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The situation of lockdown experienced during the months from March to June 2020 changed the daily lives of people in Spain and their leisure circumstances. This study analyses the narrative representations that people construct when they watched streaming TV series, during the covid-19 pandemic. To access these representations, the Spanish texts that appear on the Internet are analysed, including social networks and other social media. The paper adopts quantitative approaches that use big data analysis complemented with other qualitative approaches and inspired by content and discourse analysis. Findings show that these narrative representations constructed through conversations are on three levels in which context is revealed: first, institutional and community; second, online or offline interpersonal relationships which mention people as facts or as aspirations of their daily lives; and third, personal lives in the reconstruction of the series, projected on the plot reconstruction and the identity of the actors.

Keywords: TV series, digital storytelling, transmedia, big data, discourse analysis, content analysis


INTRODUCTION

The pandemic has changed the lives of people a little. Social media has not been extraneous to these changes and neither have the representations people construct of its contents (Negra, 2020; Ong and Negra, 2020). Furthermore, we live in a world of multimodal universes, particularly visual ones, which are increasingly immersed in bodily experiences (Thurlow et al., 2020). Psychology cannot ignore these changes, considering how context affects the narrative that people construct in entertainment situations, for example, related to television streaming and expressed through social networks (Fiske, 1987; Stein, 2015; Lacasa, 2020). These representations are recent objects of study that psychology cannot renounce (Jewitt et al., 2016; Nærland, 2018; Parks, 2020). To analyse mental representations present through discourse is a particularly relevant approach to sociocultural psychology (Bruner, 1986, 2002; Demuth et al., 2020).

This situation also demands innovative methodological approaches which seek to integrate different perspectives in digital (Dencik, 2020). Big data, enabling new approaches to data, represent an alternative (Grimm et al., 2017, January; Woo et al., 2020) to traditional approaches that analyse quantitative questionnaires obtained in field studies or experimental work. In addition, when big data is obtained through social networks, its analysis can be complemented with other qualitative techniques, either content studies (Serafini and Reid, 2019) or discourse (Gee, 2014), which will provide a deeper contextualised meaning.

Against this backdrop, the questions stemming from this research study were defined as:


1. What narrative representations do people construct, related to certain television series, that they watch in streaming, in times of pandemic, and express through digital texts? How is the pandemic situation revealed in these representations and expressions?

2. What methodological challenges are posed by the analysis of conversations in digital environments, combining macro and micro levels? How can big data analytics be complemented by others that rely on content or discourse analysis to examine the situated meaning of narratives?



To answer these issues, this study approaches TV series during the pandemic. Big and small data analyses are combined to examine the digital texts around four television series, during the period between 14th March and 15th June 2020. This period coincides with the strict lockdown situation in Spain.

In our view, the main contribution of this paper is twofold. First, it shows that the representations that people build from the information they receive from the media need to be interpreted in particular contexts. Particularly, in this article, the TV series people watch in streaming. Second, from a methodological perspective, strategies are offered to combine analysis approaches related to big and small data.

The rest of this document offers, firstly, the theoretical framework of the study, secondly, the methodology used, and thirdly, the results and discussion raised by the research questions.



THEORETICAL FRAMEWORK


Narrative, TV Series, and Situated Storytelling

Narrative has traditionally been the subject of psychology from multiple perspectives. Ryan (2010) relates it to cognitive psychology (Schaeffer, 2010) and experimental psychology (Stein and Trabasso, 1981). According to Bruner (1986, 2002) who represents a milestone from this perspective, the narrative is a way of thinking from which reality is interpreted. In this way, narrating is a way of constructing meanings. It cannot be separated from the culture or the discourse through which human beings communicate. Thus, stories are forms of narration that provide guides to speakers about how they can express themselves. In this paper, we delve into the stories that are built up from television. This requires an interdisciplinary approach in which socio-cultural psychology is enriched with other contributions, closely following the work of Ryan (2019), which explores narrative contexts related to digital communication.

Compared with the structural models of the traditional narrative, which tend towards abstraction by seeking universality (Barthes and Duisit, 1975; Genette, 1980; Greimas et al., 1990), situated storytelling imply forms of social interaction. Particularly, digital environments where personal expression is linked to dialogue (Ryan, 2005, 2007, 2019). This all happens within the framework of a community and the analyses must be supported in interdisciplinary frameworks which are linked to discourse analysis, to sociolinguistics, pragmatism, and especially psychology (Page and Thomas, 2011).

The TV series show stories that become situated storytelling, the meanings of which are generated in specific contexts such as social media. The social situation of those who are watching this TV series, impacts viewing and mobilises the significances which are specified into multiple representations. These may be expressed through discourse (Fiske, 1987; Hall, 1997). These digital and situated narratives are open, i.e., they have no final closure and are expressed through multimodal discourses (Bernhart and Urrows, 2019). Also, this trait may be understood in relation to the identity and personal presence in the narrative.

Preferences and motivations around a TV series involve individuals and communities (Hemphill et al., 2018). Added to this, relationships are established between online and offline contexts, because the narrative experience is an embodied experience. Our bodies are located in space, time, society, and culture. In other words, they are contingent to internal and external influences (Ensslin, 2011). This is what happens during the pandemic, when identity becomes an embodied reality in Internet (Boyd, 2008). Within this framework, the concept of participative discourses becomes highly relevant, where stories are built up from the contents of the media (Thornborrow, 2015). Narration is understood as an activity related to discourse within a framework of a participative culture where implicit and explicit norms are imposed. These help to shape the community and encourage the coexistence between experts and followers (Demuth et al., 2020).



Transmedia Television Stories

Referring to TV series, transmedia stories must be understood within the framework of the changes made by Internet and digital platforms in the media context. New ways of viewing series arise, summarised by the maxim of anywhere, anytime, any device (Combes and Glevarec, 2020). The traditional television and, with it, the shows which were introduced in the form of soap operas (Piñón, 2019) have been forced to redefine their nature, triggered by technological changes.

Probing into digital stories leads to talk of transmedia, a perspective which is based on dynamic storytelling (AnsGar, 2003). Furthermore, transmedia storytelling has been linked to a combination of tools which lead to prototypical aspects of the storytelling through new media and to those considered to be engagement strategies (Mittell, 2015; Thon, 2016).

Relationships between transmedia narratology and transmedia storytelling (Ryan, 1991, 2016; Passalacqua and Pianzola, 2011) are established beyond media. The term is becoming ever more popular through the works of Jenkins et al. (2006, 2017), and Jenkins (2010), in relation to contemporary culture. The media, which are the nuclei of the transmedia phenomenon are somewhat more than information channels, they are also a means of artistic expression.

The concept of transmedia has aroused interesting debates on the way in which people represent histories in the media: a good example of this is the debate published in the International Journal of Communication (Kavoori et al., 2017). This includes interviews with representatives of narratology, where they reflect and debate the transmedia concept. It is worth pointing out the two positions here due to their relevance in this study. The first, insists that the construction of the transmedia stories are a process involving the participation of the audience to the contents offered by the media (Papacharissi et al., 2017). Many voices interact in the construction of texts, behind each of which they are able to hide their different identities and situations (Archakis and Tzanne, 2005; Larrain and Haye, 2019). The second, related to the viewpoint of Murray et al. (2017), is highly critical towards the version of the transmedia as a participatory narrative.



Interactive and Multimodal Stories

This study analysed how the stories were reconstructed through social media, using interaction processes between users, texts, and platforms. These social networks are the framework in which we contextualised the interactivity. Compared with traditional media they are characterised by three traits. First, they include content generated by users; second, they provide social interaction tools; third, they engage in commitment which are generate collaborations, multiple modes of participation and communities with shared values and goals (Chung and Yoo, 2008; Sloan and Quan-Haase, 2017).

Other studies (Page, 2010, 2012) have shown that, in this digital environment, stories are fragmented. Sometimes, they appear from other discourses and are outside of what has traditionally been considered storytelling. Researchers linked to linguistics, psychology, or socio-cultural anthropology refer through discourse to these disperse imaginary or figurative worlds (Holland et al., 1998), since the words make sense within the framework of the stories. These are storyworlds which are built up collectively, from the community framework (Page, 2012; Nærland, 2018; Sundet and Peteresen, 2020).

These discourses, developed through social networks, and from which imaginary worlds are collectively constructed were characterised by two traits in the works by Marie Laure Ryan: interactivity and multimodality (Ryan et al., 2017). Interactivity (Ryan, 2011, 2015) refers to digital stories using a metaphor. Particularly, the presence of different layers: (a) peripheral interactivity. The text maintains a unit of form and content at an interface level. In fact, it is a combination of fragmented stories; (b) interactivity affects the narrative discourse and not the presentation of the story. The materials are predetermined but presentation is dynamic; (c) interactivity creates variations in the predefined story. The user forms part of the world of the story and provides freedom of action. This is typical of videogames; and (d) the generation of the story in real time. At this level, the stories are not predetermined, but they are generated by data that come partly from the system and partly from the user. It may become clear that the layers follow a logical order from lesser to greater interactivity. From stage four, we try to find a meaning by analysing our data. Here, the concept of possible worlds begins to make sense (Ryan, 1991, 2006) because they are the representations which the people build from the story, as part of interactive systems.

The second concept proposed by Ryan et al. (2017) is that of multimodality, which occupies an essential place in communication through the computer (Page, 2010, 2012). Multimodality is also related to the theoretical models of socio-cultural psychology (Kress and Van Leeuwen, 2006; Kress, 2012). Modes are semiotic resources from which the significance is constructed and are highly varied. These resources may be gestures, sounds, images, or words (Jewitt et al., 2020; Thurlow et al., 2020). As for the construction of narratives, this implies that they are using many resources, beyond oral or written language, in any communicative setting. Participants in social networks create significances collectively using multimodal semiotic resources. Social semiotics is particularly of interest (Jewitt et al., 2016, 2020) because it emphasises the activity (agency) of the people who construct the significance in social contexts. Moreover, the systems are built up from social usage, and this is what happens when representations and imaginary worlds are created through social networks or other digital texts.



METHODOLOGICAL APPROACH

This project is based on the quantitative analysis of “big data,” which are defined by four properties: volume, since they include terabytes or petabytes; speed, because they are obtained in real time and space; variety, in that they can be structured or unstructured; and comprehensiveness in the objective, since they capture the entire population and are generated continuously (Zikopoulos, 2012; Kitchin, 2014; Panda et al., 2018). In addition, qualitative analyses are carried out from the perspective of content analysis (Gee, 2014; Jones et al., 2015; Tannen et al., 2015; Zamith and Lewis, 2015; Armborst, 2017; Recuber, 2017). It is, therefore, a methodology in which complementary approximations are used (Paoletti et al., 2021).

This research analyses the construction of digital stories relating to a selection of television series interacting with mobile devices. Digital texts, related to TV series, were collected during the period between 14th March and 15th June 2020. This period coincided with the situation of strict lockdown in Spain. For this we have used a specific software big data analysis. Conversational analysis software that performs content are based on two possible strategies, which are used interchangeably across different analysis processes: (1) the presence and absence of certain linguistic terms; (2) the semantic meaning generated by the software. It should be noted that the software also allows access to the original source at any time, something that makes it easier for the researcher to go beyond big data and carry out qualitative discourse analysis processes that seek meaning through interpretations.


The Selected Series

To select the series, a questionnaire was created through a Google template, to which 110 young people aged between 18 and 23 responded. The questionnaire was conducted in the months of January and February 2020 before the unforeseen confinement occurred which, in Spain, began on March 14, 2020. The purpose was to find out which series interested young people more and the reasons of their preferences. There was a huge variety of answers. From the most mentioned series we selected those that led to contrasting interpretations regarding youth themes and others aimed at wider audiences. Also, two were Spanish and two British. These were the four series around which conversations were analysed:


• “Money Heist” (2017, Spain). Broadcast on Netflix, the fourth season began on April 3rd, 2020, during the period analysed. The plot revolves around two heists in emblematic places in Spain: Casa de la Moneda (the Mint) and Banco de España (the Bank of Spain).

• “Elite” (2018, Spain). A youth themed series, broadcast in 190 countries. It narrates the life of a group of students in an elite school, where different social classes coexist due to the grant system for some of them. The third season began on 1st March 2020.

• “Sex Education” (2019, United Kingdom). The plot is related to an insecure young man who has an answer to anything related with sex because his mother is a sexologist. A classmate of his school encourages him to open a sex consultation service. The second season began on 17th January 2020.

• “Peaky Blinders” (2013, United Kingdom, BBC). Five seasons, the last began on 22nd September 2019. A family of gangsters from Birmingham after the First World War (1914–1918), control a horse racing betting establishment. It covers adventures and conflicts with the police.





Analysis Processes

The first challenge faced by the researcher is to channel the flow of digital texts. The minimum units are what is defined as mentions. Particularly, any message or publication filtered from the terms of the titles of the series collected on Twitter, YouTube, Facebook, and digital texts that appear on the internet (for example, news, forums, or blogs). Each of these mentions are issued by certain users, which can be accessed directly through their personal or institutional accounts. Each one can be the author of one or multiple mentions. The software provides demographic data, such as age or gender, and most prominent users—those who have sent more messages who have had greater impact due to the number of their followers. We should emphasise that this type of study includes the total population that participated in the social network within the specified data input period. This is not a representative sample.

We combined quantitative and qualitative analyses. A synthesis of the analysis processes used in contained Figure 1. Information seeps progressively through circular analysis in which these processes interact.
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FIGURE 1. Analysis processes.


First, define channelling information from the terms used in the indications. These channellers are relevant for answering the research questions (Kitchin, 2014) and, in the case of this study, four were used, each of them corresponding to the series viewed.

Second, define a set of core themes, semantic, or conceptual units, which arise from the terms most frequently mentioned through a process of content analysis conducted by theoretical assumptions related to the research objectives.

Third, the categories will be grouped into these nuclei. This is dynamic since they can vary and adjust whilst the flow of the conversation lasts (Panda et al., 2018). To define the system the presence of certain terms as the theoretical model on which the work is based will be considered.

Fourth, each of the mentions can be analysed from the perspective of discourse analysis, contextualising it in the flow of specific conversations in order to define the meaning that the speaker seems to attribute to it (Gee, 2014; Jones et al., 2015).

These processes interact circularly over the course of input and data collection. They have conditioned the way this work presents data sources, analyses, and results. Finally, it should be noted that several transcripts exemplify the thematic nuclei of the analysis. The reason for selecting these and not others is a decision of the research, considering them as relevant examples of the category. Discourse analysts (Gee, 2014) point out the limitation related to the fact that not all transcripts could be analysed in-depth. It should note that the software allows access at any time to the original text and reviewing in deep as necessary. It is up to the researcher to choose the examples to consider. The decision relates to the degree of representativeness of the transcript, in the opinion of the investigator, about the category exemplified.



CHANNELLING RELEVANT INFORMATION: SOURCES OF INFORMATION, EVOLUTION, AND DEMOGRAPHY


Sources

Observing the sources from which data are generated, differences appear regarding the weight of each of these sources. Of the total mentions (17,735), those with a greater weight correspond to digital texts, called media (6,594), and Twitter (6,408). The weight of each source in each of the series was considered and appears in the table.

Considering the weight of each medium in the total mentions of each series, two patterns are observed in Table 1. The British series in which the mentions that appear on Twitter have a greater weight (Sex Education, 77%) and Peaky Blinders (84%). The fact that it is in the Spanish series (Money Heist, 42% and Elite, 56%) where the media acquire a greater weight, may be because expert criticisms appear in digital magazines more than in social networks.


TABLE 1. Sources, frequencies, and percentages.

[image: Table 1]


TV Series During Lockdown

An initial observation of the data show that the mentions of the series during total lockdown, when people were unable to go out of their homes, account for 87% (13,695 mentions) of those analysed over 3 months. These data may be related to others which show how Internet use increased in homes during the strictest stage of lockdown (Belson, 2020, May 28).

Figure 2 contains the evolution of the number of mentions during this initial stage of total lockdown, through a semi-logarithmic scale, whereby the evolution of the number of mentions in each series may be compared.


[image: image]

FIGURE 2. Semi—logarithmic scale. Evolution of the references to coronavirus in the first lockdown phase.


The data show different patterns regarding the number of mentions broadcast. The most relevant data is that which occurred on 3rd April in relation to Money Heist (1,224 mentions), when the fourth season began. It also highlights the fact that the other Spanish series, Elite, which deals with youth themes, saw a progressive rise until 20th March, up to 409 mentions, which then dropped to 46 the following day and hardly varied over time. A relatively inverse role occurred with Sex Education, where 2nd April was one of the lowest days. Peaky Blinders, the series with a more continuous profile, had its highest peak on 15th March (225 mentions) and this oscillated until the second peak (73 mentions), which then stabilised until almost the end in a continuous line. These data show that, apart from lockdown as such, there are other factors arising from context, especially at the beginning of a season.



Users

Table 2 includes the total data obtained and considered, monitored through the Coronavirus1 filter. Both frequencies and percentages were included. As may be observed, the number of mentions was presented and the users who procured them, together with the sources which generated them.


TABLE 2. Mentions and users.

[image: Table 2]Regarding mentions, there was a total of 15,735 mentions by 7,552 users, although distribution implied notable differences between the series. Money Heist, where mentions account for 57% of the total (8,992 mentions) is outstanding, compared with the 27% (4,304, mentions) for Élite, and the much lower percentages for Peaky Blinders (11%, 1,756 mentions) and Sex Education (4%; 683 mentions). A relatively similar distribution was observed regarding user percentages. Specifically, 53% gave mentions (3,977) in Money Heist, 23% in Elite (1,703 users), 18% in Peaky Blinders (1,377 users), and 7% in Sex Education (495 users).

These data show that the Spanish series, Money Heist and Elite generated higher audience participation. It is relevant that Elite began its third season on 13th March and Money Heist on 3rd April, which no doubt generated a higher volume of mentions in conversation. In both cases, the contents of the corresponding series were available the day they began to be streamed through Netflix.

Demographic data are scarce, since users do not always offer this information. Regarding gender, of the 4,580 users, 2,511 were men (55%) and 2,069 were women (45%). There were no differences between the series. Regarding age, only 307 users offered this data, with most (177 users, 58% of the total) being aged between 18 and 24 years of age; 56 personas stated they were aged between 24 and 30 (18%); and 31 users (20%) being under 18; 43 people (14%) were over 30 years of age.



SEARCHING FOR MEANING TOWARDS THEMATIC NUCLEI

In this study, we examine the content of conversations on the Internet, to analyse the representations that users construct of the TV series they watch. This requires looking for the semantic proximity of the terms used in these conversations (Armborst, 2017). The data related to the content of these conversations arise from the analysis of the most frequent terms in the mentions of the series, included in Table 3 and Figure 3.


TABLE 3. Frequency of the most used terms in conversations.

[image: Table 3]
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FIGURE 3. Word cloud. Terms used MOST OFTEN in conversations.


Our methodological challenge requires combining quantitative and qualitative approaches (Paoletti et al., 2021). This also implies an interaction between theory and data through a double process that is inductive (most frequent terms considered as shown in Figure 3) and deductive, because to define the thematic nuclei that group the categories, the theoretical model on which the research questions are based is also considered (Boellstorff, 2012).

In consideration of the semantic meaning of the terms appearing in Figure 3, three thematic nuclei were defined for the organisation of the different categories.

Coronavirus setting: this includes terms such as quarantine, covid-19, or lockdown. They allude to the general context of the pandemic in which the series was viewed and allowed us to talk about situated narratives (Page and Thomas, 2011; Ryan, 2019).

Immediate contexts: everyday routines and social relationships. Terms such as week, people, and lifetime are included (Page, 2010; Sundet and Peteresen, 2020).

Multiple worlds figuring in the series: the presence of terms such as lifeworld, protagonist, fiction, actress, or character.

Figure 4 shows these nuclei along with the categories that each one includes. All of this will allow us to delve into the representations of the series that people have built in times of the pandemic. They are progressively defined combining quantitative and qualitative analysis.


[image: image]

FIGURE 4. Thematic nuclei and categories.




TV SERIES DURING CORONAVIRUS


Coronavirus Setting

The first thematic core directly refers to the lockdown situation in which people watch the series. The categories included in this nucleus appear in Table 4. Its definition is related to the terms from which the category has been delimited in the search in Spanish.


TABLE 4. Analysis categories related to the coronavirus setting.

[image: Table 4]The data included in Table 5 show that the category with the most weight is, in all cases, the one related to references to covid. It is higher in the case of Peaky Blinders (80%) and somewhat lower in Elite (67%). They also allude, in second place, to quarantine, as it is distributed between 20% in Elite and 52% in Sex Education. These data show that the phenomena directly related to the pandemic are more relevant than the consequences that derive from it, such as hospitalisation and even the fact of necessarily staying at home (Werron and Ringel, 2020).


TABLE 5. Frequencies and percentages of mentions regarding the coronavirus setting.

[image: Table 5]Through a qualitative analysis, it is possible to delve into the meaning that people attribute to their practices. Transcription 1 contains a set of examples where discourse analysis complements the big data. These mentions which appear on Twitter reveal that the participants express situated narratives, talking from many voices and viewpoints, set in time. There are dynamic texts where the people reinterpret the series content (Page and Thomas, 2011; Ryan, 2019) and, as observed in the texts, talk about aspects which are closely linked to their own circumstances, and to those the series has represented at that time of the lockdown.

Transcript 12. Series as forms of escapism during lockdown.

The beginning 14–15th March


1.1. Pakito OD @pacoliaco (11:44 PM ⋅ Mar 15, 2020)

I’ve just finished day two of being locked inside the bedroom. I have watched 3 seasons of Elite in two days. Now what can I watch? Any recommendations? When does the new @lacasadepapel season start??? @NetflixE you could bring out new cool things.

https://twitter.com/pacoliaco/status/123932172455186 0227

1.2. Suelta La Sop @SueltaLaSopaTV (7:00 PM ⋅ Apr 27, 2020)

The main character of Money Heist, is living in a nightmare together with her husband and experiences weird things in her body after testing positive for coronavirus.

https://trib.al/MyotSlz

2 Likes

https://twitter.com/SueltaLaSopaTV/status/12548176273 45768448

The concept of the situated and interactive storytelling implies a set of meanings (Fiske, 1987) which audiences express in relation to the situation the pandemic has put them in. The meanings are related to the voices that express them. Statements in the first person appear which express feelings or emotions generated by the situation, “Well, I have just finished day two of being shut in my bedroom” (1.1), that reveal the awareness of the first day of lockdown.



A different voice, which to some extent, could be that of the narrator is introduced in the fragment 1.2. ‘‘The main character of Money Heist, is living in a nightmare together with her husband and experiences weird things in her body after testing positive for coronavirus.’’ Looking at the sending of the message, in this case, it is not a fan but a series follower. The author, @SueltaLaSopaTV, is from an entertainment portal TeleMundo,3 a north American TV station, which communicates in Spanish, with accounts on Integra and Facebook. It may be said that whoever issues this type of message works within a participative culture (Thornborrow, 2015) and tries to take on the role of someone expert who speaks in the third person. The texts are produced in a digital environment to allow the digital media to talk to the audiences and impact the way in which contents are generated and interpreted (Rudrum, 2005; Monfort, 2007).



Immediate Contexts: Everyday Routines and Social Relationships

Below is the content of messages grouped around a system of categories thematically linked to the relevant context relating to Coronavirus. The social relationships mentioned by the message issuers appear (family, relationships, friendship). Spatial situation, where the home or accommodation is referred to and the time period, alluding to different stages of the day and to specific moments. These categories are continued in Table 6.


TABLE 6. Analysis categories related to close context.

[image: Table 6]In this case, Table 7 shows the patterns regarding category distribution, which in the series are similar with the exception of Elite where references to food or aperitif are practically absent (0.30%). It is of note that the weightier categories are social relations (e.g., Money Heist, 1980 mentions, 21%) and references to specific moments (e.g., Peaky Blinders, 266 mentions, 24%). Here are some examples:


TABLE 7. Frequencies and percentages of mentions regarding close context.

[image: Table 7]Transcript 2. Time and space


Meal’s time

2.1. @marianietodiaz (24 mar 2020–9:00 a.m.)

Being in lockdown has led to new routines in my life. One of the ones I most enjoy: having breakfast whilst watching a chapter of a series. Last week it was #Élite, this week, #VidaPerfecta.

645 Following–1,776 Followers

1 like

https://twitter.com/marianietodiaz/status/124236069599 7575168

Home

2.2. Highlightedcomment (8 months ago)

Comment in the Élite account | Advert of season 4 Youtube

Diana Rodriguez

It’s funny the way these news items fill our hearts during this pandemic, the guys seem to speak to each one of us at home. Watching them both peaceful and excited at the same time is contagious and waiting to go out becomes more light-hearted. Thanks to you!!

https://www.youtube.com/watch?v = LM7aicp70UA and lc = Ugw1MczpbX5_7aGnUiB4AaABAg

Day

2.3. @MariaPalmero_ (10:17 a. m.–3 abr. 2020)

It’s Friday already. What is bad? That we continue to be shut in. What is good? That we are still alive. The best? That this evening I have plans: see #LCDP4 [image: image] (I would prefer to go dancing but everyone has to get in a good mood any way they can my friends.) # Happy Friday and I really recommend the series @lacasadepapel https://t.co/ssUr57ejLS

11 likes

1,138 Following 8,547 Followers

https://twitter.com/MariaPalmero_/status/124598881306 0689921.



Audience practices are relevant and associated with watching series (Transcript 2.1). As a regular and pleasurable habit, mealtime helps to organise life in the pandemic to some extent (Werron and Ringel, 2020). One could also think that the reference to the home, to one’s own house, could be agreeable but it is not always the case. On the one hand, the house alludes to a lockdown situation: “the guys seem to speak to each one of us at home. And waiting to go out becomes more light-hearted” (Transcript 2.2). In this case, the fragment is a comment about one of the videos which appear on the YouTube account of the series, Elite, which they have highlighted as the most relevant. The message has been generated in a transmedia context (Jenkins et al., 2017; Sundet and Peteresen, 2020).

Let us now look at the time references, another dimension of the context. Those who issue the message are in immediate time, related to watching the series and to other types of daily life activities (Lacasa, 2020). When fragment 2.3 is examined in detail, the author is defined in the profile as a journalist with 8,547 followers. People build up stories (Archakis and Tzanne, 2005) relating to their daily life, meaning that the TV series becomes partly their own story. Again, it is a transmedia context (Passalacqua and Pianzola, 2011), because in the text, social media are combined with a series which they will have surely watched from a streaming platform. We can clearly see that these media contents define leisure time during the pandemic.

Below, in Transcription 3, there is another of the dimensions which defines the context, close or distant social relations. Two relevant themes have been selected: family and looking for a partner.

Transcript 3. Social relations


The family

3.1. @esunen (16 mar. 2020/9:58 p. m)

My daughter aged 16 has suggested we watch a series together to help pass lockdown. Obviously we said yes and we accepted that she choose it, so I have been watching Sex Education for ten minutes. this lockdown is going to be very long.[image: image]

879 Following–5,283 Followers

28 Retweets/4 Tweets citados/299 Me gusta

https://twitter.com/esunen/status/1239657225523802112

Looking for a partner?

3.2. neofjcn01 (2020/04/13–17:06)

am using Tinder these days in lockdown to meet people. I ask them for recommendations on series. You can’t imagine how many people have recommended this rubbish to me. I immediately block them for their basic and vulgar tastes. Greetings.

Comment on YouTube

Highlighted comment

https://www.youtube.com/watch?v = SIWDVc145zU and lc = Ugzq5gcJqFsChYuNjtR4AaABAg.



We see that the texts relate to family. Again, comments on the series associated with certain practices appear (Lacasa, 2020). In fragment 3.1, the series is linked to a way of passing the time in lockdown: “My daughter aged 16 has suggested we watch a series together to help pass lockdown.” The author, with 5,283 followers, whose profile says is a politician, is talking in the first person. He expressed ambiguous feelings. Particularly, they seem to be happy to watch Sex Education with the daughter but accept that the situation is a bit strange.

Fragment 3.2 also appeals to the need to establish social relations. Again, it places us in a transmedia context (Stein, 2015) which introduces personal stories. In this case, when someone tries to find a partner. It is a YouTube comment, to one of the videos from that application in Money Heist and appears as a highlighted comment. The issuer of the message mentions in their comment one of the mobile apps they usually use to look for new dates, Tinder. They ask for recommendations for passing the time but reject the answers of those who respond. The message generated two interesting comments which reproach the author for not respecting the opinions of others and for depreciating the tastes of others because they are deemed vulgar.



Multiple Worlds Figured in the Series

From the fan community, collective ideas of the series are built up, organised in figured worlds, especially around the actors. Also, the content structure, which is presented through successive seasons, crosses over with continuous views in streaming through different platforms. This is what the categories of Table 8 show, which refer to the content and form of the series.


TABLE 8. Analysis categories related to the series content and form.

[image: Table 8]Table 9 includes a summary of the big data obtained in relation to these categories.


TABLE 9. Frequencies and percentages of the mentions regarding form and content.

[image: Table 9]Let us first look at the big data. Again, the patterns are similar. For example, the category “series” is the one with the greatest weight, particularly in Sex Education (389 mentions, 37%) and Peaky Blinders (594 mentions, 38%). Regarding references to actors, patterns are also like those of Money Heist (2,421 mentions, 16%) and Elite (1,098 mentions, 13%).

Several examples are cited below. Interactivity may be observed between cultural industries and audiences in creating variations in the predefined history. We recall the contributions of Ryan (2011, 2015), who proposed the construction of digital stories into several layers.

Transcript 4. The plot


4.1. YouTube 11 THINGS P5 of MONEY HEIST has to resolve | Netflix España. 1.16M subscribers (May 29, 2020)

284,073 views

Like 11K.110 Unlike

Netflix España 1.16M subscribers

What will happen to Gandía? and Little Arthur?What will Alicia do with El Profesor? How will they get the gold out of the Bank of Spain? There are 11 things from part 5 here from Money Heist which need answers.

#PreguntasNetflix #LCDP #NetflixEspaña

Patricio Pulido 8 months ago

I think Palermo will sacrifice herself or die saving the band, just as Berlin did in season two.

636 like. 26 replies

https://www.youtube.com/watch?v = pNkdkF5Gtf4 and lc = Ugwl6hR4eNrx6rhfqiR4AaABAg-

4.2. Unknown (24 march 2020–15:47 h)

I already know how this great series will end. They will all die of COVID except those who are inside the bank because nobody was contagious and they were in lockdown (but in the bank) the professor will be dying but because he trained the others how to operate and know things like doctors, they will save the professor’s life. And Spain will begin from 0 but the attackers will start a new life and without any risk of being captured, Río and Tokyo will be in charge of bringing new generations into the world.[image: image]

https://www.facebook.com/lacasadepapelnetflix/posts/11 53528771664255?comment_id = 690473818374026.



The fragments contained in Transcription 4 show that management is very different depending on the message sender, i.e., informative headlines or individual users. For instance, fragment 4.1 is sent from the official account of Netflix on YouTube. After the fourth season, the title is highly relevant: “11 THINGS which P5 of MONEY HEIST has to resolve | Netflix España,” and after this, a set of questions are put forward, relating to the plot but seen from the actions of the characters. The idea is to trigger a dialogue through an interactive process with the fans (Lacasa, 2020). If you go to YouTube and look at the comments, the producers have achieved what they appeared to desire. It says, e.g., “I think Palermo will sacrifice herself or die saving the band, just as Berlin did in season two.” This comment, in turn, generated a discussion within the community. It is obvious that the producer is directing and monitoring the interventions in social networks in his or her interests, e.g., towards where the next season could go (Page, 2012).

Focusing on fragment 4.2, we observe that the author of the message is reconstructing the plot of the future season of the series, in keeping with their wishes, which are no doubt conditioned by the pandemic as evidenced by the quote, “They will all die of COVID except those who are inside the bank because nobody was contagious, and they were in lockdown.”

As shown, the characters and actors play a relevant role in the story plot in generating content, and this is what the fragments of transcription 5 demonstrate.

Transcript 5. The characters and the plot


5.1. Ricardo joseGuarin gonzalez (10 months ago (edited))

Highlighted comment in MenteVáhez

https://www.youtube.com/channel/UCBj-xjl23MHAwH4SRD3Ytvg

I don’t think Alicia joins the band, it would be disappointing to lose the best enemy. Lisbon comes in to replace Palermo as the leader that is for definite. Now Palermo will be more important than anyone not because he is willing to sacrifice himself for his feelings of guilt, but for his commitment to the success of the heist. I don’t think they will give away the gold and get confused with their followers. It would be too obvious and predictable. They will get the gold out and use it in exchange for their “freedom,” using power and social legitimacy acquired from demonstrating the tortures and unlawful government procedures. The vital thing is no longer the money. But I also know that none of this will happen, which is why the series is so good, you can speculate indefinitely knowing that nobody will know what they will do. Maybe also I watched the season in a single day like all “normal” people do in lockdown. Incidentally I think in the next season they will use the coronavirus. suddenly a new character called Wuhan arrives on the scene…[image: image]

https://www.youtube.com/watch?v = OK7EePQAK8U and lc = UgyOGCDz4j1-gckk8Pt4AaABAg

5.2. #Cuarentena

Álvaro Meana. Élite. Ruth Franco Apr 12, 2020

40 views

19 subscribers

Scene of the discussion between Nano and Samuel in the series “Élite.”

Interpreted by Álvaro Meana.

The casting directors, Eva Leiraand Yolanda Serrano, have created the initiative of #Cuarentena creativa. they have proposed a series of scenes on Instagram to get everyone going in these times of lockdown. I hope you like it!

https://www.youtube.com/watch?v=8M0sW7K57Bk.



Looking at fragment 5.1, it concerns the reconstruction of the series through the characters, although they are getting into the plot. The text appears to be a comment of an analysis of the series Money Heist. The author has created a channel with interests in broadcasting and marketing to promote books, films, and series as multimodal forms of expression of fans, promoted from the cultural industry. In the case of this fragment, the messenger reconstructs the plot from the characters: “I don’t think Alicia joins the band, it would be disappointing to lose the best enemy.” Other plot elements are also included: “I don’t think they will give away the gold and get confused with their followers. It would be too obvious and predictable,” something which had occurred at the end of the other season. There were even explicit references to Coronavirus through the characters: “Incidentally I think in the next season they will use the coronavirus…suddenly a new character called Wuhan arrives on the scene.”

It is also worthwhile looking at fragment 5.2, which appears as a clear example of interactive text (Ryan et al., 2017), both with the producers and the series content. It is fully immersed in multimodal discourse. It shows how the professionals who take part in the production of Elite suggest creative tasks around this fiction for their followers. The initiative takes place through YouTube and falls without the framework of the so-called #cuarentenacreativa,4 that invites fans to offer their own productions. The fragment included presents the performance of one of the fans of the Elite series. It can be compared with many other performances or creations in the hashtag #cuarentenacreativa, which in turn contains 473 videos. The work relating to the fans and the professional actors would merit a separate study relating to the use of multimodal discourses between fans.



CONCLUSION

This paper has analysed conversations from viewing streamed TV series. It focuses on social networks and digital media produced texts, for example, photos, magazines, and digital press. It is accepted that narrative construction is a situated process and observation is made of how it is constructed during lockdown in Spain in 2020. The daily lives of people were suddenly disrupted and everyday personal, working, and even leisure routines had to be reorganised. The streaming of television series became a relevant activity at the time, conditioned by the situation experienced. This was projected in the way in which people constructed the representations of the series as discussed on the Internet. Against this backdrop, this study proposed two objectives. Firstly, to analyse the said representations within their context and secondly, to combine quantitative and qualitative methodologies to probe into the meanings people constructed in their daily lives.


Representations of the TV Series in Context

Talking about situated narratives, constructed from television series requires analysing the interpretations people build up and express through their conversations. This was the first objective of our analysis. Examining conversational contents led to three different thematic nuclei being outlined in context: community and institutional, interpersonal, and personal (Rogoff et al., 1993; Matusov, 2007).

We understand the context and environment in which people are immersed and which in the case of this paper is interlinked with the content of the series (Lacasa, 2020). We can speak of a triple plane on which three thematic nuclei are present. Different levels are revealed. The planes demonstrate different dimensions of the context, i.e., the awareness of the representations is represented on three interlinking planes. None of which are inseparable from the other insofar as they suggest an interpretation of the series as they appear in digital texts presented on Internet.

The first representation level involves how people become aware of an event which has institutionally affected the whole community and of which evolve over time (Jenkins, 2010). This is the awareness people have of an event that affects them collectively, but which profoundly affects other levels of their daily life as individuals, and which is apparent in the digital narratives constructed. For example, this level is shown in the thematic nucleus we have called “The coronavirus setting.” Considering the most frequent mentions in this nucleus, the terms most mentioned are quarantine and staying at home. These terms are present in the interpretation of the series, and this is shown through analysis of the conversations. Conversational units have been probed to conducted discourse analysis. At this level of analysis, many voices may be heard (Archakis and Tzanne, 2005). These use different pronouns to speak in the first person singular or in an impersonal way and they may, for example, appear in media texts.

The second thematic nucleus, called “Everyday routines and social relationships,” involves interpersonal relationships, which take place face to face, organised into a copresence which may be conducted online and offline (Bruner, 2002). In this case, the mentions centre on the said relationships, for example, alluding to the family members or friends people rely on during the pandemic. It thus alludes to the fact that the series is watched in company that implies relationships which possibly would not have come about during normal times prior to the pandemic. Relationships between family members or the need to search for a partner are mentioned through digital apps (Ryan, 2019). Again, these situations relate to series interpretation, speaking in the first person to allude to the need for social interaction. Also, people refer to specific situations in which they viewed the series. For example, when they allude to the interpersonal context, people receive the messages emitted by the series directly and personally. These are also related to routines such as mealtimes or to home entertainment situations, given that no other environment is possible.

The third thematic nucleus is on a personal level, and even the identity associated with interpretation of the series in context may be spoken of. We speak of figured worlds (Holland et al., 1998). In any event, this personal sphere is not removed from the collective representations of series associated with figured worlds onto which the person is projected in times of pandemic. The said worlds revolve around the concept of the series and its characters. Both are associated with individual practices by the way in which the series is viewed. People binge watch and become submerged in a world as a means of escapism which leads them to think about reconstruction of the series plot. They anticipate future activities of each character, divining the plot of the series. This is the projection of personal desires constructed within a collective framework (Page, 2012). It is also of note that at this personal level the series characters are more important than the actors who play them, because it is easier to submerge oneself in a world of fiction during the pandemic than to think of the actors, themselves, who will be experiencing the same restrictions.

In sum, the series are interpreted according to context, in keeping with their different community, interpersonal and personal levels.



Methodological Goals

The principal methodological goal of this paper was to combine a macro and micro, quantitative, and qualitative analysis. This was the second overall objective.

The first approach to the context was undertaken through big data analysis processes (Panda et al., 2018). The software led to the definition of joint categories through a dual process. First, supported by analysis of the terms which most frequently appeared in the conversations—direct intervention was made by the researcher in these definitions. Second, in learning processes carried out from artificial intelligence and which led to semantically classifying the textual contributions of participants in the conversation. We are therefore dealing with categories defined from the software (Kibria et al., 2018). The combination of both types of categories received is the essential channelling of information received through social networks. Data received is structured through these categories, and we obtain quantitative data which we have partially relied upon to define the thematic nuclei mentioned through the successive processes that gave rise to an increasingly more structured information. The interaction between these data and the theory was essential for defining the before-mentioned thematic nuclei (Martínez-Borda et al., 2020).

It was necessary to use discourse analysis (Gee, 2014) to probe into the meaning people expressed in their conversations and to which no access is possible through quantitative data, at least for the moment. In this way, quantitative analysis was complemented with other types of qualitative data which was exemplified in the different examples of digital texts included through transcriptions (Lacasa, 2020). These examples were selected from among all the mentions channelled into each category and are relevant examples with regards to the objectives of the research, i.e., to analyse the dimensions present in the representations which people construct of the TV series, viewed through streaming. These analyses involve focussing on the sequences of words which make sense, and which build up a phrase. That in itself is meaningful. For example, it was relevant to analyse whether, in the internet texts, the authors of the messages speak in the first person, singular or plural, and the expressions they used to refer to context, as they expressed individual goals and feelings present in collective discourse.



Limitations and Further Studies

The limitations of this study are challenges for the future. Firstly, this study was limited to the analysis of four streamed television series. These were chosen in keeping with the preferences of a student sample, with consideration of Spanish or foreign origin and the theme, which was either centred on youth phenomena or not. The second limitation came from the fact that this study centred on conversations in the Spanish language taking place on social media. Thirdly, data was obtained during the pandemic in Spain and not all countries had similar institutional regulations.

Future studies may be conducted along the same lines. They may broaden both the series considered and the languages and social and cultural environments from which the data is collected. It would, however, be necessary to contrast the same series or others if the weight of the context was the same in the construction of representations. Furthermore, what is increasingly more relevant is the need to progressively define the thematic nuclei and the definition categories so that the software used may be more precisely defined. The proposed categories could thus be considered a starting point to be extended and modified. Other thematic nuclei grouping could even be sought.

In summary, the pandemic has generated new online and offline universes, which have been uncommon up until now, and which also include transformations in leisure situations. Extending the study of these environments, beyond streamed TV series, is one of the pending challenges of research. Study fields and the processes of data analysis need to be extended, e.g., towards videogames or other interactive media so that narratives may be constructed collectively and in real time.
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FOOTNOTES

1 Coronavirus, covid-19, shortage, under-supplied, provision, provisioned, queues in the shop, human avalanche, waiting for them to open, lacking products, they lack products, a lot of people waiting for them to open, multitude of people waiting, Coronavirusmadrid, mob storming a supermarket, queues of people with full trolleys, CoronavirusESP, COVID19espana, people who are buying up stuff madly, under-supplied, CODVID19, pandemic, all food completely wiped out, COVID19españa, fake news, sacking, looting, coronavirusEspana, it is empty, they have hardly any, there is hardly any, multitudinous events, virus, masses of people, swept away, wiping out, covid, protocols of action, contagion, infected, people infected, contagions, people wiping out, @CoronaVid19, mask, masks, lockdown, COVID2019, provisions, buying just in case, coronavirusEspaña, INFOCoronavirus, CerradMadrid, coronaviruspanicoorealidad, bags on the head, crowds, covid_19, CoplasConCoronavirus, corona virus, covid2019, covid19, confinement, I am staying at home, mequedoencasa, yomequedoencasa, state of emergency, corona-virus, #YoMeQuedoEnCasaConCerveza, #DiarioDeCuarentena, #Yomecorono, #unidosmasfuertes.

2 To facilitate comments of textural fragments, considered as a unit of analysis, the text fragment is numbered in relation to the number of the transcription and the order it has in the transcription.

3
https://www.telemundo.com

4
#cuarentenacreativa https://www.youtube.com/hashtag/cuarentenacreativa created by Eva Leira and Yolanda Serrano, casting managers of https://leirayserrano.com an in-depth search to gain access to productions relating to the series Elite https://www.youtube.com/results?search_query=cuarentena+creativa+elite.
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