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The interactive genre and format of “choose your
own adventure” was first introduced by Edward
Packard’s novel Sugarcane Island (1976) and based
on models that, from a conceptual point of view,
had been introduced into the literature by Borges
with The Garden of Forking Paths (El jardin de los
senderos que se bifurcan, 1942), and Italo Calvi-
no, in The Castle of Crossed Destinies (Il Castello
dei destini incrociati, 1973) and even If a winter
night a traveller (Se una notte d'inverno un viag-
giatore, 1979). In 1992, Interfilm produced four in-
teractive films after signing a deal with Sony that
allowed audiences to choose the scenes through
a remote control installed in the armrests of the
theatres, but the films failed for different reasons;
film critics and audiences disliked the genre, there
was a shift towards the online medium, and there
was not enough investment on marketing cam-
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paigns (Elnahla, 2020). Hence, “Interfilm, called
the “first interactive film studio”, ceased to exist
and the experimental theatres were dismantled”
(Napoli, 1998). Nonetheless, in “2016, Late Shift, a
game-movie hybrid created by CtrlMovie, a small
studio in Switzerland—became the first successful
interactive film produced” (Elnahla, 2020). Ech-
oing this phenomenon in 2017, Netflix released
Puss in Book: Trapped in an Epic Tale, and two
years after, the hyper-narrative interactive film
Black Mirror: Bandersnatch (2019), with an experi-
mental tone directed by David Slade.

Black Mirror (Charlie Brooker, Channel 4, Net-
flix, 2011-2019) is an award-winning anthological
and techno paranoia TV series, clearly inspired by
Twilight Zone (Rod Serling, CBS, 1959-1964), with
narratives set in near-future dystopias and sci-fi
technology that comment on contemporary social
and political issues. Charlie Brooker created the
series with heavy involvement by executive pro-
ducer Annabel Jones, and it was aired on Channel
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4 from 2011 to 2013, including a special episode
titled White Christmas in 2014 that held a British-
ness that would be diluted when the series moved
to Netflix, where three further seriesaired in 2016,
2017 and 2019. Nevertheless, it is improbable that
TV series will return to Netflix, given complicated
legal disputes; Annabel Jones and Charlie Brooker
have departed Endemol Shine Group to start their
own new company. Bandersnatch is the first mov-
ie from the Black Mirror saga, and the plot is set
in 1984, predating the world of apps and down-
loadable consciousness. The chosen year is very
significant, it's Orwell’s novel about surveillance
and biopolitics further described by Foucault, and
an emblematic moment for science fiction in lit-
erature. Together with Cameron'’s The Terminator
(1984) at the film level, both introduced a criti-
cism to scientific and political views in a futuris-
tic and modified present—yet seen feasible—the
same way Black Mirror does. Bandersnatch's plot,
clearly under the hyper-narrative interactive cine-
ma framework revolves around a young program-
mer, Stefan Butler, who starts to question reality
when he adapts a mad writer’s fantasy novel into
a video game with videogame's company help,
Tuckersoft.

The term hyper-narrative interactive cinema
was first coined by Shaul (2008). Its function can
be defined as “hyper-narrative structures, inter-
action and audio-visual design [that] should man-
age the multi-tasking split-attention problems
these constructs engender and—most important-
ly—use this multi-tasking to enhance rather than
reduce engagement” (2008: 12). Along those lines,
Bandersnatch marks a breakthrough for interac-
tive storytelling turning the classic narrative of
‘choose your adventure” to “what those adven-
tures could be”, that is, it predicts a future of what
the television spectrum can become, it presents us
with the possibility of making something factual
into something real. Through a coding polarity
of ones and zeros, Netflix has developed an algo-
rithm to see the algid and down moments of its

L’ATALANTE 35

enero - junio 2023

AUDIENCES’ FORM OF CONSUMPTION
HAS CHANGED THROUGHOUT

CINEMA HISTORY, SO THE MODES OF
PRODUCTION HAVE ALSO BEEN ALTERED,
MAINLY WITH THE COMPETITIVENESS OF
STREAMING PLATFORMS

series at a narrative level from an audience recep-
tion perspective, which can allow them to make all
the shifts necessary to avoid failing on the atten-
tion span, at the same time its algorithm chooses
similar titles and covers of series and films that
its particular consumer might be interested. This
phenomenon turns the viewer into a TV-user, a
notion that has already passed the concept of pro-
sumer and makes him/her also the co-creator of
the narrative—although not truly— This active
responsibility in the audience follows the US tra-
dition of uchronia and counterfactual exploration,
both in the field of superhero comic books, with
the Marvel series What If? (1977-) and in the cine-
ma and popular narrative Quentin Tarantino's In-
glourious Basterds (2009); Philip K. Dick’s The man
in the high castle (1962) and television fiction Fringe
(J. J. Abrams, Alex Kurtzman, Roberto Orci, Fox:
2008-2013), The man in the high castle (Frank Spot-
nitz, Eric Overmyer, Amazon Studios: 2015-2019)
or What If (A. C. Bradley, Disney +: 2021).

The film guides the viewer/player down a path
that is already set to one degree or another—al-
though complex—, but it doesn't stop being a mere
illusion of choice. Undeniably, audiences’ form
of consumption has changed throughout cine-
ma history, so the modes of production have also
been altered, mainly with the competitiveness of
streaming platforms. Thus, the way of narrating
stories has evolved to meet the new needs of a
public thirsty to discover the latest innovations.
Nonetheless, Bandersnatch doesn't give viewers
authentic free action, “but one which is strictly
confined by the nature of the medium itself and as
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much as the praise for it focused on its innovative
branching narrative” (McSweeney, Stuart, 2019:
277). Hence, Bandersnatch shows that free will is
unattainable, and those choices are already giv-
en to us by societal rules and control mechanisms
in a Foucaultian panoptical manner (Foucault,
2012). Netflix has used a “story control” strategy
that Aparici and Garcia Martin (2017:21- 22) have
compared with “building a reality of the ad hoc
world according to the interests of the authority
inorder toreproduce and preserve the established
order”. Moreover, Bandersnatch plays between the
classical narration and the videogame; in fact, the
movie is not only thematically about video games
but acts as one. It presents itself as a blend of a
video game and a film. Nonetheless, the film lacks
free will, autonomy, and independence from the
plot for the viewer to enroll fully, and that is pre-
cisely the self-parody of Bandersnatch. It presents
criticism of the loss of individuality over the con-
cept of choice. The film also themes the transfor-
mation in which technology affects reality, its
main character lacks—as the audience—free will,
and its existence depends on the instant but the
post-geographical and historical setting.

From the point of view of the interactive de-
sign of the story, the display of decisions that do
not allow generating alternative routes or creating

WHILE IN SOCIAL NETWORKS, THE
INTERFACE PROMOTES A TYPE OF
DISTRIBUTED BROWSING BASED ON
ALGORITHMIC PROCESSING AND
GENERALLY HORIZONTAL DISSEMINATION
OF CONTENT, THE BANDERSNATCH
INTERFACE IS BASED ON A TYPE OF
DISTRIBUTIVE BROWSING, WHICH LEADS
THE USER TO OPTIONS CHOSEN BY HIM/
HERSELF BUT WITHOUT ANY WISH TO
CREATE A CULTURE OF SHARING AND
PARTICIPATION
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other endings fits Netflix's desire to adapt Bander-
snatch reception to the most extended smart-tv
devices and a level of medium demand on TV-us-
ers (Scolari, 2016). Despite its shape and allusion
to a mirror-universe like that of the video game,
Bandersnatch does not exactly fit the autonomous
idea of ergodic fiction (Aarseth, 1997: Eichner,
2014; Criséstomo, 2021), autonomous, self-guid-
ed, and exploratory, which has recognized liter-
ary exponents such as House of Leaves (2000) by
Mark Z. Danielewski or S (2013) by J. J. Abrams
and Doug Dorst. A vital element of the whole im-
mersive experience is Black Mirror’s proposal as a
comparison with other apps and social media plat-
forms; while Tik Tok, Instagram, Twitter, etc., allow
an interaction algorithm in real-time and often in
a self-learning manner, television series and TV
movies have not yet presented that possibility to
that extent, which can cause a paradoxical, com-
parative feeling in the audience, who is now used
to getting an immediate response of the algorithm
to any of its choices. Nonetheless, it positions it-
self as an in-between possibility. However, the
production of the proposal would be pretty hard
to follow in future audio-visual oeuvres—mainly
if they do not count on a big budget—. The inter-
active movie consists of 250 segments with a total
duration of 312 minutes. Undoubtedly, question-
ing how the industry can finance and develop as a
format, maybe as they did later on with Unbreak-
able Schmidt: Kimmy vs the Reverend (2020) with
thirteen endings and fewer segments.

There is another relevant question when
analyzing the interactive design of Bandersnatch
concerning the rest of the social media platforms.
It is about the user interface and its different me-
chanics. While in social networks, the interface
promotes a type of distributed browsing based on
algorithmic processing and generally horizontal
dissemination of content, the Bandersnatch in-
terface is based on a type of distributive browsing,
which leads the user to options chosen by him/
herself but without any wish to create a culture of
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sharing and participation. Bandersnatch’'s brows-
ing interface ignores the community element
that social networks contain and offers a restric-
tive computational environment in contrast to
social network platforms. By neglecting the idea
of the algorithmic community (Klobucar, 2011), a
clash occurs. This mismatch between digital eco-
systems, also in their design and aesthetic formu-
las, directly causes an inconsistency in the expec-
tations of the Bandersnatch user. Accustomed to
the current inertia to distributive browsing and
the creation of algorithmic communities, he/
she/they finds here what could be a supposedly
anachronistic device, which favors its structure
for production reasons, but also because it seeks
to bring back a past and more rudimentary in-
teractive experience, as we have pointed out and
will see later.

Watching and playing (Papazian & Sommers,
2013; Perron & Arsenault, 2015) are the two ex-
tremes of a narrative process of continuous en-
try and eviction of the story that links contem-
porary movies, series, and video games. In this
link, which generates an imaginary reciprocity
capable of engendering an interactive television
experiment like Bandersnatch at the same time as
serialized adaptations of acclaimed video games
like The Last of Us (Craig Mazin, Neil Druckmann,
HBO, 2023), there is a third element that is social
networks. Precisely for this reason, the research
described below starts from the economic dimen-
sion and the business and advertising possibilities
of a limited model of interactivity that hasits echo
in the networks to broaden its hermeneutic scope
to two essential nuclei that link cinema, television
fiction, video games, audiovisual and social net-
works in the era of platforms: on the one hand,
the nostalgia and the effects of the archive struc-
ture provided by the platforms in the form of a
repository and, on the other, the importance of
the notion of the multiverse and the coexistence
of narrative alternatives that this same structure
lavishes.
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Precisely for this reason, a plural theoretical
and methodological approach is necessary, at-
tentive both to a hermeneutics of devices (Pin-
tor, 2021) cultural studies on phenomena such as
melancholy (Pintor, 2009), and nostalgia (Boym,
2001), sociology and philosophy of culture (Berar-
di, 2020, 2021) and cultural studies, to the contri-
butions of video game theory (Pérez, 2021, 2012)
and to a history of television and the construc-
tion of multiverses and counterfactual fictions
whose origin goes back to literature and comics.
Bandersnatch is, above all, a cultural object whose
features are configured as “cultural symptoms”
(Cassirer, 1987) at a central crossroads for modes
of audiovisual consumption, in which the multi-
plication of screens and modes of interaction sug-
gests the possibility of different narratives. At its
base, however, common themes and structures,
universal narrative patterns (Ballo, Pérez, 2006)
survive as the essential way of dialoguing with
the essential narrative forms. As far as audiovis-
ual fictions are always recognition machines of
the human, what kind of image of ourselves does
Bandersnatch give us back?

OPENING A NEW WORLD FOR
ADVERTISING: INTERACTIVE ADVERTISING

For the first time, Black Mirror's users find them-
selves being affected by the same technology
and it shows them the worst of themselves by
allowing them to control the characters in the
film from their privileged position. Netflix an-
nounced that it will invest more into interactive
narratives—moving into other genres—which po-
sitions Bandersnatch as the pilot and harbinger
for future proposals. In this sense, Bandersnatch
is a logical step forward from the techno-centered
critical plot about “control society” (Deleuze, 1990)
of the firsts Black Mirror seasons to a new model
of techno-environment experience exploring the
origins of contemporary immersive experiences.
Unsurprisingly, 1984 is the birth year of the Ap-
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ple-Macintosh visual environment, the CD-Rom
as physical support for interactivity—that went
on for decades—and even that of the Metaverse
Marc Zuckerberg’s promoter.

Audiences are now using the devices them-
selves and feeling the automated disaffection
that these can cause. Black Mirror had already
explored the possibilities of subjective vision, of
being situated in the character’s eyes, in episodes
as significant as The Entire History of You (#1x03),
Men Against Fire (#3x05) or Nosedive (#3x01), un-
der a quasi-voyeuristic tradition that takes root
in cinematographic works such as The Lady of the
Lake (Robert Montgomery, 1947) and Peeping Tom
(Michael Powell, 1960). However, Bandersnatch
exposes also how the user enjoys the characters’
suffering, so much so that even having the possi-
bility of avoiding tragedies, he/she chooses to see
what happens.

Bandersnatch breakthrough as a new business
model for advertising, coined by Lopera-Marmol
et al. (2020) as interactive advertising, in which the
consumer gets targeted via big data through some
sort of entertainment media form. The known
not-so-free choices act as a way of choosing the
narrative and the path of the main character and
gather audiences’ data by making them choose
products from different brands, asking them
whether they would eat Frosted Flakes or Sugar
Puffs for breakfast. In other words, it acts as a
former product placement enhancement, but that
can be later on micro-segmented by the statistics
obtained. Those results can afterwards be applied
and marketed within the platform or go further
and sell raw data to product companies. As men-
tioned, Netflix previously studied user engage-
ment with its content. By doing so, they could
track real decisions. “The main character is con-
trolled by the interactor, which is limited to bina-
ry choices, one of which will be chosen automati-
cally, if they do not decide before a timer runs out”
(Roth, Koentiz, 2019: 253). Curiously, while being
present and even made evident to audiences, this
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type of data collection was not the reason for the
rejection of the hyper-narrative interactive film
but instead was seen as a game. Thus, “Bander-
snatch enabled Netflix to track real decisions and
gather the information that could ascertain user’s
musical tastes, genre and product preferences”
(Lopera-Marmol et al., 2020: 165).

CURIOUSLY, WHILE BEING PRESENT AND
EVEN MADE EVIDENT TO AUDIENCES, THIS
TYPE OF DATA COLLECTION WAS NOT
THE REASON FOR THE REJECTION OF THE
HYPER-NARRATIVE INTERACTIVE FILM BUT
INSTEAD WAS SEEN AS A GAME

Because of its narrative structure, Bander-
snatch constitutes an apparatus (Foucault, 1979:
33) attuned to contemporary social surveillance
(Dubrofsky, 2011; Jones, 2016, Maclsaac et al,
2018), with which Byung Chul-Han (2015a, 2015b,
2018) has called a society of transparency and
exploitation expanding Foucault and Deleuze's
work. Indeed, the kind of data collecting that
Bandersnatch promotes can be seen as part of the
‘lateral” (Andrejevic, 2005), “social” (Marwick,
2012) or “horizontal” (Gill, 2017) surveillance log-
ic that characterizes post-social media society or
what Shoshana Zuboff (2019) calls “surveillance
capitalism”, Franco ‘Bifo’ Berardi (2019, 2020,
2021) “semiocapitalism” and Herbert A. Simon
(1971) “attention economy”. In the same way that
we deliver our data to the smartphone, smart-tv
or tablet apps and monitor our own physical pat-
terns, Bandersnatch reveals, in a certain way, the
possibility of overlapping television fiction and
the behavior of social apps. This new way of data
mining by Netflix can be used to steer choices in
the writer’'s room and future projects. Consider-
ing that from now it only presents users with two
options, they are very tailor-made for data har-
vesting, and it opens a field for the future for the
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streaming platform to present scenarios with a
more significant number of choices. Black Mirror’s
interactive movie probably did not get the results
people expected. Nonetheless, the creators would
undertake a similar project since they observed:
“that 94 per cent of viewers were actively making
those choices” (Strause, 2019).

THE ETERNAL QUESTION: LACK OF
ORIGINALITY OR NOSTALGIA?

Bandersnatch, as mentioned, offers an authentic
recreation of the 1980s from cereal packs, clothes,
cars, and music to computers, leading to a nostal-
gia for the era which has been pervasive during
the second decade of the 21st century. “Themat-
ically, however, the decision to set the film in
the 1980s is primarily connected to the fledgling
years of the video games industry” (McSweeney
and Stuart, 2018). Like many other postmodern
television series of the Netflix stamp, such as
Stranger Things (Matt & Ross Duffer, Netflix: 2016-
), Everything Sucks! (Ben York, Michael Mohan,
Netflix: 2018-), TEOTFW (Jonathan Entwistle,
Charles S. Forsman, Channel 4, Netflix, 2017-
2019) has a nostalgic tone. In fact, the Black Mirror
critique of the transhuman dystopia episode San
Junipero (#3x04) embodies Svetlana Boym's ideas
in The Future of Nostalgia (2001) and is an endorse-
ment of sanitized nostalgia. Almost as if it were a
mannerism, this sort of retromania phenomenon
coined by Reynolds (2011) responds to the success
of reruns of analogue era into digital platforms
with shows such as Dawson’s Creek (Kevin Wil-
liamson, WB, 1998-2003) or Friends (Marta Kau-
ffman, David Crane, NBC, 1994-2004), reboots
such as Bel-Air (Andy Borowitz, Susan Borowitz,
Peacock, 2022-) from the iconic The Fresh Prince
of Bel-Air (Andy Borowitz, Susan Borowitz, NBC,
1990-1996) and revivals like Gilmore Girls: A Year in
the Life (Amy Sherman-Palladino, Netflix, 2016),
but also responds to the fact that—due to its DVD
rent origin—Netflix’s raison détre is nostalgia, in
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other words, “nostalgia is written into its brand
identity” (Fradley, 2020: 231).

It is the depthlessness concept that Frederic
Jameson (1991) assertively coined: newer TV se-
ries are falling under a repetitive frame of older
styles which in turns becomes a style in itself, and
no “originals” or “prototype” are there to be found.
Hence, this phenomenon alludes to a limitation
within Netflix’'s nostalgia that can be understood
as politically insipid since it “effectively renders
any backward-looking televisual artifact “nostal-
gic” by default” (Fradley, 2020: 232). Netflix offers
a nostalgic component not only because of the
particularities of its content. The idea of nostalgia
appears imprinted in the concept of a repository,
which is, in short, any on-demand platform. As
Giulia Taurino (2019: 10) points out, “The meta-
phor of the library, or of a catalog, containing a
collection of audiovisual texts, results particular-
ly effective to describe Netflix's inner dynamics.
When the memory of a movie or a television
show is not only stored in an inventory, but also
indexed and made available to search, mediated
nostalgia can become an intrinsic property for
the sustainability of the Netflix archive and its
business model in multiple ways”. In that sense,
Bandersnatch offers a meta-discursive interpre-
tation of the notion of the repository, straightly
referring to the archivist condition of Netflix—
with multiple options stored in its narrative—and
embracing the term nostalgia beyond the context
of the plot or the re-programming choices of the
platform.

Unlike melancholy, whose implantation in post-
9/11 television fiction roots the concept in a cultur-
al and even medical tradition (Burton, 1652; Panof-
sky-Klibansky-Saxl, 1964) that dates back to Greek
antiquity (Pintor, 2009), nostalgia—of the Greek
vOOTOG [néstos], ‘return’, and @Ayog [algos], “pain’—
is a relatively modern concept, used to address the
soldiers’ longing for home. From the point of view
of the study of television fiction, how a series like
Mad Men (Matthew Weiner, AMC: 2007-2015), al-



\CUADERNO - CINE INMERSIVO. DISPOSITIVOS, RELATOS, Y MUNDOS VIRTUALES

ready the final chapter of its first season, defines
the idea of nostalgia from one of the products that
the protagonist, Don Draper (John Hamm), sells the
Kodak slide carousel: “It's a twinge in your heart
far more powerful than memory alone. This device
isn't a spaceship, it's a time machine. It goes back-
wards, and forwards... it takes us to a place where
we ache to go again. It's not called the wheel. It's
called the carousel. It lets us travel the way a child
travels around and around, and back home again,
to a place where we know we are loved.” Bander-
snatch, in this sense, participates in an exercise in
nostalgia that transcends the mood, the subject
and the historical period evoked and that concerns
the whole of Golden Age television fiction and the
current serial expansion of the MCU, the Marvel
Cinematic Universe: the idea of the plurality of al-
ternatives, the multiverse.

IF WE UNDERSTAND THAT SCI-FI

ALWAYS CONSTITUTES A TESTIMONY

OF THE VULNERABILITY OF EACH ERA,
AN IMPLICIT REPRESENTATION OF THE
IMAGINARY OF THE CATASTROPHE

AND THE STORY OF THE PERMANENT
POSSIBILITY OF OTHERNESS, THAT IS
PRECISELY WHAT THE BANDERSNATCH
SCALE OF DECISIONS TRIES TO TRANSFER
IN A PIONEERING WAY TO THE SPHERE OF
TELEVISION CONSUMPTION.

Indeed, just as J. J. Abrams and David Lin-
delof nurtured series such as Alias (J. J. Abrams,
ABC: 2001-2006), Lost (J. J. Abrams, Jeffrey Lieb-
er, Damon Lindelof, ABC: 2004-2010), Fringe and
Leftovers (Damon Lindelof, Tom Perrotta, HBO:
2014-2017) with multiverses and alternative di-
mensions taken directly from the narrative of
comic-book series such as Fantastic 4 and X-Men,
Bandersnatch embraces a diversification of alter-
natives in which both literary ascendants and
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comic-books and video games coincide. When the
screenwriter Julius Schwartz resurrected in 1956
a super heroic character like the Flash and cor-
rected issues of narrative continuity with the old
Flash thanks to the incorporation of parallel and
alternative dimensions, a path was opened that,
although paleo television only explored punctual-
ly in some episodes of series such as The Twilight
Zone, breeds contemporary seriality, from Marvel
series such as WandaVision (Jac Schaeffer, Dis-
ney+, 2021), Moon Knight (Jeremy Slater, Disney+,
2022) or SH.IE.L.D. (Joss Whedon, Jed Whedon,
Maurissa Tancharoen, ABC-Marvel, 2013-2020)
to series like Stranger Things or experiments as
radical as Twin Peaks. The Return (David Lynch,
Showtime, 2017), by David Lynch.

In the rest of the Black Mirror episodes, the
idea of alternatives appears limited in the same
way as the future projected is increasingly closer
to the present in a redefinition of the sci-fi gen-
re (Pintor, 2018). Conversely, Bandersnatch turns
into a past in which plural narrative options seem
more plausible and fit the fashion of the afore-
mentioned eighties: choose your own adventure
books. Although the elements that shape Bander-
snatch do not necessarily conform to the codes of
that science fiction, the projection into the story’s
past and the multi-option structural logic do. If we
understand that sci-fi always constitutes a testi-
mony of the vulnerability of each era, an implicit
representation of the imaginary of the catastro-
phe and the story of the permanent possibility of
otherness, that is precisely what the Bandersnatch
scale of decisions tries to transfer in a pioneer-
ing way to the sphere of television consumption.
Also, in this sense, this work can be placed in the
context of the thematic guidelines that emerged
in the different ages of post-9/11 television serial-
ity: the dialogue with otherness that has allowed
sustaining the great discourses of TV fiction
from that fundamental date—the terrorist threat,
the plot, the vulnerability, the mourning for the
loss, the search for safe spaces and, above all,
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the counterfactual reversion of dramatic events,
from Fringe to Devs (Alex Garland, Hulu, 2020)—is
also the one that Black Mirror has identified in its
well-known icon, that of the smartphone’s broken
screen.

For Bandersnatch, the real threat is not only
that of that broken screen that identifies the log-
ic of video surveillance or the substitution of tra-
ditional emotions for vicarious forms in a perfect
fit with the Baudrillardian critique of contempo-
rary society (Jiménez-Morales, Lopera-Marmol,
2018)—Is it possible to imagine a more heartbreak-
ing sequence than that of the couple in The Entire
Story of You making love while playing the first
time they did it with their device?—, but an even
greater one: the possible futility of the exercise of
choice itself. If, as Borges has pointed out when
referring precisely to multi-optionality, “all men
are the same man’, any individual who lived an
eternal time or, at least, a very long time, would
tend to accumulate all experiences by elimination
of options. The essential question of eligibility in
contemporary narrative supports, from television
to apps, video games or literature, is the possibili-
ty of generating a differential experience, that is,
that, eventually, a user manages to create a new
option both for himself and, potentially, for others.

Although this would displace the discourse to-
wards participatory fiction, the “fan-made” audio-
visual and the “user-generated content” (Cason,
2007: Askwith, 2007; Evans, 2011; Jenkins, 2009;
Scolari, 2014), what is most relevant is to conceive
to what extent a fiction such as the one proposed
by Bandersnatch can interpenetrate with social
networks and openly connected devices.

CONCLUSIONS

Perhaps Black Mirror: Bandersnatch is a means to
be, a question to be made, an invitation to prob-
lematization rather than a cinematographic piece
based on the construction and arches of the char-
acters, the plot, the cliff-hangers, and the aesthet-
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ics (Bernstein, 2019: 496). The film is a paradox, and
it sells the idea that audiences are being invited to
join an immersive adventure, and while it does, up
to a point, it is genuinely a criticism of the lack of
choice. The user does not control Black Mirror. It is
Black Mirror that controls the user. It seems to be a
new idea that could switch the way television and
film fields and spectrums are conceived but aren't
yet as successful asthe apps they aretrying to catch
up with, and they try to do so with an archaic yet a
compelling form of old literature. In Bandersnatch’s
narrative, decentralization is shaped via existential
inquiry, the pressure of choice, the desire of the
individual to move out of time and space with the
technology and escape to reality with gamification,
presenting itself as a diluted form of a videogame.
However, the film does not hold onto a center with
its narrative structure that moves away from time
and space but emphasizes the decentralized struc-
ture with its interactive setup, which “granting full
agency seems not possible with the current Netflix
technology and pre-recorded material. It is, there-
fore, crucial to identify design strategies for offer-
ing the audience meaningful choices that use the
limited agency this format provides to the best ef-
fect” (Roth & Koenitz, 2019).

Unsurprisingly, Bandersnatch didn't get quite
the recognition that it would have been expect-
ed from a “made in Black Mirror” stamp. Firstly,
there was a lack of originality within the proposal,
although there were few metanarrative winks to
past episodes and even in one of the endings, a
website is created—following the original one of
the themes—Tuckersoft.! This meta-narrative as-
pect allows it to include another “episode” from
the film. Secondly, while trying to be in between
videogames and film, it had shallow interaction
compared to other works, there was a lack of
dramatic development, and the options offered
to viewers are limited, especially if we consider
those familiar with video games. Thirdly, the plot
wasn't as developed and jaw-dropping as other
Black Mirror episodes.
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Bandersnatch highlights the main features of
interactive fiction cinema today. On the one hand,
the connectivity, both devices as users, becomes
an active agent in creating the narrative, although
a pre-established script is followed, which helps
develop the transmedia narrative. On the other
hand, virtuality is presented as a space for inter-
action and data gathering with advertising and
search engine optimization tools and the hyper
mediation of the supports. Interactive fiction films
are experiments following a production pattern
that, through different strategies, try to involve
the viewer and require the users’ participation
to make sense. By creating Bandersnatch, Netflix
was able to get more data from its subscribers and
potentially for companies (Lopera-Marmol et al.,
2019) and stand out among other streaming plat-
forms with an original form of audio-visual from
one of their most well-known TV series, becom-
ing the brand’s innovation badge.

The essential contribution of Bandersnatch is
the experience and consolidation of a new mode
of interaction with the audience, including the
attempt at a new definition of the very notion of
audience based on the user and the idea of game-
play (Pérez, 2012). In many ways, and as Berardi
(2019, 2020) points out, the gradual substitution of
the phenomena of physical conjunction in society
by the digital connection has generated a redefini-
tion of the public sphere. Within this redefinition,
networks and fragmented consumption foster
an emotional turn in which video games (Pérez,
2021), networks (Berardi, 2021) and television se-
ries (Pintor, 2015, 2015b, 2017, 2018, 2018b) have
become the productive center of the visual, narra-
tive, and relational modes of contemporary socie-
ty. Bandersnatch is a symptomatic product in terms
of nostalgia, the idea of the platform as a reposito-
ry transferred to the narrative itself, and the re-
programming of modes of consumption that also
reveals the paradox of the link between the notion
of interactivity and verticality that the algorithms
print on the commercial model of the platforms. B
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NOTES

1 Available at https://tuckersoft.net/ealing20541/history/
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ESCOGE TU AVENTURA: AUDIENCIAS
INMERSIVAS. EL CASO DE ESTUDIO DE
BLACK MIRROR: BANDERSNATCH

Abstract

In 2019, Netflix, with an intent to seek alternatives to survive, jump
on the big data trend and satisfy new audiences, released a hy-
per-narrative interactive film Black Mirror: Bandersnatch based on
non-linear stories and a web of decisions, following a “choose your
adventure” literature structure with a solid nostalgic tone character-
istic of its raison d'étre and postmodern TV series. The film proves that
free will is actually unattainable and that choices are already given
to us in a Foucaultian panoptical manner (Foucault, 2012). Hence,
immersive audiences are not as involved in the narrative as it could
be perceived at first glance but are instead used as an element of big
data and market segmentation. Nonetheless, Bandersnatch explores
and becomes a breakthrough as another form of perceiving and con-
ceptualizing television and the film spectrum. Beyond its thematic
video game approach, the interactive film acts like one. It is a blend
between a video game and a film. In conclusion, the experimental
film does not hold onto a center with its narrative structure since
it moves away from time and space but instead emphasizes the de-
centralized structure with its interactive setup that wants to become

more than a viewing experience for audiences.
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Black Mirror; Bandersnatch Interactive; Movie; Videogame, Immer-

sive, TV Series, and Audiences.
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Resumen

En 2019, Netflix, con la intencion de buscar alternativas para sobre-
vivir, sumarse a la tendencia del big data y satisfacer nuevas audien-
cias, estrend una pelicula interactiva hipernarrativa Black Mirror:
Bandersnatch basada una red de decisiones y en historias no lineales,
siguiendo una” estructura literaria de “Elige tu aventura” con un sélido
tono nostalgico caracteristico de su razén de ser vy tipico de las series
de television posmodernas. La pelicula demuestra que la voluntad es
en realidad inalcanzable y que las opciones ya se nos dan de manera
pandptica foucaultiana (Foucault, 2012). Por lo tanto, las audiencias
inmersivas no estan tan involucradas en la narrativa como podria
percibirse a primera vista, sino que se utilizan como un elemento de
big data y segmentacién de mercado. No obstante, Bandersnatch ex-
plora y se convierte en un gran avance como otra forma de percibir y
conceptualizar la televisién y el espectro cinematografico. Mas alla de
su enfoque de videojuego tematico, la pelicula interactiva actiia como
tal. Es una mezcla entre un videojuego y una pelicula. En conclusion,
la pelicula experimental no se aferra a un centro con su estructura
narrativa ya que se aleja del tiempo v el espacio, sino que enfatiza la
estructura descentralizada con su configuracion interactiva que quie-

re convertirse en algo mas que una experiencia visual para el publico.
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