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ABSTRACT 

For over a decade, Hollywood has been known to go by the infamous sequel production strategy wherein 

sequels are put out mainly to chase after big box office numbers. Back in the seventies and eighties, this was an 

effective and well executed strategy. However, sequels today are known to be superfluous, and often poorly 

executed. There now exist more sequels, reboots, and media franchises than non-sequel movies at the box office, 

owing to which there’s an epidemic of recycled and repetitive content. Sequels in present day Hollywood lack 

originality, but manage to sustain themselves by capitalising on a pre-existing audience, and fan servicing. 

Although, sequels don’t necessarily perform as well as their predecessor, they still manage to perform better 

than most non-sequel movies, thus encouraging studios to invest in sequels, and big budget franchises. 

The main purpose of this study is to explore and analyse the recurring themes that emerge in the process of 

making a sequel, and identify its impact on the box office performance. The study takes into regard various 

calculative approaches and strategies, with a special focus on intertextual patterns in the process of sequel 

making.   
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1.  INTRODUCTION 

A motion picture sequel is essentially a film that is made to carry forth the story of its predecessor. 

Over the past decade, Hollywood has been flooded with sequels and follow-ups, many of which critics and 

audiences deem unnecessary. The industry is now overrun with sequels owing to the infamous sequel strategy.  

1.1 Sequel Strategy 

The term „sequel strategy‟ refers to a calculative approach, wherein, sequels are produced to capitalize 

onevery passable, or marginally successful parent film.. Modern day sequels are often made in the hopes of 

earning a good box office revenue, as opposed to propelling thenarrative forward. Hence, summer blockbusters 

are eventually turned into big budget franchises, that pave a path for future instalments, reboots and expansive 

cinematic universes. For example, in the summer of 2018, studios had scheduled the release of many sequels, 

including Avengers: Infinity War, Deadpool 2, Incredibles 2, Jurassic World: Fallen Kingdom, Ant Man & The 

Wasp, and Mission Impossible: Fallout, among others. Studios calculatedly release sequels during the summer 

season, the 18-week-period when studios typically obtain 40% of their total annual box office (Basuroy and 

Chatterjee, 2008).  
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1.2 Intertextuality  

Intertextual dialogue and exchanges play a huge role in determining the appeal of a sequel, reboot, or 

remake. Intertextuality in film essentially refers to the bridge or connect between the two movies, as the sequel 

is shaped by its predecessor. Thus, symbolism, intertextual dialogues, and references are planted in the sequel as 

a nod to the parent film, and to evoke a sense of nostalgia. Intertextuality finds the most usage in superhero 

films, as intertextual dialogue is plainly observable in superhero franchises.Intertextuality helps build 

recognisability, and represents the sequel and parent film as two interrelated commodities. It is the very tool that 

helps build a sense of singularity and fluidity, as movies continue to transition from one phase to another. 

According to Loock (2018), “Besides enjoying the comfort of the familiar, sequel audiences find satisfaction in 

the predictability of formulas involving recognisable characters, plots, and themes, and derive pleasure from the 

ways in which patterns of repetition trigger memories and reward intertextual knowledge.” She also goes on to 

state that, “Open-endedness replaced narrative closure as plot threads were left dangling to be picked up in the 

next instalment, and explicit serialisation strategies (such as flashbacks, the repetition of signature lines and 

gags, recurrent situations, etc.) established an inter-textual dependence on one or more earlier films” Loock 

(2018). 

Intertextuality acts as an emotional appeal in the world of storytelling, and resonates with audiences for 

being able to evoke some sense of filmic, cultural, historical or aesthetic significance regarding a text or 

symbol‟s background. As the number of sequels, reboots, and shared universes in Hollywood continue to 

multiply, intertextuality grows to become a consequential part of these movies. However, intertextuality is now 

being criticised, as film makers use it as a substitute for creativity and originality. Referential dialogue, symbols 

and characters from the parent film appear out of nowhere, and with no reasonable cause in the sequel which 

naturally takes away from creating a premise that is authentic and believable as the audiences are subjected to 

more of the same in an endless cycle of repetition and recirculation. 

1.3 Significance of the study 

The study aims to learn about the sequel-making patterns that exist in Hollywood currently. A 

comparison will be drawn on how the intertextual techniques are being used in movie franchises in the past few 

years, and the way that they are being utilized in present day Hollywood. The main intention of this paper is to 

establish the relation between intertextuality, repetition, and sequel-making at large. 

1.4 . Objectives 

1.4.1 General Objectives 

              1.4.1.1 To observe the growth of sequelisation in the industry. 

1.4.1.2 To observe a recurring pattern of intertextuality in sequels. 

1.4.2 Specific Objectives 

1.4.2.1 To analyse patterns of repetition and intertextuality. 

1.4.2.1 To examine the utilization of fan servicing in order to ensure box office returns, or profits. 
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2. REVIEW OF LITERATURE 

2.1Carolyn Jess-Cooke (2009)in her bookFilm Sequels: Theory and Practice from Hollywood to 

Bollywoodexamines the growth of sequel production from old school cinema to the twenty first century. In this 

book, Cooke essentially examines the myth that sequels are growing to become a growing infestation, or a 

“fundamentally inferior exercise”, and studies the extent to which sequels fall prey to the cycle of repetition.  

Itexamines the sequel‟s structure of recirculation, as well as the relevance of the terms “beforeness” and 

“afterwardness”. It identifies intertextuality as a key factor that contributes towards the interrelatedness and 

interactivity of the parent film and the sequel, while also examining the relevance of progression, finalization 

and singularity.The book also traces the modernity and the categorisation of films that may affect the perception 

of the sequel by looking back on cinema‟s early years. 

2.2Constantine Verevis and Carolyn Jess-Cooke (2010),in the bookSecond Takes: Critical Approaches 

to the Film Sequel take a closer look at the growing number of sequelsthat are making their way to the big 

screen, and the potential of expansive cinematic universes and franchises. The authors also examine 

theindustrial model that encourages studios to invest in the cycle of repetition and recirculation. The book 

discusses the interrelatedness of both, serialisation and sequelisation, while stating that the fluidity of 

transitioning from the original to the sequel lies in maintaining a sense of singularity. The book disengages the 

cynicism behind sequels by pointing out that it‟s not sequels, but rather the practice of sequel-making in current 

culture that has earned it a bad name. They book identifies “originality” and “intertextuality” to be 

fundamentally problematic terms, as it completely disregards the potential of exploration, progression and 

repositioning of the movies. 

2.3 David Boyd (2012) in his book Film Trilogies: New Critical Approachesexamines the growth and 

potential of film trilogies, while dissecting it as a new and strategical approach to serialisation, as well as film 

remaking and adaptation.The book also associates film trilogies withtextual and critical relevance, as well as 

ideas of aesthetics and auteurism, rather than commercialisation alone.The bookredefines the notion of sequels 

and „sequelitis‟, and draws a distinction between the practice of sequels and film trilogies. The book positions 

movie trilogies both planned and incidental asborrowed content, that take part in retellings/reimagining of a tale. 

2.4Ana Cabral Martins (2018),in her essay A Bridge and a Reminder: The Force Awakens, Between 

Repetition and Expansiontakes a closer look at the new phase of the Star Wars franchise following Disney‟s 

purchase of Lucasfilm, while navigating the connect between the original trilogy, the prequel trilogy, and The 

Force Awakens. It examines the transition to the next phase as well as the repetition, continuity and change that 

will play a role in the perception of the current trilogy. The essay also highlights the importance of 

interrelatedness, nostalgia, generational seriality, and singularity as The Force Awakens presents itself as a nod 

to the original trilogy by employing intertextual dialogue, symbolism and references. 

2.5Alex Brundige (2015)in her thesis, The Rise of Marvel and DC's Transmedia Superheroes: Comic 

Book Adaptations, Fanboy Auteurs, and Guiding Fan Receptionexamines Marvel Studio and DC 

Entertainment‟s industrial approach to adapting iconic comic book characters to the screen, and analyses the 
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way that these movies interest the mainstream audiences whilst making use of the keenness of the comic book 

fans, by looking into participatory culture. The thesis also takes a closer look at the role of intertextuality, and 

the concept of transmedia storytelling which contributes to the longevity and sustenance of comic book 

adaptations, and sequels at large. 

2.6William Proctor (2012) in his journal article Regeneration & Rebirth: Anatomy of the Franchise 

Rebootexamines the franchise activity that has grown to dominate Hollywood. The article lays special focus on 

Christopher Nolan‟s The Dark Knight trilogy, and how it has influenced the current culture of reboots. It 

partially attributes the success of the trilogy to being able to erase the previous underperforming representations 

of the character on-screen, to introduce a much refreshing and darker tone to the series, narrative and 

character.It states that this practice of repackaging, recycling, repeating, recreating and redistributing of content 

is not new but a necessity in the current culture of film making. 

2.7Neil Terry, Leigh Browning and Lisa Mitchell (n.d.), in their research paper The Determinants of 

Box Office Revenue for Movie Sequels investigate the factors that affect the box office performance of motion 

picture sequels. The sample includes 225 movies released during 1976-2014 with a parent film, or follow-up 

movie as part of the franchise.The determinants that are taken into consideration include the number of films in 

the franchise, the critics‟ role, awards show buzz, the films‟ ratings (PG-13, R, G), film genres. and the budget, 

all of which show a statistically significant and positive impact on the box office performance, with the only 

exception being the number of films in the franchise, as it eventually leads to exhaustion and satiation. 

2.8Suman Basuroy and Subimal Chatterjee (2008) in their research work Fast and Frequent: 

Investigating Box Office Revenues of Motion Picture Sequels take a closer look at the formula that drives, both, 

studios and production houses to invest in more franchises and reboots.The paper lays down a theoretical 

framework that explores the impact of the strength of the parent brand, franchise length, sequel timing, and 

sequel satiation, by considering six variables: the film‟s rating, the number of screens that the film is played on 

in a week, the impact of awards, star power, the film‟s production budget, the ratio of positive reviews received 

by each film, or the total number of reviews received by the film, and the seasonality of the film‟s release week.  

2.9Amit Joshi &Huifang Mao (2010)in their paper, Adapting to succeed? Leveraging the brand equity 

of best sellers to succeed at the box officeaim to understand and analyse the performance of book adaptations on 

a critical and commercial level, by examining the various contributing factors. The paper collected secondary 

data to test its hypothesis and obtained data on 482 wide-launch movies (excluding comic book-based movies) 

and 242 non boo- based movies. Overall, the empirical analysis conducted by Joshi and Mao support all four 

hypotheses: book equity drives the movie‟s revenue both on and after opening weekend, the opening weekend 

revenues are significantly impacted by the interaction between a book‟s equity and the book-movie similarity, 

and the equity and recency of that equity, and are significant only in the opening weekend. Finally, reviews 

drive revenues only after the opening weekend. 
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3. METHODOLOGY 

The method used here is data analysis which is potentially one of the most important research 

techniques in film studies. Five movie franchises that consist of movies that have been released during the years 

19996to 2018will be studied and analysed to test and examine the hypothesis. 

3.1. Hypothesis 

3.1.1 Sequelisation grows through an emerging pattern of intertextuality,repetition, and fan servicing. 

3.1.2 Strategic choices are employed by studios to sequelise movies, with many trying to achieve a 

sense of singularity and interrelatedness via intertextuality. 

3.2.Research Design 

3.2.1. Sampling 

Thesampling technique that is used for the research is probability sampling. Under probability, 

systematic sampling has been chosen to understand the topic of the study. 

3.2.2. Samples 

3.2.2.1 The Hobbit (fantasy) 

3.2.2.2 Jurassic World (adventure) 

3.2.2.3 Star Wars sequel trilogy (sci-fi) 

3.2.2.4 The Avengers franchise (comic book/superhero) 

3.2.2.5 Mission Impossible (action) 

3.3. Data Collection 

The research is purely based on qualitative research method. For the felicitation of this research, the 

researcher has shortlisted five movie franchises consisting of multiple sequels each characterised by different 

genres and plot lines. These movies will be thoroughly analysed, particularly where the usage of intertextualityis 

concerned, and they will be described to further establish the test hypothesis. The movies that have been 

selected fall under the following category: 

1. All of the movies have been produced duringthe years 1996to 2018. 

2. All of the movies are part of commercially successful franchises, and have a loyal fanbase. 

3. All of the movies have been produced by well-established studios of Hollywood. 

4. All of the movies take part in sequelisation. 

5. Intertextuality is a recurring theme in all of the movies. 

3.4. Scope and limitation 

3.4.1 Scope 

Sequelisation being a strategy that‟s existed in Hollywood since the 1920s, has grown to become even 

more dominant today. It finds its relevance in the fact that sequel-making will continue to grow as a practice, 

owing to its strategical approach towards film making.  

3.4.2 Limitation 

This study is limited to intertextual references that are planted within the cinematic universe, and is not 

inclusive of the intertextual references that are made in a literary sense, or pertaining to pop culture. 
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Furthermore, the study deals with mainstream franchises, of which most of the samples have parent trilogies as 

well. Additionally, the study looks into franchises that are exclusively constituent of geek culture, and fails to 

expand itself to other diversified genres, such as horror, or comedy. 

4. DATA ANALYSIS 

The following report analyses five mainstream media franchises that have grown through sequelisation, 

and examines the patterns involved in the process of sequel-making, with a special focus on intertextuality and 

repetition, while attributing these patterns to theirbox office performance. 

4.1.The Hobbit 

The Hobbit serves as a prequel trilogy to the Lord of the Rings film trilogy, and is based on J.R.R. 

Tolkien‟s book „The Hobbit‟. Although, The Hobbit is a self-contained book, the studios decided to stretch the 

tale into three epic fantasy films, to capitalise on a pre-existing audience. The Hobbit essentially consists of The 

Hobbit: An Unexpected Journey (2012), The Hobbit: The Desolation of Smaug (2013), and The Hobbit: The 

Battle of the Five Armies (2014). 

The Hobbituses the concept of intertextuality in an attempt to mimic the original series, which in this 

case is the Lord of the Rings. Although intertextuality can be used as a way to evoke nostalgia and pay homage 

to the iconic film trilogy, The Hobbit uses it as an easier and cheap way to reel emotions out of the audience 

without having to invest too much in character development, or originality itself, which is where it fails to 

achieve what Lord of the Rings did. The opening scene of An Unexpected Journey shows Frodo who exists 

purely to remind audiences that the tale is part of the same universe, although his presence has nothing to do 

with the storyline. In addition to bringing back characters such as Frodo and Sauron who don‟t make an 

appearance in the book series, they also added Galadriel, Saruman, and Legolas‟ presence in the movie, just to 

strengthen the connect between the prequel and the original trilogy, and appeal to the mass audiences, even 

though they have no purpose in being there.The Desolation of Smaug brings back Sauron in a loud stand-off 

scene with Gandalf, even though he plays no role in this movie, and exists solely to pass a lazy reference to Lord 

of the Rings.  
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It‟s also evident while watching The Hobbit that it suffers from pacing issues, in that the whole trilogy 

subsists by dragging a sequence of events that may as well have been portrayed in one or, two movies at most. 

Instead the studio‟s decision to drag it out to three movies makes the whole tale seem rather overbearing and 

unnecessary, and has led to diminishing marginal returns. Noticeably, the movie also makes not subtle but 

obvious references to characters in Lord of the Rings to trigger emotions in the viewers‟ minds, although it just 

seems to come off as forceful and rather unnecessary. Callbacks to previous characters were observed in the 

scene where Gloin makes a mention of his son Gimli in An Unexpected Journey, and Thandruil asks Legolas to 

seek out a ranger who goes by the name, Strider, who‟s revealed to be Aragorn, in The Battle of the Five 

Armies.

 

The Hobbit also played into sequelitis by using Smaug as the face of their ad campaign for both The 

Desolation of Smaug, and The Battle of the Five Armies. The screen time given to Smaug in The Desolation of 

Smaug was about thirty minutes, whilst the whole movie ran for a total of 161 minutes. In addition to this, they 



 

380 | P a g e  
 

dragged the face of the dragon into their ad campaigns for Battle of the Five Armies as well to once again 

generate hype, even though the movie only included the sequence of Smaug destroying the city and getting 

killed in the first ten minutes of the movie. Although, the dragon scene could have ended in the Desolation of 

Smaug itself, the dragon was once again being used as the selling point, and in many ways acted as a set-up for 

the third movie. The Hobbit also incorporated three new storylines that weren‟t even in the book by diving into 

the Lake-town politics, a romance between Tauriel (an elf) and Kili (a dwarf) with Legolas becoming a part of 

the love triangle, and lastly, Gandalf‟s side story, all of which existed solely to extend the run time. The Hobbit 

is also visibly repetitive, in that it mimics many iconic scenes and plot points from Lord of the Rings; Thorin‟s 

company shares a noticeable similarity to the Fellowship, and there still very much exists the Ring, Gollum, and 

eagle rescue scenes as well. There‟s also a noticeable similarity between the eyes of Smaug, and that of Sauron 

in Lord of the Rings. 

4.2. Jurassic World 

The Jurassic World trilogy essentially takes place 22 years after the events of Jurassic Park. The first 

movie in the series, Jurassic World was released in 2015, followed by Jurassic World: Fallen Kingdom (2018), 

and an untitled sequel which is set to be released in 2021, with Colin Trevorrow returning as director. 

Jurassic World noticeably depends on intertextuality, in trying to bring the franchise to a newer and 

younger audience by exploring newer possibilities, while at the same time paying homage to the original series. 

Firstly, Jurassic World shares release date similarities with Jurassic Park in that they were both released during 

the eleventh and twelfth of June, 1993 and 2015 respectively. Jurassic World (2015) features Owen Wilson as 

the protagonist whose character shows a noticeable resemblance to the iconic characters: Dr. Alan Grant and 

Doctor Ian Malcolm, in that he‟s seen to be very sensitive to the nature of dinosaurs, and understanding of their 

behaviour, thus drawing similar parallels.Furthermore, B.D. Wong who played Henry Wu, the former head 

genecist, also returns to reprise his role toin order to establish interrelatedness and singularity. 

Noticeably, Jurassic World builds on a repetitive storyline with regard to genetic experimentation and 

hybrids, and mankinds‟ unwillingness to learn that it does not do well to toy with nature, and dinosaurs in 

particular. The trilogy lends itself as a nostalgic cash-grab, rather than building on originality, pacing, and 

retaining the uniqueness of the original movie. 

Additionally, both the events of Jurassic Park and Jurassic World are experienced through the eyes of 

the kids. The characters of Zac and Grey Mitchell hold an uncanny resemblance to Tim and Lex Murphy as 

there is a direct intertextual reference planted in the scene where the two nephews are trapped in the gyrosphere 

at the mercy of the Indominus Rex, much like Tim and Lex being trapped in the car during the T-rex 

attack.Once again, Jurassic World: Fallen Kingdom brought back the presence of a kid; Lockwood's pre-teen 

granddaughter and legal ward following her parents' deaths is added to the film to adhere by the principle that 

the Jurassic Park universe is always constituent of a kid. One of the scenes also opens with John Hammond‟s 

legacy being reformed as a portrait of his is revealed to establish his looming presence in the Lockwood estate 

(and throughout the unfolding of the series), which once again serves to be a connect between the sequels.  
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Sequelisation in Jurassic World has shown a positive outcome at the box office, asJurassic World now 

stands as the highest grossing film in the franchise. 

Jurassic World: Fallen Kingdom also brings back Jeff Goldblum‟s character Ian Malcolm to serve as an 

expert in chaos theory, but saw a very limited screen time,with many criticising his cameo for being used in all 

the trailers and ad campaigns for Jurassic World as a way to generate hype, rather than to serve any purpose 

with regard to the storyline as he only appears for the first and last few minutes of the film. 

 

Additionally, Fallen Kingdom also plants a direct reference to its predecessor, wherein Owen manages to calm 

the dinosaurs down by simply signalling and trying to communicate with them. 
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4.3. Star Wars 

The success of the Star Wars sequel trilogy can be attributed to the retaining of many of the original 

cast members, including the likes of Mark Hamill, Carrie Fisher and Harrison Ford. George Lucas stepping 

down as director, and the purchase of Lucasfilm by Disney, following the negative reception of the prequel 

trilogy serve as contributing factors as well. 

Sequelisation has proved to be advantageous in the case of Star Wars wherein fan service drives the 

box office numbers, despite the fact that the series was being revisited after a span of thirty years. There are 

several intertextual references planted in the series, in the form of easter eggs and references.In The Force 

Awakens, Rey‟s storyline not only bears an uncanny resemblance to that of Luke Skywalker‟s, but also shares 

tonal similarities in the way that their journey unfolds. Both Luke and Rey‟s parentage are subjects of mystery 

when we‟re first introduced to the characters, and are both called upon by the Force, having large destinies to 

fulfil. Similarly, Kylo Ren is an embodiment of the Dark Side of the Force and the character takes much of his 

inspiration from Darth Vader, as his broken helmet is also seen to make an appearance in the movie. Moreover, 

the reappearance of iconic characters such as R2D2, C3PO, Chewbacca, and the appearance of the Millenium 

Falcon itself helps achieve a sense of singularity. Additionally, John William‟s iconic musical score for the 

sequel trilogy doesn‟t depart too much from the original series, and incorporates newer themes for some of 

thetitular characters. 
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The Force Awakens plants an intertextual reference to A New Hope in the beginning, by incorporating 

a scene in which Rey walks into the setting sun, which is reminiscent of the scene involving Luke Skywalker 

walking towards the binary sunset in the beginning of A New Hope.Moreover,the last scene acts as a tie in 

between the trilogies as Luke gets his lightsaber which once belonged to his father handed back to him by Rey, 

who initially experiences visions upon seeing it. The Force Awakens essentially draws on many parallels which 

is also noticeable in the scene which involves Finn and Kylo fighting, which directly mirrors Vader and Luke‟s 

lightsaber duel in The Empire Strikes Back over Cloud City. 

The Last Jedi too employs many intertextual references in that Luke trains Rey in the same way that he 

was once trained by Yoda. Yoda‟s ghost also makes an appearance in the Last Jedi to impart some wisdom onto 

Luke, urging him to learn from his failure as a teacher to both, Rey and Kylo. 
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The sequel trilogy thus succeeds in maintaining a sense of traditionalism, while at the same time 

employing new approaches to repetitive storylines. Star Wars promotes character acceptance by giving new 

characters a familial connection with characters from the original trilogy, as seen in the case of Kylo who‟s 

revealed to be Leia and Han‟s son, and one of Luke Skywalker‟s students. While the larger conflict in the sequel 

series is very much similar to the New Hope, in that it deals with the Dark side of the Force, it also employs 

newer themes such as introducing a black stormtrooper. The Last Jedi also moves away from predictability, by 

depicting Luke as someone who‟s capable of making mistakes (as uncharacteristic as it may seem), and 

portraying Kylo Ren as a morally conflicted character as opposed to just another villain. The movies also 

positions Rey as a character without any recognisable parentage, and made a bold move by choosing to kill off 

Han, thus demystifying a lot of themes. Furthermore, the scene in the end involving Kylo Ren submitting Rey to 

Supreme Leader Snoke bears a striking resemblance to the iconic scene in Return of the Jedi where Darth Vader 

brings Luke to Palpatine. Moreover, Supreme Leader Snoke‟s throne room is also very similar to that of the 

Emperor of Palpatines‟. 
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The universal acceptance of the Star Wars sequel trilogy can also be attributed to fan pay off. Star Wars 

noticeably had a pre-existing fanbase, and with the release of the sequel trilogy Star Wars saw the potential to 

reintroduce the franchise to a younger audience as well, while giving the older fans a chance to relive the tale. 

Moreover, it also featured the return of the ensemble cast and the introduction of new members such as Daisy 

Ridley, John Boyega, and Oscar Isaac. The movie also incorporates the voices of Frank Oz, Alec Guinness and 

Ewan McGregor, as Yoda and Obi Wan respectively. Moreover, Tim Rose and Mike Quinn reprise their roles as 

Admiral Ackbar and NienNunb from Return of the Jedi as well. Sequelisation has thus proved to be favourable 

in the case of Star Wars as it‟s maintained a relatively good trajectory with regard to pleasing the viewers as 

well as critics. 

4.4. The Avengers 

The Avengers constitutes a small but significant part of the Marvel Cinematic Universe, which is 

inclusive of several stand-alone films based off of each individual superhero‟s origin story, and adventures. The 

Avengers is essentially an ambitious crossover that could only have broken several opening week records if the 

viewers were familiar with the many stand-alone films of Phase 1, with the added advantage of some being 

familiar with the comic books as well. The success of Iron Man (2008) produced by Marvel Studios allowed for 

Marvel to extend itself to a cinematic universe, and invest in each superhero‟s individual storyline, thus 
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enduring the longevity of the collective franchise. The Avengers (2012) was released after each of the Avengers, 

including Captain America, Iron Man, the Hulk, and Thor, had an individual movie focussing on their 

backstory. Although, The Avengers in itself can‟t be regarded as a sequel, it‟s completely based off of the pre-

existing movies in the MCU, whilst referencing the comic books‟ as its source material as well. 

The Avengers as a series thus far has three films which is inclusive of Avengers (2012), Avengers: Age 

of Ultron (2015), and The Avengers: Infinity War (2018), while The Avengers: Endgame is scheduled to be 

released during May of 2019. Intertextual references form a tightrope through which the MCU exists as an 

interwoven and tightly-knit shared universe. Many easter eggs and references are planted in the series to 

establish a sense of singularity. The Tesseract from Captain America: The First Avenger, The Arc Reactor from 

Iron Man 1 and 2, and a mention of Hulk‟s anger issues from The Incredible Hulk serve to connect the series of 

events, leading up to the forming of the Avengers. Furthermore, Nick Fury‟s appearances in the post-credits 

scenes of Captain America: The First Avenger, and Iron Man to propose a mission with larger purposes, and 

Tony Stark‟s appearance in The Incredible Hulk to inform Bruce Banner about a team being put together allude 

to the Avengers Initiative, and the studio making The Avengers their next big focal point..The first Avengers 

movie sees several references to previous events in the form of Tony Stark uncovering each recruit‟s past or 

history, and Hulk‟s past is once again addressed as he recalls breaking Harlem in New York, which serves as a 

nod to the Incredible Hulk, which starred Edward Norton at the time. 

 

The Tesseract in particular acts as a commonality and source of conflict to the Avengers sinceMarvel‟s first 

phase. 
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The first Avengers movie sees several references to previous events in the form of Tony Stark uncovering each 

recruit‟s past or history, and Hulk‟s past is once again addressed as he recalls breaking Harlem in New York, 

which serves as a nod to the Incredible Hulk, which starred Edward Norton at the time. 

Several memories and references make an appearance in Age of Ultron, as Ultron toys with the 

Avengers‟ minds, and makes them confront their darkest fears and conflicts which constitute the heart of the 

previous MCU films. Age of Ultron also uses intertextuality to depict Hulk getting hit by the Hulkbuster, in the 

same way that Thor got punched by the Hulk in the first Avengers movie. 

Furthermore, Avengers: Infinity War is essentially a movie that‟s been years in the making as the rising 

of Thanos as the ultimate villain has been conceptualised in many of the MCU films leading up to it. In the very 

first Avengers movie, Loki is seen to be taking orders from the Mad Titan, while serving to deliver the 

Tesseract, although his identity is not fully revealed yet. Age of Ultron too references the presence of the 

Infinity Stones, as Thor sets out on a quest to find them, and the post credits scene essentially opens with the 

Infinity Gauntlet resting in a high-tech storage device. Guardians of the Galaxy also features Thanos and 

addresses his connection to the Guardians, as Gamora and Nebula are revealed to be his daughters. It‟s also 

noticeable that each MCU movie, sees more and more superheroes joining the team. Originally the team 

constituted of Hawkeye, Black Widow, Captain America, Thor, Iron Man, and the Hulk, after which Age of 
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Ultron added Vision, Scarlet Witch and Quicksilver to the team as well. Following the events of Captain 

America: Civil War, Marvel not only introduced Spider-Man and Black Panther, but also incorporated Ant-Man, 

War Machine as well as the likes of Doctor Strange and the Guardians of the Galaxy to participate in Infinity 

War to take down their biggest enemy yet in the form of Thanos. Marvel charts out a well-planned strategy 

when it comes to sequelisation as the franchise divides the distribution of these movies into several phases. 

Furthermore, Marvel films always incorporate a Stan Lee cameo in an attempt to pay homage to the creator, and 

also cater to long time comic book fans.Infinity War also demystified the superhero genre and fought satiation 

by incorporating consequences, as it‟s not very often that superhero movies end with the titular characters 

finding themselves on the losing end. 

4.5. Mission: Impossible 

The Mission: Impossible franchise has spawned a series of six action films thus far. Originally, the 

franchise was based off of the television series of the same name that lasted from the years 1966-1973. 

 

The first movie in the Mission: Impossible series alsofeatures the return of Jim Phelps (the IMF leader 

in the television series) who is played by Jon Voight in the film, and Peter Graves on the show. The franchise 

makes intertextual references to the show by basing the opening theme music for the first six films off of Lalo 

Schifrin‟s originaltheme, and preserving the usage of the 5/4 rhythm, thus establishing a sense of 

interconnectedness. Additionally, Mission: Impossible – Rogue Nationalso made references to the Syndicate 

which was yet another crucial element on the television series. 

There also exist intertextual references in Mission Impossible – Fallout, as it features the reappearance 

of an old villain, Soloman Lane (before it‟s revealed that he‟s just Benji in a mask) with Sean Harris once again 

reprising his role, following his appearance in Mission: Impossible – Rogue Nation. Therefore, there exist 

several callbacks to previous characters and iconic moments from previous films to establish a sense of 

interrelatedness among all the movies. Mission: Impossible evidently makes intertextual references to previous 

films in the franchise, in an attempt to achieve singularity. The finest example of which is the iconic scene in 

which Ethan infiltrates a closed room in CIA headquarters in an attempt to steal data in the first Mission: 

Impossible movie which is seen to be referenced in two other Mission: Impossible films which include Mission 

Impossible: 2, when Ethan Hunt makes a dive in the atrium from the helicopter, and in Mission: Impossible III, 

when Ethan scales the wall to gain access to Vatican City, then makes a quick costume change. 



 

390 | P a g e  
 

 

Mission: Impossible also makes use of several mask rip-off scenes which are considered a signature 

manoeuvre in the franchise, and serve as a convenient plot device. This gimmick was noticed in Mission: 

Impossible I all throughout the series wherein each film makes use of this technique Some of the most iconic 

Mission: Impossible mask rip off scenes in the series include, Phelps revealing himself as Ethan after 

recognising Claire as the fellow conspirator in Mission: Impossible, Sean Ambrose taking down Nekhorvich on 

the planeunder the guise of Ethan in Mission: Impossible – 2, Owen Davian revealing himself as Ethan Hunt 

before blowing up the car in Mission: Impossible – III, Kurt Hendricks disguised as his henchman Winstrom 

while Ethan was chasing after him in Ghost Protocol, and Atlee revealing himself as Ethan Hunt in a mask after 

the Prime Minister confirms the existence of the Syndicate in Mission: Impossible – Rogue Nation. Mission: 

Impossible – Fallout also has a mask rip off scene when Benji takes on Solomon Lane‟s appearance, so that 

August Walker doesn‟t kill him. 
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Sequelisation has also proved to be an effective strategy in the case of Mission: Impossible, as seen in 

the box performance of the six movies in the series thus far.The performance of these sequels in the series 

debunks the myth that negative reception is bound to follow with each passing sequel, as the Mission Impossible 

series has been projecting an upward trajectory in terms of both, critical and commercial performance. The 

franchise got progressively better whist dwelling into more explorative themes, and finding the right cast, 

pace,and director, in the form of Christopher McQuarrie. 

The franchise is now the sixteenth highest grossing film series of all time, which one canattribute to the 

loyal fanbase as well. The series plants several easter eggs in the movies for long-time fans to recognize. For 

example, the scene in Rogue Nation where Ethan phones Brandon in the beginning of the film acts as a direct 

connect to the other side of the conversation in Mission: Impossible 1 where Ethan answers, “Bravo Echo 11” to 

the switchboard operator. Thus, moments like these serve as fan pay-off that play into the concept of 

interconnectedness in theseries, where Ethan continually takes on new missions with every passing movie. 

5. CONCLUSION 

This research is titled “A Study on the Pattern of Sequel-Making in Hollywood during the years 1996 

to 2018.” The study analyses five commercially successful movie franchises, which are constituent of sequels 

that make use of intertextuality, and repetition,in an attempt to establish singularity. It also looks into the affect 

that this pattern of sequel making has on the box office performance and critical reception of these mainstream 

big budget franchises, while acknowledging a common theme of fan-servicing and pay-off. Since sequelisation 

thrives on evoking nostalgia, many of these franchises take from the parent or original franchise, or make 

intertextual references within the existent franchise to serve as fan pay-off.The study recognises a pattern of 

recurring themes, tonal similarities and strategic choices made with regard to sequel making,while attributing 

the same to their commercial performance as many of these franchises have diminishing or unpredictable 

marginal returns as the franchise expands, with the exception being Mission Impossible. 
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5.1 Proving hypothesis: 

5.1.1. H1: Sequelisation grows through an emerging pattern of intertextuality, repetition, and fan 

servicing 

Through the content analysis of the data, it can be proved that sequelisation grows through an emerging 

pattern of intertextuality,repetition, and fan servicing as seen in the case of Mission: Impossible, The Hobbit, 

Star Wars (sequel trilogy), The Avengers and Jurassic World, as each franchise is examined and analysed for its 

usage of intertextual dialogue and references to cater to fans, and evoke a sense of nostalgia. 

5.1.2 H2: Strategic choices are employed by studios to sequelise movies, in trying to achieve a 

sense of singularity and interrelatedness via intertextuality. 

The content analysis of the research also proves thatcalculative choicesare employed by studios to 

sequelise movies, in trying to achieve a sense of singularity, as each of the five media franchises are examined 

and analysed for their usage of intertextual references, and repetitive storylines in order to establish a sense of 

interconnectedness within the media franchise. 
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