  The 
same logic applies to Adventureland, which brings together narratives of 
bravery with heroes and heroines in exotic places, and encompasses the 
Disney vision of adventure. In Fantasyland, we have fairy tales, princess 
stories and magic kingdoms, besides the Disney vision of fantasy. Finally, 
Main Street USA, Frontierland and Liberty Square recall the spirit of 
nationalism and elated patriotism of the creator Walt Disney and the brand 
itself, bringing with it the appreciation and exaltation of the United States. In 
these lands, the history of Walt and his childhood in Missouri mixes with the 
history of the rise and independence of the United States, adding historical 
and fictional characters. 

All this spatial structure of the Magic Kingdom, which carries several symbols 
in its materiality, points us to the understanding of this space as a lieu de 
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mémoire. As pointed out by Nora (1989), the lieux de mémoire are references 
of a told history, which are established as a way of determining the past. 
Although this past is not a collective past but rather the vestige of Walt 
Disney's own memories: his childhood in Marceline, represented by Main 
Street USA, and his patriotic side, present in Liberty Square and Frontierland.  

The MK is a lieu de mémoire of the memory of its creator and driven by the 
legacy he aimed to leave through his company. In other words, even in 
attractions that would have an educational proposal, such as It's a small world 
and The Hall of Presidents, we have access to a History according to Disney, 
that is, told through Walt's eyes. 

The MK, as a lieu de mémoire, carries a nostalgic dimension by marking 
rituals of a society that no longer holds them, through the creation of memory 
triggers and sensations placed there. This nostalgia is activated in an 
individual way, but it is understood that only go to the park who has a 
relationship of temporal dedication with something from that space, as we saw 
in chapter 3. This nostalgic dimension is the result of a long relationship we 
create with a particular content. In the case of Disney, as we could understand 
throughout this chapter, there has been a deep and extensive project of 
association of childhood values, family and good deeds with the brand. By 
doing so, the company introjects in users certain emotional and moral triggers 
that ensure the “will to remember” (Nora, 1989). 

Thus, we can say that Magic Kingdom's function in relation to Disney as a 
company (i.e., its marketing position) is intertwined with its function in 
relation to the Disney Master Narrative, and is also intertwined with the 
several other narratives within that space. We can consider the Magic 
Kingdom as a monument of something that has not yet been finished — and 
that is not intended to be finished — and that suspends itself from time 
precisely because it remains updatable and assumes itself as a Disney vision 
of the past, present and future. For us, a transmedia (un)sustainability case. 

Because transmedia (un)sustainability is marked by contradictions and 
different de(re)territorialisations that are established through the textures in 
the producer-user relationship, it bears two rationalities that maintain or 
transform the ways in which we experience the world — either the Primary 
World or the secondary in relation to the Primary. In the following chapter, 
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we present the research methodology and its application in the case of Magic 
Kingdom, taking into account the theoretical elements addressed in the 
previous chapters. Our main goal is to answer the question: in what way are 
transmediatic experiences outlined at Magic Kingdom and to what extent does 
the relationship between space, brands and (un)sustainability singularise the 
notion of transmedia dynamics? 

In this chapter, we have accomplished our secondary objective of identifying 
and connecting theme parks to transmediality, besides characterising Magic 
Kingdom in the light of our theoretical proposal. 
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5. Methodological Route 

This chapter aims at presenting the methodological route outlined for this 
research. Following a chronology of actions and dividing them into sections, 
we intend to specify how the different methods articulated here were applied 
to the thesis and how they meet the proposed analysis of the transmedia 
experiences in/of the Magic Kingdom.    

The chapter is divided into three parts based on the chronological processes 
of the methodological path: 1) data collection; 2) analysis methodologies and 
3) sample definition. Thus, we position the research, present its 
methodological contributions to the areas in which it fits and justify our modus 
operandi.  

The first part deals with semi-structured interviews with experts (Manzini, 
2001, 2003; Triviños, 1987). As an initial step on the methodological path, the 
interviews have helped us formulate the thesis' theory. This choice is due to 
the scarcity of references from which we could triangulate the concepts and 
areas on which we focus in the thesis: sustainability, transmedia branding and 
space. 

Next, we present the methodology of analysis whose premise is the 
understanding of transmedia dynamics as a rhizome. We assume that this is a 
system without a centre, thus being subject to additions and subtractions. We 
also understand the rhizome as the result, on a larger scale, of the connections 
performed on a micro scale. To analyse a rhizome, we need to know what 
makes it up and resort to a tool that can help us map how those connections 
occur. As we saw in chapter 2, Deleuze and Guattari (2017) assume that there 
are two ways to navigate a rhizome (decalcomania and cartography), and that 
these tools make it possible to unravel the rhizome and investigate its 
territories regardless of the entry position in this system.  

Thus, we have selected cartography as an analytical tool both for its uses 
related to rhizome and for its connotation linked to spaces and maps, as we 
will explore in more detail later. Nevertheless, cartography by itself is not 
enough because it tells us “how”, by means of its cartographic clues (Passos 
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et al., 2012), but not “what” should be taken into account within a rhizome. 
As described by Souza and Francisco (2017) “cartographic research is made 
possible through the researcher's committed and reflective engagement with 
everything and everyone that participates in the composition of the field” (p. 
125, our translation); so, in order to be able to refine the analysis, we needed 
another tool. Therefore, we opted for using scales (Soares, 2016) as a 
methodological tool. 

Scales as a methodological-analytical tool relate to cartography in the sense 
of determining which framings and faces (Goffman, 1967) will serve as a 
parameter for sample definition and analysis. Moreover, scales give a shape 
to transmedia experiences, since they become evident from the juxtaposition 
of the analytical elements of the user-producer relationship, presented 
throughout the thesis: transmedia (un)sustainability, spatial triad (Harvey, 
2012) and territorial lines (Deleuze & Guattari, 2017). In this section, 
therefore, in addition to explaining the method, we define the parameters of 
each scale in order to select our sample. 

In the last section, we started from the analytical definitions of scales to set up 
the sample to be analysed within each of the scales presented in the previous 
section. To this end, we employed the “snowball” (Naderifar et al., 2017; 
Polit-O'hara & Beck, 2006) and “purposive” (Patton, 2002; Cresswell & Plano 
Clark, 2011; Palinkas et al., 2013) sampling methods, relating them to the 
rhizomatic proposal of the thesis. 

Moreover, due to the covid-19 pandemic and consequent impediment to 
conducting field research in MK, we needed to define our sample amidst 
online platforms, which led us to discuss ethical issues about online data 
collection. The ethical deliberations of the online research were informed, 
thus, by the Association of Internet Researchers document (2020), considered 
the most up-to-date international reference, in addition to the UFMG Ethics 
Committee Resolution No. 510 (2016) of the, and the European Union GDPR 
(General Data Protection Regulation) from 2018. 
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5.1. Data collection: semi-structured interviews with 
experts 

The semi-structured interview with experts is the union of two interview 
modalities. One refers to the type (structured, semi-structured, open) and the 
other refers to the profile of the interviewees, who in our case are all experts, 
even if from different research areas. 

Manzini (2003) argues that the semi-structured interview refers to a method 
that allows the previous stipulation of some questions that will be discussed 
and answered during the interview. For the author, this format is less 
restrictive than the structured interview, but it is not open to the point that the 
interviewer may lose control over the course of the conversation. To this end, 
a previous script is created based on the research objective, which will serve 
as the basis for the interview, although there is room for comments and new 
questions. 

Triviños (1987) proposes that the semi-structured interview “favours not only 
the description of social phenomena but also their explanation and the 
understanding of their totality” (p. 152, our translation). In this case, the author 
suggests that this is a methodological tool that can be used to confirm or refute 
hypotheses formulated by the researcher on some specific phenomenon, about 
which the interviewees can have a dialogue. 

This notion served as a basis for us to work with this interview format since 
this tool enables us to dialogue with professors who are experts in the areas 
and concepts discussed in the thesis. The goal was to delve into the key issues 
of the thesis, such as transmedial world, transmediatic experience, embedded 
engagement, memory, and transmedia (un)sustainability. In addition, we 
presented the thesis proposals to our interviewees, so that we could discuss 
them together. 

Although the opportunity of doing the work in cotutelle allowed us to conduct 
part of the research at the Jönköping University, face-to-face meetings were 
ruled out due to the coronavirus pandemic. For this reason, we used the 
videoconferencing tool Zoom as a means of interaction, which made it easier 
to record and document the conversations. 



 

 196   

 

A total of six interviews were conducted and all teachers agreed to have the 
conversations recorded. Five video recordings and one audio recording were 
made. We focused each interview on a specific subject and sought to relate it 
to the interviewee's research so that the dialogue could be more fruitful. Listed 
below (Table 1) are the names of the experts, their affiliations and expertise 
fields, the interview date, the medium by which the interview was conducted 
and recorded, and the length of each interview. All interviews were conducted 
in English and had an average of five questions each. 

Table 1 

List of interviewed experts and details 

Name Affiliation and expertise Interview 
date 

Medium Interview 
lenght 

Annette Hill Professor in Media and 
Communication at Lund 
University, Sweden, and 
Visiting Professor at King's 
College London, UK. Her 
research focuses on the 
following themes: 
engagement, everyday life, 
genres, production and 
visual cultures. 

March 
15, 2021 

Video, 
Zoom 

52 min 
25 s 

Peter 
Berglez 

Professor in Media and 
Communication Studies at 
Jönköping University, 
Sweden. His research 
includes media from a 
global perspective with a 
focus on crises, sustainable 
communication and 
sustainable journalism. 

April 9, 
2021 

Video, 
Zoom 

46 min 
56 s 
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Name Affiliation and expertise Interview 
date 

Medium Interview 
lenght 

Ulrika 
Olausson 

Professor in Media and 
Communication Studies at 
Jönköping University, 
Sweden. Her research 
focuses on sustainable 
communication issues, 
journalism and global 
environmental risks with a 
focus on climate change. 

April 15, 
2021 

Video, 
Zoom 

33 min 
45 s 

Susana 
Tosca 

Associate professor in 
Digital Media, Media 
Theory, Storytelling, Social 
Media and Digital 
Communication Design at 
Roskilde University, 
Denmark. Her research 
focuses on digital literature, 
computer games and 
transmediality. 

April 16, 
2021 

Video, 
Zoom 

48 min 
16 s 

Johannes 
Heuman 

Senior lecturer in History at 
Jönköping University, 
Sweden. He has worked as 
a research fellow at the 
Hugo Valentin Centre at 
Uppsala University, 
Sweden, at l'Institut 
d'histoire du temps présent 
(CNRS) and at the Centre 
Alberto-Benveniste (EPHE) 
in Paris, France. He is a 
specialist in modern French 
history, including social 
movements and memory 

April 21, 
2021 

Face-
to-face, 
audio 

47 min 
58 s 
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Name Affiliation and expertise Interview 
date 

Medium Interview 
lenght 

Karin Fast Senior lecturer in Media 
and Communication 
Studies at the Department 
of Geography, Media and 
Communication of Karlstad 
University, Sweden. 
Currently, her research 
looks at mediatisation, 
media work, transmedia 
and geomedia. 

April 26, 
2021 

Video, 
Zoom 

42 min 
18 s 

 

As a standard procedure, we contacted each of the experts at least three months 
in advance, requesting the interview. In the email, we added an expanded 
abstract of the thesis and suggested a time frame to carry out the interview. 
After receiving the replies and scheduling the interviews, we formulated the 
questions and sent them to the experts about a week in advance. In this second 
contact, we informed the researchers about the next steps and requested their 
permission to record the interview and make the links to the recordings 
available in the thesis. 

On the day of the interview, we used 10 minutes before starting the recording 
to resume the theme of the thesis. This initial moment also worked as an 
opportunity to answer possible questions they might have about the work. 
Then, with the interviewees' consent, we began the recording. 

All interviews were transcribed and translated into Portuguese by the author. 
When preparing the transcription, we followed Bourdieu's advice (1999) and 
were careful not to change words or the meaning of the interviewees' answers. 
In the end, we made all the interviews available through links in the reference 
list, so that they can be watched in English with subtitles in Portuguese or 
English.  

The result was a rich set of dialogues that would not be possible only through 
literature research. In addition, we were able to address specific issues directly 
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with some of the authors articulated in the thesis, in a way that we were able 
to use the interviews as research sources and quote the authors directly through 
articulations made in the literature review chapters. 

5.2. Methodological hybridism for a singular analysis 
According to Bazeley (2018), mixed methods (or hybrid methodologies) refer 
to the concomitant use of qualitative and quantitative methods (directly or 
indirectly) around a common objective. The use of more than one qualitative 
or quantitative methodology can also be called a hybrid method, as long as 
their origins and purposes are distinct. Thus, it is about analysing an object 
using a combination of methods derived, for example, from sociology and 
communication, as was the case in this research.  

Therefore, we position the methodological path of the thesis as hybrid, since 
we use methods originating from diverse areas, such as Communication, 
Architecture, Philosophy and Geography. Thus, we start from the case study, 
identified by Bazeley (2018) as the research methodology which articulates 
resources “designed to provide an understanding of a wider phenomenon 
through comprehensive description and analysis of a particular instance, or of 
a small number of instances, of that phenomenon” (Bazeley, 2018, p. 237). In 
addition, we resort to Yin (2018) and Flyvbjerg (2004), who situate the case 
study in the context of creating a database containing information accessed 
and interpreted through certain criteria, which are defined by analytical tools 
that systematise such data. 

Besides the case study, we also needed to consider the positioning of the 
research in relation to the triangulation transmedia branding, sustainability, 
and space. As each of these areas presents its own methodological 
possibilities, we explore several paths to build our route while respecting 
particular characteristics of these fields of study and providing a robust 
perspective of them — even if from a specific frame. This attitude positions 
the present research as exploratory. 

According to Gil (2008), exploratory research “has as its main purpose the 
development, clarification and modification of concepts and ideas, with a 
view to the formulation of more precise problems or researchable hypotheses 
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for further studies” (p. 43, our translation). Therefore, this research was 
structured from a State of the Art research, an articulation of concepts and a 
proposition of possible analytical paths to approach the empirical object. 
Exploratory research is also justified by the need to build a singular route, 
which requires deep conceptual articulation.  

By addressing the exploratory dimension of this research, we emphasise the 
possibility of understanding the broad and varied context in which the object 
of study is inserted, and which is consistent with the theoretical framework 
proposed for the setting of a unique analysis route. As for the case study, the 
aim is to define an analysis framework, which here refers to the Magic 
Kingdom, proposing a path that can be reproduced in other cases. 

When positioning the research as rhizomatic, as conceptualised in chapter 2, 
we need certain methodological tools in order not to drift away. These tools 
come to specify the analytical modus operandi and compose a complementary 
hybridism, however taking into account that methodologies per se have 
limitations and often need to be adapted to each empirical object. This is 
especially noticeable in our case, considering the conceptual framework of the 
thesis. 

5.2.1. Rhizome and cartography 

In this section, we resume the discussion about the transmediatic experience 
through rhizome. We reinforce that, just as it occurs in a rhizomatic analysis, 
in transmedia dynamics one must pay attention to the connection lines that 
arise between producer-user in a non-centralised way. In this sense, a 
“schizoanalysis” (Deleuze & Guattari, 2017) is developed. “Schizoanalysis” 
is a term used by Deleuze and Guattari (2017) and developed by Guattari 
(2013) to refer to a resistance to Freudian psychoanalysis and Lacanian school, 
which are understood by the philosophers as centred on the individual 
detached from their complex contexts. Deleuze and Guattari, but especially 
Guattari, propose that a schizoanalysis is based on accessing the subjective 
through a collective level of forces that form an existential territory. Escóssia 
and Tedesco (2012) explain that the meaning of “collective level” for the 
French philosophers aligns with what other philosophers such as Foucault, 
Lourau and Simondon understand by “relations established between two 
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levels — the level of forms and the level of forces — that produce reality” 
(2012, p. 94, our translation). 

We associate this perspective with Santos' proposal of space formation (2017) 
when dealing with the sets of actions and objects, which we presented in 
chapter 3. This is because both (perspective and notion) deal with an 
understanding of subjectivity as embedded in broad contexts, offering a real 
reading of the subject's experience.  

Therefore, when we deal with a more extensive transmediality research, such 
as proposed by Tosca and Klastrup (2019b), we also understand that it can be 
rhizomatic and, consequently, a schizoanalysis. We propose this because we 
understand that the connections amongst transmedial elements, as well as how 
transmedial world expansions occur, do not always happen in the same way 
among themselves and for users. As we have argued throughout this thesis, 
the user-producer relationship is full of contradictions and lines of force that 
become more flexible or tense in specific circumstances, resulting in singular 
experiences. In a rhizomatic way, we can recognise these differences and 
assume the formation of experiences from “lines and not forms, [because] the 
rhizome does not close in on itself, it is open to experimentations, it is always 
crosscut by lines of intensity” (Cintra et al., 2017, p.45, our translation). We 
depart from Deleuze and Guattari's A Thousand Plateaus (2017) to understand 
what would be the best way to move within the rhizome since it is not a 
structural or hierarchical system. In reality, “a rhizome may be broken, 
shattered at a given spot, but it will start up again on one of its old lines, or on 
new lines." (Deleuze & Guattari, 2017, p. 9). Because it is like that, the authors 
present two tools that can be used for a rhizomatic orientation: cartography 
and decalcomania. 

As we elucidated in chapter 2, both cartography and decalcomania are useful 
for a rhizomatic analysis because they interpret the various connective lines 
contained within it. For Costa (2014) both tools also reveal the nature of 
Deleuze and Guattari's thinking. 

What the philosophers want is to think of reality through other 
dispositives than those traditionally presented by scientific 
discourses, valuing what happens in the intervals and interstices, 



 

 202   

 

which are understood as potentially formed by and shaping reality. 
(Costa, 2014, p. 69–70, our translation). 

In this sense, in addition to cartography being able to reproduce the rhizomatic 
feature by being “susceptible to constant modification” (Deleuze & Guattari, 
2017, p. 12), it can also be applied to unveil the different textures of reality. 
This demonstrates its versatility as a method for investigating experiences, as 
is the case of the thesis.  

In essence, the act of cartography is associated with drawing maps and 
describing geographical charts, however, as Souza and Francisco (2017) point 
out, cartography can also be an art and a science, occupying a place of 
“representing, describing in detail or expressing objects, phenomena, physical 
and socioeconomic environments” (p. 812, our translation). Furthermore, 
cartography also stands as a method whose main objective is to “account for 
the processual tenor of its object of studies, that is, processes and production 
of subjectivity” (Souza & Francisco, 2017, our translation). Because it was 
conceived within the Deleuzeguattarian philosophy, cartography also relates 
to de(re)territorialisation, and its principles (heterogeneity and multiplicity) 
and its lines (molar, molecular and of flight) are what we observe as the 
object's processes. 

As multiplicities lie beyond the distinction between consciousness 
and the unconscious, nature and history, body and soul. Multiplicities 
are reality itself, and do not presuppose any unity, do not form part of 
any totality, nor do they refer to a subject. Subjectivations, 
totalisations, unifications are, on the contrary, processes that are 
produced and emerge in the multiplicities. (Deleuze & Guattari, 1995, 
p. 10, our translation). 

With a greater focus on multiplicity, since this is where subjective experiences 
emerge, and articulating the molecular lines and lines of flight, Souza and 
Francisco (2017) emphasise that cartography is a method applicable to the 
Social Sciences as it is a set of logics that can be adapted to the social 
processes to be investigated. In this sense, the authors (2017) add that the 
flexibility of the cartographic method gives it the status of an investigative 
attitude towards an object. 
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[t]he challenge posed to us by the cartography method, in general 
terms, is to exercise constant open-minded thinking in order to 
welcome, without preconceptions, everything that is presented in the 
research process [...] however, it is urgent to state that, although it is 
not defined by a set of a priori procedures, it does not mean that 
cartography is done under the total absence of guidelines, which are 
referred to as clues. (Souza & Francisco, 2017, p. 125, our translation) 

For Barros and Kastrup (2012), the cartography method consists of monitoring 
processes in order to make the objectives more flexible according to what we 
come across during the research. Thus, the researcher's presence in this 
process is acknowledged and embraced, so “researching is intervening in 
reality and not just representing it” (Souza & Francisco, 2017, p.125, our 
translation). For this reason, Passos and Benevides de Barros (2012) refer to 
cartography as “research-intervention”, emphasising that this intervention 
should not occur in a unilateral way. Thus, not only who researches positions 
themselves within the research, but also the elements and people with whom 
the researcher comes into contact. 

To that extent, cartographic research takes place through the implicit 
and reflective engagement of the researcher with everything and 
everyone that takes part in the field composition. It is assumed, 
therefore, that there is no pretension of neutrality. DeleuzeResearcher, 
object and researched meet on a common plane. (Souza & Francisco, 
2017, p. 125, our translation) 

With that in mind, cartography can result in a map in itself, or it can investigate 
a representation of specific circulation forms and/or experiences of reality. For 
Deleuze and Guattari (2017), the map is open and mutable, therefore, it can 
be used under different parameters – closer or more distant to an object –, 
understanding that these elements can undergo changes according to factors 
such as the time of the investigation, time dedicated to the research and what 
characteristics are being considered. Therefore, this map design – whether 
literal or metaphorical – contains realities built through the eyes of its creator, 
being unique in each rearrangement. About this, Passos, Kastrup and Escóssia 
(2012) argue that: 
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The mapped reality presents itself as a mobile map, in such a way that 
everything that has the appearance of being “the same” is nothing 
more than a concentration of meaning, knowledge and power, which 
may sometimes have the illegitimate pretension of being the rhizome's 
organising centre. However, rhizomes have no centre. (p. 10, our 
translation) 

Therefore, rather than guidelines, clues are followed in the cartographic 
method. Clues that guide the research and build the movement of analysis. 
Clues that were adopted throughout our theoretical construction and that 
continue throughout this and the next chapters: 

1. Cartograph is to intervene: so the subjectivity to be taken into account 
is both that of the person doing the research and of those who are directly or 
indirectly involved in the research process; 

2. Cartograph is to attentively trace, touch, contemplate and recognise: 
therefore, the researcher needs to be open to perceive nuances and connections 
not so evident in a rhizome. Here, it is possible to add a personal interpretation 
of the researcher, supported by the constructed theory; 

3. Cartograph is to follow-up processes: so the process of 
de(re)territorialisation, from its lines and its forming elements, must be 
described in order to make the connections evident;  

4. Cartograph is to reference, make explicit, produce and transform 
reality: based on what is observed in the process of de(re)territorialisation, the 
researcher must contribute with their analysis and outline a critical thought 
that can be converted into an actual transformation of the reality;  

5. Cartograph is to consider the collective of forces that produce, define 
and construct reality: that is, the analysis must be able to show how 
relationships (user-producer, in the case of this thesis) unfold, are influenced 
and have an influence on the construction of the analysed reality; 

6. Cartograph is to know that objectivisms and subjectivisms are part of 
the same continuum: this means understanding that no distinctions are made 
between what is of the order of affect and what is of the order of cognition, 
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that is, both are essentially considered to coexist to different degrees, as we 
argue in our theoretical construction of engagement and space;  

7. Cartograph is to inhabit the territory: the researcher must place 
themselves within the territory and construct their own, based on their 
subjectivities. This way, they will be able to broadly understand the analysed 
reality. Motivated by this clue, we decided to include certain personal notes in 
the analytical chapter, based on our experience as a Disney guide between 
2011 and 2015; 

8. Cartography is a storytelling methodological practice: for Passos and 
Benevides de Barros (2012), this clue has to do with the need for a narrativity 
policy in research texts. The authors claim that it is necessary to consider the 
micro-relationships, including those of power, as those that guide the 
researcher's position in relation to the subjectivity of the other. This question 
touches on the ethical aspect, which requires a discussion on what constitutes 
the researcher's gaze on the other. 

These eight clues were used in the theoretical construction of the thesis and 
will appear in the analytical chapter. However, even if the cartographic tool 
offers a kind of guide that shows us how to look at an object, we need another 
tool that can guide us on what to look at. For this purpose, we propose the use 
of scales as formulated by Soares (2016) and restructured by us, based on 
Goffman (1967) and Lukas (2019). 

5.2.2. Scales 

“Forced perspective”, according to Lukas (2019) and Madej and Lee (2012), 
is a perspective manipulation technique widely used in design, architecture 
and photography. It makes it possible to manipulate the scales of something 
in order to make it look different (bigger, smaller, closer, further away etc) 
than it actually is. The objectives can be various, such as capturing a humorous 
photo or using practical effects for the construction of scenes in films and 
series. For Disney parks, this technique has a very obvious goal (Nader, 2007): 
to increase the feeling of immersion in the brand's world.  

Called imagineerings or imagineers, the professionals responsible for the 
design, development, construction, modification and maintenance of the 
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Disney theme parks widely apply the concept of forced perspective in several 
different park environments, rendering famous the cases where this technique 
was used (Nader, 2007; Lukas, 2019). An example of this is Magic Kingdom´s 
main entrance, which has flat-topped buildings that give the illusion of looking 
at something from a child's perspective; or Disneyland Paris, where Sleeping 
Beauty's castle appears to be bigger than it really is, thanks to its colour 
gradation.  

In fact, forced perspective is one of the many ways employed to create 
different scales of visual detailing (Lukas, 2019), which in practice incurs 
incorporating visual elements that change according to the angle or framing 
made. According to Lukas (2019), the key thought is to articulate forms in 
which “more believable and authentic spaces can be achieved” (p. 112), with 
the aim of creating more sensorial relations between visitors and the messages 
contained in that space. Thus, for Lukas (2019), the purpose of managing what 
is being seen in which frames serves much more the logic of formatting 
believable and relational spaces, rather than falsifying something — a 
question we address in chapter 4.  

When addressing the issue of scales, Lukas (2019) also suggests that they are 
configured in relation to the principles of size, mass, and proportion, being 
responsible for creating certain contrasts and emphasising (or hiding) some 
construction aspects, in such a way that it can communicate a sense of 
immersion. From this premise, the author addresses the issue of building 
immersive worlds in a macro and micro way, affirming that both are related 
to “the actual proportions and dimensions of the spaces that you will be 
creating” (p. 6). The choice and manipulation of the macro or microelements 
will certainly depend on the purposes of each space and thus recreate “the 
attention to details, the sense of believability and realism, and the need to keep 
people excited about the world they are visiting” (Lukas, 2019, p. 6). 

In this way, different scales also affect different perceptions and sensations in 
these spaces, as well as leading us to believe that we may be seeing something 
that no one else is. A detail so micro, that could go unnoticed, but that leads 
visitors to want to explore more and spend more time in these spaces. 
Therefore, the management of what will be evident, in which size and in which 
way, becomes a way for the producer to build possibilities of time and place 



 

 207   

 

connections with users. The control of the macro and micro highlights the 
place of the brand because in these branded and consumer spaces, “the brand 
must seem natural and not apart from the space itself” (Lukas, 2019, p. 188). 
Thus, the integration of entertainment, fun, consumption and commodification 
is emphasised, making brand and processes in space inseparable. 

Wasko (2001) understands this integration of different processes with the 
brand as a tool that makes the brand present in every possible angle of the 
theme park, even when this process is not directly mentioned or seems to be 
secondary among the other worlds encompassed there. One way to understand 
this is by the fact that park attractions do not need to directly mention the name 
Disney, or even use its brand identity elements (such as logo, colours and 
fonts) for us to know that they are “Disney world” attractions. There is a much 
more careful construction of macro and micro aesthetics at play that leads us 
to this conclusion.  

In a similar perspective, Firat and Ulusoy (2011) understand themed spaces as 
a set of patterns that repeat themselves around a goal — usually commercial. 
The authors also argue that it is common for these spaces to mask their 
commercial goals through visualities that lead their audiences to believe in 
another goal. One of the ways of noticing this in the park is the fact that the 
shops are usually attached to specific attractions, and are placed in a way to 
be accessed only at the end of the visit. In other words, the commercial goal 
is masked by the fun goal, making people believe that shopping is secondary. 
Theme parks, in this sense, are “spaces that are patterned to symbolise 
experiences and/or senses from a special or specific past, present or future 
place or event as currently imagined” (p. 195). 

Thus, these aspects of theme parks' spatiality bring us back to Goffman's 
(1967) concept of representation of the “I” in society. For the author, society 
is like a big theatre, in which the subject's different identity actions are 
contained. The audience, backstage and stage are some of the terms that the 
author uses to refer to this society, meaning that we are actors staging in 
interaction with other actors and with an audience in order to reaffirm our 
identity positions before something. 

Universal human nature is not a very human thing. By acquiring it, 
the person becomes a kind of construct, built up not from inner 
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psychic propensities but from moral rules that are impressed upon him 
from without. These rules, when followed, determine the evaluation 
he will make of himself and of his fellow-participants in the 
encounter, the distribution of his feelings, and the kinds of practices 
he will employ to maintain a specified and obligatory kind of ritual 
equilibrium. (Goffman, 1967, p. 45) 

In this sense, Goffman (1959) addresses the everyday ways of regulating 
impressions that arise in interactions and tacit agreements between the actors 
involved. Therefore, representation is “some kind of image, usually creditable, 
which the individual on stage and in character effectively attempts to induce 
others to hold in regard to him” (Goffman, 1959, p. 252).  

Although the sociologist's emphasis is on human relations, we would like to 
shift his notion of representation a little in order to use it conceptually in the 
scales proposal. This concerns the “process of choosing the appropriate role 
that the social actor consciously makes, based on a contextual reading, for 
what they believe to be their benefit and for what they think is acceptable by 
their interlocutors” (Ferreira, 2017, p. 59, our translation). Thus, if we 
consider the brand (producer) in the theme park and its visitors (users) as 
actors, we can say that a representation of both happens by means of the 
elements they consider important for their identities. Thus, not only the user 
is a social actor, but also the brand. 

Among Goffman's (1959, 1967, 1996) representation components, we focus 
on two: framing63 and face, since they are components of each of the scales 
we will see next. Framing is the parameter that answers the question: “What 
is it that's going on here?” (Goffman, 1996, p. 25), so that this response can 
be given in an initial form (named primary framework), or modified according 
to the “modulations provided by the initial reading of the circumstance” 
(Ferreira, 2017, p. 82, our translation). In theme parks, we can consider as a 
primary framework the very fact of being a theme park, i.e., having sensory 
and functional elements that reaffirm this aspect. From the symbolic relations 

 

63 We opted for framing instead of Goffman's frame to include Soares' approach in his 
studies on cinema, as we departed from both authors to build our scaled methodology.   
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that unfold in this space, other frames can be observed, often resignifying the 
meaning of theme park. These frames function also as a gateway to access 
certain narratives, or as a space of rites of passage, as in the case of groups of 
Brazilian teenagers who spend their 15th birthday at the park. 

However, the construction of new frames does not imply that the parameters 
of the primary framework will be lost, or that they will change completely. In 
this respect, Goffman (1996) draws an analogy with the musical note (key) 
concept, proposing that even if a musician alters a song's note, changing its 
sonority, it will remain essentially the same because its fundamental aspects 
remain the same. Thus, for the sociologist, key is the set of rules that modify 
the primary framework. In a user-producer relationship, for example, the 
primary framework would be the set of elements that make up the worldness 
of this space, and the key would be how users decide to transit through these 
spaces and how they use and resignify this worldness through the platforms.  

Drawing on the concepts from Human Geography presented throughout 
chapter 3, we can approach the primary framework as the set of 
geometries/objects that compose the absolute space and the molar line, 
maintaining the territory. Key is the set of actions that render space a relative 
aspect, creating textures in this frame and resulting in lines of flight that 
deterritorialize the territory. 

Goffman (1967) argues that the actors involved in a scene agree (in a kind of 
pact) to share rules, interactions and feelings during the course of the action.  
However, for this scene to be understood and able to sustain the identity 
message of the social actors involved, it is necessary to articulate elements 
that keep this message prevailing. In order to understand what these elements 
are made of and to find the places formed from these reterritorialisations, we 
make use of the Goffmanian concept (1959, 1967) of face: 

Face is an image of self delineated in terms of approved social 
attributes-albeit an image that others may share, as when a person 
makes a good showing for his profession or religion by making a good 
showing for himself. (Goffman, 1967, p. 5) 

Although the author's main issue is the identities of social actors — people — 
face can help us understand what makes them choose one attraction over 
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another, or spend more time in one area of the park than in another, for 
example. Also, considering the brand as a social actor, we also ponder on 
which would be the brand's face activated in the park. In this respect, we 
consider that a brand has both faces that work as molar lines — in an attempt 
to keep the “brand image” territory intact — and faces that are associated with 
the identities of its users and that blend with them, giving rise to others. The 
face, in this sense, can be understood as the texture of the user-producer 
relationship connected to transmedia (un)sustainability. This is because these 
faces will reveal to us the contradictory features of the sustainable processes 
in the park, including those that emerge from the question: “sustainable for 
whom?”. 

Thus, the face “is something that is not lodged in or on his body, but rather 
something that is diffusely located in the flow of events in the encounter and 
becomes manifest only when these events are read and interpreted for the 
appraisals expressed in them” (Goffman, 1967, p. 7). Identifying oneself as a 
fan of a particular attraction or character, or even as a parent accompanying 
their children, will change both how the user perceives the brand's face in the 
park, and how they present themselves to that park. 

“Although the face is an actor's personal possession, conducted for their safety 
and pleasure, it is only a social loan” (Ferreira, 2017, p. 114, our translation) 
which results in a need for reiteration of this face, in addition to the risk of it 
being removed. In the theme park, both the brand and the users are under this 
risk and need, which is why both actors surround themselves with more and 
more faces that can secure their identities. “Approved attributes and their 
relation to face make of every man [sic.] his own jailer” (Goffman, 1967, p. 
XX). 

In that way, the user who identifies themselves as a fan of a certain story can 
do Disneybound, can share about curiosities of their favourite characters on 
the online social networks, can consume items of this nature and can reinforce 
this identity relationship in any way they can, because they want to be 
recognised that way. The same happens with the brand, which wants, for 
example, to be recognised through its values, which in turn need to be 
reiterated by the park's employees and attractions, as we saw in the previous 
chapter. 
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But at what point can these faces give rise to reterritorialisation? When the 
faces of these two actors start to interact, especially in a situation of conflict. 
This is because, “Ordinarily, maintenance of face is a condition of interaction, 
not its objective.” (Goffman, 1967, p. 12), which means that interactions 
modify, reform and even destroy faces. Taking the example of Disneybound, 
its first appearance was in an environment of conflict between the brand's face 
(which banned cosplays) and the face of those who identified themselves as 
fans and wanted to embody such identifications. As the relationship evolved, 
the brand not only recognised this face, but absorbed it as its own through 
specific merchandising and the licensing of the website of the movement's 
creator. There was, in this way, a change in the primary framework. 

From this theoretical basis, we approach the methodological tool of scales. 
Based on the architectural scales and as proposed by Soares (2016), the scale 
would serve the purpose of analysing movie scenes in which the city is part of 
the narrative. In the thesis, we propose that scales can also help us observe the 
same object in different ways and sizes. Because it is a very common method 
in architectural and cartographic studies, we believe this to be a useful way to 
investigate Magic Kingdom as a transmediatic space, as we will use 
cartography to detail the rhizomatic relationship of transmediatic experiences 
lived in the park. 

Soares (2016) justifies his method by explaining that scales enable the 
understanding of “sets of singularities” (Soares, 2016, p. 122, our translation) 
in a film, as well as in other media, including the theme park. “Seen in this 
way, scale is both a limit and a content that is always changing according to 
different dynamic variables that decide on the regional or local events” 
(Santos, 2017, p.151, our translation), in such a way as to create analysis 
framings.  

The first framing is the 1/100 scale as the furthest view of the park, i.e. the 
perception, provided by the maps, of the official divisions that compose the 
space. This is a more technical and formal scale (Santos, 2017) that we relate 
to Harvey's (2002) notion of absolute space, in which space is understood from 
its functional and material logic. The corpus of this scale is established by 
Soares' (2016) proposal of “building a certain definition of storytelling form” 
(p. 123, our translation), so that its form (definition) is related to its geometries 
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and functionality as a theme park (e.g. its attractions, its specific areas, etc.). 
Therefore, we consider that neither the brand faces nor the users act directly 
on that scale. It is thus an attempt to get a clearer and “cleaner” parameter that 
can be a kind of control group for the rest of the scales that will be analysed. 

In turn, the 1/10 scale is the “intermediate scale” (Soares, 2016, p. 122, our 
translation), taken as a close/zoom view, but still without subjective 
experience. That is, on this scale we can look at the faces at Magic Kingdom 
through different types of content, such as videos, pictures and stories 
proposed by the producer. The interest in this scale lies in perceiving Disney's 
faces in the park just as they are projected by the brand, reflecting the official 
discourse of the company in its own communication channels.  

As we were faced with a varied source of branding framings, with different 
contents, duration time, launch date and format, it was especially difficult to 
set up the corpus of the analysis at this scale. But, as we will see in the next 
subsection, we did pay attention to the construction of framings that could 
refer directly to the Magic Kingdom's space. Besides, we have observed the 
contents that could create self-referenced brand subjectivation in order to 
outline the symbolic space investigated. This is because this scale intertwines 
with the relative space (Harvey, 2004) and assumes the framing interests of 
the brand as a reference. In relative space, Harvey (2004) deals with the 
insertion of references to the analysed space, so that, at this scale, we are 
inserting the brand's framing and how it constructs its faces to maintain its 
territories, or build new ones.  

The 1/1 scale is the one arising from the user's eyes in space, taking into 
account the real dimensions and the subjective experience. In this scale, direct 
relations of the park with the theories discussed here can be proposed, as well 
as reflections on it as a space of constant (re)construction, creating individual 
visitation styles based on what users want to experience. As the 1/1 scale is 
linked to relational space (Harvey, 2004), which concerns how people use 
space (either agreeing with it or subverting it), we turn our eyes to Santos' 
(2000) geographies and Guattari's (2006) subjectivity. Guattari (2006) 
proposes that subjectivity moves towards “a multiplicity that deploys itself as 
much beyond the individual [...] indicating a logic of affects rather than a logic 
of delimited sets” (Guattari, 2006, p. 19). This means that the 1/1 scale puts in 
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evidence a relationship of engagement derived from users' experience in the 
park. 

Therefore, the proposal of this scale is to highlight what is seen and 
experienced in the park through what users want to show. A priori, the corpus 
of this scale would be built based on a field study at Magic Kingdom during 
the celebrations of the park's 50th anniversary in 2021. However, with the 
unfolding of the covid-19 pandemic, it was not possible to undertake this field 
research step. Consequently, we opted for an alternative way of selecting the 
material to be analysed at the 1/1 scale detailed below: taking the 1/100 and 
1/10 scales as our starting point, and directing our attention to the user in a 
careful way, in order to protect these people and not expose them 
unnecessarily. 

5.3. Sampling definition and ethical discussion 
The corpus selected for the 1/100 scale was based on the need for a scale that 
reflected the functional and absolute aspects of the park space. For this reason, 
we opted for the park map. It helps us to understand the functional form of 
this space, as well as serves as a reference to situate the brand and user faces 
that we come across at the 1/10 and 1/1 scales. The map selected for the 1/100 
analysis is the official Magic Kingdom map (Figure 17) because it covers the 
entire area of the park, is organised according to lands, and features numbers 
and legends. Besides, we have access to the names of the attractions and their 
types (attraction, food, shopping, relaxation stations, etc). 
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Figure 17. Magic Kingdom Map, 2021. From Magic Guides 
(https://magicguides.com/disney-world-map/). 

The map, in this case, does not impose a specific visitation pattern, nor does 
it tell us how we should circulate through the park space, but it shows us spots 
of potential interest. The numerical order shown on the map indicates an 
ordinal organisation of importance of the theme park's functional activities: 
1st) fun, 2nd) food and 3rd) shopping. This same logic is reflected in the other 
scales and in the user-producer relationship, as we will demonstrate in the next 
chapter. 

For the 1/10 and 1/1 scales, we used a great diversity of videos, texts, audios, 
photos, etc. spread throughout the users' and Disney's on-line social networks. 
Materials that could compose the corpus especially because we started 
collecting them through the brand's official online social networks (Appendix 
1) and from the snowball method, which will be discussed later. Thus, we 
were directed to all sorts of profiles, formats and platforms.  We have opted 
for the online social networks due to the availability and possibility of 
accessing different media and engagement formats (videos, photographs, 
interactions through likes, shares, written comments, etc.), and due to the 
constant updating of these media with news about maintenances and 
celebrations, including MK's 50th anniversary, among other subjects.  

Furthermore, online social networks have sampling filters, such as date, 
authorship, duration and media format, so that we can more easily select 
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features that can be used to standardise the material and eliminate or minimise 
elements that could violate some ethical or image rights issue. Still on this, we 
opted for content harvested only from YouTube, taking into account the 
guidelines of the document of the Association of Internet Researchers — 
AoIR IRE 3.0 Ethics (2020), which states the importance of defining a focus 
in internet research, often by selecting only one network so that it can create 
a baseline of analytical elements. This also relates to the fact that each social 
network has its own guidelines for use and research, so using multiple 
networks would imply having different parameters for each one, something 
that we do not consider relevant for our research.  

As we specify below in the ethical discussion, when dealing with user-created 
content, we pay special attention not to expose any person, as well as to choose 
public profiles64, thus avoiding contents that directly show faces or physical 
features which could identify users, since their identities are not relevant to 
the thesis either. As the focus of the thesis is not on individuals but on their 
relationship with the brand through the park considering how this is reflected 
in the way they visit the space and what they decide to show and comment on, 
we ruled out the need to ask for the content authors' consent and assent. 

Based on the UFMG Ethics Committee Resolution No. 510 (2016), we 
deemed the research to be of minimal risk, and after applying appropriate 
measures to protect the identities of the video authors and the content of the 
analysis, we did not consider it necessary for the research to be submitted to 
the Ethics Committee. Furthermore, with the support of the AoIR IRE 3.0 
Ethics (2020), we applied the principle of “data-minimization” (Franzke et al. 
and the Association of Internet Researchers, 2020, p.13) whereby we do not 
collect more data than is necessary for our research, especially that of a 
sensitive and personal nature. This is also in line with the European Union 
GDPR (2018), which recognises that, as individuals using digital media, all 
people have the right to have their data protected, regardless of whether the 
data is available on automated search engines. 

 

64 By “public” we mean YouTube channels that are open to followers and where 
content access is free. 
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With these elements in mind, we initiated an investigation using the snowball 
sampling method. According to Naderifar et al. (2017), snowball sampling is 
part of the methodological group of non-probability samples. This means that 
sampling is done from materials available to or selected by the researcher. 
From this point on, the researcher proceeds to collect new information sources 
based on what is already primarily known. In this sense, a snowball sampling 
method “not only takes little time but also provides the researcher with the 
opportunity to communicate better with the samples, as they are acquaintances 
of the first sample, and the first sample is linked to the researcher” (Naderifar 
et al., 2017, p.2). 

Polit-O'Hara and Beck (2006) also refer to this method as chain, since its main 
contribution is to enable access to materials that would be very difficult to be 
found or very dispersed across different contexts. As a first step, we conducted 
a general search on online social networks (YouTube, Instagram, Twitter and 
Facebook), through their respective search engines, for the hashtags 
#WaltDisneyWorld, #MagicKingdom, #DisneyWorld50 and #Disney. Then, 
we divided this material into two groups: 1) brand framing, with Disney-
produced material and 2) user framing, with user-produced material. Among 
the many online social networks we chose YouTube because there we found 
aesthetic and open/public information patterns that we could use to organise 
the material in the 1/10 and 1/1 scales, such as the videos' descriptions, the 
way they are edited and the keywords used to find them. Furthermore, since 
they are videos, we had the possibility of selecting frames that did not infringe 
on users' privacy issues. Thus, we completed this step by keeping only the 
videos found on YouTube in the lists. 

After splitting the videos into two groups (producer-made and user-made 
videos), we applied another non-probability sampling method called 
purposive sampling. Patton (2002) and Cresswell and Plano Clark (2011) 
understand purposive sampling as a methodology used to identify and select 
rich and effective cases for the research proposal presented, from criteria that 
can be replicated consecutively over sampling. Palinkas et al. (2013) reiterate 
that there are different strategies that can be associated with the purposive 
sampling method, from selecting cases that are discrepant to an observed 
average or sorting out materials that are closest to a stipulated hypothesis, to 
opting for a diversity of variations of the same outcome base. Thus, what 
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sustains this methodology is the ability to “to compare and contrast, to identify 
similarities and differences in the phenomenon of interest” (Palinkas et al. 
2013, section 3, para. 2). From this proposition, we came up with the following 
criteria to select with purpose: 

• The name Magic Kingdom needed to be displayed in some way in 
these videos, whether in the titles, captions, related hashtags, or even 
in the editing. 

• We needed to be able to verify Magic Kingdom's framings that not 
only highlighted the attractions, but also the physical space of the park 
as a whole. This would make it possible to examine textures that 
would not appear at a 1/100 scale, with only the map as a reference. 

• We gave priority to videos produced between 2020 and 2021 so that 
we could have a more up-to-date snapshot of the park, considering its 
50th-anniversary updates. 

Considering that the 1/10 scale is configured “from what happens in the field 
so that the viewer constructs, in the imaginary, what happens outside the field” 
(Soares, 2016, p. 141, our translation), we searched for videos framing MK's 
attractions and spaces, and selected those providing information about the 
park as well as provoking in users an expectation of experience, such as 
announcements of new attractions and backstage tours, or even interviews 
with visitors. Therefore, we selected the channel Disney Parks65 which meets 
the criteria already mentioned and offers more than 2,370 videos66 organised 
in 59 playlists. We then narrowed it down to videos related to the Magic 
Kingdom's physical space and attractions, which is why we focused on the 
playlists titled “virtual Disney rides” (with 36 videos), “Walt Disney World” 
(with 296 videos) and “Experience Disney Magic Moments” (with 170 
videos). We chose the “virtual Disney rides” playlist because that is where the 
brand organises its videos showcasing attractions' new features, renovations 

 

65 https://www.youtube.com/c/DisneyParks/playlists 

66 Last checked for this work on 07/06/2021. 
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and celebrations (e.g. attraction anniversaries and seasonal events) in all theme 
parks. 

We highlight the playlist “Walt Disney World” because there is not a specific 
Magic Kingdom playlist and the videos of the park are spread and mixed with 
content about other parks in Orlando, Florida. When watching and filtering 
the videos from this playlist, we noticed that the reference to MK appears only 
in the videos' descriptions, or in the videos' editing, relating it to the park. 
Finally, the “Experience Disney Magic Moments” playlist passed our filter 
because the videos contained therein refer to the preparations for visiting the 
parks, with tips for travellers, specific places to take photos, eat and shop, and 
testimonials from visitors. Upon finishing this general sampling, we selected 
one video from each playlist (three videos in total), which together build an 
idea of how the brand intends to represent what users can expect and what the 
brand intends to reiterate in the park space. In table 2, we organise the data 
from each of the three videos selected for the 1/10 scale. 

Table 2  

Selected videos for the 1/10 scale 

Title Original Link Length Date of 
the 
video 

Heigh-Ho...Take a 
ride on Seven 
Dwarfs Mine Train! 

https://youtu.be/5RzfPF6tfas 2 min 40 
s 

2020, 
July 1 

What's The Magic 
Like Today | Walt 
Disney World 
Guestimonials 

https://youtu.be/no_xpZLoFwk 30 s 2021, 
April 24 

Close out your day 
in the best way 
possible...with 
virtual fireworks! 

https://youtu.be/5bN5b11H4_s  18 min 
32 s 

2020, 
April 25 
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The first video is Heigh-Ho...Take a ride on Seven Dwarfs Mine Train! from 
the “virtual Disney rides” playlist. It was recorded on the Seven Dwarfs mine 
train attraction and is part of a channel segment called Ride & Learn. The 
video consists of scenes of the attraction mixed with captions providing 
information about it in the form of brief curiosities, such as what colours the 
stones found in the mine are, the names of the dwarfs, what technologies were 
used in the attraction, etc. We chose this video because it well represents the 
video style found in the above-mentioned playlist, besides being in accordance 
with the criterion of framing certain elements to build the extra-field. As we 
will see in the analysis 1/10, this type of video can be considered a strategy 
that directs the users' look and visitation mode inside the park space. 

The second video is called What's The Magic Like Today | Walt Disney World 
Guestimonials and is part of the “Walt Disney World'” playlist. The video 
features testimonials from users talking about the reopening of the parks, 
which took place in April 2021. We chose this video because it helps us to 
reflect on the changes that had to be made in the park due to the coronavirus, 
at the same time that the work makes use of several of MK's spatial elements 
to indicate that the park remains as people remember it. We can consider this 
type of video as a way to reaffirm the brand's values and image through what 
users say about it. 

The latest video, with the title Close out your day in the best way 
possible...with virtual fireworks!, is on the “Experience Disney Magic 
Moments” playlist and is a footage of the Magic Kingdom's most recent 
nightly fireworks show. The video is the full recording of the show that 
combines projections and fireworks reflected onto Cinderella Castle at Magic 
Kingdom. The projections mix different Disney characters, such as heroes, 
princesses, monsters and villains, all integrated by the Disney World theme 
and the Happily Ever After song. Like the other selected videos, this one also 
reiterates the brand's positioning and uses the company's narrative constructs 
to reaffirm its branding commitments, by associating itself with values such 
as family, love, bravery, childhood and optimism. 
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At 1/1 scale we found more than 10,00067 YouTube user-made videos of 
different types, lengths, scopes and clippings; however, we found some 
similarities between video styles. These types mix together and do not exclude 
each other, pointing us to forms of visitation and recordings of this experience 
that repeat themselves with a certain constancy. The first ones we came across 
were the Walkthrough videos and the P.O.Vs (point of view). In these kinds 
of videos, we see users showing how they stroll through the park and record 
what they experienced, including attractions, food and other experiences. In 
the videos identified as Walkthrough the focus is on the users' walk through 
the park space, so hearing their voices is unusual. The P.O.Vs, in turn, bring 
verbal comments, reactions and information. 

Besides these two types, we also found many videos recorded live, the so-
called lives, in which users stream their experience to other viewers, leaving 
the chat open for interaction. Finally, the Rope Drop type refers to videos 
made by users who arrive at the park before it opens. In these videos, users 
tell how they did to be one of the first to arrive and show the advantages of 
doing so. 

From this sampling, we purposely selected two videos that summarise the 
types of videos we found in the search, according to the following table (Table 
3). We also checked our choice against the guidelines of the Association of 
Internet Researchers (2020), the UFMG Ethics Committee Resolution No. 510 
(2016) and the GDPR (2018), as a way to protect the authors of that content, 
as well as to make clear our intention with the material. 

We clarify that according to the UFMG Ethics Committee Resolution No. 510 
(2016) we were careful not to select any material that could “entail risks 
greater than those existing in everyday life” (2016, p. 1, our translation), so 
these are videos that use public domain information, selected from freely 
found databases and beyond the thesis. Therefore, when we performed the 
initial broad search using the hashtags, we eliminated the need to look for a 

 

67 Last checked for this work on 09/06/2021. 
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specific user and found a comprehensive result. In this way, we did not select 
videos based on their authors, but videos that best fit the criteria defined here. 

Thus, we took an ethical safeguard in the selection of this material regarding 
the privacy of the users who created the content here analysed, as well as the 
comments contained therein, “safeguarding their privacy, their image and 
their personal data” (2016, p. 4, our translation). Accordingly, when quoting 
the users who created the videos, we will address them as “user 1” for video 
1 and “user 2” for video 2. In case we directly quote the content of the 
comments made by other users on the videos, we will use the denominator 
“commentator”, following in cardinal form (commentator 1, commentator 2, 
and so on). If we mention the comment of the same user, their number will be 
repeated, but still without any other indication of their real identity. According 
to the AoIR IRE 3.0, “the best current practices and techniques can only “de-
identify” data, i.e., not perfectly anonymise data. Therefore, emphasis on data 
security is even more important and IRE 3.0” (Franze et al. and the 
Association of Internet Researchers, 2020, p. 20), especially when it is not our 
intention to expose users' authorship but rather their existing relationship with 
brand and park. Thus, we chose not to specify, in the videos, features such as 
gender, age and name of the users, but we considered it relevant to specify 
that both videos were recorded in English and were created by users who 
avidly visit the park, which indicates that they live nearby. For the thesis, these 
two contextualisations are relevant in the sense of situating the videos within 
the encompassing results we found, given the circumstance of covid-19, 
which impeded international travel for some time. 

Table 3  

Selected videos for the 1/1 scale 



 

 222   

 

Title Original Link Length Date of 
the 
video 

Video 1 – Beautiful 
Magic Kingdom 
Rope Drop 
Morning | Park And 
Crowd Updates | 
New Castle 
Additions 

https://youtu.be/XOf5ge0HAXQ 18 min 
47 s 

2021, 
April 9 

Video 2 – LIVE 
Happily Ever After 
Fireworks at 
Disney World! || 
Magic Kingdom 

https://youtu.be/Ug3ke_a_GCE 03 hr 59 
min 

2021, 
July 5 

 

The first video is titled Beautiful Magic Kingdom Rope Drop Morning | Park 
And Crowd Updates | New Castle Additions and falls into the categories Rope 
Drop, Walkthrough and P.O.V. The video features a user's morning 
walkthrough in the MK, starting before the park opens. The user explains how 
they did it to be one of the first visitors, the routes they took, the advantages 
of this practice and which attractions they will visit. It is an edited video, in 
which the user alternates between making comments and showing the route 
and/or attraction they did in a certain part of the day. For ethical reasons 
already mentioned, in the analysis we excluded the frames where the user's 
face is shown, keeping the frames where they film the park and comments on 
what they are showing. 

The second video is LIVE Happily Ever After Fireworks at Disney World! || 
Magic Kingdom, which fits into the categories: live, Walkthrough and P.O.V. 
The user who made this video divides their time into walking around the park, 
going to the attractions they like best, answering questions and people's 
comments about the park in the chat, and showing the reopening of the nightly 
fireworks show Happily Ever After. What is particularly interesting about this 
type of video is that it is unedited, so we see how long it actually takes between 
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one attraction and another, what people are doing in the queue time and which 
routes the user takes by highlighting certain attractions and ignoring others. 
Because the video is over three hours long, we have chosen to analyse 15 
minutes, including a part of the fireworks show, since this allows us to 
establish a parallel between this video and the Close out your day in the best 
way possible...with virtual fireworks!, for scale 1/10, since both are about the 
same attraction. As with the other video in this scale, we also excluded frames 
in which the user appears, or where someone's face comes into focus. 

The hybridism of the sampling methods used in our data collection has 
supported us in “explor[ing] and obtain[ing] depth of understanding as to the 
reasons for success or failure” (Palinkas et al., 2013, section 1, para. 1) of the 
analysed phenomena, so that we were able to capture a panoramic view of the 
sample size as well as define which parameters best meet the research 
objectives. We believe therefore that the material to be analysed encompasses 
the main criteria of our research, respects the guidelines for research ethics in 
digital environments, as well as provides us with a useful sample of the 
transmediatic experiences at Magic Kingdom. 
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6. Magic Kingdom's Scale Analysis 

This chapter comprises the application of the methodology presented in the 
previous chapter and the analysis based on the theoretical construction carried 
out in chapters 2 to 4. In order to make the chapter clearer and the analysis 
more fruitful, we have divided the following content into four sections. The 
sections deal individually with each of the scales (1/100, 1/10 and 1/1), taking 
into account their contexts and textures. We have also subdivided each texture 
to allow us to address these elements more broadly. 

The last section addresses the rhizome formed out of the three scales, 
discusses the results and is oriented towards answering the dissertation's 
question: in what way are transmediatic experiences outlined in theme parks, 
and to what extent does the relationship between space, brands and 
sustainability singularise the notion of transmedia dynamics? 

6.1. 1/100 scale 
As we have already explained in the previous chapter, the 1/100 scale 
represents a more distant perspective of the space, focusing on what 
constitutes the theme park in both material and functional terms. For this 
reason, we have chosen a panoramic view of the analysed object, using for 
that purpose the MK map. It allows us to get informed about the visiting 
possibilities by reading the legends and recognising the icons present there. In 
addition, it informs us about what makes up the space in a practical way, 
although other textures that form this map can be examined. 

6.1.1. Contextualisation 

The Magic Kingdom map is a material handed out for free to visitors when 
they arrive at the park. Previously, access to it was restricted to those who 
visited the space, which made it a kind of souvenir of the trip by marking 
which features characterised the park at that specific moment – attractions, 
novelties of a given period, events taking place then and etc. The map is 
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usually modified every year, highlighting attractions, bringing news about 
new launches and announcing events that are going to take place in that period. 

With the internet, it is possible not only to get an electronic version of the 
current map of the park (dispensing with paper), but also to have access to the 
different maps from 1971 to 2021. Comparing the 1971 and 2021 maps 
(Figure 9) we can see that it is organised in a clockwise manner around 
Cinderella's castle, which is a reference point in the park and has barely 
changed over 50 years. Even though the expansion of areas and the addition 
of new attractions in the already established lands are noticeable aspects. 

In the following figure (Figure 18) we can see the icons used to indicate 
different park areas, as well as their numbers, which work as a reference to 
find the legends (Figure 19) that describe each of these parts. 

 

Figure 18. Cutout 1 – Magic Kingdom Map 2021. From Magic Guides 
(https://magicguides.com/disney-world-map/) 
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Figure 19. Cutout 2 – Magic Kingdom Map 2021. From Magic Guides 
(https://magicguides.com/disney-world-map/) 

The way to visit the park is guided on the map by legends, numbers and 
colours through which we perceive functional aspects of a space designed to 
be a theme park: leisure, food and shopping are the three elements that 
summarise what to experience at the MK.  

We notice that the map clearly proposes a division in each land by prioritising 
attractions such as rides, 3D shows, meetings with characters and musical 
attractions. Restaurants, squares and shops are listed last, even if spatially they 
are closer to some attraction previously listed. This is repeated across all lands, 
but it is particularly remarkable that number 5, on Main Street USA, is almost 
bordering Adventureland, and number 6 is the entrance to the park again. 

If we observe only the numbers, disregarding their description, this division 
does not seem to make sense; however, after paying some attention, we 
understand that there is a functional grouping that organises “fun”, “food” and 
“shopping” in each land, making it easier for those who use the map to find 
their way around the park. However, such a framing presented by the brand 
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on the map follows a very simple logic: lead park visitors to first experience 
the attractions, then eat and finally buy products that will represent the 
experiences they have had. 

We also notice that the map proposes a clockwise-oriented tour, which 
reminds us, recalling the land divisions we saw in chapter 4, of a past-to-future 
storytelling. The past, in this case, is Walt Disney's life history, starting from 
Main Street USA, passing through the traditional civilisations in 
Adventureland, and arriving at Frontierland, which represents the history of 
the United States. Other elements of this past are the Old West and Liberty 
Square, where Disney's nationalist features and the American State's 
independence are highlighted. The middle land is Fantasyland, with magic, 
royalty and fairy tales. This land stretches all the way to Tomorrowland, where 
references to a technological and space future can be found.  

Thus, even if in this scale we only see the names of the attractions, their 
legends and the order in which the space is organised, we realise that the 
brand's standpoints somehow extend to this scale precisely because it is a 
material provided by the company to visitors, as we will analyse next. 

6.1.2. Space and territory 

We relate the 1/100 scale to the molar line action because what we have here 
is what Soares (2016) calls “building a certain definition for the storytelling 
form” (p. 123, our translation). In this regard, the map reiterates and tries to 
keep a territorial organisation linked to the narratives contained therein and 
the elements that compose such transmedial worlds. As the molar line of a 
territory, the map seeks to sustain a visitation mode that reiterates the initial 
1971 proposal and therefore remains basically the same. 

In addition, we consider this scale to be linked to the absolute space of the 
spatial axes (Harvey, 2004), as no references that relativise or relate users' 
choices to space are added. What we have in essence is a primary framework 
construction with elements that refer to Disney's transmedial worlds and their 
connections within the branding construction, and that reiterates the functional 
role of the space as a theme park. The map shows us how, by grouping Disney 
narratives according to land themes, we are provided with Disney-specific 
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face information (Goffman, 1967). This is reflected in what would be 
“fantasy”, “future” or “adventure” under the brand. And in fact, we realise that 
although all of these themes are possible at Disney and coexist at MK, their 
spatial organisation shows how some lands are larger in size and in number of 
attractions than others. 

Whereas Frontierland and Main Street USA have less than 10 attractions each, 
Fantasyland and Tomorrowland occupy an entire row, with more than 10 
attractions each, and point us to a new attraction (Tron) opening at 
Tomorrowland. This layout can be read as a spatial organisation that concerns 
the “pure” conception of this theme park, in terms of being a representation 
without users' faces and representative of how space is conceived, according 
to its creator. 

We are reminded here of what Williams (2020) identifies as a lack in 
transmediatic research – the analysis of the transmedia experiences' location 
– proposing that its lay-out not only offers an important reading of what that 
physical space might represent, but also provides an environment for 
understanding potential user-producer connections. The way the park's 
materialities are placed and how they are organised and described on the map 
suggests the formation of branded spaces, in such a way that the park is at the 
service of reaffirming the brand's positioning. This is reflected in the spatial 
organisation of triggers, such as the use of the names of the attractions, the 
names of the lands and their size, which intend to trigger specific identity 
parameters in users. 

Based on that, we can propose that the size occupied by certain parts of the 
park to the detriment of others works as a reaffirmation of specific media 
landscapes and also connects materiality to the branding values of the Disney 
Master Narrative. That is, if we have a greater emphasis on the areas of 
“fantasy” and “technology”, it is possible to understand that these values are 
in evidence and that the brand wants to reiterate them through this media. 

In the same way, this spatial design kept basically the same since its 
inauguration became a lieu de mémoire, preserving what was built by its 
creator 50 years ago. On the one hand, this status reinforces the longevity of 
the brand and creates a consistent nostalgic territory; on the other hand, by 
preserving materialities without any radical changes, it may indicate 
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unsustainable textures about the brand, linked to media landscapes and the 
transmedial role played by Disney. 

6.1.3. Transmedia (un)sustainability 

The 1/100 scale allows us to understand the space from its function and from 
what composes it in material terms. This leads us to a first view of the 
(un)sustainabilities present in the MK, which arise from the analysis of the 
organisation of its physical elements, such as attractions and their respective 
positions in the park.  

This spatial arrangement and its status as lieu de mémoire, as we have already 
pointed out, carries a series of (un)sustainable questions concerning how the 
brand positions itself vis-à-vis the messages it constructs about itself and its 
worldviews Gabler (2008) refers to this organisation of the Disney parks as 
nostalgic and futuristic, emphasising the origin of the understanding of what 
would be the past and the future for Disney and Walt Disney. As we have 
discussed in chapter 4, Walt Disney was close to the US conservative wing 
and even though he was involved in the entertainment industry, his nationalist 
and patriotic positions were always stressed and exported along with his 
works. For being “a conservative and a visionary” (Gabler, 2008, p. XIV), 
Walt shared a world view in which the past would be represented by the 
traditional peoples which were supplanted by European colonisation, while 
progress would be symbolised by the independence of the USA.  This spatial 
organisation carries a reaffirmation of certain stereotypes about traditional 
peoples or different ethnicities as if they were all indistinctly “exotic”. Such 
is the case that an Adventureland attraction that refers to Aladdin (which could 
be related to the Arab peoples) is found side by side with another one about 
tropical forests and their rivers (Figure 19, numbers 10 and 11). The word 
“exotic” is even used in the description of Jungle Cruise: “set sail on a 
whimsical cruise through exotic rivers”, emphasising this feature.  

By contrast, at Tomorrowland and its attractions, on the opposite side of the 
park, we see the use of words like “future”, “progress” and “technology”. One 
example is Walt Disney's Carousel of Progress (Figure 19, number 54), 
described as a “travel through the 20th century to see how technology has 
improved our way of life”, reaffirming Walt Disney's relationship with the 
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vision of the future and progress defended by the brand. Through the 
numerical organisation proposed by the map, we have that the end of the walk 
in the park takes place exactly on this land, at the park's last shop: 
Tomorrowland Light & Power Co. (Figure 19, number 62). 

This arrangement of opposites also relates to what Nader (2007) and Madej 
and Lee (2012) propose about the parks of the brand being like a temporal 
experience of a History (of humanity) told by Disney. This perspective 
supports our argument that MK is a lieu de mémoire, as we understand that 
this organisation represents both a reiteration of the aforementioned creator 
and brand point of view regarding facts, and an exaltation of a supposed 
superiority of the US and Europe in relation to other peoples and cultures, as 
references to them are predominant in all lands.  Thus, on the one hand, this 
spatial organisation is sustainable for the brand as it preserves its own history 
and highlights its original characteristics, as a lieu de mémoire. On the other 
hand, after 50 years and advances in the debate about representations and 
representativity, this Eurocentric perspective reinforced in the park space can 
be understood as unsustainable. 

The (un)sustainable spatial configuration, i.e., the one that can be sustainable 
and unsustainable at the same time, also permeates Fantasyland, which, 
despite being strongly associated to Disney narratives, reinforces the western 
and white stereotype of royalty through princesses and princes that are part of 
the attractions. From the map and its descriptions, we understand that 
Fantasyland is described by words like “magical”, “princesses” and “princes”, 
denoting a fairytale status dispensed with direct references to a particular 
historical period. Unlike the group referring to the past (Main Street USA, 
Adventureland, Frontierland and Liberty Square) and the land referring to the 
future (Tomorrowland), in Fantasyland there are no traces of Walt Disney's 
memories or of the history of the United States according to Disney, at least 
not described in the material. However, the choice of princesses like Bela, 
Aurora, Cinderella, Snow White and Ariel as representatives of the attractions 
of this land indicates the permanence of the unsustainable concern already 
mentioned.  

Fantasyland, as well as being the largest area of the park in number of 
attractions and physical size, is also the area with the most direct references to 
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the narratives of the brand and its characters. This fact generates transmedia 
sustainability regarding the relationship of these narratives with each other 
and with the brand since they occupy a substantial space both materially and 
in terms of time. It is therefore implied that users spend or would spend more 
time there. Moreover, it reaffirms the position occupied by fantasy stories 
within Disney's scope, which can be understood as a sustainable longevity trait 
of these narratives and of maintenance of their relationship with the brand. 

The scheme below (Figure 20) shows the (un)sustainable interrelations of the 
1/100 scale represented according to the environmental, social and economic 
lines. 

 

Figure 20. 1/100 scale (un)sustainability scheme. Designed by the author. 

This (un)sustainable spatial organisation raises key analytical points 
concerning transmedia experiences, especially in what it means, for Disney, 
to stimulate user engagement. As we saw in chapter 4, the brand has always 
positioned itself as a great “storyteller”, however, it does not problematise 
what these stories are, or how it uses landscapes built outside the filmic 
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context, as in the park. As we will see in the next section, this has an influence 
on the transmedia experiences of this scale, which are based on trying to 
provoke a transmedia desire in users so that they experience the park in a 
specific way. 

6.1.4. Transmediatic experiences 

The kind of transmedia experience to be formed in the 1/100 scale user-
producer relationship relates directly to the (un)sustainable texture presented 
in the previous subsection. This is because it provides us with information 
about the types of worldness existing in each land as well as it uses them 
(worldness) to try to create a transmediatic desire in users. Given that the 
legends (Figure 19) do not show what each attraction looks like, we can infer 
that their focus is to build an initial image (key) of the contents of each area 
of the park, as described before. This construction connects to the themes and 
brand values embedded in each land, as well as reinforces the transmedial 
worlds materialised in the park. The names of the characters, as well as the 
movies that are directly mentioned in the subtitles, build expectations about 
what will be seen in the park and this expectation reverberates in a transmedial 
desire, since users may decide to go to the park based on their will to inhabit, 
experience and change some of these worldnesses. Thus, within the 
transmedia experience, worldness overlaps with user directedness and 
platform affordances, and is an aspect that stands out on this scale.   

Taking into account that the worldness is constituted from the information we 
have about the transmedial worlds and how they are constituted in terms of 
characters, aesthetics, ethical elements and chronology, the attractions' 
descriptions help us to relate them to specific worlds. In this manner, a 
description like the one in Dumbo the flying elephant (Figure 19, number 38), 
which says “ride your favourite flying elephant”, gives us access to 
information about this character's worldness and the history it is part of, which 
enables us to situate the flying elephant as well as understand why it is part of 
Fantasyland.  The same occurs with the remaining mentions of other 
narratives, highlighting the fact that the map suggests to us that if we want to 
find a certain character, we need to understand which group it fits into.  
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This means that the map reiterates the proposed land divisions and reinforces 
a more functional spatialisation of the experience of/in the park, in which a 
given character and narrative cannot occupy any other space but “theirs”. 
Thus, if a user decides to interact with a certain story, like the aforementioned 
one about Dumbo, they have no other choice within that space but to go to 
Fantasyland.  

This aspect needs to be stressed because it demonstrates the non-repetition of 
themes. As we have seen in the section on Disneyzation, theming is one of the 
key aspects of understanding the construction of experiences at Disney. As 
Bryman (2004) argues, “theming becomes a mechanism for distinguishing 
otherwise identical and unremarkable venues and products” (p. 52), so that 
there is no repetition or sprawl between lands in the way the map is presented 
to us.   

Thus, the lands are not only well divided but also propose different themes 
among themselves, even using highlighted attractions as reference points for 
what one expects to see in each part of the park. In the analysis of the map, 
only one element has been featured in more than one land: Mickey Mouse. As 
we saw in chapter 4, the mouse is the great representation of the brand and 
Walt Disney's work, besides being a foundational character, which means that 
it stands as a symbol of the brand, potentially inserted in all lands.  

In fact, we were surprised that his presence was only highlighted twice and in 
such distant lands (Main Street USA and Fantasyland). This occasional 
mention may suggest that his presence is intrinsic and is part of the park as a 
whole, without it being necessary to emphasise it. 

From this perspective, we understand that the 1/100 scale transmedia 
experience reiterates Disney's place branding and even deals with its own 
narratives as being brands, both by associating some narratives with shopping 
items, as in the case of Pirates of the Caribbean and the Pirate's league shop 
(Figure 19, no. 25); or by assembling characters under a sub-brand, as it 
happens with the villains (Figure 19, no. 3) and the princesses (Figure 19, no. 
59). This perspective adds, to the transmedia experience, the worldness of sub-
brands, which can serve as anchors for users' interest in visiting the park.  
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We propose that user directedness does not apply directly because it depends 
on a subjective component that comes from users' tastes, their memory 
relations and the like. However, when map legends cite characters and 
narratives, as well as indicate a connection with a particular activity (such as 
food and shopping), a directedness proposal is somehow built. Similarly, the 
way the map is numbered can also guide users to follow such a direction.  This 
axis corroborates the argument that there is an effort towards building the 
users' transmedia desire since it directly associates the park spaces with the 
themes and narratives that are part of the brand's imagetic fortune. 

It is also possible to understand this axis from the concept of pervasive 
nostalgia, which can be observed both in the preservation of physical spaces 
as a way to allow a revisiting of previous trips to the park, and in the promotion 
of a sense of home from children's narratives present there. In analysing the 
list of attractions that are directly mentioned, there are a few post-2000s ones. 
Most of the listed attractions make reference to audiovisual works released 
between 1980 and 2000, which indicates the children audience of this period, 
as well as the MK growth phase.  

As Lockwood and Medlik (2003) argue, this suggests a certain tourism 
industry behaviour towards investing in elements that make sense for the 
generation with financial resources to consume such destinations. Especially 
in relation to the Experience Economy, which introjects in this same 
generation a feeling that experiences need to provide affects and 
identifications for them. 

Finally, when dealing with platform affordances, we point out two questions 
about the map, taking as a starting point the possibility of considering the map 
itself as a platform that has its own characteristics, which can be used as 
restrictive or comprehensive. 

Since it is a paper platform with space limitations, an organisation of 
information based on the criteria of importance and need is taken into account.  
Therefore, in addition to the attractions, the map carries some extra 
information, such as an advertisement for the My Disney Experience app and 
reminders about special physical conditions that may limit access to certain 
attractions, such as pregnancy, heart problems and others.  
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And even if it is possible to download it digitally by using the aforementioned 
application, we understand that the map can become memorabilia, both 
because it is a material item freely distributed in the park, and because it is a 
reminder of the year of the visit, with running and upcoming attractions, etc.  
Our personal experience has shown us that many users use the map to score 
the best attractions with grades or points, in order to share this information 
with others or with themselves on a new visit. 

Based on our understanding (Figure 3) of Tosca and Klastrup's (2019b) 
proposal, we have the following (Figure 21) representative scheme of the 
transmedia experience: 

 

Figure 21. Rhizomatic scheme of the 1/100 scale transmedia experience. 
Designed by the author. 

In the scheme above, worldness stands out occupying most of the overlay that 
forms the transmedia experience. Although smaller than the other two, the 
user-directedness axis does appear, but it is well intersected by the other two 
segments since this is not the most important axis at this scale. As for the 
platform affordances axis, it occurs occasionally due to the nature of the map, 
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but it is more related to the user's directedness. This points to functionalities 
that can be attributed to this platform, which despite not being an object of 
analysis of this scale, may affect the uses of this map. 

In relation to world-building, management, user stimulus and user 
engagement, we can relate the 1/100 scale to the transmedia world 
management due to the importance of the narratives' worldness, which 
become sub-brands, and the Disney brand. We can also add user stimulus to 
this scenario since users receive information about the park areas based on 
their functionalities. 

6.2. 1/10 scale 
Unlike the 1/100 scale, the 1/10 scale is based on the insertion of the relative 
standpoint of space (Harvey, 2004). This means a specific reference to what 
that space is building, and therefore a symbolic intentionality, i.e., the framing 
made by the producer through what they want to highlight and sustain is 
evident. It is in the relative space that we can observe the reiteration process 
of the producer's branding faces (Goffman, 1967) because the framings 
developed by this producer are strategic to build what Soares (2016) calls 
extra-field. 

Thus, we move from a broader scale focused on absolute space (Harvey, 2004) 
to delve into how the brand positions itself in that space and how it intends its 
users to relate to it, through videos made and shared by Disney. 

6.2.1. Contextualisation 

As we pointed out in the previous chapter, for this scale we selected three 
videos from the Disney Parks channel, produced by Disney itself. The three 
videos comprise different approaches, which we believe complement each 
other for the display of what singularises the construction of this scale in 
relation to the other two, as well as serve to understand how the brand builds 
its faces using its transmedia branding strategies as framings. 

The first video, Heigh-Ho...Take a ride on Seven Dwarfs Mine Train!, was 
shared in July 2020 and is part of a set of videos from the channel Ride & 
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Learn. The purpose of this segment is to present curiosities and details about 
the theme park attractions, building users' expectations about the attraction 
and also directing their attention to certain details that the brand wishes them 
to notice. The takes were shot as if we were “on board”, resulting in scenes of 
the attraction overlapping with written information about the ride. In the 
collage below (Figure 22) we used some frames to illustrate this format. 

 

Figure 22. Frames of the video Heigh-Ho...Take a ride on Seven Dwarfs Mine 
Train!. Montage made by the author with frames from the original video 
(Disney Parks, n.d.). 

Throughout its 02 min 40 s, the video builds an extra-field storytelling for 
those watching, from the point of view of someone inside the roller coaster 
cart. This adds another layer to the video, which is to show us what we would 
see in that position. This is P.O.V. style video, which is recurrent among the 
content we find in the “Virtual Disney Rides”' playlist. We understand its use 
as a strategy to build the framings of the brand and to highlight them through 
what is experienced in the park. 
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The What's The Magic Like Today | Walt Disney World Guestimonials video 
is divided into three parks, namely: Magic Kingdom, EPCOT and Animal 
Kingdom. MK is clearly more highlighted (12 seconds) compared to the other 
two, which have much less screen time (adding up to about 10 seconds) 
excluding the final scene, in which the location is indistinguishable as the 
focus is on Disney Parks' logo. In the collage below (Figure 23), we arranged 
some frames of the part of the video referring to the Magic Kingdom. 

 

Figure 23. Frames of the video What's The Magic Like Today | Walt Disney 
World Guestimonials. Montage made by the author with frames from the 
original video (Disney Parks, 2021). 

This video, unlike the first, focuses on users' answers to the question “what's 
the magic like today?”. The so-called guestimonials are described right at the 
beginning as “testimonials from actual guests”, as a way to attest that the video 
is about users' opinions and perceptions. It is safe to assume, of course, that 
because this is an official video of the brand, those comments were chosen 
according to what Disney itself would like to reiterate in its positioning. The 
video, despite being short, can point us to some of the brand's strategic stances 
regarding its territorial construction and maintenance, as well as hinting at the 
kind of information they want to be retained by their users.  

This video points to a kind of reputation management typically practised by 
the brand, which tries to confirm its parks as safe and special places. In this 
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strategy, one can see the connection of the parks' suspended world with 
something from the Primary World, the covid-19 pandemic, which is used to 
reaffirm MK's verisimilitude (Wolf, 2019). Although it is not the only material 
that extols the nostalgia of the park space, the video definitely does so in a 
tone that recalls the construction of a home that is once again open to 
visitation, just as it was before. That is, here the video uses a nostalgic framing 
in order to reaffirm space and brand longevity. 

The third video features the full version of Happily Ever After fireworks show, 
and provides us with a first contact, in terms of scales, with the use of the park 
space for the integration of multiple storytelling worlds connected by the 
Disney brand. The video mapping projections shown on Cinderella's castle, 
which is the canvas for many possible narratives of heroes, princesses, 
monsters and villains, show us that everything is entangled. 

It can be observed (Figure 24) that the storytelling thread of the fireworks 
show is mainly woven by the song Happily Ever After, performed by Jordan 
Fisher and Angie Keilhauer, and by the well-known soundtracks of films such 
as The Princess and the Frog, Tangled, The Little Mermaid, Moana, Brave, 
Aladdin, The Lion King, Hercules and many others. 
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Figure 24. Frames of the video Close out your day in the best way 
possible...with virtual fireworks!. Montage made by the author with frames 
from the original video. Originally available on: 
https://youtu.be/5bN5b11H4_s (Disney Parks, n.d). last accessed on August 
2021, later made unavailable by the brand. We have found the same video 
hosted on a public domain. Link: https://youtu.be/TlyduMTSdgU (YouTube 
teste, n.d). 

The music serves as a thread connecting the different narratives, and dividing 
them according to the values of the Disney brand: family, friendship, 
partnership, love, among others. Then the villains pop up trying to get in the 
way of the happiness of the different heroes that have been built up throughout 
the castle's storytelling. But evil is vanquished and we discover that the 
traditional “happily ever after” can come in different forms, meaning different 
endings, for different characters and in the different colours worn by the castle. 
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The song ends with the phrase “Find your happily ever after” as if reaffirming 
Disney's role as the universe where all happily ever afters can be found. 

As a way of facilitating our analysis, we will adopt the following designations: 
Seven Dwarfs video for Heigh-Ho...Take a ride on Seven Dwarfs Mine Train!; 
Testimonial video for What's The Magic Like Today | Walt Disney World 
Guestimonials; and Fireworks show video for Close out your day in the best 
way possible...with virtual fireworks!. 

6.2.2. Space and territory 

In fact, the molar line of the territory built by Disney permeates the whole way 
these videos approach the theme park spaces, which in this scale are no longer 
absolute, as in the 1/100 scale, but relative. Relative, in this case, regarding 
what the brand wants to reiterate and expand through its framings. The 1/10 
scale space is also assumed to be relative because its functional and material 
aspects are directly related to the symbolic characteristics arising from 
Disney's branding. These symbolic characteristics refer both to how the brand 
edits the videos – highlighting specific elements and not mentioning others – 
and to the type of information shared, as it helps to reaffirm the brand's face 
in front of the users.   

In all three videos, it is possible to observe a greater emphasis on the brand's 
place, that is, on the branded space occupied in the park space. To do so, 
Disney associates park space objects with sets of actions that refer to family, 
joy, childhood and other branding values. In addition to the close relationship 
with its branding construction, another place that is also built through the 
videos of this scale is the one that arises from the interchange between the 
Primary World and the secondary worlds of the narratives present therein. By 
constructing these places, the space observed in these videos puts itself at the 
service of the brand and seeks to create expectations about Disney's longevity. 

In the Seven Dwarfs video, we clearly notice how the gaze is directed, and 
this works both to reiterate aspects of the attraction, highlighting its position 
in the park, the route taken by the roller coaster and the aesthetics used there 
– which refer to a mine of gemstones and to the animation Snow White and 
the Seven Dwarfs. Moreover, by adding behind-the-scenes information to the 
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attraction and emphasising the work of the dwarfs, this driving of the gaze 
suggests that there is more to it than what is immediately apparent.  The brand 
intentionally states that the material aspects of the attraction have more to it 
and that we just need to be alert to understand what it is. In the frames below 
(Figure 25) we highlight this statement as we are informed that the little house 
featured at the end of the ride is a carefully constructed replica of the house 
from the film. 

 

Figure 25. Frames of the Seven Dwarfs video. Compilation made by the 
author from the original video (Disney Parks, n.d.). 

 This statement not only underlines that the attraction occupies the functional 
space of being a roller coaster, but proposes that its existence is directly 
connected to the film storyline, from what that materiality means. The details 
that are shared both integrate the ride into Snow White and the Seven Dwarfs' 
transmedial world and expand it, including an ending that leads us to assume 
we are actually watching the scene where the evil queen (Snow White's 
stepmother) leaves the dwarfs' cottage after poisoning the princess and is 
trapped by the seven dwarfs. In this video, we can see a face that promotes the 
connection between the story of the princess with the theme park and the users. 
The framing reaffirms the place of the park as a bridge connecting Primary 
and Secondary worlds and proves to be rewarding to users by bringing out 
details that are not explored in the film. This moment in the storytelling and 
the aspects of its worldness shown in the video are highlighted by the 
curiosities shared and the way the framing reaffirms the materiality of the 
space. 

In the testimonials video, we are presented with another aspect of the brand's 
symbolic construction of this space, even if the video is made up of users' 
comments. It would be naïve to disregard the fact that it is an official video of 
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the brand and that therefore there is a specific framing there, aiming to align 
what these users say with what the brand wishes to maintain. In this case, the 
focus of the video is on how these people make sense of the theme park 
experience in the face of the covid-19 situation. Right at the beginning, the 
first interviewee says: “I think the magic is still here!”, and adds “We just 
missed Disney!”, while a frame (Figure 26) with the image of the family pops 
up. Everyone is wearing matching T-shirts with birthday messages like 
“celebrating my 70th birthday” and with stylised characters such as Minnie 
and Mickey. 

 

Figure 26. Frame of the Testimonial video. Extract from the original video 
(Disney Parks, 2021). 

The use of accessories and items that refer to the Disney world is constant in 
this video. It composes the notion of “magic” that constitutes the place of MK 
in its branding, as already discussed in chapter 4, and also stresses the place 
of consumption (consumer space) that it also occupies. This is because all the 
users who appear in that video are wearing some clothing item (including 
protective masks) from Disney world, even when the subject shifts to anti-
corona virus measures. From this video onwards, Disney portrays the MK as 
a safe place to visit, where people respect the rules of social distancing and 
keep their masks on their faces since that space makes them feel at ease to do 
so. In this regard, we refer to the 1/100 scale in which we have seen the 
presence of “relaxation stations” described as “controlled area where face 
covering may be temporarily removed” (Figures 18 and 19). In both cases, the 
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idea of building a safe and “controlled” place, free from covid-19, is a strong 
indicator of how the brand reaffirms its own framing, even in the face of 
something it clearly cannot truly control. 

Another of MK's spatial dimensions emerging in this video is the fact that it 
is a lieu de mémoire, in which certain rituals and traditions are established. 
This can be seen, for example, in the fact that a whole family is going to 
celebrate its members' birthdays in the park, and in the use of Mickey Mouse 
characters' ears as a reference for a structure based on the embedded 
engagement of the interviewed families. That is, it is not enough just to 
celebrate the birthday in the park, a visual code (with garments and 
merchandising in general) is required for it to be considered a birthday 
celebrated at Disney. We must remember that these brand spaces are projects 
that revolve around the need to control the experiences lived there and are also 
oriented towards consumption. Therefore, the users' accounts do not 
contradict each other or convey any negative opinions. The most important 
thing is to preserve the economic aspect of the brand, even if it is disguised as 
representative merchandising of a family moment. It is clear that the aim of 
the brand is to (re)assert itself as a safe space because even in the face of the 
pandemic situation, people would continue to visit the place with the intention 
of consuming. 

Finally, in the fireworks show video, we have a privileged view of one of the 
main landmarks of the park's physical space, namely Cinderella Castle, which 
is transfigured according to the colours and images projected on its walls 
during the spectacle. The video shows a resignification of the castle, which 
does relate to the Cinderella storytelling but expands itself out as the symbol 
featured in the opening of all Disney movies and which connects them as 
belonging to the same universe. It can also be understood as a gateway to the 
brand's world, both for its central position in the MK and for being the canvas 
of this night show. The video adds these symbolic layers to the space, 
emphasising the magical place that the MK occupies in the brand, in which all 
these narratives meet, become tangible and worthy of recollection. 

In this respect, in the highlighted frame (Figure 27) we notice the blending of 
different narratives, produced at different times. It reinforces the nostalgic 
aspect embedded in this show and in this park, where different generations 
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can meet and connect through the common thread of brand values. This idea 
is also present in the testimonials video, even if not in a direct way because 
there the focus is on families with members of different generations 
expressing how they feel about Disney, as we can also see in the collage of 
frames (Figure 22) and in the one frame we have just mentioned above (Figure 
26). 

 

Figure 27. Frame of the Fireworks show video. Extract from the original video 
(Disney Parks, n.d.). 

At this scale, in terms of territory, we keep observing the leading of the molar 
line since the framings presented are made by and in favour of the brand. But 
some lines of flight, which are the additions that users make to the videos via 
their comments, appear as well. Even though most of these comments refer to 
how much they love Disney, how much they miss the attractions and how 
much they wish they could go back to the park soon. These interactions also 
constitute ways of understanding the constructions of place that can arise from 
this space, as we have several interactions in which people mention how a 
particular attraction featured in the video has to do with their family and 
personal memory. Once again nostalgia plays an important role, especially 
starting from what the brand frames as being part of its branding and 
significant in maintaining its longevity.  
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In that sense, the territorial breaches that begin to figure here are still very 
close to how the brand itself is framed because Disney constructs the message 
by avoiding dissent. This molar line strength also informs the lack of critical 
comments on this scale, since people usually respond to the triggers presented. 
Thus, if the framing presented by the brand about itself is exclusively positive, 
users have no room for disagreement. In relation to what Tosca and Klastrup 
(2019b) understand on how different engagement levels should be considered 
in an extensive analysis, we do not dismiss the importance of these subtle lines 
of flight. However, this relative space is under a greater influence of the brand 
and, in the user-producer relationship, is constituted in the reassertion of the 
territory built by Disney. 

6.2.3. Transmedia (un)sustainability 

Differently from what we saw on the 1/100 scale, although one scale 
complements the other, on the 1/10 scale we can clearly see the first 
sustainability rationality (Acselrad, 1999) at work. The one that concerns the 
maintenance and preservation of capital and its modes of production and 
meaning. This is evident because the question “sustainable for whom?”, 
applied on this scale, points entirely to the brand, which does not add elements 
related to social, environmental or economic transformation in its videos. The 
videos are all geared towards reiterating Disney's branding position and 
reinforcing the role that the brand has assigned itself in the (trans)media lives 
of its users. 

As we explained in the previous section, when the framing provides no room 
for dissent in the user-producer relationship, the type of engagement we 
observe is the positive one. Therefore, symbols that reinforce Disney's 
branding and longevity are highlighted, from a perspective of overcoming 
challenges (such as covid-19), overcoming time (such as revisiting attractions) 
and returning to a place of safety. This perception strengthens Disney's place 
as a brand but also brings us information regarding the sustainability of 
capital, which for Fuchs (2017) is evoked not in order to challenge capitalism 
but to prevent criticism against this very structure. Suddenly, the MK becomes 
a safe space, “covid-free” and where dreams, desires and memories are 
experienced (at its price). 
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One of the main elements that reiterate this face in all three videos is longevity. 
As we argued in chapter 3, longevity is different from durability, in a way that 
longevity concerns the relevance of a brand and its symbolisms, while 
durability is related to the materialisation of these symbolic elements. The 
three videos show a constant reaffirmation of how longevous Disney is due to 
its importance as a brand and how its stories carry human values and form 
media landscapes. One of the resources used to this end is the mix of older 
narratives with recent ones, all connected by Disney World. This bears the 
message that even stories from 30, 60, 80 years ago somehow still affect the 
Primary and secondary worlds to which the brand relates. 

Here we notice that one of the strongest traits of Disney's transmedia 
(un)sustainability is to rely on human values such as love, friendship, family 
and innocence, so as to select which message of each narrative shall be 
remembered or forgotten. We consider this an (un)sustainability trait as it is 
well known that certain characters or the way they are portrayed (especially 
in older films) can be considered offensive within contemporary discussions 
— which makes them untenable. A recent case that illustrates this well is the 
inclusion, by the Disney+ streaming service, of a sensitive content68 warning 
on older works from the studio.  

By doing so, the company acknowledges the existence of outdated traits in its 
cinematography, such as the representations of black people and specific 
ethnicities. In relation to cinematographic works, the brand seems to have 
understood that it needs to do something to foster sustainable development 
actions, especially in the social sphere. However, the approach in the parks is 
different because the brand uses specific parts, which in fact highlight or relate 
to the values already mentioned, thus managing to turn old-fashioned works 
into classics, and somehow suggesting that they are not outdated but rather 

 

68 Films such as The Jungle Book, Peter Pan and Dumbo come with a sensitive content 
warning that says: “This program includes negative depictions and/or mistreatment of 
people or cultures. These stereotypes were wrong then and are wrong now” (The Walt 
Disney Co, n/d). Disney justified such action by stating that they wanted to 
acknowledge their negative aspects and thus they chose not to amend their works or 
pretend they did not happen, as a way to contribute to the discussions, especially about 
ethnicity and colour. (Tagiaroli, 2020; McCarthy, 2019) 



 

 248   

 

timeless. This is the case, for example, of the scene chosen to depict Mogli in 
the park: his friendship with the animals instead of the inaccurate 
representation of the boy's native people; or the scene chosen for Snow White: 
the princess' joy after being awakened, and not the unconsented kiss given by 
the prince. Thus, while the brand seeks a more conscious and sustainable 
approach in its streaming service, in terms of social transformation the park 
has stood still in time, (re)producing the same problems of before. 

Given this trace of (un)sustainability, we understand that the brand 
acknowledges its streaming service as a global scale product, which reaches 
different cultures (including those represented in a problematic way in its 
products), while the theme park, although it may be visited by people from all 
over the world, is a product aimed mainly at North Americans. It is as if the 
brand is assuming that it maintains unsustainable media landscapes for its 
original audience, but changes the discourse when it needs to reach a global 
audience. 

In the Seven Dwarfs video, the strategy of highlighting some elements and 
erasing others becomes evident when we see that the focus is on the seven 
dwarfs and not on the princess since she is perceived today as a 
problematically portrayed character. The attraction is clearly aimed at the 
film's resumption by mixing newer technologies, and showing that its 
aesthetic concern is stronger than the narrative. We propose this since all the 
curiosities shared in the video deal with visual elements of the attraction, such 
as the colours of the stones, the footprints of the forest animals or the already 
mentioned dwarfs' cottage. This indicates a (un)sustainability trait whereby 
the brand still makes use of its old narratives without adding any contemporary 
aspect in order to refresh these stories, but rather reuses their old symbols 
merely for visual delight. In this sense, since Snow White remains a 
controversial representation of the feminine in the contemporary, the brand 
chooses not to address her directly69 in the attraction but uses it as a trigger 

 

69 Disney is clearly moving towards revisiting its older narratives, mainly through 
live-action re-readings. Recently, it was announced that Snow White and the Seven 
Dwarfs would have its own version with actors, following the other films in the 
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for its users, who may have watched the film when they were children and 
thus make affective associations with it. 

As for the Fireworks show video, which shows scenes from different 
narratives, this issue comes up through the show's organisation. As we have 
already described, the story told by the show follows the theme song and 
bundles film scenes so that they can corroborate with the subject of each video 
excerpt. Thus, these excerpts highlight a very clear aspect of those stories, 
which is to focus on that specific value, understood as positive. In this 
narrative, pirates can be good guys, the non-consensual kiss between a 
princess and her prince charming can mean true love, and villains are always 
defeated by heroes, regardless of their origin. 

In analysing the material, we realised that when it comes to its own framing, 
Disney sees no problem in resignifying and even blurring discussions of other 
natures (such as politics, representations and even the environment) for the 
sake of its own longevity. As we discussed in chapter 3, this sustainability that 
operates on behalf of the capital is a deep-rooted and very powerful logic that 
cannot be disregarded. Based on these considerations, we present the 
following visual scheme (Figure 28) on the 1/10 scale (un)sustainability. 

 

princesses franchise, such as Cinderella, Beauty and the Beast, Mulan and The Little 
Mermaid. However, this same movement is yet to be seen in the parks.. 
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Figure 28. 1/10 scale (un)sustainability scheme. Designed by the author. 

In the analysis of this scale, it becomes explicit that little or almost nothing is 
directly mentioned about the environment. However, some elements emerge 
as relatable to this sphere, such as the hyper-valuation of merchandising, 
symbolised by the users chosen for the testimonials video; as well as the types 
of framings enhancing certain characters (Figure 27). These represent a socio-
diversity that we know, from the analysis of the 1/100 scale, is usually related 
to nature, such as Aladdin, Mulan, Moana and Tarzan. 

In the case of merchandising valorisation, we face the issues already 
mentioned of a massive production of objects, which require a high turnover 
in order to be profitable for the company. Furthermore, the family wearing 
customised t-shirts also occupies another place within the mercantilist 
merchandising logic which is that of self-production based on the brand's 
symbols. but rather use these objects indirectly to sell itself through them.  

Regarding socio-diversity, we understand that by featuring and highlighting 
these characters, the brand tries to remediate the fact that, in the functional 



 

 251   

 

park space, they are relegated to an area of stereotypes and have little 
expression. 

This can also be read as a simplistic strategy to demonstrate some 
representativity since no substantial changes are made in the physical space of 
the park in order to actually contribute to social, cultural and ethnic diversity. 
Besides the little concern with socio-diversity, the issue of the environment is 
just not emphasised by the brand framing and can be understood as secondary 
in MK. 

6.2.4. Transmediatic experiences 

From the three videos that make up this scale corpus, we start from the axis 
“platform affordances”, which in the previous scale figured in a secondary 
place. As we move to the 1/10 scale, we realise right from the beginning that 
both sound and visual editing is an important resource used by the brand. This 
is because it adds information that allows us to expand our first interpretation 
(by the 1/100 scale) about Magic Kingdom, as well as helping the brand to 
emphasise specific points that are deemed important for the construction and 
maintenance of its faces. In a way, the use of editing can be understood as 
another way of building forced perspective, by shifting the focus from the big 
picture to the specific. 

Regarding the construction of nostalgia, the 1/10 scale videos confirm the 
pervasiveness of this element in the construction and maintenance of the brand 
and its transmedial worlds, since they trigger affects that make users get 
involved with that message, often trying to relive the moment that materialised 
or started this embedded relationship. Broadly speaking, the 1/10 scale 
suggests that transmedia experiences raise affective lines from the updating of 
the user-producer relationship. Thus, in relation to world-building, 
management, user stimulus and user engagement, this scale is linked to 
management and user stimulus, which, as we will see later, is related to the 
before and after of a visit to the park. 

Another feature of this platform is being an online social network, in which 
people can interact through likes, comments and shares. Although this is not 
our focal point regarding the analysis of this scale, we can propose that just as 
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in the case of the 1/100 scale, where we see brand traces intersecting the 
absolute space, these comments intersect the relative space and provide a more 
relational perspective to the video content. All three videos were published by 
the brand during the pandemic time, and one of the most recurring comments 
is about missing the park, or how these videos bring joy in the midst of the 
pandemic. Somehow we are perceiving MK reiterated as a place where people 
can experience safety and escape, through what brings them nostalgia. 

The interaction in the comments area leads us to the discussion about the user's 
directedness, which in this scale is understood by the before and the after of a 
visit to the park. Before, once there is a clear construction of expectation 
through the framing present here. After, once the comments with expressions 
such as “I miss it” and “I want to come back soon” lead us to understand that 
these users have already been visiting MK at some previous time.  

Following this interpretation, the before can be seen in the video segment to 
which the Seven Dwarfs video is part, in which the user goes on their next 
visit (or first) already knowing details that will direct the way in which they 
will perceive the micro scale of that attraction. We propose that the same can 
be said about the fireworks show video since it presents the entire show but 
we still can see comments about how seeing it live is another experience and 
how some people wait all day for this night spectacle. In the testimonials 
video, this before is not so evident, but it too can be found if we realise there 
is an effort to reaffirm that the parks are safe to visit. 

Regarding the after, it occurs more interactively in the videos, as already 
noted, but also when other attractions are mentioned, as in the Seven Dwarfs 
video, which shows a specific detail that appeared in a previous attraction that 
was discontinued. Another after-related element can be found in the 
testimonials video, in which one of the persons reports that Disney's magic is 
the same as before. 

Finally, exploring the axis of worldness in relation to the 1/100 scale, the 
Seven Dwarfs video brings something extra to the roller coaster attraction of 
the same name. If at the 1/100 scale it is only referred to on the map (Figure 
19, no 41) with a brief description, which says: “Race and rock through a 
diamond mine on this family coaster!”, we now know that this is a 
rollercoaster directed at Snow White's world and that it focuses on the seven 
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dwarfs. In this case, a new layer of worldliness is added to the narrative, and 
it relates to this new information about the gem mine where the dwarfs work, 
and about what each of them specifically works on. At the moment the dwarfs 
are shown at their work, we notice that the camera moves slowly70, showing 
calmly each of them, what they are doing, their different functions and their 
personalities. 

From the analysis of the framings proposed in the Seven Dwarfs Mine Train 
videos, we can say that on the 1/10 scale there is a valorisation of this 
attraction, highlighting several aspects about it, from its design to privileged 
information about its conception — and, also, details that generate direct 
connections between the attraction and Snow White and the Seven Dwarfs 
movie narration. This can be understood as a way of expanding our knowledge 
of this particular world, keeping it longevous even considering that the film is 
one of Disney's oldest (and most problematic) works, as we have already 
touched upon. 

The testimonials video is much more at the service of the Disney brand 
worldness per se, as it deals with its branding in a direct way and highlights 
its values. The choice of people and which parts of their lines will be used in 
the video, as well as the scenes in the parks, highlight this worldness and seek 
to reaffirm what the brand stands for. The commercial aspect, which ties the 
transmedia experience to the purchase of items (commodification) that 
symbolise and embody these moments in the park, materialises the embedded 
engagement of users with the brand. We return to Appadurai (1996a) and 
Deuze (2012), who propose that the contemporary construction of cultural 
identity is traversed by media content with which we have grown up and been 
continuously exposed. In this sense, the average North American family 
portrayed in this video lives an embedded engagement with Disney and 
reasserts this relationship through the consumption of goods and the park 
space itself. 

 

70 In the videos it is not clear whether the camera is moving slowly or the roller coaster 
cart is slowing down.  
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Another worldness element that we can point to in this video is the fact that 
the outfits referencing Disney are all related to the characters of Mickey's 
gang, which touches on the issue of foundational characters (Tosca & 
Klastrup, 2019b) and reaffirms Mickey's position as the brand's major symbol. 
The excerpts that show MK's physical space are only meant to be part of 
people's testimonials, working as scenarios and not as a direct part of the 
narrative. Therefore, in this particular video, the park is secondary and 
becomes the space in which families materialise their “magic dose” that 
sediments and reasserts their relationship with the brand. The worldness that 
is evident here, then, is the one of the brand and not of its narratives. There 
lies the triumph of Disney and the commercial success of its theme parks. 

The fireworks show video can be considered an ode to the multiple 
subworldnesses that make up Disney's worldness. By mixing past and 
contemporary narratives, characters with different profiles and stories of 
different natures, the connecting threads that, in theory, would form the 
Disney experience, stand out. 

Finally, we present below (Figure 29) the representative scheme of the 1/10 
scale transmedia experience. 
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Figure 29. Rhizomatic scheme of the 1/10 scale transmedia experience. 
Designed by the author. 

In the scheme above we emphasise that, although the three videos aim to 
reiterate branding and build a sort of expectation about the experience at MK, 
they do not operate in this construction of transmediatic experience in the 
same way. From our previous explanation, we understand that the axis that 
can be considered recurrent is the platform affordance one, but in terms of 
user directedness and worldness some variations can be observed. 

When we deal with the fireworks show video, we are much more likely to see 
the user being directed to the Disney world than when we analyse the Seven 
Dwarfs video, which directs the user to the specific worldness of Snow White 
and the Seven Dwarfs. For this reason, the fireworks show video and the Seven 
Dwarfs video are close in their worldnesses, but they do not completely 
intersect. This happens because the worldness of the Seven Dwarfs video deals 
directly with the park, whereas the fireworks show video uses the park only 
as a canvas to deal with the worldness of the stories created by Disney.  

In contrast, the testimonials video directs the user to the Disney brand through 
its branding and does not deal with the Disney world from its narratives, but 
from the values that constitute the brand positioning strategy. From the 
rhizomatic experiential model, all three videos corroborate our theoretical 
construction, which indicates that the transmedia experience also changes 
when viewed from different angles. This is also observable in the scale that 
focuses on the construction and reiteration of the brand faces.  

Here we observe the same as Fast (2012) pointed out in his work on the 
transmedial franchise Transformers:  

1. The brand strives to create immersive experiences that can lead users to 
want to go deeper and deeper into the brand's universe and its narratives - even 
if not all users have this impetus, as we will see in the next scale. 

2. There is a subtle but quite striking construction of a kind of “lifestyle” (Fast, 
2012, p. 158) that continuously “entails more than a delivery of ready-made 
packages of products” (Fast, 2012, p. 158), motivating the user to expand and 
strengthen their relationship with the brand. 
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6.3. 1/1 scale 
As a scale understood from the detail plane (Soares, 2016), or from a 
subjective look at the spatial composition, the 1/1 scale requires a more intense 
presence of users in the space, with special emphasis on how they relate to the 
producer from within the park. Moreover, this scale presents well-defined 
escapes precisely because they are driven by the presence of these 
subjectivities. As a result, we see the construction of new territories that 
escape the control of the brand and its molar movement. Therefore, at this 
scale, we can observe with more intensity the de(re)territorialisation processes 
that give rise to other faces and framings, in addition to the construction of 
places that are typical of the symbolic singularities of this space. 

As we put it in the introduction of this thesis and supported by the cartographic 
method, we will intersect our observations on the contents made by the 
analysed users with some of our personal experiences working as a Disney 
guide between 2011 and 2015. As the focus of the thesis is users in their most 
recent relationships with the park, we will only comment on our experiences 
when this may be relevant. 

6.3.1. Contextualisation 

We were initially going to conduct a sampling collection for this scale in a 
field study that would take place in the second half of 2021, during the 50th-
anniversary celebration of the Magic Kingdom. However, in light of the 
situation in Brazil and around the world regarding the coronavirus pandemic, 
we rethought the sampling strategy.  

Thus, we decided to focus on the same 1/10 scale platform in order to draw 
some parallels between them, but with a frame linked to the users' production. 
By doing so, we intended to solve the need for subjective material, and at the 
same time make it possible to have a view of visitation modes that are different 
from the other two scales. 

As we discussed in the previous chapter, the decision to conduct data 
collection using tools such as online social networks implied taking into 
account ethical issues about the protection of the users who created this 
content. Thus, the selected material excludes video frames in which users' or 
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other people's faces are shown, as well as safeguards our interest in how these 
users experience the park. For this reason, the following analysis focuses more 
on what users say and how this correlates with the displayed images, rather 
than on each user's individuality. 

To get to the videos Beautiful Magic Kingdom Rope Drop Morning | Park 
And Crowd Updates | New Castle Additions and LIVE Happily Ever After 
Fireworks at Disney World! || Magic Kingdom, we carried out an extensive 
search for videos that were public and created by users who had no 
employment or licensing relationship with Disney, i.e., we only worked with 
channels not managed by employees or sponsored by the brand. Thus, we 
discovered some video formats that were recurrent on YouTube and this 
discovery also helped us in the sampling choice, since we could use videos 
mixing different styles and also observe how other users were interacting 
through live comments and reactions – in the case of live videos. 

As with the 1/10 scale, we will also use simplified terms to optimise our 
analysis. We will call Beautiful Magic Kingdom Rope Drop Morning | Park 
And Crowd Updates | New Castle Additions video as Rope drop video, and 
LIVE Happily Ever After Fireworks at Disney World! || Magic Kingdom video 
as Live video. And as we have already signalled, when we are referring to 
video authors, they will be called user 1 (for the author of the Rope drop video) 
and user 2 (for the author of the Live video).  

In the Rope drop video, the user's main goal is to explore strategies to 
experience more attractions (especially the ones that usually have long 
queues), starting by arriving at MK before the park opens. User 1 starts their 
journey in Fantasyland, and proceeds to Frontierland and Adventureland. The 
following compilation (Figure 30) sets up some frames that illustrate the 
framings that user 1 decided to do in the video, as well as show how they use 
their hands to point to certain elements of the image. 



 

 258   

 

 

Figure 30. Frames of the rope drop video. Montage made by the author with 
frames from the original video (User 1, n.d.). 

Through the strategy of pointing with their hand to details shown in the 
framing, user 1 shares some personal opinions about the park and their visiting 
strategies, with a nearly total focus on the attractions. User 1 does not mention 
food and spends less than a minute on shopping areas. According to him, the 
rope drop strategy is used exactly to avoid queues and to enable one to cover 
the main (and most popular) attractions in the morning, allowing one to relax 
in the afternoon. 

From the live video, we selected a 15-minute clip that shows three moments: 
right before the fireworks show, its middle and the end of the video. This 
enabled us to draw a parallel between this content and the 1/10 scale fireworks 
show video. By doing so, we can complement the information we got from 
the previous scale, besides getting an idea of how the show is understood by 
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the public since it is filmed in the middle of the people who were watching the 
fireworks in person. From this position occupied by user 2, it is possible to 
observe applause, shouts and various reactions in loco. Besides, with the 
resource of real-time comments71, we can also follow people's reactions to the 
streaming while it was happening.  

In the five minutes before the show starts, we can see people taking their 
places and getting in position to watch the fireworks. At this point, we 
highlight the comments in the real-time chat, where the majority of people 
show excitement in watching the show or participate in the user 2 countdown 
to the beginning of it. During the five minutes highlighted, the villains' defeat 
transition moment takes place, which results in a change of pace in the 
presentation and a reaction among those present. The people around username 
2 shout and applaud. The last five minutes follow the post-show, with all the 
lights turning on, and sparks a new interaction between user 2 and the 
commentators, this time in search of suggestions of what they should do next. 
The compilation below (Figure 31) highlights some frames from the 15 
minutes analysed. 

 

71 Comments made in real-time on lives work a little differently from those on videos 
that are not live recorded because in lives people comment while the video is recorded, 
and interact with the person who is producing the content. In a live video recording, 
we can follow the comments matching them to the scenes shown in the video. 
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Figure 31. Frames of the Live video. Montage made by the author from frames 
of the original video (MagicalNewsLIVE, n.d.). 

It is possible to notice that the live format has some technical limitations, such 
as connection drops, bandwidth decrease (which distorts the image) and the 
movement of user 2 or people around them. Another aspect of this format is 
that user 2 moves and modifies the way they record the video according to the 
feedback received in the real-time comments. There are moments that they 
approach (zooming in), move away (zooming out), or change position to 
satisfy those users following their recording. 

Unlike the Rope drop video format, we did not identify the use of editing at 
any point, which gives us the dimension of time spent there. Another 
difference between the formats is that the Rope drop video seems to follow 
some sort of script, while the Live video relies heavily on what people ask to 
see through the streaming. In the live video, we also get a dimension of the 
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number of people in the park and what happens once the show is over, as the 
lights come on and people start leaving the park. Compared to the 1/10 scale 
Fireworks show video, where everything is immaculate on screen, in the Live 
video the incoming rain seems to influence and change the on-site experience. 

6.3.2. Space and territory 

One of the main characteristics we sought to see in the 1/1 scale videos was 
one or more portraits of how users take possession of the park space and 
transform it into their own, via lines of flight, or follow patterns already 
presented by the 1/10 framing — in closer relation to the molar lines created 
by the brand. For that, we have carefully observed the routes taken by both 
user-authors of the selected videos.  

In the Rope drop video, we have a clear route and objective. The goal is to do 
more attractions with less time spent in queues and the route is mentioned by 
user 1 as being the one that prioritises the most popular attractions. In this 
way, contrary to what is proposed by the 1/100 scale, user 1 starts their 
visitation by Fantasyland, which is the middle land. They go straight to the 
Seven Dwarfs mine train (Figure 18, no 41), explaining that this is one of the 
most popular attractions early on. Noticing that it will require an hour's wait, 
they go to the attraction Peter Pan's Flight (Figure 18, no 34), which is 
described by them as the most lovely queue in the park. Afterwards, they head 
to the Frontierland, where they try to do the attractions Big Thunder Mountain 
Railroad (Figure 18, no 19) and Splash Mountain (Figure 18, no 18). They 
film the attraction Big Thunder Mountain Railroad in P.O.V style and 
continue on to Adventureland, where they try to do the attraction Pirates of 
the Caribbean (Figure 18, no 13). But they find out on the app My Disney 
Experience that the attraction is temporarily closed, then they decide to stay 
in Adventureland and go to the Jungle Cruise (Figure 18, no 11). After 
checking the app again, they decide to go to Liberty Square and enter the 
Haunted Mansion (Figure 18, no 26). This is the last attraction they do; from 
there, they go on to Cinderella Castle, where they show and comment on the 
changes made for the 50th anniversary. At the end of their video, they feature 
the Disney princess-themed entrance of the castle.  
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What draws our attention about the construction of territories in this video is 
the fact that user 1 makes several comments justifying their choices. Some 
choices are practical, like when they decide which attraction to go to because 
of its queue time, and others are informed by their personal tastes. Following 
the example of the latter, they stress their preference for the attraction Pirates 
of the Caribbean because they really liked the way it smelled when they were 
a kid. This more affective construction relates to our discussion about 
nostalgia and home, understanding that there is something related to an 
embedded engagement in this user, who associates the attraction and its smell 
with something pleasant. In this comment on the attraction's distinctive smell, 
one of the video commentators takes the opportunity to inform: 

commentator 1: “if you love the smell of Pirates of the Caribbean, go 
to Wishes Candle co72 and they have smell of pirates” 

From this comment, we were led to another realm of fan expansion, which is 
one that uses memory elements of attractions (such as the aforementioned 
Pirates of the Caribbean scent) to create non-franchised merchandise. 
Although this type of fan expansion will not be analysed in this thesis, it is 
safe to point out the analytical potential of this case and still draw a parallel 
with our aforementioned perspective on home construction. Indeed, it is not 
only objects necessarily acquired inside theme parks that can become such 
remembrance totems: the primary characteristic of these memorabilia is that 
of being entry keys into a place, which in this case is in the space of an 
attraction covered by a layer of affective memory.  

There is an emotional and interpretive effort for the user to maintain an 
embedded engagement with media content while visiting the parks. There is 
also always the risk of falling into a “wormhole” and getting lost in purchase 
stimuli in the parks (Kérchy, 2019). Perhaps this is why user 1 demonstrates 
an attempt not to run this risk, even stressing at the beginning of the video 

 

72 This information led us to research the mentioned shop, and we were surprised to 
find a company that has become specialised in producing and selling candles with 
nostalgic scents of some elements from the Disney parks. Using an indirect reference, 
such as a catchphrase, or from the colours of a particular attraction, it is possible to 
indicate a series of direct references to the parks. 
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that, although the products and the food are “amazing”, if you choose to do 
the rope drop, you should stick to your goal. This and the previous approach 
lead us to consider that, although the brand promotes a thorough construction 
of the experience of/in the park, the users' lines of flight subvert and 
reconstruct the experience according to their own criteria. 

Another trait of this space construction that is quite remarkable in the Rope 
drop video is the clear distinction between the parts of the park with many 
people and the more empty ones. When user 1 gets to Adventureland, they 
comment: “this is what I like to see... nobody!”, referring to the fact that the 
area is empty. In this relation of “empties and fulls” put into comparison in 
the illustration below (Figure 32), some understandings of the subjectivation 
of this space can be pointed out. 

 

Figure 32. Frame comparison – full and empty areas. Montage made by the 
author with frames from the original video (User 1, n.d.). 

There is a tendency toward crowding in certain attractions and areas of the 
park, something that can be demonstrated by the queue time of the attractions 
– as user 1 proposes. This queue time may be related to attractions that were 
launched more recently (such as Seven Dwarfs mine train launched in 2014) 
and/or those considered classics (such as Haunted Mansion, Jungle Cruise and 
Splash Mountain). Within this trend, the launches take much of the focus of 
the brand, which tends to use its media to promote the place and generate 
visibility for new products. Regarding the classics, we may return to Williams 
(2020), who proposes the relation of memory and affectivity as a great driving 
force behind park visits. 

In this sense, through the spectrum of engagement (Hill, 2016; Dahlgren & 
Hill, 2020), it is possible to point to the existence of areas of disengagement, 
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as seems to be the case in Adventureland. Dahlgren and Hill (2020) remind us 
that disengagement can be the result of a lack of stimuli about a media content. 
In the park, these 'deserts' can be the result of an absence of branding in 
relation to the spiral of world-building, management, user stimulus and user 
engagement. Rescuing the 1/100 scale, this reading is reinforced when we see 
that Adventureland has far less prominence and attractions than Fantasyland 
(where user 1 starts their journey) and Tomorrowland.  

At the same time, it may represent the very lack of relationship of this public 
with the themes and attractions of this area. In our personal experience with 
Brazilian teenagers from the north of the country, we have been able to 
observe that the least engaging and meaningful area for them is Liberty 
Square, which is totally focused on the independence of the United States. 
These teenagers did not see much point in staying too long engaged with the 
elements of that place and even complained to us about the disconnection of 
it from their own interests. This is an example that illustrates very well the 
aforementioned lack of relationship. 

Thus, the visitation experience does not work in a specific order of which 
attractions to do first, as we might believe if we only rely on the 1/100 scale. 
Instead, it is intertwined with personal interests and identification, as User 1 
makes clear in their comment about Pirates of the Caribbean. Or when they 
visit one of the shops on Main Street USA saying that defining your tour goal 
from the start is crucial in order to figure out how your visit will go. In their 
case, there is an argument at play about enjoying the day in the park to do 
several attractions, and not staying too long in shops at the beginning of the 
tour, or if you want to visit these shops. It is possible to understand this goal 
as an important line of flight that crosses the territory of the brand and builds 
a new, individual territory. Accordingly, the goal is both a line of flight and a 
molecular line, since it will act on the textures triggered by the user in their 
visitation. 

Setting a goal from the start is also something evident in the Live video, which 
shows the user spending the five minutes before the fireworks show trying to 
find a good place to watch and stream the spectacle, as this was the second 
day this show was back since the park closed for a while during the covid-19 
pandemic. User 2 even expresses surprise over the number of park visitors, 
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especially since it was a day with a rain forecast. Not long after, the rain really 
starts and in the five minutes after the show, user 2 is forced to pause the video 
for some time so they can open an umbrella. These details indicate to us that, 
even with a still camera showing only a few people moving and user 2 
arranging their equipment to display the show in real-time, people who were 
following the streaming remained online waiting with user 2 and interacting 
with them.  

It seems clear to us that by choosing to take such a specific route, the users 
analysed give us indications of strong and autonomous molecular lines. User 
1 disregards the brand framings and creates their own, based on their own 
faces and knowledge about the park. Similarly, user 2 aims to follow the return 
of the nightly fireworks show, so their journey is focused on finding a good 
spot from where they can stream the event on YouTube. In their video (in the 
time analysed) they share little about the show narratives, and their only 
comments are of a practical and technical nature, such as the time left until the 
show starts, why that is a good spot and what is the best time to go to Main 
Street USA to wait for the fireworks. These findings suggest to us that, in 
addition to these lines of flight becoming molecular, building new territories, 
they also behave as a kind of molar line that manages these users' attitudes. 
This result leads us to a flow of observable de(re)territorialisation of the user-
producer relationship. 

Another line of flight that we noticed in both videos is the presence of the 
comments, which bring information about the visitation modes of users who 
interacted with the videos. We highlight the following comment from the rope 
drop video: 

commentator 2: “I love the Magic Kingdom so much! Would be 
happy to be there. The runaway railroad is one of my favorite, second 
place mountain, carousel of progress, then Buzz Light Year, Pirates 
of the Caribbean. Good job on to the next [sic].”  

This commentator shares their personal preference with user 1 and even uses 
specific terms to talk about the attractions, such as “runaway railroad” or 
“mountain”, referring respectively to Big Thunder Mountain Railroad and 
Splash Mountain. The use of these terms shows a certain knowledge about 
MK, which indicates that they might be a regular visitor or a fan of the park. 
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We note that they do not mention any details about their relationship with 
narrative worlds specifically, which makes their list of favourite attractions 
likely to be understood as something in relation to the park space itself, or 
perhaps linked to their personal construction of places. This issue will be 
further explored in the subsection on transmedia experience. 

An interesting line of flight that occurs in the live video is the fact that user 2 
seems quite uncertain about what to do after their goal of streaming the 
fireworks is fulfilled. So they ask people who are following the broadcast to 
comment on what they should do next, and this makes them incorporate the 
subjective visitations of these people into their own. Thus, in the live video, 
we have the territory built by them, with their goal and visitation style, being 
intersected by territory lines of other users, who suggest several activities for 
them to do at the end of the fireworks. We highlight the following among the 
comments: 

commentator 3: “Yes, ear shopping always a must” 

commentator 4: “you should get some corn dogs!”  

It is interesting to note that the commentators reinforce the 1/100 scale 
organisation, in which food and/or shopping come after attractions. 
Commentator 3 refers to the tradition of buying a tiara with Minnie's or 
Mickey's ears every new visit to the park in order to mark the visit and 
commentator 4 talks about one of the most famous foods in the theme park. 
About commentator 4, we relate this place constructed by the gastronomic 
experience to what Williams (2020) remarks on the food cult in theme parks, 
which she calls “consumable paratexts” (p. 153). According to the author, 
these elements can be understood as forms of identity “to demonstrate one’s 
familiarity with the parks as well as knowledge of these products” (Williams, 
2020, p. 155). So when commentator 4 cites corn dogs, they are creating a 
face of themselves in relation to MK that reasserts their position as a 
connoisseur of the park and its nuances. 

Our personal experience was that when teenagers had free time, they used to 
walk around the park as a group and build up a visitation that mixed what each 
of them would like to do. It was common to see someone who had visited the 
park before becoming a kind of reference about what the group could do, what 
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was entertaining, what to eat and what to buy. Many times these people 
became bigger “authorities” about the park than the guides themselves. 
Something similar is seen in the live and rope drop videos, in which 
commentators ask questions about attractions, queues and the like, using users 
1 and 2 as references.  

It is important to remark that, although we have selected a specific excerpt of 
the live video, throughout the entire recording user 2 interacts directly with 
people who are watching the streaming, often filming something they 
specifically asked to see. This proposal to build a joint tour with people who 
watch the video intersects with user 2's visitation goal and even changes it. 
This shared experience draws our attention because it points to a relocation of 
references, in which users turn to other users for information about the park, 
rather than to the brand itself. If we compare the comments with doubts and 
questions addressed to users 1 and 2 with comments of the same kind in the 
1/10 scale videos, we will see that people prefer to inform each other, 
discarding official channels for this purpose. And we can understand this 
relationship as a feature linked to the transmedia experience because one of 
the most important elements pointed out by Tosca and Klastrup (2019b) 
regarding transmedial world maintenance is the connection formed between 
users. 

Moreover, we can clearly see the particular place construction of these users, 
who highlight their own memories and nostalgia by asking users 1 and 2 to 
talk and/or show certain attractions; or even engage in debates and discussions 
with each other. In the highlighted excerpt of the live video, user 2 needs to 
deal with the rain, which according to them completely changes their 
experience as they would like to get closer to the castle to show the post-
fireworks projections, but for that, they would have to go in counterflow 
(Figure 33). We understand that, in addition to personal preferences and 
interactions in which user 2 is engaged, the weather factor also exerts lines of 
flight in the territory built by user 2. So much so that they end up entering one 
of the Main Street USA shops in an effort not to get so wet. It is at this moment 
that commentator 3 suggests that it is necessary for them to get a pair of ears 
to mark their visit. 
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Figure 33. User 2 going into counterflow and rain at MK. Extract from the 
original video (MagicalNewsLIVE, n.d.). 

In the selected frame we can see that the people in the park are also trying to 
protect themselves from the rain, using capes and umbrellas. This line of flight 
ends up building a territory that reduces the time of the visit, since the park is 
still open, but people are heading to the exit to avoid the bad weather. This 
event also opens up a space for the users following user 2's tour to express 
themselves through comments about what they consider to be a good idea. 

The users who are commenting on the video in real time seem to oppose the 
idea of leaving, so they ask user 2 to stay in the park, and suggest to them do 
some indoor attraction or eat something. Although user 2 tries, their decision 
to enter one of the shops and wait for the rain to abate ends up making them 
give up and end their streaming once they cannot get through the “sea of 
people”. Their decision is finally supported by other commentators, who 
recommend them to prioritise their safety and avoid staying in the park, as we 
see below: 

commentator 5: “Stay safe. Finish the streaming!” 

commentator 6: “Thanks for sharing the Disney fun again tonight. 
Stay safe!” 
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Drawing upon the relational axis (Harvey, 2004) and these lines of flight, we 
understand that the space construction in both videos lies between the 
cognitive and the affective, defining the way these users engage with the park 
and the brand. At first, a strong cognitive relationship is perceived, as both 
users organise their visit upon one goal — less queue time and finding a good 
place to watch the fireworks show. However, when they add their impressions 
and their preferences on what to film and how, affective traits that reveal how 
these users experience the park, emerge. Moreover, the commentators directly 
or indirectly influence the way users 1 and 2 visit the park, which adds another 
layer to this relationship, further singularising the 1/1 scale from the previous 
ones. 

Thus, we argue that the theme park cannot be understood only as a spatial 
support media for a transmedia construction. In fact, the park is configured as 
its own independent media, with its own regulations, potentialities and 
limitations according to its spatial nature. And this is not only understood by 
users but becomes one of the reasons why they introduce Disney into their 
lives. The weight that Disney has is, above all, that of an embedded 
engagement, which has made the company stand firm on the pillars it uses to 
sell itself on. However, there is a gap between the brand's preached values and 
its goals as a company. The main issue is that the brand has the potential to be 
more sustainable with all its relationship chains (including the user-producer), 
but the profit-focused structure stands in the way of making this happen. 

Abigail Disney (2020)73 argues in a TED Talk that Disney has a decisive 
socio-economic impact on the world, but that its economic structure suffers 
from “mindset and structural issues” (Disney, 2020) that are rooted in this kind 
of media conglomerate. The activist states that it does not matter how well-
meaning a CEO is because the context and expectations underpinning 
capitalism stifle and even eliminate impulses for change. 

 

73 Abigail Disney is Walt Disney's great-niece and Roy Disney's granddaughter. She 
is a film director and an activist who advocates against capitalism's rapacious ways. 
Abigail is known for having donated a high portion of her inheritance to social causes 
and for speaking out openly about the predatory stance of media conglomerates such 
as Disney. 
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Shareholder primacy is a pretty reasonable idea when you think about 
it. Shareholders own the company, shareholders want profits and 
growth, so therefore you prioritize profits and growth. Very sensible 
idea. But unfortunately, shareholder primacy was an idea that became 
a mindset and then that mindset jumped the rails, and it came to 
fundamentally alter everything about the way companies and even 
governments were led and managed. (Disney, 2020) 

And this same mindset is reflected in what we can apprehend about transmedia 
(un)sustainability on the 1/1 scale. 

6.3.3. Transmedia (un)sustainability 

Just as observed on the 1/10 scale, transmedia (un)sustainability works here 
according to Acselrad's (1999) first logic, which deals with the preservation 
of capital. Even when we add the user and their subjectivity, it becomes 
possible to see some lines of flight that bring (or have the potential to bring) 
the other rationality to the centre. 

In the Rope drop video, user 1 was clearly not interested in building any brand 
narrative, nor any predefined visitation sequence. We understand this as 
(un)sustainable because when we consider the question “sustainable for 
whom?”, we quickly come to the conclusion that it represents an unsustainable 
action for the brand, which has improved the space for people to spend a lot 
of time there. At the same time, it is sustainable for the users as they can focus 
on sustaining only their personal relationships with the narratives and/or the 
brands. This aspect is noticed since user 1's approach is more related to what 
would be possible to do within one morning at MK, which is why they arrive 
before the park opens. Even so, they give their opinions about the attractions 
and share with other users what they have experienced in that space and their 
impressions. Most of their opinions concern practical issues regarding queues 
and how to enjoy more attractions in a shorter time, following the molecular 
line that they themselves created. However, we highlight two comments made 
by user 1 that generated discussions among the video commentators, and that 
reveal traces of transmedia (un)sustainability. 
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User 1 decides to go to the Jungle Cruise attraction after finding out that 
Pirates of the Caribbean is closed. They justify their choice by explaining that 
the attraction has undergone a “retheming”. Although they do not dwell on 
what this “retheming” would look like, they do comment that a character 
named Trader Sam could no longer be found on the ride. In the compilation 
below (Figure 34), we see that they comment on the missing character, but the 
rest remains the same. In this sense, this “retheming” is (un)sustainable as it 
runs into the contradiction that an attraction must update and improve, but this 
change is not always welcomed or understood by users, such as occurred in 
Disney's River Country (see section 3.3.3). They also say at the end that it 
would be interesting to update the audio systems of the boat as they did not 
understand anything that was said. 

 

Figure 34. Frames of the rope drop video – Jungle Cruise. Montage made by 
the author from frames of the original video (User 1, n.d). 

By making this comment, they open room for other users to express their 
opinions about the attraction. Among the 149 comments in the video, the 
following were highlighted: 

commentator 7: “I told them I couldn't hear a thing on the Jungle 
Cruise the last time I road it and all I got was a bunch of snobby 
looks”. 
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commentator 8: “I agree with you regarding the speakers on Jungle 
Cruise, they need to think of all the non-native English speakers and 
hearing impaired guests”. 

From these two comments, we can understand as a trace of (un)sustainability 
the fact that the concern with the attraction's “retheming” comes before the 
solving of some technical problem that, apparently, was detected by users 
some time ago. This technical issue is also pointed out by another user as a 
lack of care with visitors who do not have English as a first language, as well 
as with those who are hearing impaired. Here we recall the 1/100 scale (see 
Figures 18 and 19) in which we saw that the map explains to visitors that some 
attractions pose restrictions to people with certain physical and health 
conditions. But, in fact, nothing is mentioned about other inclusive efforts. 
The attractions have no options for non-English speakers, or for people with 
varying levels of hearing impairment. In addition, the information on the map 
indicating access restrictions and/or accessibility is visually too small and 
does not seem to be aimed at the specific audience that would benefit from 
this information. They are there just for the record. 

Thus, even if the attraction is being updated, getting new elements, taking 
others away and “retheming” its history as a way to remain sustainable, it still 
poses unsustainable issues by not taking into account neither the users’ 
complaints nor the other audiences mentioned by commentator 8. 

Still on this, we can understand commentator 7's opinion as a memory 
construction different from the one proposed by the testimonials video, for 
example, which only maintains the brand's face. Drawing on Hill (2019), we 
point out that engaging can be positive or negative, and all gradations between 
these two points. In this sense, a memory that is accessed to engage can renew 
its relations with the transmedia world or go to the other side of this spectrum 
and build new forms of memories, sometimes not positive. This is the case of 
commentator 7's account, where they highlight their upset at being snubbed. 

The issue of performative work, so significant for the experience economy 
and disneyization as we saw in chapter 4, returns here as another trace of 
(un)sustainability linked to this comment. This is because commentator 7 
seems to refer to the fact that the employees working at the attraction were 
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snobbish to him, something that would be unsustainable considering the 
experience economy and the whole construction of Disney from its values. 

If we consider the fact that Disney is involved in different labour issue cases 
— as we have already addressed in chapter 4 —, perhaps employee snobbery 
is related to this and not directly to commentator 7's complaint. Abigail Disney 
(2020) addresses this issue with a reflection on socio-economic 
unsustainability: 

If I told you how bad it was for workers at Amazon or McDonald's or 
Walmart, or any one of a thousand other places you've never heard of, 
it's not going to hit you as viscerally as if I tell you that 73%, or three 
out of four of the people who smile when you walk in, who help you 
comfort that crying baby, who maybe help you have the best vacation 
you ever have, can't consistently put food on the table. It is supposed 
to be the happiest place on earth. [...] For almost a century Disney has 
turned a pretty profit on the idea that families are a kind of magic, that 
love is important, the imaginations matter. That's why it turns your 
stomach a little bit when I tell you that Cinderella might be sleeping 
in her car. But let's be very clear: this is not just about Disney. This is 
structural and this is systemic. (Disney, 2020) 

It is interesting to see how this structural issue is not noticed by users. Instead 
of them seeing it as a company's problem, or even questioning why the alleged 
employee snobbery bothered them, commentator 7 sticks to a personal 
account of what tarnished their memory of a perfect holiday. It is almost as if 
the fault lies with those who snubbed them and not with the brand for which 
the snobs work. 

In this sense, as one user's engagement is not the same as another's, new forms 
of memory towards the park and the brand are formed, and they may reveal 
other perspectives about (un)sustainability, especially regarding contradictory 
feelings, as the comments highlighted below demonstrate: 

commentator 9: “I'm getting nervous about the crowds for my summer 
trip. :( I'm bringing someone for the first time and want it to be 
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enjoyable them [sic.] I thought with lower capacity waits wouldn't get 
as bad as before. Hopefully they bring back fast passes74 soon.” 

commentator 10: “My husband hates Disney. We went for my 
daughter's birthday the last week of march on our Spring break. We 
stayed at CBR. The other day...he said...'I kinda miss Disney too'. 
LOL [laughing out loud]! YES! I got him! He does hate the waiting. 
Planning our next trip! :).” 

commentator 11: “Wow! Looks like the point of return with crowds 
getting back to Disney! A good problem to have. Very exciting!” 

In these comments it is possible to notice how much people like and value a 
trip to Disney, however, at the same time, they express dissatisfaction with 
queues, crowds and the frustrated expectations of someone who is visiting the 
park after a long time, or for the first time. It is also relevant to note that the 
commentators’ discontent is restricted to practical issues and makes no 
reference to Disney's political-ideological aspects, such as the problematic 
representation of women in older works, the commodification and 
mercantilisation of the brand and its symbols, the reproduction of gender and 
colour stereotypes, among many others. What these interactions tell us about 
the theme park as a spatial media is that it enacts authenticity by organising 
only desirable, convenient and consumable elements for the public. The public 
introjects this as being part of their experience of the park. So it seems to be 
easier for people to point out specific problematic representations in the films, 
series and animations of the brand than to see the same issues materialised in 
loco.  

Despite the lack of critical perspective of users and commentators towards the 
brand, we point to these comments as traces of (un)sustainability because at 
the same time that users express positive feelings and good expectations 
around a visit to the park, they do not fail to point out problems, especially 

 

74 The fast pass is a system used in the Disney parks that allows all visitors a limited 
number of tickets so they can take the fast lane. This system is limited by time and 
number of people per attraction, but many visitors use it to enjoy the most popular 
attractions and get through them more quickly. 
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with queues. Something that is reflected also in the face that the brand tried to 
build, on the 1/10 scale, regarding its sanitary measures against covid-19. 
Although the scenario is quite different from the beginning of the pandemic, 
it is necessary to remember that this video is from April 2021, when the parks 
had just reopened. In the case of the live video, this same contradiction 
regarding covid-19 measures emerges when user 2 shows how crowded the 
park is and how a crowd was formed in order to watch the fireworks. We 
remember that avoiding crowds is one of the most effective measures to avoid 
contagion and even if the night show is open-air, a great contradiction emerges 
as one of the most compelling accounts in the 1/10 scale testimonials video 
talks about how people keep distance and remind each other about social 
distancing. This does not come up in the live video and even gets a comment 
from user 2 about how unexpected the crowd was. 

In the scheme below (Figure 35), we represent (un)sustainability at the 1/1 
scale, highlighting the perceived aspects. 

 

Figure 35. 1/1 scale (un)sustainability scheme. Designed by the author. 
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Again we note the lack of mention of the specific issue of environmental 
sustainability. For users 1 and 2, as well as for commentators, dealing with the 
green, waste, nature or broader issues such as climate change is outside 
Disney's or MK's scope. However, when structural changes in the park are 
mentioned, whether it is a physical change of an attraction or a “need” to 
purchase merchandise, the social and economic aspects that intersect this 
environmental axis are brought into play. 

6.3.4. Transmediatic experiences 

As the transmediatic experiences of each of the users who authored the videos 
are different, they will be analysed separately so that we can draw them closer 
in our final scheme, to be presented in section 6.4. 

In the Rope drop video, we have an axis of platform affordances not very 
different from the same axis of the 1/10 scale. This occurs because the user 
makes use of the same YouTube features and the video format to create its 
content. This is thus a video with visual and sound editing, open to comments 
from other users and that includes description and subtitles. 

Surprisingly, the axis of worldness is not so significant here since the user 
does little (or nothing) to justify their mode of visitation to the worldness of 
Disney's transmedial worlds, or even of the brand itself. This axis is even 
intersected by some of the user's choices, as we saw in the aforementioned 
excerpt about the “retheming” of the Jungle Cruise, but in the section where 
they talk about the modifications done in the Cinderella Castle (Figure 36), 
what we notice is the existence of a worldness of the park. 
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Figure 36. Frames of the Rope drop video – Cinderella Castle. Montage made 
by the author from frames of the original video (User 1, n.d.). 

In the compilation above it is evident that user 1 is far more excited to share 
the castle's aesthetic changes by comparing the makeovers made there due to 
the park's 50th anniversary with the castle's previous exterior. It is noticeable 
that they do not mention anything relating to Cinderella's och Disney brand's 
transmedial worlds, but they do manage to draw comparisons with the 
previous aesthetics of the building, commenting that the towers got bluer.  

Here, we notice an alignment with the idea of place branding (Govers & Go, 
2009; Edmonds, 2020) in which by building brand-supported places and travel 
destinations and emphasising the physicality of desirable, convenient and 
consumable elements, content that is embedded and resignified by media 
content is created.  

As argued in chapter 3, the theme park is a spatial experience that is suspended 
from and untouched by the Primary World, but what user 1 leads us to ponder 
is that perhaps the park is also suspended from the secondary worlds to which 
it is aligned, because, for this user, MK is in essence a place related to their 
identity. Contrary to what we had thought, they do not borrow from the brand 
and its narratives the symbols to build their own face. Rather, they lend to the 
brand and its narratives their personal symbols, such as the value they attribute 
to an attraction linked to their childhood, in order to (re)signify the space and 
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build places. We also noticed this in our personal experience, which attributes 
to a trip to Disney in the teenage years the status of a kind of rite of passage, 
building a mixed memory of childhood tastes, adolescence and adult life 
responsibility. In this sense, what is at stake is not a direct relationship with a 
specific narrative or with what Disney represents as a brand, but rather how 
these users perceive themselves in relation to this trip. 

Another excerpt where the lack of relevance of the narratives’ worldness 
becomes evident is when user 1 goes to Peter Pan's flight attraction and makes 
a P.O.V out of it. At one point, they show character figures from the Peter Pan 
movie, say they have no idea what Wendy's younger brothers’ names are, and 
admit that it makes little difference whether or not one knows these details to 
enjoy the attraction. While this information is not that important to user 1, it 
is definitely important to other commentators, who seize on the comments to 
provide this information, as highlighted below. 

commentator 12: “The other boys in Peter Pan are named Michael and 
John. FYI [for your information]”  

commentator 13: “Wendy brothers are named Michael and John in 
Peter Pan movie. Also, I'm jealous, I wish I was there now and I love 
thunder mountain ride. I hope to go back next February again”. 

commentator 14: “John and Michael are the Darling boys on Peter 
Pan’s Flight���������������������” 

In this way, although user 1 does not care about knowing these details, even 
saying that it is unimportant to enjoy the ride, commentators take the 
opportunity to show their knowledge of the attraction's storytelling worldness 
and also about the park itself. commentator 13 adds in another attraction they 
like to visit and 14 cites Wendy and her brothers' last name, also as a way to 
expand the comments previously made about the characters' names.  

In this way, if we consider only the Rope drop video, the worldness perceived 
by user 1 is that of the park. However, when we take into account the 
comments (which are sort of lines of flight, formulating their own territories), 
storytelling worldness arises.  
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We consider that the axis of user directedness in the rope drop video is the 
greatest of the three because it is intersected by several textures which inform 
user 1's choices on how to move in the park. Their visitation goal, as already 
discussed, is quite evident, however, we recall that directedness can be linked 
to personal need (socially-oriented), changing uses forms and reappropriation, 
in line with Tosca and Klastrup (2019b). If we thus consider each one of these 
possibilities, we will see that the motivations for user 1's routes highlight 
different forms of directedness. 

Personal needs entangle with the user's journey, as we can see in their account 
of Pirates of the Caribbean, where they refer to their own nostalgia for the 
attraction, tying it into their personal sphere. There is also a socially-oriented 
direction in the video's proposal to provide information about the park, which 
attractions can be done when arriving before its opening, and in the use of 
terms like “come with me”, “let's go together” and “let's check it out…”.  Here 
we have a kind of visitation that implies changes in uses forms and also 
reappropriation since user 1 does not mention the brand directly – for instance, 
by mentioning its values or arguments similar to the 1/10 framing – and 
neither complies with a tour sequence like the one proposed by the 1/100 scale. 
Therefore, we can point out that it is quite possible that if we analyse other 
videos from the same user, with other proposals, we will find variations in 
these visitation modes that may reshape the analytical axes of this video. Thus, 
we present the following scheme (Figure 37) to represent the rope drop video: 
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Figure 37. Rhizomatic scheme of the 1/1 scale transmedia experience – Rope 
drop video. Designed by the author. 

We try to demonstrate that the axis of user directedness is the one that most 
impacts this user's transmediatic experience, once their visitation mode is 
intersected by different types of directedness. The axes of platform 
affordances and worldness influence in more or less similar proportions and 
seem to be absorbed by the different types of directedness of this user. What 
escapes this has to do with other users' comments. 

Next, we have the live video, which in turn explores another area of the 
platform affordances axis. Because it was produced in a different format from 
the other videos analysed – including the 1/10 scale ones – other aspects must 
be taken into account in its construction. Despite also being hosted on 
YouTube, as well as the other videos, the live video is considerably longer 
and, moreover, is unedited, which means the occurrence of technical problems 
and flaws, especially related to bandwidth decrease and image distortion. 
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There is also much more interaction between user 2 and those watching due 
to the fact that it is a real-time video, so user 2 spends a lot of time with the 
camera still while replying to comments. Thus, in this format, there is a clear 
platform affordance towards changing the visitation according to the 
interaction of other users in real-time. 

Another feature of this format, which can also be more latently observed in 
the rope drop video, is the use of the comment box by other users following 
the streaming so that they can construct individual faces and engage in their 
own transmedia experiences. As we pointed out in the subsection on territory 
(see 6.3.2), the real-time commentators share their personal preferences and 
reaffirm their faces consecutively by providing some kind of information that 
the user did not give, or did not deem important. An interesting example of 
this is a commentator that pastes snippets of the Happily Ever After song into 
the live chat, following every moment of the fireworks show (Figure 38). 

 

Figure 38. Live video page screenshot with real-time comments (highlight on 
the aforementioned comment). (MagicalNewsLIVE, n.d.). 

Still, in the picture above, we can see other commentators telling us that the 
moment when the fairy Tinker Bell flies is one of their favourites. This shows 
that they know the show, are aware of what comes next and look forward to 
watching certain moments. User 2's comments regarding the best place to 
watch the show, the waiting time, or even what to do after it is over, show us 
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another connection of this user with the park itself, and it is not so related to 
the narratives or brand values. 

This perspective, together with what was observed in the rope drop video, 
leads us to reaffirm the existence of a third layer of worldness that we had not 
considered a priori: the park worldness itself. This is important to note because 
in both videos analysed on the 1/1 scale, we noticed that the worldness 
elements of ethos, topos and mythos contemplate the formation of the Magic 
Kingdom's territory. And as much as this territory goes through Disney 
storytelling and the brand itself, it seems possible to understand that there is 
an independence of this media, constituting a transmedia world in itself. We 
will elaborate on this discussion in the next section. 

Finally, when we approach the discussion about the user's directedness, the 
already mentioned comments that participate in user 2's decision making and 
goal, considering how they mingle, emerge. Moreover, we have people who 
also follow the fireworks show moving around, which forces user 2 to dodge 
someone who stood in front of him, a mobile phone that was raised, or 
someone who puts their arms up to cheer or dance. In the following scheme 
(Figure 39) we seek to highlight how the axes operate, taking into account 
different platform affordance and directedness uses that live streaming enables 
or limits. 
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Figure 39. Rhizomatic scheme of the 1/1 scale transmedia experience – Live 
video. Designed by the author. 

It is noteworthy that in this scheme we kept the sizes of the axes more or less 
similar, varying only their arms. This representation seeks to demonstrate how 
much the live format was used by user 2 to change, remake or guide their own 
visitation, which made this transmedia experience the most interactive and 
dynamic among those we analysed. 

6.4. Magic Kingdom’s experiential rhizome 
Finally, we present the mapped rhizome (Figure 40), from which we will 
address the transmedia experiences of/at MK. This rhizome is the result of the 
user-producer relationship in all scales (1/100, 1/10, 1/1) and our aim with it 
is to underline that these binomial's connections go beyond the platform and 
through (un)sustainable features that can be found in any of the axes of the 
transmedia experience. 
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Figure 40. Rhizomatic scheme of Magic Kingdom’s transmediatic 
experiences. Designed by the author. 

In Figure 40, colours have been included in order to represent more clearly 
each of the schemes previously presented. We chose contrasting colours so 
that the intersection between them is visible, indicating an interrelation. We 
also added letters symbolising each of the forming axes of the transmedia 
experience for the sake of readability. 

We emphasise that when analysed as a rhizome, the transmedia experience is 
also permeated by (un)sustainable textures between user and producer. This 
brings us to one of the most striking features in cartographic research: “to 
problematise our ways of being and acting, helping us to acknowledge how 
we reproduce or not the dominant subjectivity” (Cintra et al., 2017, p. 46, our 
translation). What we can notice in our rhizomatic scheme is that the 
constituting elements of the 1/100 scale are further away from the 1/1 scale 
and tangent to the 1/10 scale. This observation supports our arguments about 
people being aware of the processes present in these consumer spaces, and it 
also imprints greater importance in taking the subjectivity of users into 
account in research on transmedia and transmediatic experiences. 
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Thus, a discussion about how transmedia objects necessarily imprint 
transmediatic experiences makes itself necessary. What we could notice in our 
survey is that the constructions of the object as a transmedial one are made 
and managed by the producer, who wishes that these transmedial worlds 
become longevous and sustainable. However, when we turn our eyes to the 
experience of real users, we notice a widespread behaviour in this experience 
construction. In our analysis, we highlight some points that demonstrate this 
reading, such as the My Disney Experience app. 

The use of My Disney Experience, an app created to be a kind of interactive 
map for visitors in the Disney parks, is a trace of transmediatisation of the 
experience in MK. It appeared as a source and reference for user 1 and is cited 
several times in the rope drop video. Its relation with the type of visitation of 
this user is quite specific — to check queue time and status of an attraction — 
and becomes one of the only mentions that user 1 makes directly to the brand. 
This application is a transmedia extension of the theme park, provided by the 
producer, but used by users in order to achieve their subjective objectives in 
the park. 

The definition of specific visitation goals also characterises this experience as 
transmediatic, because it drives the search and sharing of information and the 
methods to make it possible. Consequently, users often end up abandoning 
what is proposed by the brand, according to what users 1 and 2 point out. This 
also relates to what is advocated by Tosca and Klastrup (2019a) on the results 
of their interviews with people from different levels of fandom, emphasising 
that the transmedia experience is always situated at a specific time, space and 
body. This shows us that users' transmedia experiences are always intersected 
with their previous desires, expectations, motivations and repertoire. 

Since the producer, in the user-producer relationship, does not always provide 
the information and contents required by the users, it is common that they 
resort to each other through comments, report exchanges, information sharing 
and content searching with other users. The very users who tend to share their 
experiences with others, giving information and becoming references on the 
subject. This fan-to-fan relationship also provides a type of transmedia 
expansion, as if filling a gap left by the brand. In this way, when the brand 
does not act, fans do and ensure it to other people who also want it, as 
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illustrated by the cases of the pirate's scent, mentioned by commentator 1 and 
Disneybound.  

When we consider how the official framings (1/10) are intersected by the 
subjective framings (1/1), we can observe the movement of one scale's lines 
of flight spreading over the creation of other scales' territories. Sometimes this 
intersection highlights the producer's faces, but it mostly creates new 
territories. This also demonstrates the significant autonomy that users can 
have when it comes to their individual memories and the building of new 
territories from their own molecular lines. The corpus of this research leads us 
to the understanding that these molecular lines are largely constituted by the 
users' individual nostalgia. 

Thus, we propose that the lines of territory formation are also the lines of the 
axes of the users' transmedia experience at/of the park. This is due to these 
axes being intertwined with other textures, such as the opinions of the 
commentators, the observations made by users and/or the influence of the 
video style. In this way, as it occurs in the movements of 
de(re)territorialisation, sizes, scopes and formats of each of the transmedia 
experience axes are different. This emphasises that all transmedia experiences 
are the result of unique intersections sharing different connections with the 
textures that form them. 

Accordingly, we realise that the focus of the producer is to build their faces – 
involving their narratives and branding – creating strong enough molar lines 
so that these elements get introjected in the users and do not become reasons 
for conflict. However, users 1 and 2 hardly play a role in the constructions of 
the 1/10 and 1/100 scales, so that contradictions  – lines of flight – constantly 
appear, especially when it comes to the narrative and branding worldness. 
What we see repeating itself more often, both in relation to users 1 and 2 and 
to the commentators of their videos, is a closer relationship with the park itself 
and how it provokes affective and personal memories. Therefore, in this 
analysis, we have pointed to the discovery of a third worldness: the worldness 
of the park. 

Although works such as those by Freitag (2016) and Williams (2020) 
highlight the theme park and argue that its existence should be considered in 
itself as a powerful contemporary media, with its own processes and 
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regulations, our initial hypothesis was that the brand and storytelling 
worldnesses were the most important for users, also in this space. In reality, 
what we ended up noticing is that users seem to establish a much more direct 
relationship with the park itself, which is little or not mediated by the faces of 
the brand and its narratives. Therefore, we glimpse at the possibility of future 
research to investigate the theme park space through the worldness it 
constructs from its own ethos, mythos and topos. 

In fact, the 1/1 scale is the one that gave us most of the perspectives on the 
formation of transmedia experiences as processes of de(re)territorialisation, 
reminding us of Bell (2007), who points out: 

We should be wary of dismissing the reflexivity and awareness that 
visitors bring to the theme park (or theme landscape) experience. 
Visitors understand theming, just as they understand advertising, or 
reality television. The savvy spectator takes pleasure in their knowing 
immersion in the game of themes, a playful satisfaction in the 
simulacrum. 

And as subjectivity is connected to “a playful satisfaction in the simulacrum” 
(Bell, 2007) it would be possible to capture the transmedia experience in the 
1/1 scale through memory and its intersections with worldnesses, this time 
also considering those that are built on the park. Thus, the users' faces overlap 
with the brand's face and operate in a direct relationship with these users' 
memory and place building. In this sense, we perceive three recurrent 
configurations of memory in this transmedia experience of the park, from the 
worldnesses: the untouched memory, the memory that engages (positive, 
negative, or disengaged) and the memory that connects. 

The immaculate memory is the one developed to preserve and maintain 
something sustainable in the sense of longevity. Considering the material of 
the 1/100 and 1/10 scales, what we have is the preservation of Disney's 
narratives and branding through triggers based on values and nostalgia. Then, 
on the 1/100 and 1/10 scales, we perceive this memory aspect in the 
disneyization and experience economy, especially when it comes to 
merchandising and theming, which reinforce the spheres of branding and 
commodification of Disney. In fact, MK strengthens the prolific portrait of the 
already known theories on the subject. 
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By analysing the 1/1 scale material, we realise that the branding and 
maintenance elements of the transmedial worlds of the narratives promoted 
by the producer spill over to the subjectivities of users. However, it is the users 
who decide how they will deal with these issues. They are the ones who 
choose to evoke their nostalgia and their childhood and family memories 
because it is important to sustain their own faces. Thus, for the users, the most 
important thing is the immaculate memory of themselves and their personal 
experiences, which are occasionally permeated by storytelling and branding 
but seem to be more strongly embedded by the park itself. This picture, which 
has even been analysed previously by other authors (Williams, 2020; Freitag, 
2016), changes when we consider the other two memory forms that we 
propose based on what we found in the 1/1 scale: the memory that engages 
and the memory that connects. 

In the case of the memory that engages, it operates as a renewal of the relations 
with the three worldnesses. In this sense, renewal can generate something 
positive, negative or disengagement, making it clear that there are gradations 
of this. In material of the 1/100 and 1/10 scales, this engaging memory is 
associated with showing how longevity is no obstacle to updates and changes 
when they are necessary – like the part of the testimonials video that deals 
with covid-19, or the part of the Seven Dwarfs video that shows the recycling 
of such an old work as Snow White and the Seven Dwarfs. It is noticeable that 
when it comes to the brand and its narratives, Disney tries to direct the users' 
engagement towards the positive axis of the spectrum, even ignoring 
inconsistencies and contradictions that may arise in the park. In this context, 
the memory that engages is the memory that responds to positive and negative 
triggers. This means that when the brand chooses to use only positive triggers, 
it hinders possible direct conflicts, which explains the predominantly positive 
comments in the 1/10 scale videos. 

Tosca and Klastrup (2019b) question what could be the consequences of the 
control of so many different transmedial worlds by large media conglomerates 
such as Disney. Being a conglomerate that owns an extensive fictional fortune, 
it seems even inescapable that people will experience Disney content at some 
point in their (trans)mediatic lives. In this sense, our embedded engagement 
comes to a major blind spot amidst the disneyfied content that forms our media 
landscapes, as this content is continually reinforced by positive brand 
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framings. On the 1/1 scale, thus, users 1 and 2 produce content in which they 
point to issues that vary in the engagement spectrum, demonstrating 
awareness of the unfavourable aspects of the park. 

When users 1 and 2 bring up the crowds, the technical problems in the 
attractions, the high prices on souvenirs and their negative experiences, other 
users feel free to express their discontent and/or mention bad features of the 
parks in the comments. What the users conjure up here is that they appreciate 
the park and want to come back to it, but they have noticed problems that need 
to be solved. In this sense, the updating that occurs in these worldnesses is that 
of conflicting feelings, as the user would like to keep their immaculate 
memory, but the trigger set off by the space's negative aspects makes them 
reconsider this experience.  

When negative framings arise, contradictory feelings and cognitions that can 
generate more critical and questioning updatings on the Disney worldview 
emerge. This conflict is based on the fact that the MK is configured, from the 
embedded engagement perspective, as a place close to the sense of home and 
retreat for most of the observed users. Thus, pondering on its negative aspects 
brings a sense of rupture, not with the brand but rather with themselves in the 
past, with their family or friends. In the economic sphere, negative framings 
may indicate that there is “a limit to how much commodification they [the 
audiences] are willing to accept before fascination turns into aversion” (Tosca 
& Klastrup, 2019b, p. 189). 

The third memory at work is the one that connects the user with other people: 
friends, family, communities, fandom, etc. This connection generates new 
memory relations that may become collective and mark the beginning of (or 
reiterate) rituals, such as specific visitation models or the purchase of certain 
objects. This memory is based on the understanding that this is not about the 
space or the brand itself; this is about the space of past subjective experiences 
and the sharing of them with other people who reaffirm such faces. In our 
analysis, by quoting people's comments about their own visitation habits 
inside the park, we noticed that a kind of memory is established. It is about 
themselves and it is about the ritual of going to the theme park, as we can see 
when commentator 2 creates a ranking of their visitation, or when other 
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commentators mention other elements but do not fail to list their favourite 
rides.  

In this sense, we understand that the user does not go to MK on whichever day 
of the week or randomly. They plan, prepare and understand that a suspension 
of their daily life must happen in order to experience the park. And by doing 
so, this user takes with them the remembrance keys that they wish to pass on. 
And they go beyond, taking with them knowledge based on what they have 
experienced and which they long to share. Thus, it is not only objects that 
become memorabilia, but the very experiences and memories based on the 
visit. And as the material needs to be preserved, through individual lieux de 
mémoire, buying ceases to be an economical act to become social, identitary 
and cultural. 

We understand this attitude using the issue addressed in subsection 6.3.4 on 
how the transmedia experience revealed on the 1/1 scale is much less a 
borrowing that users make from, and much more a borrowing that users give 
to the brand and its narratives. What is problematic in this is that we invert the 
importance order of these transmedial worlds, making them the centre of our 
identity rather than a part of it. 

As this is about itself, the park can also be understood as memorabilia. Not 
one that the users can carry inside their pockets, but one that becomes a 
reference to a mutual sociability, based on nurturing and investing in a long-
term relationship, and transforming these spaces into autonomous entities that 
operate as a reflection of our (trans)mediatic lives. These places founded by 
the mediation of the brand and its narratives, and symbolised by the 
materiality of the park also create varying senses of identity, some of them 
complicated. One example of this is when we observe many users relating to 
each other competitively – by trying to show who knows more about the park, 
correcting each other, or bringing adjacent information into the discussions. 
On the other hand, other subjectivities can also be observed through, for 
example, questionings about accessibility and criticism of Disney's 
commodification and mercantile logic.  

Despite the result being similar, in the sense that both positive and negative 
framings maintain the brand and its narratives in some way, the existence of 
contradictions and lines of flight that go in other directions add potential 
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breaks to a vicious cycle. We propose, therefore, that one of the contributions 
in considering the texture of transmediatic (un)sustainability in relation to 
transmediatic experience is the commodification of memory based on 
individual experience. By maintaining the individual interest in features of/at 
the park, affects, transmedia dynamics and worldnesses are maintained, and 
these values are perpetuated and transmitted across multiple generations. 
Although in a marketable and extremely questionable way, especially in terms 
of ethics and culture, the Disney experience is passed on. In fact, these are 
mediated experiences, including “frozen” images of a past, present and future 
according to a brand. This also takes us to a (re)ordering of rituals and 
traditions that are being formed around the values of a brand. Therefore, 
noticing how much of a brand's longevity is what we lend to it is one of the 
ways to rebuild our social identities and question ourselves about 
sustainability in contemporary times. 

Based on the question that guided the research75, we propose that the 
transmediatic experience in the MK theme park is outlined in a broad, diverse 
and contradictory way. We perceive that users experience the park according 
to their own regulations, making use of the contents introjected in their 
(trans)mediatic lives, yet operationalising these contents according to their 
memories. In this sense, we can think of their accounts and sharings as a lieux 
de mémoire of the user-producer relationship, once these experiences 
legitimise the users' nostalgia and the longevity of Disney and its narratives.  

Thus, space singularises the notion of transmedia because it is from the 
articulation of territories and construction of places that it is possible to 
investigate the user-producer relationship. This investigation leads to the 
meeting of sensorial, spatial, temporal and memorial threads (Tosca & 
Klastrup 2019b) that form the transmedia experience. Moreover, observing 
the brand as a social agent allows us to understand it as part of the transmedia 
experience and not simply as its owner. In this sense, what keeps Disney 

 

75 In what way are transmedia experiences outlined in theme parks, and to what extent 
does the relationship between space, brands and sustainability singularise the notion 
of transmediality? 
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longevous is not only the brand itself but the users' desire to inhabit, modify 
and experience the transmedial worlds it offers. 

Finally, the transmedia (un)sustainability proposition built in this thesis 
represents a reconfiguration of the economy that is guided by, and attentive 
to, the selling of experiences. This transforms the logic of consumption, which 
now relies on the maintenance of the experience through memories and the 
creation of content that can be introjected into the users and renewed through 
affective triggers. Regarding the spatial construction, its material-functional 
and symbolic nature creates a relationship with both producers and users, 
building places with different textures. This is what seems to characterise the 
(un)sustainable transmedia experience at/of the theme parks: the brand's 
motivation is commercial and fully connected to branding demands, however, 
the users can create territories of contradiction, conflict and change. In other 
words, users do not just keep Disney's faces. In fact, they want to keep their 
own faces.  

We have thus seen that each scale plays a role in the construction of the 
experience of/at the MK. If analysed separately, these scales will give us 
different results, with specific frames of this object and a limited view of it. 
But when we have the possibility to explore the connections between the 
different scales, navigate through them in a non-hierarchical scheme and 
consider the user-producer relationship, it provides us with a robust analysis 
that adds more elements. The remaining question, which can be considered an 
offshoot of this work, is to think about how it is possible to generate value 
through experiences embedded in mediatic content in order to create a 
sustainable entertainment industry. 
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7. Final Discussion 

Throughout its six chapters, this thesis has sought to answer the question: in 
what way do transmediatic experiences unfold at Magic Kingdom, and to what 
extent does the relationship between space, brands, and sustainability 
singularise the notion of transmedia dynamics? On that account, we have used 
a theoretical triangulation between branding, sustainability and space, mainly 
motivated by the hypothesis that the notion of sustainability for brands like 
Disney is associated with a strategic construction and management of 
transmedia dynamics in spatialities. This configuration aims at maintaining 
the branding indefinitely through its longevity and introjection into the lives 
of users. 

Thus, our theoretical survey pointed out gaps in transmediality studies 
regarding the spatial issue, since only the construction of the secondaryworlds, 
and not the relationship between the Primary and secondaryworlds, is usually 
investigated. Moreover, resting on the absence of literature on sustainability 
and transmediality, we delivered a conceptual contribution, which is the 
notion of transmedia (un)sustainability. These elements were proposed as we 
mapped theme parks and understood how they are configured in 
contemporaneity, from the Magic Kingdom case study. In doing so, we 
achieved our goal of developing a theoretical-methodological perspective 
within the transmedia experience, which would enable the investigation of 
theme parks and other spatialities in transmedia dynamics.  

Our theoretical survey has focused on the triangulation of branding, space and 
sustainability with the intention of building a unique path that could bring an 
advance to the communication and media field, and particularly to 
transmediality. We focused on the user-producer relationship in a careful way 
so that both were taken into consideration and their connection was 
highlighted. This decision followed what the state of the art suggested to us in 
terms of a need for this kind of approach since the studies we have found focus 
on either one (user) or the other (producer).  

This singular triangulation comes from an answer to the object of our 
curiosity: theme parks and entertainment spaces created for this purpose. The 



 

 294   

 

relationship was built as we developed and read more about this spatiality. so 
that branding and sustainability became the parameters that nurtured the 
central question and flourished from the performed analysis. We believe that 
this triangulation is capable of raising questions not yet asked, improving 
tangent areas such as sustainable communication, transmediality, 
communication in the metaverse, among others. 

We also emphasise the attempt to show that the constitution of a transmedia 
object does not give it an inherent transmedia experience since the transmedia 
experience is directly related to what users project, expect and experience with 
these spaces. Since experience is something in the realm of the lived-felt and 
constructed from spatial textures (re)organisations, we understand 
transmediality as one more experiential element of the contemporary media, 
having its own threads that can be mapped and analysed. 

Regarding the methodology, we opted for a hybrid method, from different 
origins, some of them uncommon to communication, so that we could make a 
robust analysis of the experiential phenomena. The rhizomatic method, 
coupled with other analytical and sampling tools has proved to be a powerful 
way to investigate transmedia dynamics, especially through the user-producer 
relationship. Thus, we consider our route replicable in other research and 
versatile enough to be adapted to other contexts. 

The research has brought us results that, as we have developed in the analytical 
chapter and resume below, can be used for future research on a more 
sustainable entertainment industry, in the transformative eco-socio-economic 
sense of Acselrad's (1999) second rationality. Among the research outcomes, 
we highlight the following as special contributions to the communication and 
media field, as well as to possible developments of social and practical nature: 

a) When analysed as a rhizome, the transmedia experience in MK is permeated 
by (un)sustainable textures between user and producer, which makes it 
essentially contradictory and multiple. This relationship contributes to studies 
on affection, engagement, organisations and has also the potential to help 
institutions (not only entertainment ones) to assume a more fruitful dialogue 
on sustainability by understanding that the discussion is not only about 
allocating sparse financial resources for philanthropy, but rather encompasses 
their entire production chain, including the role played by users. 
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b) Throughout the analysis we have discovered a worldness form that we did 
not expect, due to its nature anchored in the theme park space, which has little 
or no intersection with Disney’s storytelling and branding aspect. Our initial 
hypothesis was that the theme park was always crosscut by the narratives 
contained therein and by Disney's branding strategies, but the 1/1 scale users 
showed us other components. It seems important to us to point out that such 
worldness reverberates in how brands like Disney can make use of physical 
spaces and how people relate to these brands through these spaces. In this 
sense, spatiality has a direct impact on the type of experience that arises in the 
user-producer relationship. 

c) The experience of/at MK happens in a spiral logic, which we understand 
here using Dewey's (2010) continuous flow of experience. Where transmedial 
worlds are created, the brands manage them and stimulate their users, and 
users engage with these worlds under their own regulations. We treat this as a 
spiral because each time it occurs, and for each new user that relates to it, the 
result is different. Thus, it is not a cycle, because it does not go back to the 
same place. This spiral understanding can be used for research on engagement, 
as well as serve as a parameter in the creation of more interactive and 
participatory media content. 

d) Inspired by Benjamin's (1994) perspective on memory and experience, we 
identify three types of memory in the transmedia experience of/at MK: the 
immaculate memory, the memory that engages and the memory that connects. 
The immaculate memory is the one that reinforces experience modes 
previously established, which may come from the producer or from the user's 
past. This memory does not want to risk breaking, destroying, or questioning 
its previous experience, but rather to reinforce it. The memory that engages 
can invigorate its experience positively or negatively, or even disengage. This 
is related to access to previous experiences, and this access can be triggered 
by producers and/or other users. Finally, we have the memory that connects, 
which is the users' desire to share their own previous experiences, through the 
knowledge acquired and the moments experienced at Magic Kingdom. It is 
about the subjective experiences' spaces, used to reaffirm oneself in a ritual of 
visiting the theme park. 
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We believe that the results satisfactorily meet the goals of expanding the 
discussions on transmedia from the branding and spatiality perspectives. In 
addition, these outcomes embrace a debate on sustainability by considering 
this concept as broad, dynamic and beyond a catchphrase used in brand 
advertising slogans.  

Finally, we will discuss the limitations and potentialities of the research in 
order to elucidate setbacks experienced along the way and propose possible 
unfoldings of the thesis, reinforcing our contributions and expectations a 
posteriori. 

7.1. Beyond the research: limitations and 
potentialities 

Since it was first proposed as a research project, we knew this thesis was a 
robust incursion both theoretically and methodologically. This is because we 
had a rather unique challenge at hand: to deal with a unique and little-explored 
triangulation in the field of communication. The objective, at times, proved 
difficult and it was necessary for us to access literature from various areas, 
dialogue with many people, and, even so, it was only possible to scratch the 
surface of a complex and poorly developed set of issues. A field of 
possibilities has always opened to us at each new incursion and we felt at times 
that the research would not convey a sense of completeness. 

The most striking limitation of the research work was the covid-19 situation, 
which meant not only a change of method but also prevented us from 
experiencing the park in loco. This same context led us to use a digital corpus 
within a specific time frame (2020–2021), instead of allowing other ways of 
exploring and analysing the thesis' empirical object. Another limitation is the 
fact that the corpus of the three analysed scales configures a small sample in 
face of the vast amount of user and producer content that can be found in 
online social media. We used samples from only one social network and all of 
them in audiovisual, but other platforms and formats can bring us other 
readings of experiences. Not only in online social networks but also using 
other methodologies, such as in-depth interviews, focus groups and participant 
observation. This research focused on only one way of doing this collection. 
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It is necessary to point out that we did not dialogue directly with these users. 
An ethnographic approach, for example, could have provided us with even 
more subjective elements to advance on the rhizomatic analysis. 

Even with such limitations, we have sought to deliver broad, dense and 
sometimes audacious framings as a way to fulfil the role we set for ourselves. 
We understand that, as sometimes initial investments in areas that are new 
and/or scarce in the literature, our work does not fill all the gaps and represents 
a starting point to some discussions and new analytical possibilities. 
Therefore, this research also makes notes on the crossing between limitation 
and potentiality. 

One example of that is our approach on sustainability, which is an extremely 
relevant subject, but still little developed when it comes to its relation to 
communication, let alone to transmediality – this is a point that both meant a 
limitation for us, in terms of literature, and became a potentiality for 
representing a thesis' contribution. We understand the proposition of 
(un)sustainability as a way of claiming the place of communication in 
sustainable development, going beyond the already important discussions 
about the environment, calling on public authorities and greenwashing. We 
see the understanding of (un)sustainability as an important topic in relation to 
media literacy, socio-diverse representations in the media and media access – 
which goes beyond the mere provision of technology.  

Besides the scarcity of literature on some topics, there is also the fact that in 
Brazil we still do not have unlimited access to certain bibliographic 
productions and more recent databases, either digitally or physically. It was 
only thanks to the cotutelle and the access offered by a foreign university that 
we could get in contact with certain updated literature, which contributed 
immensely to the expansion of the discussion. We embraced the opportunity 
and presented a fresh bibliographic survey, with some readings that are still 
little discussed in Brazil, but that update and discuss new parameters about 
our theoretical triangulation, especially about transmediality and engagement. 
Moreover, interviews with some of the authors cited in the thesis, especially 
authors based in Sweden, represented a unique opportunity for fruitful 
dialogue throughout the development of our research. As an upcoming 
project, we will freely and widely disseminate the videos and interview 
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transcripts so that more people can access, know and develop the ideas 
discussed. 

Another issue that presented itself as both potentiality and limitation was the 
existence of a personal relationship with the empirical object. This allowed us 
to show a deep understanding of it, providing details and accounts of personal 
experiences that intersected several moments of our analysis; but it also 
proved to be a critical challenge for consecutive times by demanding an effort 
towards objectivity. 

In conclusion, we also have identified many potentialities in the research. 
Starting with the methodology, based on rhizome and scales, which has 
offered an integrated and powerful reading of transmedia dynamics, especially 
those about space. This methodological proposition meets a need for 
transmediatic analysis beyond its already known relation with storytelling, as 
well as it brings the user-producer relationship to the core of the discussion, 
constituting a methodological possibility applicable to other objects and 
objectives. 

As the research was conducted during the pandemic period, we see a 
potentiality in conducting post-covid-19 research, pointing out what has 
changed, what has remained, and what we can observe as results of the 
pandemics in the experiences in/at theme parks. 

We believe that this research can lead to further work since we have pulled 
different strings that are interconnected and can be accessed by other scientific 
areas. We emphasise, in particular, the power of the user-producer relationship 
aspect in entertainment spaces, which can be deepened in new investigations 
emphasising its impact on transmedia dynamics. We also highlight the 
relationship between embedded engagement and memory, especially from the 
memory types identified in our analysis, besides the construction and 
maintenance of transmedial worlds as unsustainable elements of 
contemporary communication, especially with the advent of the metaverse. 
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Appendix 1. Official Disney 2020 
media with frames for 1/10 scale 

1 – Disney official channels on YouTube 

• Disney Parks: https://www.youtube.com/user/DisneyParks  

• Disneyland Resort: 
https://www.youtube.com/channel/UCuRtXPHmnpkZetkb8ft7m
zw-  

• Disney Family: https://www.youtube.com/user/Disney  

• Mickey Mouse: https://www.youtube.com/user/DisneyShorts  

• Pixar: https://www.youtube.com/user/DisneyPixar  

• Disney Movies: https://www.youtube.com/user/DisneyMovies  

• Walt Disney Studios: 
https://www.youtube.com/user/DisneyMovieTrailers  

• DisneyMusicVEVO: 
https://www.youtube.com/user/DisneyMusicVEVO  

• Disney Music: https://www.youtube.com/user/disneymusic  

• Disney Princess: 
https://www.youtube.com/channel/UCKUyqTCe-
s0SVeLQbayv3hA  

• WDW Best Day Ever 
https://www.youtube.com/user/WDWBestDayEver  

• ParquesDisney https://www.youtube.com/user/ParquesDisney  
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• Parques Disney Brasil 
https://www.youtube.com/channel/UCqrzcajt_zI-s8TNKd_RhrA  

• Disney: https://www.youtube.com/user/disneysshows  

• Walt Disney Animation Studios: 
https://www.youtube.com/user/disneyanimation  

• Disney Channel: https://www.youtube.com/user/disneychannel  

• Walt Disney Studios: 
https://www.youtube.com/user/DisneyMovieTrailers  

• Disney Style https://www.youtube.com/user/disneysstyle  

• Oh My Disney https://www.youtube.com/user/OhMyDisney  

 

2 – Disney social media profiles 

• 2.1 Twitter Disney Parks: https://twitter.com/disneyparks  

• 2.2 Tumblr Disney Parks: https://disneyparks.tumblr.com/  

• 2.3 Facebook Disney Parks: 
https://www.facebook.com/DisneyParksBlog  

• 2.4 Instagram Disney Parks: 
https://www.instagram.com/disneyparksblog/  

• 2.5 Instagram Disney World Brasil:  

• https://www.instagram.com/disneyworld.brasil/  

• 2.6 Instagram Disney World Latin America:  

• https://www.instagram.com/disneyworld.latino/  

• 2.7 Instagram Disneyland: https://www.instagram.com/disneyland/  
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• 2.8 Instagram Walt Disney World: 
https://www.instagram.com/waltdisneyworld/  

• 2.9 Instagram Disney Studios BR 
https://www.instagram.com/disneystudiosbr/  

• 2.10 Instagram Disney Studio Latin America  

• https://www.instagram.com/disneystudiosla/  

• 2.11 Instagram Disney Studios: 
https://www.instagram.com/disneystudios/  

• 2.12 Instagram Pixar: https://www.instagram.com/pixar/  

• 2.13 Instagram Disney: https://www.instagram.com/disney/  

• 2.14 Oh My Disney: https://www.instagram.com/ohmydisney 

• 2.15 Twitter Walt Disney World: 
https://twitter.com/WaltDisneyWorld 

• 2.16 Twitter Disney: https://twitter.com/Disney 
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Transmedia experiences in the Magic Kingdom 
theme park:

– Branding, space, and (un)sustainability at Disney

Beyond being just a medium that supports other media, the contemporary theme park is a 
complex space that brings together material and symbolic features of different user-producer 
relationships. Although robust, the theme park is scarcely investigated, especially as an 
autonomous and potentially adaptable media for the maintenance of transmedia dynamics. 
Based on this perception, the question that guides the research is as follows: in what way are 
transmediatic experiences outlined in theme parks, and to what extent does the relationship 
between space, brands and sustainability singularise the notion of transmediality? We 
centred the research on the user-producer relationship from a conceptual triangulation 
between branding, space and sustainability. We elected the Magic Kingdom (MK) as the 
empirical object of the dissertation since MK is the world’s most popular theme park, and 
also because it belongs to a consolidated brand in the entertainment market: Disney. The 
research, exploratory in nature, is methodologically grounded on the concept of rhizome, 
articulating cartography and scales in order to map, characterise and analyse the user-
producer experiential relationship. Our guiding question led us to the discovery of a complex 
transmediatic relationship between user-producer which, when mediated by the MK theme 
park, preserves the Disney brand, making it long-lasting and, in this sense, sustainable. At the 
same time, the user-producer relationship shows how subjectivities (re)parameterise Magic 
Kingdom’s space and compose other forms of approaching sustainability (from a social, 
economic, and environmental point of view), including in terms of what is unsustainable and 
contradictory in this relationship.


