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Abstract

In this paper, our goal is to examine the representations of motivation and meaning in the motion picture both as an art and as an industry. This is of interest to us since this is the specific workplace where pictures of workplaces are made. Therefore, using a case-study method, we look at three movies and each time, the braids of each “story”: the tale of the making-off, the tale told in the movie and the tale of the reception of the movie by the public. All three movies, Rebel Without a Cause (1955), Tchapaev(1934) and The Matrix (1999) are from different times and places. Yet they all deal with the issue of motivation and meaning at work. They have also been “blockbusters” and their heroes, James Dean, Chapaev and Nemo all have the stature of a myth. Finally, they all present a very dark vision of the utopia of the modern world: motivation and meaning at work. In our view, this very criticism may account for their large public success: they look into a taboo dimension of society.

We first point out that the literature on motivation and meaning in management science has largely overlooked the unconscious side of things. A tacit understanding of “motivation” and “meaning” may shape people’s behaviour because it relates to “what is the good/bad life” within a Soviet, American, futurist society where people are defined by their utility function and profession. Each time, a mute fantasmatic scenario is set. 

We then look at these notions via our case-studies, using fine-grained analysis and thick description. We finally conclude that because it is overtly a fantasma scenario, the motion picture as a popular work of art mirrors this fantasmatic scenario. It offers both sublimation and freedom from the rule of the Superego. At the same time, as a workplace in an industry, each production also deals with implication and meaning as keys assets for a successful production. In that regard, each shooting we have looked into shows a struggle between creativity and the Superego “meaning and motivation” dominant rule. The centre of this activity is the “workplace” which still remains, as the core representation, a “camera obscura”. 

As a “dream factory”, the movie business may offer a way in and out of this “dark room”. If each of the three movies presents “meaning and motivation” as part of a nightmarish system, their authors may release the public from this modern utopia. They echo Freud, quoting the Aeneid (VII, 312) in an epigraph to his book The Interpretation of Dreams: “Flectere si nequeo Superos, Acheronta movebo”. (If I cannot sway Heaven then I will stir Hell).
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« Acheronta Movebo »

Motivation and Meaning as Utopia and the role of the Movie Industry.
A comparison of Rebel Without a Cause, Tchapaev and The Matrix.

Introduction

In this paper, our goal is to examine the representations of motivation and meaning conveyed by the movie picture industry. Our goal is to examine each time three braids of each “story”: the tale of the making-off, the tale in the movie and the tale of the reception by the audience. We have picked case-studies of movies which have met with considerable public success and yet present a very problematic image of motivation and meaning at work in society to illustrate how the making off, the content and the reception of a movie interact. 

We first point out that the literature on motivation and meaning in management science has largely overlooked the unconscious side of things (Staw, 1986 ; Crown and Ross, 1995 ; Bolino, 1999 ; Meek, 1999, Amabile, 1997 ; Ryan and Deci, 2000). We also believe that the impact of any specific culture on of “motivation” and “meaning” may have an influence on people’s behaviour even before this vocabulary was currently used (since the 1990s) : these notions deal with the representations of the proper behaviour within a group.

Our method implies a different approach of the movie industry than that generally used in management (Mintzberg and McHugh, 1985 ; Robins, 1993 ; Miller and Shamsie, 1996 ; Mezias and Mezias, 2000 ; Caves, 2001 ; Orbach, 2004) in that we focus on the different facets of each case-study. We mainly use archives, both papers and pictures and provide a fine-grained analysis (Van Maanen, 1979). 

We picked three movies from different times and different cultural background: Rebel without a Cause by Nicholas Ray (1955), Tchapaev (1934) by the Vasil’iev “Brothers” and The Matrix (1999) by the Wachowski brothers.

ebel without a Cause shows the inability of young people to fit in society through a proper occupation, Tchapaev depicts the ravages of the civil war in Russia and the “need” to set superior goals when human lives are at stake. The Matrix depicts a world where “the desert of the real” is masked by mirages inducing people into meaningless commitment to an alien goal. Our interpretation is that these three movies act as cathartic representations of what is at play in motivation and meaning in everyday life, only pushed to the extreme: absolute implication (utopia) or absolute resistance (dystopia) to the dominant rule, oscillating from cosmos to chaos. In these three cases, the movie could then be seen as a setting for representing and challenging the dominant vision in real life. 

Our point is that “motivation” and meaning at work should be looked upon as part of larger cultural systems since they are part of modern “Utopias”. Motivation and meaning are a way to bridge the gap between all aspects of the fragmented life of people and to make one single story out of their daily life. However, meaning and motivation are to be interpreted differently, depending on the grid chosen to interpret the real (Geertz, 1973) or the “discursive order” adopted (Foucault, 1971). The centre of this activity is therefore the “workplace”, where things are done: it remains, as the core representation, a “camera obscura”.

This supposition leads us to question the nature of motivation and meaning at work as representations. If the movie business is a “factory of dreams”, can it help change the underlying rules of the explicit device of rules? If so, it would be in a similar process as that of dreams as pointed out by Freud, quoting the Aeneid (VII, 312) in an epigraph to his book The Interpretation of Dreams: “Flectere si nequeo Superos, Acheronta movebo”. (If I cannot sway Heaven then I will stir Hell).

On Motivation and Meaning in the workplace

In this introduction to motivation and meaning in the workplace, we first present the topic from a mainstream point of view, we then adopt a more critical version to finally focus on the role of art and more specifically, cinema as “katharsis” conceived as symbolic acting out”.

Motivation in the workplace is seen by mainstream authors as one of the key to success in the workplace (Staw, 1986 ; Crown and Ross, 1995 ; Bolino, 1999). Some authors find specific advantages related to and only to motivation such as creativity (Amabile, 1997 ; Cummings & Oldham, 1997) or value creation via self-determination (Ryan & Deci, 2000). This means that, according to management, it is possible to impulse motivation and there are different ways to do it. 

The general approach to motivation in the workplace refers to “soft management methods” (Legge, 2004). More specifically, regarding motivation and meaning, the preferred method seems to be using psychology as an explanatory tool (Rousseau & Tijoriwala, 1999 ; Staw, 1986). This implies sometimes focusing on constant factors and sometimes focusing on mood which is more accidental (Ragunathan & alii, 1999 ; Vankatesh & alii, 1999). The combination of constant and transient factors of choice in turn means attempting to to profile people and anticipate their expectations (O’Reilly & Chatman, 1994 ; Pilegge & Holtz, 1997). This can also be done by being more decisive in the process, a decision which is the origin of individual and group goal setting (Campbell & Furrer, 1995 ; Klein & alli, 1999 ; O’ Leary & alii, 1994 ; Crown & Ross, 1995 ; Bolino, 1999). The effects of this goal-setting operation by firms are measured via adequate rewards (Lawler, 1987 ; Kerr, 1995 ; Pearce, 1987 ; Pfeffer, 1988 ; Duncan, 2001) and/or adequate punishments (George, 1995 ; Butterfield & alii, 1996) mostly designed and implemented by middle and top executives. 
This shows that, although the point of view of all actors is taken into account in scholarly analysis of employees motivation in the workplace, it seems obvious that goal setting and meaning are in the hands of management, although this may be in contradiction with each individual’s personal desire and values. A lot of attention has also been paid to that issue of meaning and the concept of sensemaking (Weick, 1992 ; 2007) comes as a solution to this opposition. Sensemaking would be a process implemented by all in order to reach a common vision and feel united by a common organizational identity (Weick, 1992) or at least a common ability to adapt meaning to evolutions in the organization and in its environment (Weick, 2007) if things happen to be more transient. 
If we carefully examine these assumptions about motivation and meaning in the workplace, they seem to deliberately avoid some embarrassing questions. For example, according to the mainstream management literature; motivation and meaning go together: it seems that the general atmosphere in the workplace and the ability of to create a sense of belonging has a very important impact on individuals, and this feeling, whether it be leadership or team spirit is a key point. But how can we ascertain that this “good feeling” is shared by all at all time? Wouldn’t is be more adequate to say that as long as people appear motivated and as long as they do not complain that what they do is meaningless, the workplace is a place where people work adequately ?

Another contradiction is that, although there are differences due to culture and job profiles, one of the key to creating motivation is the general feeling that things “make sense”. This works at an individual level as well as for teams and groups in general. But what if the group influences the individual? Feeling that one’s action is “meaningful” makes one capable of making more personal efforts and the final contribution gives him or her a greater rewarding feeling but feeling the opposite way can also be a motivation to innovate. Agreeing with the group may give more autonomy to each and all if the specific job demands more or less autonomy and creativity as in R&D or communication but it may also be the case that some people chose these types of job because their motivation and the meaning they give to their work comes from a strong desire to be different and remain independent from the group. This is what Michel Foucault calls a defence of “governmentality” (Foucault, 1978 in Ibarra-Colado, Clegg, Rhodes & Kornberger, 2006). The “official sensemaking” may not satisfy everyone all the time, and a great deal of the capacity to agree and adhere with the collective project in the firm may be linked to the ability to disagree with the main goals without feeling rejected or downcast. One key dimension for this “leeway” is a feeling of “governmentality” as expressed by Foucault (1978).

Meaning underneath motivation may go back to processes of collective sensemaking (Weick, 1992) and consensus. Yet, even according to this author, this notion has evolved according to that author from a rather static nature to a much more adaptative one (Weick, 2007) which implies that meaning may have no stability and be a mere “discursive construction” dictated by circumstances and adapted to fit them which is somewhat a problem for something that was supposedly the anchor of all decisions, rules and orders. “Governmentality”, on the contrary, does imply “leeway”, only it is at the expense of ever “making (common) sense”. It implies contradictions, disagreements and criticisms and therefore, some very unpleasant moments. 

We may therefore conclude that in the mainstream literature about motivation and meaning in the workplace, many vexing issues are not really addressed. Indeed, little is said about the feeling of “forced motivation” and “senseless” “or “insane” sense made by others, a topic which is often observed via art. For example, a movie like Dogville (2006) by Lars Van Triers staged the figures of the “stranger”, the “outcast” and the “rebel” facing a group in the Brechtian tradition. This topic is also favoured by what is called “critical management”. 

Very often, in both scientific and creative analysis, crisis is related to these feelings of senselessness and insanity, therefore crisis is often linked with disruptive change (Riot & Ramanantsoa, 2008). Psychoanalysis will tell us however that such extreme feelings are much more frequent than when open crisis is involved. Such feelings can be repressed and they are present even at times when people are apparently coping with the situation. Why there is no acting out and why people may keep in charge, taking care of their job, sometimes even look and sound like they have no problem with what they have to deal with is difficult to explain. 

One reason is people feel observed and they are afraid to let go and disappoint they social partners. 

Research by the Tavistock Institute have long ago shown the importance of the feeling of being watched in the behaviour of people while at work, especially in their Hawthorne experience. Via that experience, on may only infer how people behave in the workplace when they are not looked or taken care of. One may also imagine the drawbacks of the sense of duty, acting and looking motivated may become the same if they feel like an obligation. Motivation with no sincerity and as a make believe is, however, a risk for the firm and for society. Many authors have insisted on the soft power implied to create apparent or real implication and insisted on disciplinary power in modern corporation (Deetz, 1992) and some have depicted the specificities of “the discipline” (Steffy and Grimes, 1992). Some have even gone so far as to present implication at work as a perversion because even the criticism of actual methods becomes a fake (Nord & Jermier, In Alvesson & Willmott, 1992). 

Before that, an author like Robert Jackall had looked at the behaviour and values of executives in a very critical eye, insisting on the consequences of being trapped by reckless ambition (Jackall, 1988) and at the same time prisoners of “moral mazes” because of guilty feelings. Motivation in the workplace seems to create strange and unhealthy behaviours in the eye of critical management as opposed to mainstream dominant opinion on the benefits of implication. 

In that regard, one may say that the workplace may look like the “camera obscura” because it is impossible to really know what goes inside the box producing the images of work in the workplace. What is true and what is fake, what is gratifying and what is vexing seems to be part of a “zone of incertitude” (Crozier & Friedberg, 1979) where one needs to negociate meaning with others and with one self. 

However, there might be another reason for people’s ability to cope with dissatisfaction and a feeling of lack of sense: they find an escape via dreaming, daydreaming, imagining. Freud observed that compensation came in sleep or via creative impulse, in which subconscious feelings could be drivers, un-repressed (Freud, 2004). This leads us to believe that individual and collective feelings about motivation and meaning are ambivalent and contradictory, a reason why they are difficult to “manage” just as love and hate. Indeed, it has already been observed that in most working conditions, people manage to find derivatives and compensations to make for their lack of motivation. Motivation and meaning are related to desire. Accordingly, motivation cannot be a one sided feeling, especially if one opposes the “Social Self” and the “Inner Self” (Jung) and if one takes into account the fundamental ambivalence of discourse (Lacan). One can show a sunny side as long as it is still possible to keep the dark sides to oneself, but a time may come when, fighting outer and inner repression by society and self, the individual may be forced to act out and give way to the violence of his or her drives. (Freud). This contradictory feeling towards goals and action not only impacts individuals but also groups and collective action. 

“Leeway” and “Psychological outlet” may be provided via different acting out, one of them being what Aristotle called “katharsis”. However, theatre has been replaced, as a mass cultural devise, by the movies (Benjamin, 1934 ; Ferro, 1993). We argue that the movie, both as an ongoing production and as product of consumption acts as a means of release. We also argue that the prodigious success of the three specific movies we present in this paper is due to the presence of rebellion and resistance at the very heart of the movie. We also feel that, as to “motivation” and “meaning”, acts of resistance, sabotage and rebellion maybe interpreted as such (even though destructive) by the audience depending on the situation (war or fight for a cause for example). However, in the workplace, this multifaceted dimension of action (implying motivation and meaning) includes pure animal energy as well as “intentionality”. It also implies social dimensions and art which explains why some actions which may not be accepted in real life may seem acceptable in a movie (as part of a symbolic representation). This implies to take into account reception criteria (Jauss, 1978) to explain the reaction of the audience in contrast to “real life” actors interacting even though the line may sometimes hard to draw (Goffman, 1957).

To shed some light into that “dark room”, we suggest using the “camera obscura” not only as a metaphor but as real case-studies to look at the multi-facetted aspects of motivation at work:

in all three movies we are going to interpret (Geertz, 1973). The example of the making of a movie in three different times and places offers an occasion to see these mechanisms at play and also to depict specific situations with their multifaceted dimensions. 

The Three Movies Interpreted

Throughout the following sections of this paper, our method is qualitative and interpretative. We provide a fine-grained description (Van Maanen, 1979) of the making of the movie and of the movie itself using the three movies and archives. By qualitative we mean ethnographic approach. By interpretive method, we mean a method quite similar to that of Freud’s in his “Interpretation of Dreams” (Freud, 2004) in an ethnographic orientation as defined by Clifford Geertz: “ (a method which tries) to resist subjectivism on the one hand and cabbalism on the other, (which tries) to keep the analysis of symbolic forms as closely tied as (it) could to concrete social events and occasions
, the public world of common life, and to organize it in such a way that the connections between theoretical formulations and descriptive interpretations were unobscured by appeals to dark sciences.” (Geertz, 1973: 29). Only then shall we go on to a comparison of the three movies in order to finally isolate some key findings. For each movie, we present the organization, the artists and the set, the story and finally the reception by the public. 
Rebel without a Cause
Rebel without a Cause is a 1955 movie by the American director Nicholas Ray. It was produced by the Warner Brothers studio and officially presented to the public on the 26th of October of the same year, the movie had been made in the spring (47 days) and the editing in the summer. One of the reason for the fast production and diffusion were cost economies: James Dean, for example, had a contract for only ten weeks : the crew used the premises of a high school during Easter Break because they wanted a real setting and also because it was cheaper (Rathgeb, 2004). Another reason was the accidental death of a rising star, James Dean, which had become a media icon. Therefore, the opening night of the movie was very much related to the death of the leading role  in the movie, James Dean, who had died one month before. Because of this tragedy, and because the movie dealt with a topic which was quite successful at the time, teenage revolt and gang violence (The Wild One, with Marlon Brando, had been a 1953 success), the movie was a major hit, and it still conveys a mythic aura. As such, it was a very intense experience for the actors and the crew, which documentaries portray as very moved by their recollections of these moments long after thet took place. 

Initially, Warner Brother had bought the rights for the adaptation of the book in 1946. Eight years later, Nicholas Ray presented a 17 pages project called The Blind Run which was soon accepted (Eisenschitz, 1993) and complemented by various versions of the scenario made by three script writers working with sociologists, educators and experts of youth violence and gangs, and young informants, ex-members of the gangs (the main one, Frank Mazzola, also played a part in the movie). They made a special report on rock n’ roll culture and urban gangs using ethnography, which was quite original at the time. A young musician, Leonard Rosenman, worked on the music during summer. 

The producer was Nicolas Ray’s choice because David Weisbart had worked for Kazan as well and the two of them got on. During the first confidential presentation of the movie in his studio, Jack Warner was rather pleased with the results (Marion, 2007), he only made a few comments about choking dialogues and choices implying budget: he was looking at his fixed costs and also at the possible reaction of the most conservative audiences. Actors and director may have shared the revolt of the young people they were portraying but they were also eager to make a career and more or less adopted the strategy of the studios, of which they were very dependant as visible in the ads for the movies by the main characters Wood and Dean. Wim Wender’s portrayal of Nicolas Ray’s last months shows, however, that these “rising stars” were rather on the “cutting edge”, trapped in contradictions.

The story show us 24 hours in the life of 17 years old Jimmy Starck, a turn in his life. He is an angry young man who feels trapped in the typical “American way of life” where all that counts is “to keep up with the Jones”. He has just arrived in a new town with his parents and meets a girl Judy, just as revolted as he is (Judy is played N. Wood) in a police station (they had both been arrested) and then with her gang in high school. 

As a character, Stack is willing to take all risks and confront the adults and their system to live up to his own ideal of truthfulness. In a confrontation with his rival (the famous scene of the car race by the cliff), Starck is victorious but his opponent dies and he flees with the girlfriend, Judy, and a new friend that he just made, Plato, the scapegoat of the gang. He has to fear both the police investigation and retaliation from the gang. After an idyllic night in an old abandoned house where the three heroes create a new world, they have to flee their enemies and in the course of action, young Plato kills a cop and then is killed, wearing Jimmy’s red coat in the old planetarium where the whole course of action started and where the whole universe seems to revolve.

Public reception was a huge success from the onset, especially among the young generations. Here is an example of the figures of some of the major Hollywood blockbusters  in the 50s: 

	Movies
	Production year
	Budget (estimate)

Millions of dollars*
	Rentals USA**

	A street car named desire (E.Kazan)
	1950
	1.8
	4.4

	The Robe (H. Coster)
	1953
	5.0
	17,5

	East of Eden (E.Kazan)
	1954
	-
	5,0

	Blackboard Jungle (R. Brooks)
	1954
	-
	5,5

	Rear Window (A. Hitchcock)
	1954
	2.0
	4.5

	Seven year hitch (B. Wilder)
	1954
	2.5
	6.0

	2000 leagues under the sea (R.Fleischer)
	1954
	3.2
	8.0

	Vera Cruz (R.Aldrich)
	1954
	5.0
	4.5

	Rebel without a cause (N. Ray)
	1955
	3.0
	4.6

	Giant (G.Stevens)
	1955
	5.4
	14


* The approximate conversion rate of a 1955 dollar is 7,30 dollars in 2005, ** fees payed by movie theatres in North America to the distributor after the first exploitation period (From Marion, 2007: 133)

This chart shows that although Rebel was not a superproduction, its profit rates is quite good (more than 1,5). What’s more, most of the movies listed did not remain as “classics” in the long run which is the case of Nicholas Ray’s movie. In the promotional kit, the movie is presented as a critical analysis of “angry young men” and “gangs”. Dean testifies that he is a very cautions driver for an ad on TV. This reading is not inconsistent: Jimmy wants paternal authority, he defends law and order and defends the weak ones. He is not hostile to private property (he owns a car and has a careful dressing code), he goes to class and wants to learn. His revolt is different than that of the members of the gang, who are as much his enemies than the adults. He is intent on getting what he wants, and he is ready to fight for it because “he is not a coward”.
The film also met with applaud at an international scale which surprised even the Warner studio top executives: it conveyed more than other movies the “American way of life” (Paris, 2002 ; Abel, 2006). François Truffaut summed up the appeal of this “teenager movie” and his hero: “In James Dean, the youth today recognizes itself, less for the reasons advocated: violence, sadism, frenzy, darkness, pessimism and cruelty than for more simple and every day reasons: decency, fantasy of all instants, moral purity quite different than general moral but more exacting, everlasting taste of the teens for trials, rapture, pride and regret of feeling an “outcast” to society, refusal and desire of social integration and finally acceptation - or refusal - of the world as it is.”(Truffaut in Morin, 1957: 57).Only it is not only the hero but the movie, and it is not only the young, but all generations. Indeed, Rebel without  a cause remains, to this day, the image of young and rebellious America towards the old society and its rules.
Tchapaev

Tchapaev is a 1924 soviet movie made the “Brothers Vasiliev” (in fact they weren’t brothers at all even though they made many films together
) and produced by the Lenin Film studio. The movie is an adaptation of a book by Fourmanov, one of the protagonist of the Tchapaev epic. The adaptation is quite faithful to the vision of the Soviet commissar . Only, as opposed to the book, it relies on images and music: it elegantly interlaces two registers, that of realism and dialogues between Tchapaev and Fourmanov or other such characters, and that of lyricism, orchestrating battle scenes and mass movements accompanied in music. The plot is borrowed from Fourmanov’s book, a testimony of his meeting with Tchapaev, a great commander although he was a very simple man. It is a tribute paid to a hero of the Revolution. Although the actor has been chosen for his “Russian” unheroic features, the Tchapaev story soon became a “modern fairy tale” in the purest Stenka Razin tradition for Soviet Schools. 

A brave and gifted captain (“a natural”), Tchapaev is the one who changes the old “Cosack” rule of feud and loot and convinces peasants that “Red is no White” as they say. Although orderly and hierarchised, the “Soviet culture” and its type of civility seems more accessible to “simple people” (prostie loudi) than the white aristocratic culture symbolized by the refined and melancholy Forte player, Borozdin, who is the captain of the White army. Quite similar to that reunion of people from the country and from the city under the Red banner is the fit between all the members of the crew, Despite the fact that the directors, the actors and the crew were not all young and new to the job and the technologies, they all adapted to the Soviet new technologies for the cinema, and they also fitted in the aesthetic requirement, which had a moral undertone. 

The previous year, the famous film maker Boris Barnet had suffered the pangs and arrows of outraged Soviet critics because his movie, By the Blue Sea, had been deemed sentimental and unpatriotic (Menashe, 2005). The crew settled by the Volga and adapted to local conditions, hiring extras among the locals, which gives its picturesque edge to the movie with the heavy bearded Cossacks in their Russian frocks. This adaptation of the crew to local customs of the Russian countryside by mostly Urban people was a key to fit the imperatives set by the Soviet power, who owned all the studios, among which the Lenfilm studio : it cost less and it looked more true. In a way, if Tchapaev is so convincing on screen, it might be because its storytelling reflects the actual experience of making the movie in the way it was shot. Paradoxically, if the civil war was over on the Volga, it had just been launched in the cultural industries, tearing the artists and the intelligentsia apart. But to understand this, let’s turn to the plot.

The action is set in 1919 on the Volga: Tchapaev fights against the White army and the troups of colonel Borozdin. He has his own army of men who obey him and come from the people. A Soviet commissar, Fourmanov, is sent by Moscow to educate and support Tchapaev. At first, this great commander is hostile to the attempts to change his rules, especially his ruthless methods such as ransacking the peasants. Finally, he accepts Fourmanov and the red Army among his troups because he feels they are his friends and allies and also because he wants to learn the new ideology which he admires, having received little formal education although he is an extremely intuitive and talented general as far as tactics are implied. As a result, a new order is set which satisfies the people in the region: they are converted to the Red because they now believe that the Red will not ransack them. 

However, this new method and the growing trust amidst the people does not prevent Tchapaev from being attacked at night by the White, and, after a reckless flight, he finally drowns in the Volga river. The motivation in the movie is quite clear: it is war, and people in each camp are ready to fight and save their lives. Here comes the rod of “meaning” however: the movie may imply that the Red (under Tchapaev and Fourmanov) are ready to die for their cause. Other readings show Petka ready to die for Tchapaev (his commander and his hero) and peasants ready to join the Red rather than the White because the Reds arrest the soldiers who loot them. One could also read the movie as the description of guns and tanks as opposed to sabres, swords and horses (traditionally used by the Cossacks) or the axe (symbol of the Russian peasant “bount” (ruthless revolt)). The battle scenes seem to underline the contrast between hand in hand fight and Anna’s canon, as a metaphor to the camera and the screen as means to do art and massively reproduce and diffuse it to large audiences (Benjamin, 1934). The movie does not give a clear answer as to the reasons for implication contrary to the official reading at the time. Maybe the audience likes Tchapaev because he dies a victim of the new rules and weapons in war, ideology included.

As both a socialist and a nationalist movie, Tchapaev was an immediate success
: it was announced in the first page of the Pravda (Ferro, 1993) and afterwards, it remained such a reference that it received the Stalin prize in 1941 both directors and the leading part actor were awarded medals. Critiques were happy: it was the occasion to praise what they wanted: simple imagery and concrete action. They had so many times complained that directors were trying to show how clever and well-read they were. At the time, this gave the occasion to criticize members of the “Intelligentsia” for being attached to the old world and their traditions (reasons for which one could be immediately arrested and sent to camp). The movie was re-released several times, and some people saw it many times. Letters sent to several newspapers reveal that some people in the audience had the impression that they had really met Tchapaev just as they felt they had met Lenin in person when they saw a movie about Lenin’s story. Even Tchapaev’s children, after saying that the movie hero did not look like their father, finally admitted that he was “the exact image of their father on screen”. Tchapaev remains, to this day, the “Soviet Epic” of the Stalin era. Stalin himself quoted it as an example to be copied: « The Soviet Power awaits your new successes, new movies… Like Chapaev they must glorify  the greatness of the historical deal and struggle of the working class & peasants of the Soviet Union. Such movies must mobilize and remind us both of achievements and impediments we meet on the road to socialist construction.” (Stalin in Mogoutov & Nedel, 2008). We must say that the prodigious appeal of Tchapaev may also have been caused by more trivial matters: no competition and a dearth of good movies since all imported movies had been banned.
The Matrix

The Matrix (1999) could be called a “science fiction action movie” but it could also be said that it created a new genre: the philosophical movie which images and action are focused on illustrating new age and postmodern versions of space, time, perspective and identity. Its message is that the reality one is seeing on screen is a revealing mirror of the fake representations of reality we have in everyday life. Therefore, although the movie seems to have been acted with a plot in a specific setting, most of the scenario is based on special effects, especially those using digital programming. As a result, that movie can be read as an ode to the hackers as well as a demonstration of Hollywood’s new studio capacities using multimedia and digital tools: the movie was released at the time of “The Bubble”.

Therefore, in that movie, one may say that technicians had much more influence on the course of events than in the two more ancient ones. One of the motivation for the studios may have been the desire to catch up with “Schumpeterean innovation” and put new techniques and digital programmers to test. In the “bonuses” of the movie, one may look at the way the special effects were made: although the camera is often in close-up to their face, it seems that actors had very little room for improvisation. Most events in the plot seem to have been determined by technical considerations: how to show technical virtuosity and create a new type of visuals. This may explain why the story itself is a melting pot of science fiction classics such as cyberpunk’s Neuromancer and cult movies such as ….. As such, the Wachovsky brothers illustrate the culture of the Wired generation. Its evocation of the future is always an implicit criticism of today’s society as well as an ode to technology and innovation (Source: Matrix Website). 
The budget was 63 million dollars, the considerable sum being explained by the production design and the perfection of visual effects, using the now popular “bullet time” visual effect (a movement progressing in slow motion as the camera appears to orbit around the scene at normal speed). The evolution of photogrametric and image-based computer-generated background approaches has even been more sensible in the two sequels, The Matrix Reloaded and Matrix Revolutions. Many times imitated ever since, Matrix won the Academy Award for Visual effects, defeating Start Wars Episode I. The film was written and directed by Larry and Andy Wachowski, starring Keanu Reeves, Laurence Fishburne, Carrie-Anne Moss, Joe Pantalino and Hugo Weaving. Not only were the actors physically trained, they were brought to work as a team with the technicians and, as in the “table work” on stage in theatre, all leading parts and main technicians were made to read Simulacra and Simulation by Jean Baudrillard. All the crew therefore possessed the references of new age post-modern thought from the onset. One may imagine, by listening to their interviews, that the team members were very much into the ideas and the “style” of the movie. They were eager (motivated) to understand its deep meaning. It was also a new type of role and a new type of physical action for them, so they may have been in a similar  position to that of Neo in the movie: they were trying to catch up with the “new meaning” of things, body and mind. This experience was beyond following the plot and acting “in a realistic way”. 

The plot of The Matrix is focused on a Janus-faced hero, played by Keenu Reeves: in every day life, he is Thomas A. Anderson, but he has a secret life as  hacker under the name of Neo. He discovers that “The Matrix” exists, and then is led to Morpheus, the head of a group of hackers who unveil to him the terrible truth: installed in 1999 (the year is now 2199), a huge machine generates mirages to entrap humans as slaves into “the desert of the real”. From their birth to their death, they are treated like “energy crop” and a special police force ruthlessly suppresses any attempt to go beyond appearances. Both rebels and law enforcers use artificial intelligence and ICT to fight: since they all have many lives, bodies and shapes, willpower and faith are decisive. The rebels and their inspiration, “The Oracle” believe that Neo is “the One” who will overcome the “Matrix” (which can be described as a ubiquitous and powerful intelligent machine system) because he has many gifts, which clearly appears during his training in the rebels hovercraft, Nebuchadnezzar. There, they live a Spartan life, since they have renounced all “artificial paradises”, a renouncement not all are ready to stand, as proven by one crew member’s (Cypher) betrayal. In exchange, they share indefectible friendship and even true love: Neo is saved by Trinity’s love and Morpheus is saved by them both and his crew. Together, the rebels periodically go back to “the world of the Matrix” where they try to reach the core of the system. In the last scene, Neo who has nearly been killed, is about to go back to the hovercraft, but he makes the oath to show the people trapped by the Matrix that “anything is possible”. 

Matrix is “THE 1990s-2000s” trilogy, one of the most successful blockbusters in the whole movie industry history rated 66th in the American Film Institute’s 100 years… 100 thrills” 2001 list. It won 4 Academy Awards and 3 MTV Movie Awards. Such was the success of the first movie that it not only had two sequels, it as also adapted as video games, one of them a MMORPG. A cross-marketing policy was implemented when both the game and the first sequel of the movie were released at the same time in 2003. The operation was a great success. It also appeared in many different comics and launched a very typical “fashion” previously limited to “Goths” and “Punks”. Released in March 1999 in the US, it earned 171 million of dollars in the US and 460 millions worldwide. Later, it was the first DVD to sell more than three million copies in the US. It seems hardly possible that the audience was motivated by the idea of “being original” given the success of the movie and the important marketing efforts. However, The Matrix created such a phenomenon that it may fit the “no logo” (Klein, 2000) idea of countering the “mercantile society” by using its very tools. Of all three movies, The Matrix might be the one which is the most difficult to interpret in terms of motivation and meaning. It simply seems to fit all. 
Common Features and Differences

In presenting the three movies, their making of, their plot and their reception, we have focused on their idiosyncratic features and situations. Each of the movie was a phenomenon by itself, but this phenomenon maybe explained by similar causes as regards meaning and motivation. We first  isolate three different common points which shape these two notions: economic pressure, ideologic pressure and innovation via creative destruction (Schumpeter, 1934). We then insist that they differ on other points which they still have in common: the meaning of right and wrong, the sources of ambiguity and aesthetic choices. This leads us to finally discuss  meaning and motivation in the workplace as situations and representations, in and out the screen, in and out the “black box”.
 

Common features
· The movie industry and its constraints
We focus on the specific constraints of the movie industry to explain how “motivation” and “merged” were shaped for each movie. We provide information about three constraints: the economic one, the ideologic one, and the technical one. All the actors, in the three different situations, attempt to find solutions which implies meaning (to make choices) and motivation (to act). 

· Economic constraints: All Hollywood studios had been using marketing tests since the 1920s. They were mostly used during the postproduction phase, when some sequences were cut in Rebel as the consequence of the previews. As for many strategic choices, they seemed to be influenced by the trends of the time. At the time, studios were just beginning to feel the pangs of the competition by television. They cut costs on salaries, stopped producing B movies and sold they movie theatres. Instead, they were focusing on major productions with stars to limit risks (Miller & Shamsie, 1996). Caves (2000) points out that there ate three different types of risk: production and marketing, reception and setting and the ability of the team to find the right way to work together. Limiting the number of films produced also meant bringing up the level of expectations. The studios were also less centralized and sub-contracted some of the production, especially when they were trying to appeal to a new public, such as in Rebel. Innovation, it turns out, was a good way for a produced to make a career (Miller & Shamsie, 2001). This implies balancing the risk of changing the rules and the necessity to find new ways to seduce a demanding audience in a very competitive market. This also meant that the studio manager, the producer and the crew had to be aware of new trends and accept innovations from a director such as Nicolas Ray.

Because the 1920s were the years of the NEP (New Economic Policy), profitability was very important and the worth of the film was, just as in Hollywood, the numbers of tickets sold and the length of their run (Youngblood, 1992). Because, by these criteria, the most popular movies were those made by the old film directors from before the revolution making traditional entertainment (Fitzpatrick, 1992 ; Berliner, 1992), not different from around the world, Tchapaev was the symbol of a new turn, the end of contradictions between economic and ideological goals. 

Matrix was a mass production, it came after a few movies in that “cyberpunk genre” which had met with success, which limited the risks for the producers. It required a huge initial investment (63 millions dollars) which explains why the Warner Brothers studio supported the movie and not an independent film maker. In that regard, given the initial conditions, the whole Matrix project adopts a very paradoxical attitude towards dominant values such as “money” and “mass consumption”. In the movie, it is clearly a target of criticism even thought it is a plea in favour of digital technologies, its culture and aesthetics, which implies getting the equipment, therefore consumption. Often, economic purposes are mixed with ideological ones which makes it more complex to isolate the source of “motivation” and “meaning” for actors.

· Ideological constraints via the State and institutions

For special operations, such as seducing the young generation, WB hired independent film makers such as Nicolas Ray. Nicolas Ray and James Dean are now emblems of the Actors’ Studio, a new model at the time with its emphasis on body (jean, white tee-shirt) and body language. However, at the time, the MPAA (Motion Picture Association of America) which was still very strong after the Mac Carthy period and imposed censorship on what it judged immoral and obscene. It made some comments on the movie which is not surprising, given its provocative dimension and the fact that it has no happy end, and the hero is ambiguous.

At the time when Tchapaev was released, Boris Shumiarskii, the man who set the tone during Stalin’s era and was the cause of many a censorship; defined socialist realism by using it as a perfect example of this aesthetics: it was simple, it told the truth and it displayed a truly positive hero, a man from the people. By simple, the author specifies that he implies “there is no psychoanalysis” in the treatment. On the contrary, the French contemporary historian, Marc Ferro, sees the movie as evocative of “the social content of bureaucratic practices during the Stalin period” (Ferro, 1993: 27) and he thinks even though the movie partly “shows the organizing role of the party, how it created a link between the party and the masses and how the party had organized and disciplined spontaneity” (Ibidem, 82-83) it may be interpreted as a criticism of this action. The paradox of this movie is that it is used as propaganda but it may have been very successful because it went beyond the conventional message and conveyed other messages than that of the sheer political order of the Party. Trotski and Lounarchavski had already pointed out how an important part the movie industry could play in propaganda (Cavendish, 2004). 

As visible in the front page leader of the Pravda, a movie such as Chapaev was “both an object of prestige and a propaganda instrument” (Ferro, 1993: 67) even though it was still inferior to literature and the great authors who qualified as “soul engineers”. Tchapaev was shown in Spain and in all other communist countries to convey the Stalinist ideology and by the communist parties to comrades and friends elsewhere (Hicks, 2005). Yet people in the Soviet Union interpreted it in their own way, and after a while, Tchapaev quotes and references were the occasion for a lot of private jokes. A post-Perestroïka author, Victor Pelevin, recently wrote his own version of Tchapaev . In Buddha’s Little Finger, the narrator and Tchapaev ally in order to resist the Soviet Commissar Fourmanov and his destructive intentions. They are good friends (“parens”) something which is impossible under Soviet rule (except among dissidents). .

One of the “ideological trend” of the Matrix trilogy that is constantly present is the global nature of all characters and references. This racial and cultural mix is opposed to the world of the “Matrix” where all is under the reign of the “agents Jones, Smith and Brown” who look like IBM employees or yuppies from the City. The “City” where Neo works has been filmed in Sidney but the shootings included details from Chicago so as to look as a “generic American City”. On the contrary, the “good guys” seem to be part of a global culture where symbols and religions are “mixed” into common denominations such as “the Oracle” and the children who could be “The One” and come from all over the world, as is the case in many religions. The movie refers to Judaism, Messianism, Buddhsm,Gnosticism, Christianity, Existentialism, Nihilism, Vdeanta, Advaita Hinduism, Yoga Vanishta Hinduism, Sikhism and the Tarot. However successful around the world, this hybrid new age vision of “global values” may not go far beyond what critical management would call “creolization” in the global economy (Banerjee and Linstead, 2003 ; Abel, 2006). One proof of it would be the music: it adds to Don Davis’s score a rather Anglo-Saxon soundtrack including musics by Rammstein, Rob Dougan, Rage against the Machine, Propellheads, the Crystal Method, Ministry, Deftones, The Prodigy, Rob Zombie, Meat Beat Manifesto, Massive Attack and Marilyn Manson. However, whether global culture is an American creolization or not, the Matrix minimalist and abstract aesthetics has been a major hit all around the world, fitting producers’ goals.
· An industry facing disruptive innovation: this situation of rapid change implies that technicians, directors and actors have a huge motivation to adapt, and they must find a new meaning to their work since the whole organisation is modified.

· Sound was introduced in the 1930s right before Tchapaev was released. It was also the time when the Soviet power decided to ban foreign films, since the audience was very much in awe before Douglas Fairbank’s prowess and much less captivated by more intellectual movies such as those by Sergei Eisenstein. The Soviet Power decided to create its own studios, to stop import tools and technical devises from abroad, and to imagine and impose a style adapted to the masses and the Soviet ideology: that way, the message would fit the regime and the movie would be profitable. This meant a lot of pressure on film-makers to abide by the rules because a lot of artists at the time were getting arrested or banned because they did not fit the “ideal”. They were often accused of conveying an “intellectual” “bourgeois” ideology. This also meant finding new crews and new teams, who would be able to work in a different way, in the “new way”.

· From black and white to Technicolor : after three days of shooting, Jack Warner decided that the film would not be in black and white but in Technicolor. It implied a change in the crew as well as some arrangement, for example red became a signal, from Wood’s make up to Dean’s jacket, a symbol of both their desire, their revolt, and the blood that runs in the climatic final scene. The cameraman also had to be changed, but the decorators, technicians and actors successfully adapted to the new situation. As for Ray, he had previously been disappointed that his movie couldn’t be in colours. Technicolor allows to play on colours and it matches the contrasted music, illustrating the chaotic nature of the plot, creating a “loud” style.

· Going digital: one of the key issue in science-fiction movies is “special effects”. In the Matrix trilogy, it was even at the centre of the plot, staging machines and men fighting. The omnipresence of mirrors (at one point, Neo observes a broken window mending itself, and there are constant references to Through the Looking-Glass the sequel of Alice in Wonderland) makes one believe that special effects are indeed the object of the movie, which hero would be the “virtual camera” and its relations with plot and characters. 

In addition to this imagery, by the constant references to code via the trickling rain of code in a green light which decorators Owen Paterson and cinematographer Chris Pope wanted to “convey the cold, logical, artificial nature of (the Matrix) environment”(Interviewed in The Matrix Revisited). However, despite its original alliance of “metaphysics” and “action movie”, the technical devises are in no regard really new, and the “digital rain” is borrowed from Ghost in the Shell by Japanese director Mamoru Oshii which the Wachowski brothers used initially as a “promotional tool” to raise funds since, as David Silver, their produced, remarked: “cyberpunk films are very difficult to describe to a third person”. The plot and the aesthetics were also compared to comic series such as Grant Morrison’s, all references to counter culture or cyber culture. This movie produced by Warner Brother popularized the hacker figure probably because it had in common with the movie crew a culture of technical virtuoso. The important funds collected for the movie allowed technicians and programmers to produce innovations, test and improve. References to art instead of business is also one of the tools of cultural industries such as Hollywood to capture talents and combine professionalism aimed at performance and a criticism of traditional organisations and capitalism. 
Differences

Although they illustrate some common features relative to motivation and meaning, the three movie, Rebel, Tchapaev and The Matrix differ in their treatment in terms of moral, sources of ambiguity and aesthetic choices. 

· What it means to be wrong or evil is different in each movie differs because of the different cultural backgrounds and grids (Foucault, 1971) :

· In Rebel without a Cause, what is unbearable is the absence of real justice and order behind conformism and policed appearance (womanly violence on men, youth violence against black sheep, the police and its inability to manage violence) so the only kind of possible resistance is open violence (as opposed to hidden violence) or the application of the codes (family values) as they really are (as opposed to fake versions). In the beginning, each hero resists on his own via open violence. In the end, the heroes, James Dean and Nathalie Wood, seem to have lost their child, Plato. The two of them had found a balance as they acted as foster parents for Plato in an abandoned house where they were hiding, playing Master and Mistress of the house. But in the end, the heroes are not given a chance to create a world they feel is right whereas they had been able to resist society and its main rules for long. The contradiction comes from the fact that all actors remain in the “deadly path” of violence in the end, unable to escape chaos and mere rejections of others via open conflict (Wood’s boyfriend and his band, Starck’s mother and grandmother) or lies (the only escape for victims such as Starck’s father and Plato). The only “father figure” in the movie, the police officer who listens to Starck and the girl in the first scenes, is characteristically absent.

·  
In Tchapaev, old society is the enemy (not only the White and their cruelty, play the piano while having people ruthlessly executed as well as the old “Cossack” rule of raids in the countryside, looting the peasants houses. This inept order, founded on sheer violence is to be abolished. This is possible via the adoption of the communist rule (Lenin’s Third International) that there is a need for solidarity and equality. This change in behaviour make the Red Army popular among peasants. The “Pravda” and people in charge of propaganda saw Tchapaev as the perfect storytelling tool for conveying the great heritage of the revolution after its founders disappeared. The victory of the Red Army relied on its superior ideals and utopia.

· In Matrix, it seems that the message is deliberately Manichean because on the one side, one has “heroes” (beautiful, talented, brave, independent) and the other hand, we find either servants which are in fact machines (Smith and co) or humans who do not know they are “slaves” and abide by the rules. The last humains true to the “human cause” are characterized as Rousseau’s “natural man’, their main advantage is their good heart and their ability to feel (pain and compassion). This makes them sympathetic because the spectator shares their motivation and definition of “what is meaningful” as opposed to what is only “machine feelings”. However, if looking closely at the “good characters” members of the crew, they share very little and have an inability to communicate their feelings. They only coordinate in battle. The rest of the time, they seem to suffer the “survivor’s syndrome”.
· Different sources of ambiguity imply that the interactions for both actors and crew and the audience were allowed a certain leeway because what they did and what they said could and can be interpreted in different ways. However, this is due to distinct causes in each case.

· Tchapaev can be read in very different ways because it is full of revealing details and references to Soviet life. More specifically, it is so because the movie is ambiguous in nature and takes a different meaning for the audience after is has been interpreted for years (private jokes and innuendo). It is also so because, at least according to Marc Ferro (1993) under the pretext of putting a term to anarchy, the new society imposes the old order (hierarchy, knowledge as a source of power) on “the masses” after depriving them of their weapons. In an anarchist view, this might be the lesson of the movie in the end: Tchapaev is weak once he abides by the rules fixed by civility in war because he candidly takes for real what is only an appearance of codes of honour and new civility. In reality, in the new Soviet order, the masses are once again deprived of their independence: they have doctors and lawyers and captains trained in soviet style schools and what they must think and say is passed via propaganda just as before the Revolution. Only the Red find figures such as Tchapaev to convey the message to the masses, and this character becomes a translator of the doctrine from the Party to the masses just as the movie is the ideal broadcasting tool with its images and its songs. This also fits the “anti-intellectual” orientation of the times under Stalin, although the voice of the Party is very keen on theorizing and although many issues have been avoided by what seems to be clever ideologues: the fight between the old guard and the new leaders is carefully avoided, because it was a very vexed question at the time in the Party. It was at the centre of the book by Fourmanov. Dekulakization was also avoided, as well as the famine at the time all over the country. This attempt to reshape history by erasing the most blatant contradictions and hardships in the intention to build an “imaginary community” may have been a motivation for some of the people who commanded and commented Tchapaev. However, the movie is not overly optimistic which makes it acceptable for the people who have been through or have heard about the events of that time.

· Because of the James Dean character going beyond the story itself, Rebel without a cause is often assimilated to the early death of a gifted and self-destructive young actor. Meanwhile, the message of the movie becomes ambivalent: what could appear to be a frightening view of a rebellious young generation becomes the illustration of the freedom of a talented youth, James Dean. A documentary from the studio WB aimed at making the promotion of the “Dean movies” on television displays an interview of James Dean insisting that he was, for himself, doing car races and being very cautious with his car (he died three months later in a car accident due to excessive speed). This is very much in line with the “moral interpretation” of Rebel without a cause: while initially a “rebel without a cause”, the hero takes his destiny in hand as he accepts to be “head of family” in a family of their own making: Jimmy, Judy and Plato are different than the adults and different from the youth in the gangs not because they are more excessive but, on the contrary, because they are wiser and true to their word. This makes of Jimmy a “rebel with a cause”, who stops playing the part of the rebel of his own will, whereas James Dean was more or less trapped in his own parts of gifted and charming yet self-destructive characters.

· The mix of post-modern and “new age” ideology and its varied sources (is it mystical, philosophical, psychoanalytical) give a hard time explaining the meaning of Matrix. It is often appropriated in different ways, for a surprisingly large number of purposes. Some authors may find it a good way for psychiatry to introduce patients with “a vision of the world” since he reads it as a psychoanalytical journey where Neo is the patient and Morpheus the analyst (Mischoulon & Beresin, 2004). Other, such as the pop philosopher Slavoj Zizek finds it a good illustration of the postmodern imagery and its amphigoric messages, a good topic for Pop philosophy: humans are a cog in the machine, and the machine is a bad machine god may refer to modernity and dictatorial regimes as well as to the destiny of human race, reusing apocalyptic images and references : Nebuchadnezzar may refer to Nabuco, Neo is “the One” that the Oracle foresee would come to save the world. Nevertheless, the most important ambiguity source is that the machines interplay with the characters as in war movies, only the tempo is quite different and each fight carries different implications than in ordinary kun fu movies. It is difficult to find one’s bearings when what is related to life and death has different rules in terms of space and time.

· Different aesthetics: realistic in two cases and symbolic in the other case (in fact, both movies give a rather accurate image of the production setting and its tool in the way it is made)

In Rebel, the story is very much focused on the three leading characters, Jimmy, Judy and Plato and the other actors are in the background whereas in Tchapaev one finds a much more unanimist approach in the sense of the novelists of that school (Emile Zola, Romain Rolland, Vassili Grossman) who would show the world via a large variety of characters. This makes the film much more contrasted and ambivalent than the censors would like to see it.

One of the main feature of the movie is this contrast which is also based on three other stories paralleling that of Tchapaev-Fourmanov and illustrating the theme of trust and value transmission and sharing: the story of Tchapaev and young Petka, his most fervent disciple, the story of a young man and a young girl from the city (Anna & Petka), the story of the White colonel and his servant whose brother is about to be executed and who will finally leave him for the Reds (Borozdine and Potapov) : here is a résumé of the sequences where these characters appear in the story proving that, even though Tchapaev is the main character, the style of the movie is much more related to “polyphony” and “polyphonic enunciation” (Backtine, 1968):

	
	Tchapaev
	Fourmanov
	Petka
	Anna
	Borozdine
	Potapov

	Tchapaev
	
	3 5 9 10 12 26
	13 17 21 28
	25
	
	20

	Fourmanov
	3 5 9 10 12 26
	
	
	
	
	

	Petka
	13 17 21 28
	
	
	7 15 25
	
	16

	Anna
	25
	
	7 15 25
	
	
	

	Borozdine
	
	
	
	
	
	8 11 18 28

	Potapov
	20
	
	16
	
	8 11 18 28
	


Sequences from Ferro (1993: 96)
Instead of wearing suits, the good “ones” appears in black clothes, long coats and boots, or, as in the hovercraft, in very old, patched clothes. The food looks like military broth in portions, having a nutritious role only. In the ship, all things do not provoke desire, as opposed to US food, clothes and environments which are meant to entrap people in “artificial paradises”. In the movie, only rebellion, friendship and love are spiritual values going beyond the dominant culture. Food, clothes, comfort, make a slave of you is the message of Morpheus and his “saved” disciples. Yet the Matrix Trilogy was promoted as a “mass culture” object, goodies and videogames such as Enter the Matrix by Infogrammes (2003) were made via “franchising”. Resistance to the system and criticism of its logic were now what was expected from the public instead of epics with “positive heroes” and “happy end” just as Smith (the agent of the Matrix, explains to Neo towards the end of the movie: “Did you know that the first Matrix was designed to be a perfect human world ? Where none suffered, where everyone would be happy ? It was a disaster. No one would accept the program. Entire crops (of the humans serving as batteries) were lost. Some believed we lacked the programming language to describe your perfect world. But I believe that, as a species, human beings define their reality through suffering and misery. The perfect world was a dream that your primitive cerebrum kept trying to wake up from. Which is why the Matrix was redesigned to this: the peak of your civilization.”. Paralleling the paradox of a “counter culture” movie designed as a “mass culture blockbuster”, the gloss by either Morpheus or the “bad guys” in Matrix seem to exclude the possibility of desire and freedom united. As such, the image of resistance is mostly of pain and suffering whereas consumption of the movie by the audience could be compared to the passive life of the crops. The feeling of having been “elected” to be freed from “the desert of the real” may be the common point between the cast and the crew of the movie, who seem to have shared its values with the directors (as visible in the bonuses and comments in The Art of the Matrix, and a great deal of the seduced spectators. As such, this goes back to a much older tradition than new age and postmodernity: that of Puritans and Protestants, the Founding Fathers’ ethos. The only difference is that, in Matrix, one doubts that there will ever be a God and Heavens and salvation goes through destruction not construction and accumulation. But once again, if one refers to protestant iconoclasm, the opposition between the two gives ground. 

In all three movies, comparable issues find different solutions and ask new questions. However, this is now for us to sum up the main findings of this study.
Key Findings

Our findings are of three kinds: one it about the “movie” as a workspace, the second is about governmentality and the ambivalence of the hero and the last one is about interpretation versus motivation as a way to meaning.

We find that each movie, and its three facets (making of, story and reception) with its three types of actors (actors as comedians, characters played by actors, and audiences) is an attempt to transform pure energy into meaning and motion into picture. To do this, motivation implies to add “intentions” to pure strength (both physical and technical). Therefore, all three spaces (the setting, the imaginary place where the story takes places and the movie theatre) can be called “workspaces”. What makes it different from any workspace and its different dimensions (active, symbolic and passive) is that the movie is the occasion to focus on the visual dimension of this “workspace” in a conscious way. This is important to understand all the underlying meanings of any “workspace” made visible although this wish to encompass all of what’s visible into the eye of the camera is again a phantasm of the “Acheronta movebo” type. By this, we mean that although each movie has been and is still a reference and brings a lot of comfort to various audiences, their attempt is doomed to failure. They echo Freud, quoting the Aeneid (VII, 312) in an epigraph to his book The Interpretation of Dreams: “Flectere si nequeo Superos, Acheronta movebo”. (If I cannot sway Heaven then I will stir Hell) as if by looking at things and showing them, men could change situations or be at ease with the way things are. 
We also find that the ambivalence of feeling in each hero (males characters) makes them sympathetic to all audiences. Because, as Oedipus, they are at loss, and they know not enough and too much, the heroes are close to the spectators. Whatever the hero does, he does it “moved” by forces which he does not control, whether it be society and its conformism, history or machines. His whole story unfurls as the claim for “governmentality” (Foucault, 1978) although this is an “Acheronta Movebo” type of attempt.
Finally, we think this paper is a claim in favour and ethnographic method, using comparisons of situations to “interpret” them (Geertz, 1992). This allowed us to analyse different points of views on the same images and situations without deciding which one was proper and which one was not. We tend to believe that “meaning” is a concept which stands such a treatment whereas “motivation” in its traditional understanding is rather weaker, because it is to full of “positive intentions” related to cultural norms and a specific “workplace” idiom. Additionally, it seems a way to describe desire and willpower in a deceptively “soft” technicolor. We suggest that an alternative way to motivation in order to reach meaning is interpretation, which is often more crude but looks at things in the eyes and adopts different perspectives before to get in motion… “Flectere si nequeo Superos…”

Conclusion

We believe that the case-study of the three movies we have just presented is a good illustration of how to interpret motivation and meaning in the workplace. It attempted to show both the way the movies were made, what story they told and what situations they depicted and how they were received by the varied audiences. We then tried to show that these three facets are related, which allows a overview of motivation and meaning as multifaceted realities. As Foucault noted about power (Foucault, 1971), it is not a one sided “force” but rather a group exercise in situations of interaction, so it is the case with motivation and meaning. Hierarchical orders and intents do not explain the behaviour of each actor. This also proves that a purely psychological vision of motivation and meaning at work is not sufficient, because too many different meanings and implications are displayed. Motivation is directed both towards construction and towards destruction. It is neither good not bad in itself, and it has no specific “shape”, only the appearance that cultural notions and related interpretations may give of it. Because of the complexities of these two notions, which imply motion and emotion, the movie acts as a “black chamber” and a “black box” where things can appear and be symbolically acted out. During the shooting, on screen and in the movie theater, films are already part of this “phantasm” of power, “Acheronta Movebo”, as director Dziga Vertov put it of himself: “I’m a Kino-eye, I create a man who is more perfect than the Bible’s Adam ; I create thousands of different people according to my drafts, sketches and schemas (…). I’m a cine-eye, I’m a mechanical eye, I’m a machine which shows you the world in such a way as I’m able to see it.”. As most phantasm, endless motivation and sublime meaning seem to transcend good and evil, both trivial and obscene, beautiful and ugly, impossible to look right in the eyes. 
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� Here, we could specify the « workplace » as a more specific environment, but it seems difficult to define a “work space” : we include the film set, should we include, as both  a film set and a “workplace”, the battle field ? We do with caution.


� This information was found in Mogoutov and Nedel (2008) but we were unable to see the other movies. It was a real challenge to get access to a copy of Tchapaev. 


� We could find no figures about the budget and the profits made by Tchapaev.


� That is, if such a thing exists
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