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ABSTRACT

During the 1980s and the early 1990s, a considenalomber of technology and application
trends were concerned with location transparency wintual spaces, overcoming the
limitations of the physical spacartists and technologists imagination was stimuldtg the
potential and the possibilities of Networked, OalirVirtual Reality (VR) technologies
developed around ideas of connecting people andnghmformation, beyond the restraints
of their physical locations. Through the World WM&b, information was made available to
people regardless of their physical location. VBhtelogies and simulations were used to
create immersive experiences for people to moverar@omputer-generated spaces such as
3D museums or archaeological sites reproductiorakimg the real space were the people

were actually based, transparent.

The last half of the 1990s and the first yearshef $ucceeding decade has seen a different
trend in technology: the development and populaake of mobile media and wireless
networks technologies. Mobile technologies such pasnes and handheld computers
distinguish themselves from their predecessorshieyr tability to deliver and extract data
from the physical space at different times andtioos. The increasing popularity of these
technologies brings to the foreground the imporawfcphysical space. Real space combined
with mobile, wireless, location-aware technologycdmes a primary platform for mobile
media applications. Because of the difference ie tise of spaceéetween mobile
technologies and their static predecessors, newgrdesinciples are defining the poetic and
the potential for cultural and narrative augmentatf space. This thesis contributes to the
exploration of mobile media identifying a specifihd of applications: Location Aware
Multimedia Stories (LAMS) and outlining aesthetidngiples and guidelines for mobile

narrative production end evaluation.

Narrative is a structure of the human mind for oaigiag events in time and space. It goes
back millennia and it has used different media s&rmes and cultures. In contrast with
stories delivered through linear media, such ak®ao films, often, in interactive narratives
the story experience progresses through the réatdames, and the immersive paradigm is

disrupted. In fact, the moment in which a choicaniade is also a moment, in which the
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audience interrupts their suspension of disbeliefl anakes their choices as external
observersFor those narrative experiences that require cohstamersion as a necessary
characteristic of the engagement of the reader thighinteractive the story, the experience
can be weakened by the switch betweenrtimaersive state and the awareness of process

The approach to interactive narrative describedhia thesis is intended to alleviate this
problem. LAMS foster the audience’s active engagenia the story by letting them

physically explore the real space in order to peegrthe narrative experiendde audience’s

active exploration of the story world will providbem with a sense of agency without
disrupting the immersive feeling. The resonancevbeh the narrated events and the real
place, created by overlapping the real world wihk story space, reduces the dichotomy

between immersive and interactive experiences.

Furthermore, beyond its architectural layout, ec@lés a complex space, made of colors,
smells, temperature, sounds as well as historgopat and shared memories and anecdotes.
The work described in the thesis is based on tka ttiat access to memories and stories
relating to a place can be used to transform angpteie our perception of it, enhancing the
poetic potential of the place and enriching theesigmce of the person traversing it. The
story’s emotional impact is tied to the real placerounding the viewer. The place is merged
with the story in the audience’s mind. FurthermbfeMS can also function as memories
catalysts providing an incentive for people toieste memories and stories that relate to the
place where the experience is set. To achievedbidt, we identify and focus on a particular
branch of locative media: Location-Aware Multime@gories (LAMS), where the place, its
stories and the people that use the space areakdantrthe investigation. The spatial
distribution of the story in the relevant locatiorss considered a design element and
expressive tool for the author. Two LAMS systemsenygroduced and analysed to identify a
set of guidelines for the design of LAMS. One systthe Hopstory narrative, investigates
how buildings can be used as containers of stoAesnultiple point of view narrative
structure unfolds through the audience’s exploratib an enclosed architectural space. The
audience maintains engagement and immersion indirative through the exploration of the
real space, merging it with the story experiendee dther system, the Media Portrait of the
Liberties (MPL), captures local community anecdotasd memories in the form of

multimedia fragments and redistributes them throtighreal space of the neighbourhood.
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Local residents and more transient visitors, roaenneighbourhood streets and access stories
and memories of the place. A user study was spadlifiresearched, designed and conducted
to examine the audience reactions to the locatveer@ narrative. The study shows that, as a
result of the experience, locals feel stimulateddcall anecdotes, engage in storytelling
activity among themselves as well as with peoplefamiliar with the area. People external
to the local community, engage in a treasure homstories through the physical exploration
of the area and end up with a deeper awarenegsaoé gerceived as a place. The findings
resulting from the detailed MPL evaluation are diéscl in details in the discussion chapter.
From the discussion, a set of design principlesafathors of Location-Aware Multimedia
Stories is distilled. These principles form the meaontribution of this thesis to the field of

Location-Aware Multimedia Stories.
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1 CHAPTER INTRODUCTION

1.1Introduction

This thesis deals with the general area of locaéare multimedia applications. It stems
from the idea of using space and place as desagnegits in the construction and production
of audiovisual narrative artefacts. Fictional arehlrstories can be conceived, set and
produced and subsequently embedded in the actoatidos to which they relate. These
narratives can be experienced by its audiencesegswalk through the real space where the
stories are set, through mobile digital technolsgi&xperiencing the stories in the locations
they relate to strengthen the audience’s immersidhe narrative and contributes to creating
a sense of place in the audience’s mind by addistgry and atmosphere to the space. This
chapter introduces the concept of Location-Aware ltivhedia Stories (LAMS) as
cinematically rendered stories that are relateggecific locations and embedded in real
space through location-aware mobile technologiesME& combine the mobility of the
audience with spatial distribution of the story o, challenging the immersive paradigm in
interactive multi-treaded narratives and creatingease of place out of the surrounding
space. The next section of this chapter positioh&I& within the broader area of Locative
Media. Subsequently, the chapter considers theepia®f space and place and the ways in

which LAMS can build on these concepts by beingiafpa distributed in the real world.

1.2Introducing Locative Media

The term “Locative Media” refers to media applicas that make use of mobile location
tracking technologies to combine content with lamatMark Tuters, head of the “Networked
publics” research group at the Annenberg Centr€€fmnmunication, University of Southern
California, writes: “Locative media refers to a niebmedia movement in which location and
time are considered essential to the work” (TuB&@5).

Researchers and artists in this domain have expated with how the context in which the
user is situated can be incorporated in the uspereence.The term was coined at the
Locative Media Workshop (RIXC 2003) organised bg thenter for New Media Culture
RIXC (RIXC) held in Latvia in 2003. The term wasbsequently used by the Pervasive and



Locative Art Network (PLAN) consortium in 2004 (S8t Benford, Drew Hemment et al.
2004), to describe the shift that is taking placedigital media as mobile and portable
technologies have become mainstream. Essentibll/ shift relates to the fact that a users’
context and their movements through space needetaaken into consideration and
incorporated in the design process for a mobildesys Locative media encompasses a
number of different fields and applications: fronanges to art projects and academic
research. Authoring tools as well as games andatnagrexperiences are crafted to explore
the potential of locative media as a platform fepression and communication. To map the
territory of locative media in relation to this #ie we distinguish between the following

areas:

Location-aware tour guides (Abowd 1997)

Authoring tools for annotating space (Lane 2003)

Location based games (Steve Benford and 2006),véStenford and Nick
Tandavanitj 2005)

Location-aware narrative-driven projects (Pan 20008ri 2005)

This last category is of particular relevance fuis tthesis. For this reason we subdivide it

further in:

1) Mobile distributed narratives, which deliver a mdire experience to a mobile
audience independently of where the story occuwedwvas initially conceived,
produced and demonstrated (David Crow 2003)

2) Site-specific narrative experiences: narratived tled stories of particular places

through mobile technologies (Knowlton 2002), ([munr2003-ongoing)

This latter type of narrative possesses a uniqlaioaship to specific locations, and it is

within this category that the work described irstthiesis belongs.



1.2.1 From Space to Place: a Location-Aware Approach.

The difference between space and place is harefioed It seems to us that while space
holds more concrete and identifiable qualities, hsuas coordinates and position, the
characteristics of place are more subtle. When eg®ime familiar with a space it becomes a
place in our minds. Dean and Miller (Dean Tacit@2)Chighlight this fact in their catalogue
Place Scottish writer Samuel Smiles, who wrote abousense of place: something we
rather feel than understand, an indistinct regibavareness.” (Smiles 1859). Stories are one
element that can transform spaces into placeslstsrmte, Thomas Hardy also notes as he
writes in the Woodlanders (Hardy 2005) to belong place is:

To know all about those invisible ones of the dggse by, whose feet have traversed
the fields. What bygone domestic dramas of lovealogsy, revenge or
disappointment have been enacted in the cottagesnansion, the street or on the

green.

Location-aware applications, and Location-aware tivhddia Stories in particular, address
the point raised by Hardy. They offer a way to preasiew information to people who do not
know the space as well as to those who are famiidr the place, often surprising them with
stories and anecdotes they were not aware of. Etifgedheaningful content about a place in
the related location transforms the perceptionhat place in many ways: it can make the
space seem more familiar, or conversely, by presgibntent that is at odds with a person’s
perceptions, it can lead to a process of de-farraasion. Smiles suggests that we all should
maintain an active engagement with a place, rdittem relying on feelings of familiarity
about it.On a similar note, Proust argues thatsheuld keep seeing a place, the same place,
with new eyes (Proust 1981). Locative media in gahdias the potential to highlight, to
make us aware of, aspects of a place that we ysd@alhot notice, that slip silently beneath
our perceptual radar. LAMS, in particular have filwential to stimulate a new view of
familiar places and hence to encourage a new Kirigsightseeing” among local residents, or
to draw visitors from other areas of the localevadi as tourists to locations that they would

not normally visit. Coupling stories with real Idias gives the place the opportunity to



express its history and personality, and stimulttesaudience by augmenting the perception
of the space with stories, memories and a palpatiph®sphere. Tourists as well as residents
see the space from a broader point of view, wharh challenge their preconceptions or lead
them to form an entirely new vision of the spacansforming it into a familiar place. As
Dean and Miller (Dean Tacita 2005) state:

If a place is seen simply as a site, it is easdgriiced for the national good, its
necessities and the global market. If the ‘secondpralities of the place are denied it
becomes easier to destroy it. In a society thatatgg on a principle of economic
utility, the benefits presented by developers, $toes or corporations are easier to
grasp than a more intangible sense of place, wsthelated notions of authenticity,

character and identity.

Any place can be considered a process of histaaitdInarrative interpretations, a continuous
merging and superimposing of stories and locatiQunbining location-aware applications
and cinematic mobile stories together we have giEodunity to bring these “secondary and
intangible qualities” of places to the foregrouatlpwing stories and spaces to enhance each
other and offering a new way of experiencing thlgmigicant but intangible sense of a place.

1.2.2 The Potential of Stories in the Context of Places

The idea of “place” has always been a critical arath human thought in various disciplines.
Aristotele, in book IV of Physics, tells us thaethuestion of what place is presents many
difficulties, and that an examination of all thdexant facts seems to lead to different
conclusions . Are space and place interchangabiengynous? Geographer Yu Fu Tuan
remarked: “ When space feels familiar to us, it hasome a place” (Tuan 2001). Reflecting
on the nature of place and how we construct is been the concern in almost every area of
human activity from philosophy to geography. Bustis hardly surprising — places, in the
form of a conjunction of the space through whichmave and the time that we spend there,
are where we live. But these two dimensions (spmw# time) are woven together in a
complex relationship. How can we phrase and couédise such a complex and dynamic

construct? Narrative is one way of achieving this.



Sequential, multi-branch, multiple point of viewpmlinear story structures, all deal with
content in terms of spatial and chronological orgation. Furthermore, it is arguable that
narrative, when viewed as a cognitive model, iseximanism for making sense of human
existence through time and space: a simplificasind distillation of the enormous quantities
of information that make up our world into more rageable, meaningful and understandable
chunks. Furthermore, space and time have strongnaafional properties: we naturally
order things either chronologically, through calarsd and history books, or spatially.
Architectural forms have, in fact, served to stauetknowledge since the time of the Greek
philosophers, and philosophy is the discipline thantually led to the mnemonic techniques
developed during the Renaissance (Yates 1966). dere Mark Meadows in his book on
the Art of interactive narratives, reminds us that:

Narrative and architecture have been woven togetbermillennia. Religious
architecture contains processional passages thaistabout events that have passed
or will come to pass (Meadows 2003)

Space is also a driving metaphor in digital tecbg@s and interface design. The desktop
metaphor is an example of how we think about theedy haphazard virtual contents of a
computer, and this metaphor can be summed up irwon@: spatially. The spatial metaphor

is also a helpful interpretative scenario in intéikae textuality (Ryan 2001a)

In this mapping, the text as a whole is a territoing links are roads, the textual units,
destinations, the reader is a traveller or navigatiecking is a mode of transportation

and the itinerary selected by the traveller isoayst

Through mobile technologies we are able to take thetaphor further and challenge the
sedentary paradigm by bringing information into teal world, merging the physical space
with the digital. Unlike Virtual Reality (VR) teclmogies such as the CAVE Virtual Reality
Systent or Augmented Reality (AR) systems with head-modrndisplays, portable devices

' The CAVE is a virtual reality environment with coaipr-generated stereoscopic images projected bato t
three walls and floor of a room.



such as Personal Digital Assistants (PDAs) and tsptasnes do not try to mimic the real
world; instead they let you inhabit it. They enatfie coupling of audio-visual content with
location in a different way: by allowing a persanetxperience virtual information and a real
place simultaneously. With the recent and rapidettgpments in the area of mobile digital
devices, the time is now ripe to use such devigesxperiment with a new form of narrative
experience: Location-Aware Multimedia Stories. Thebile wireless and eminently portable
technologies available today provide new possiedito creatively combine narrative with

real locations.

In the narrative domain, there is a long traditbdtechnological development leading to new
forms of story architecture and experience. From dncient oral storytelling traditions,
through the development of pictograms, alphabedspaimted media, not to mention moving
image technologies such as film and video, stomh@s can be seen to adopt and adapt
technology to produce new types of narrative. Witkar media technologies, such as most
print and film, the author has the responsibility drder the content into a fixed time
sequence. Viewers can choose to respect this dbyarriving late at the cinema, switching
off television, or jumping between the pages obal), but are unable to fundamentally alter
it. For these narrative forms, the order of thesprgation of the material represents an
important part of the process of authorship. Howeveis is not true of new, digitally
mediated types of narrative. From hypertext toradgve films, recent technologies have
encouraged a range of experiments that attempbdaage the relationship between author,
content and audience. When considering locative ianedrratives there is yet another

element to take into account: the context, or placehich a story can be experienced.

1.3The Immersion Challenge

In an interactive narrative (where the reader @wer makes choices that affect the
progression of the story), the moment in which ai@h is made is also a moment in which
the audience must interrupt their suspension dfdtiisf, their involvement and immersion in
the story, and make a choice as external obseofeffse story (Ryan 1999). In narratives

where suspension of disbelief is required in otdeenjoy the story fully, this phenomenon



disrupts the story experience and can cause ftimstréBizzocchi 2003). A starting point of

the research being presented here has been hdleviate this conflict.

However The definition of immersion as an outcomoenf mediated experiences can lead to
confusion. Bizzocchi, in his essay on games andatiees (Bizzocchi 2007) states that the
concept of immersion can have at least two distfooins. These two distinct immersive
states, “suspension of disbelief” and “flow”, batmerging out of engaging with mediated
experiences, are fundamentally different. “Suspemsif disbelief’ is the oldest from, best
expressed by Coleridge as the willing surrendehé¢opleasure of the story (Coleridge, 1906,
Ch. XIV). Flow on the other hand, as defined bykSaentmihalty, is the immersion of active

engagements with dynamic process (Csikszentmih8§0)

Jim Bizzocchi in his papeCeremony of Innocence and the subversion of IrderfA case
study in Interactive narrative (Bizzocchi 2003gfers to a series of discussions among
filmmakers (Bizzocchi 1994) on the creative positilss emerging from interactive media.
He reports that the filmmakers themselves, aftayipty with a number of story based CD
Roms mentioned that they felt a basic contradichietween a state of narrative immersion,
intended as the classic suspension of disbeliehel@foy Coleridge (Coleridge 1952, ¢c1906)
and the process of interaction. Bizzocchi latethie paper summarizes that eight years after
the experiment took place, although interactiveatare craft has progressed considerably,
the relationship between interaction and narrativaersion is still problematic. Later in the
paper Bizzocchi continues:

If we accept that the exercise of overt interactias the capacity to disrupt some types
of narrative experience, what are the implicatiods®l in particular what are the
implications for the creator of interactive naiva®? Can we identify some strategies for

interactive narrative design that help to sutung @tential disjuncture?

Accepting the above implications Bizzocchi contisiue

There is a potential inconsistency between the rexpee of story and the process of

interaction. Many interactive narratives ask timeractor to switch between an

immersive state of immediacy and a hypermediatedremess of process. This



oscillation has the potential to disrupt the naveaexperience.

Bizzocchi’'s wording of the above paragraph, angbanticular the use gbotential before
inconsistency and disruptiomplies that thanconsistency or disruptiodoes not occur for
every reader or player and not in all the intexa&ctharrative experiences. Only those
narrative experiences that require constant immersais a necessary characteristic in the
engagement of the reader with the interactive watkbe weakened by the switch between
theimmersive state of immediacy and a hypermediatedeness of process

Stories available to their audiences only in speddcations of a real space require their
audiences to physically explore the space in seafchstory fragments. This active
exploration fosters the audience’s engagement thi¢hstory and provides motivation for
them to continue with the narrative experienceti@rmore, because of the synergy exerted
on the narrative by being present in the real wdHdlt is, in the very same places that appear
in the story, the audience’s feelings of immersiorithe story world are strengthened. The
key issue being addressed in this thesis is howamebring stories outside. The immersion as
well as the transformation of spaces into placesastivations of this thesis drawn from the
theory of and the experience with interactive nares. Chapter 2 of this thesis examines in
further detail the problem of maintaining immersiam interactive narratives and the
possibility of addressing interactive narrativaismersion issues through the use of space as

a design element.

1.4The Thesis

By addressing challenges pertaining to differerdgciglines, this research explores how
LAMS can enhance spaces, transforming them intoegtahow to reduce the dichotomy
between immersion and interaction, and how to datey and eventually incorporate,
audience feedback into the creative process oficgahteractive stories.

In the emerging genre of LAMS, many disciplines eotogether. The process involves
various stages of authoring, capturing, designing production. Not only must stories be
researched, written and dramatically rendered,tivey must also be translated into visual

media and then produced. Furthermore, the intemacénd interface that supports their



viewing must be carefully constructed. Through rerdisciplinary approach, two location-
based story projects were implemented and analigethe research presented hefais
thesis focuses on the multiple processes involdedcribes the design and production and
discusses in detail two locative story systems: $topy and the Media Portrait of the
Liberties (MPL). Both of these systems were credddihg into account the poetics of both

narrative and place. Each project takes a diffempptoach to LAMS.

The HopStory (Figure 1.1) investigates how buildimgn be used as containers of stories. A
multiple-point-of-view narrative unfolds throughettaudience’s exploration of an enclosed
architectural space. The audience maintains engagfeand immersion in the narrative

through the exploration of the real space, mergdimgth the story experience.
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Figure 1.1 Hopstory Il. Right side of the imagtapstory Il hardware consisting in a Bluetooth elebPDA.
To the left of the image: screenshot detail ofgtephical interface representing the building whéne story
takes place and the position of the cat shapedtBdtle stations where the story information can égieved.

The Media Portrait of the Liberties (MPL) (FigurgLcaptures local community anecdotes
and memories in the form of multimedia fragmentd ambeds them in the real space of the
neighbourhood of Dublin’s Liberties. Local residenand transient visitors roam the
neighbourhood streets and access stories and mesmafrihe place using mobile location-
aware devices. A user study was conducted to exathaéaudience reactions to the location-
aware narrative experience. By capturing and reppthe audience members’ reactions to
these locative story systems, the current researatovers valuable insights into the
application of narrative in locative media systenibis practical, hands-on approach to

locative narratives led to the development of gliés and heuristics for their design and
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production, and of a methodology for gauging auckereactions.

Figure 1.1 Early sketch for the Media Portrait bEtLiberties graphical interface. Square icons esanting
different states of the available content are sitpposed to a map of the area where the conterisigshlited.
The icons are depicting a representative framecsetefrom the audiovisual story they stand for. iSem
transparent icons with a blue Halo represent steffet to be seen by the viewer while fully colareds have
already been viewed.
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1.5Contributions

New media formats call for narrative architectutiest take into consideration their flexible
and dynamic capabilities, hence the necessity stgdeand tell stories in new ways, taking
into account these new media characteristics. ingdso we have to pay particular attention
to the immersive feeling generated by traditioradrative experiences and analyse how this
feeling can be transposed to dynamically delivaraatent in interactive narratives. In order
to achieve positive results in building interactiamed immersive narrative experiences, we
need to design stories that include the user chascan aesthetic pleasure of an interactive
narrative experience. We need to experiment, baihd test interactive mobile story
experiences, taking the audience feedback intousmtc the design practice. During the
process of building and evaluating our LAMS systemeshave uncovered insights on many
aspects of locative media and narrative, from tksigh to production, to gauging and

recording audience reactions. These insights caulmnarised as follows:

1) An interdisciplinary approach to LAMS and in tbencrete experience it contains
in its descriptions of the design, production amdl@ation of locative story systems
identifies design guidelines for future locativeorsds systems set in urban
environments. Through a detailed evaluation of suneh system, MPL, we also make
concrete suggestions regarding software and infitomaarchitecture, and user-
interface design, for location-aware story systemshis way, this thesis provides an
experiential handbook from which others can ledroua real prototypes and audience

reactions to them.

2) By embedding stories in physical space we chgéiethe immersive paradigm in
interactive stories. The physical browsing of rephce in order to progress the
narrative experience alleviates the disruptionusipension of disbelief caused by the
act of choice and enhances the sense of agencpaatidipation in the story world.

Furthermore we envisage LAMS functioning as plackaacers for it's audiences in

general and memory and story catalyst for peopéadly familiar with the place.
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3) The development of the two location-aware cin@natories is an aesthetic
contribution to the interactive, distributed-nairatdomain and a key element for

determining our main contributions.

From these insights we derived our contributionsthte field of locative media design,
highlighting the potential of LAMS applications. @hcontributions distilled from these

experiences involve:

LAMS can help inrelieving the disruption of immersigisuspension of disbelief) in
narratives that request user interaction in ordebd experienced. We alleviate the
disruption of the immersive feeling in the interaet narrative experience by co-
locating the viewer and the narrative experiencéhan same locale where the story
took place, letting the viewer physically browse tieal space in order to progress the

story experience.

LAMS can function aplace enhancerghey enhance spaces, transforming them into
places. Geographical co-ordinates and historicards do not give us the feeling of a
place but instead provide information about thecep#@nnotating a space with its

stories and anecdotes transforms the architea@achfjeographical space into a place.

LAMS can provide incentives for the physical explown of our urban landscapes,
with particular emphasis on forgotten or disadvgetaneighbourhood#Audiences
composed of local residents as well as occasiaeaibks and tourists are enriched by
the experience and are left with a changed pemeuii the space and of the place.
People inhabiting the areas targeted by LAMS ammusated inrecalling and
revisiting memories and stories their place. As a consequence to this they ldpve
dialogue not only with the authors but also, andemmportantly, among themselves
and their own memories, stories and histories. Sdmatives, if adopted and
sustained by communities, become growing reposgooif local stories and culture,
providing a new kind of forum for recalling and eletating the past and reflecting on
the present.
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1.6 Thesis Roadmap

Having introduced the research topic of locatiosduhstories this thesis continues with six
further chapters. Chapter 2 describes the backgran which this research is based,
describing the field of interactive narrative anefiding terms and paradigms. Chapter 3
presents a state-of-the-art review of LAMS. Chaptrand 5 describe in detail the two
location-based story projects, the HopStory andMieelia Portrait of the Liberties. Each of
these chapters presents sections on the desigpraddction of its respective project and on
the reactions that each project engendered inutseace. Chapter 6 presents a detailed
evaluation of the MPL project, which was designe@dpture the reactions of members of a
diverse audience to the work. Tourists, residersifthe area in which the system was set,
and visitors from other neighbourhoods were accam@gbon tours of the Liberties area
while experiencing the MPL system. The results lis tprocess are catalogued and
documented and, through qualitative methods, sulesgly analysed. The findings from this
evaluation are described in detail. Chapter 7 kemies with a reflection on location-based
stories, generalizing the findings from the deth##udy of the MPL project and pointing to

directions for future work in location-based naxras.
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2 CHAPTER BACKGROUND

2.1 Narrative, Interactivity and Immersion

The purpose of this chapter is to give sufficieatkground information in order to make the
remainder of this thesis understandable. The chdipsé provides an overview of narrative
theory and the different methods for structuringrat@ve content. It then introduces the
concept of interactivity and explains how it can dggplied to narrative content. Next, it
presents a discussion of immersion in both literang interactive texts, introducing the
incompatibility between interactive narrative ahe feeling of immersion, a concept known
in literary theory asuspension of disbeliéRyan 1999). Finally, the chapter examines how
stories related to and delivered in real space eamance the feeling of immersion in
interactive narrative experiences and how LAMS eepnt a promising field for
experimentation and possibly for significant diseoes that will influence the future of

storytelling.

2.2 Narrative and Structure

Narrative is a way for humans to make sense of fhas and position themselves in the
world. Wallace argues that if the structures atlihsis of fictional narrative are the same as
those underlying history, biographies and the sefiske pattern of our lives, then narrative
structures are how we rebuild what happens and wiadtters to us as humans into stories
(Wallace 1986). In literary terms, narrative stuwetis referred to aplot, a term derived

from Aristotle’s poetics. Plot in Aristotelian tesnis a combination of temporal succession
and causality, whereby events move from a stablmtpm complication to another

equilibrium point. We can visualize it as an ineerv (Wallace 1986).

The Aristotelian model, however, is only one tygestucture that exists in narrative. Other
structures exist, for example, for poems, epicstalllections of anecdotes regarding
specific themes, traditional folktales and oralrgelling, where the narrated events do not

necessarily follow a chronological (sequentialjysad or a dramatic structure (Ryan 2001a).
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Authors have been using classic narrative strust(dleriving from the Aristotelian view of

narrative) for thousands of years. By doing soythave accumulated knowledge and
practices in creating compelling and immersive atare experiences within this framework.
Since the advent of digital media and hypertexthans have started experimenting with
these technologies for narrative purposes. FollgviRgan’s classification, classical narrative

structures have been adopted for interactive neerpurposes:

The sequential narrativdorm (for example a diary or chronicle), is a ledtevents
written down in chronological order. Its interaeivcorrespondent is a hypertext
system, in which each reading of the interlinketlection of lexias (the unit used to
describe the smallest story fragment in hypertexiyld generate a different sequence

of life events for the same character.

The causal narrative or problem-solving scheme, is conceived retrospely: the

narrator links together events in a causal chaininteractive systems, adventure
games, for example, would usually adopt causalatiger structures. The player is
assigned a task and she progresses towards hebyesalving a series of problems

such as breaking free from a dungeon or overcomisgries of obstacles.

In dramatic narrative the author designs the path of the audience oersatirough
the sequence of events that compose the narrdiineneed to steer the user towards
a certain goal without revealing this purpose (ideo not to spoil its effect) makes
dramatic structure the fullest and most immersivenf of narrative, and at the same

time the most problematic for interactive design. |

Through the above classifications, Ryan shows as$ we can indeed adapt the classical
linear narrative structures derived from Aristatl@iodel to interactive stories (Ryan 2001a) .
Ryan illustrates how the sequential model can &esformed in a multiple path sequence of
events narrating a character’s life from differg@rspectives, and she demonstrates that
causal narrative structures lend themselves welldieenture games, for example. However,
the flexibility of computational media in storinggranging, retrieving and presenting content

makes it possible to consider more elastic strestdor narrative: structure that are non-
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linear, or non-sequential, modular, multi-branchargl inclusive of multiple points of view.

A detailed discussion about the meaning of the sdmear, non-linear and non-sequential in
relation to electronic texts is given by Aarsetla(@eth 1997). An overview of the numerous
possibilities of the electronic medium in structgricontent is offered in the taxonomy of
interactive structures, set out by Ryan (Ryan 2DO&he lists the different types of

networked structures underlying interactive textsl alescribes how the story fragments
(lexias) can be connected together to form pasdickind of structures. She enumerates
structures such as the graph, the vector and the fhart and describes the different
mechanisms for linking these structures: unidioe@l, bi-directional and circular paths. She

makes the following distinctions:

The complete graph, where paths are bi-directiohldthe story fragments or lexias
are connected. The links can be used in both dwrextto move from fragment A to

B and from fragment B to A.

The network, a hypertext style decision map allgmircuits. Lexias are linked to
each other through decision points, where the reede choose to follow one or
another path through the story. Not all lexias @enected to each other, however,
and only certain paths are possible. Circuits mutar paths are also possible with
this structure, with the resulting possibility thiaé reader might end up on an already

experienced lexia.

The tree branching, where paths through the sesgmble an inverse tree structure.
Starting from the first option (root), the readerprogressively presented with story
nodes and has to choose in which direction to psgthe story (branches). All the
paths are unidirectional, from top to bottom, anérg traversal of the tree story

structure produces a well-formed plot.

The vector with side branches. The story has a mplaindirection that follows the
direction of the vector. From this main flow of et® some side paths lead to
additional information that enriches the main stptgt. The side-branches format
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offers to the viewer the opportunity to exploreesglents that add to the main plot

but do not fundamentally change it. All the sidarwhes return to the main vector.

The maze, or the adventure game structure. Viewmrschallenged to explore a
space that has the characteristics of a maze. fiieg to find their way through it

and reach the exit.

The directed network or flow chart. In a mannerikinto that of the multi-branching
structure, the flowchart allows the reader to pesgrthrough the story by choosing
one path over another, in order to reach one orenconclusions. The links are
unidirectional, but there can be circular pathg thault in readers looping around the
same lexias until they change their choices.

The hidden story. This interactive story model ¢stissof two layers. One is the set
of events to be reconstructed, in a fixed, chrogicklly ordered sequence. The
second layer consists of the network of choicesered to the reader in order to
discover the facts of the story of the first lay&n interactive murder mystery, for
example, or a computer game such as “Myst” (Mydbsite 2006) would make use

of this structure.

The braided plot: the house of many windows. Midtiptorylines run in parallel.
Each storyline offers different events and poiritgiew of different characters on the

same main story plot.

The action space or epic wandering and story wekldtory world is authored and
the participant is free to explore it at the mdeneel. When the participant reaches a
particular site of the story world, the system &kentrol and guides him or her into
a self-contained adventure where the participamtasly a spectator of the events.

After outlining this classification, Ryan conclud#ésat the potential of networks and non-

linear structures to generate a well-formed sterinversely proportional to their degree of
connectivity (Ryan 2001a). She also argues thah ef/éhe reader’s path through the
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narrative is rigorously controlled by limiting demn points in the text, storytelling is not the
fundamental strength of the works based on thesaictive structures (Ryan 2001a).
Instead, the key strengths lie in focusing on tdwoal level of small and self-contained lexias
and the multimedia capabilities of the electroniedmm, rather than its literary qualities.
Systems of links create flexible, customisable epees through a collection of semi-
autonomous fragments, providing the satisfactiormmfimmediate experience of pictures,
sounds and short video. This leaves the user dre@aim the collection of fragments without
feeling disrupted or constrained to retrieve theol@hcollection of lexias to complete the
experience (Ryan 2001a). In this perspective, LAMBw the shift of digital narrative
towards smaller stories as opposed to grand nerathemes. They provide their audience
with instant gratification in the form of video aisdund at the moment of interaction, and
while physically navigating the story space. Insezh enjoyment, or “magic moments”
(Reid Josephine 2005), is elicited as the audienembers recognise and merge the story
they are experiencing through the digital mediunthvihe real environment that they are

traversing.

2.3 Digital Narratives and Interactivity

The Concise Oxford Dictionary defines:

Interact: (verb, intransitive) act reciprocally; act on eather.

Interaction: (noun) reciprocal action or influence.

Interactive: (adjective) 1. reciprocally active; acting uponimftuencing each other. 2. (of a
computer or other electronic device) allowing a-wway flow of information between it and

a user, responding to the user’s input. (OxfordiDmary 1995)

A system is said to be interactive when the usapst modifies the system’s output. Murray
identifies interactivity and immersion as two kegstnetic elements of interactive narrative,
and she derives these elements from the combigatbrihe four main characteristics of
digital environments (Murray 1997). Murray argubattdigital environments comprise the
following qualities:

Procedural: their behaviour is based on programmutes.
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Participatory: they request the user’s participaiio performing a task, for example
clicking on an icon to open a document.
Spatial: they arrange data in a spatial way. Ther usin therefore use a spatial
metaphor to browse the content of the digital esmment.
Encyclopaedic: their capacity for storing inforneatiis superior to any other medium
ever invented.
Thus, procedural and participatory characterisifadigital media give the user the feeling of
interacting with the system, while immersion, osension of disbelief, is invoked by the
encyclopaedic and spatial qualities of the digiteddium. The feeling of immersion in a
computer-mediated narrative is facilitated by tlosgobility of navigating a vast amount of

information.

In the case of narratives distributed in real spaageat part of the interactivity resides in the
physical navigation of the story structure. Thisi@at combines the sense of agency gained
by exploring a real place witlselective interactivity(Ryan 200l1a) where the user is
encouraged to choose which link (or path) to folioverder to progress the story experience.
With this type of interactivity the audience inpdies not modify or influence the content
itself, but selects the order in which it is prdsen(p. 205) Furthermore Brenda Laurel,
points out that the sense of agency generateddtask of exploring a real space functions
as a highly interactive element in the user expege(Laurel 1991). Laurel adds that there
are other feelings besides the ability to changecthurse of events in a story that come into
play in the experience of an interactive narratigk. One of the most significant of these is
the feeling of being free to wander and explorgacs. In addition, Laurel recognises that
beside the quantitative measures of interactigtich as frequency (how often the user can
interact), range (how many choices are presentdatigaiser), significance (how much the
user input affects the system), there is anotheiofahat contributes to the experience: the
degree to which the users feel engaged and matiatparticipate in the action. Successful
orchestration of these variables helps in creatirfgeling of participation or agency in the
story and encourages sensory immersion. The cauminkinesthetic input and visual
response greatly contributes to the generationfeéling of interactivity.
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Successfully combining narrative and interactividya complex challenge for authors of
interactive stories. Immersion is an important asfé a narrative experience, but it is a
difficult one to combine with interactivity (Ryan0O@la). Ryan, when analysing Virtual
Reality (VR) systems, claims that: “For interadiyvito be reconciled with immersion,

narrative must be stripped of any self-reflectiv@ehsion” (p. 284). Self-reflexivity within a

text occurs when the text requires the reader tocgzate actively in the construction of the
story itself. Semiologist Roland Barthes descrithes phenomenon in what he calls writerly
as opposed to readerly texts. Translated from tieadh lisible and scriptible, the terms
readerly and writerly distinguish between tradidbtiterary works, such as the classical
novel, and those twentieth century works that gairegj the conventions of realism. Writerly
texts prompt the reader to produce a meaning thather than that finalised by the author
(Barthes 1977). The Electronic Labyrinth’s web gnsummarises Barthes opinion on

readerly and writerly text as follows:

Readerly texts locate the reader as the receiver fofed, pre-determined, reading.
Barthes on the other hand sees writerly text usetilallenging traditional literary
conventions such as the omniscient narrator thrabghmethod of self-reflexivity.
For Barthes, the readerly text, disguises its stamia fiction, as a literary product,
and presents itself as a transparent window oweity’. The writerly text, however,
self-consciously acknowledges its artifice by cajlattention to the various rhetorical
techniques, which produce the illusion of reali$maccord with his proclamation of
The Death of the Author, Barthes insists, ‘the gufaliterary work (of literature as
work) is to make the reader no longer a consumgralproducer of the text’ (Barthes
1977) (Keep 1995).

The participation of the reader as a producer eftdxt introduces distance from the story
world and leads readers to consider literary procesimore closely (self-reflexivity of the
text), which disrupts the immersive feeling. Oneywa which this disruption might be
lessened is by making the navigation of the nargadatabase equivalent to walking from one
physical place to another, a process which alldvesviewer to remain inside the story world
at all times.
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2.4The Immersion Challenge

The terms immersion and suspension of disbeliebfien used interchangeably in the new
media theory and discussions (Bizzocchi 2001). ©hgin of the term suspension of
disbelief goes back to Coleridge’s definition "wity suspension of disbelief" in relation to
the reader of a fiction. "Such a reader knows thatworld displayed by the text is virtual, a
product of the author's imagination, but he presethdt it is an independently existing reality
serving as a referent to the narrator's declaratig®Ryan 1999). In this thesis we are going to

use the two terms immersion and suspension of liélrerchangeably.

Immersion is desirable for any narrative form.rteractive narrative, the question is whether
interactivity can be reconciled with immersion (Ry2001a). To explore this issue, we begin
by describing the three types of immersion thatrattarise narrative experience (Ryan
2001a).

1. Emotional immersion or response to the charactérs. reader empathises with the
characters of the story and feels hope and feahér lives and dramas. At the end of
the story, the audience members have experiencetiaes generated by following

the characters through the events of the story—tenpially cathartic experience.

2. Spatial immersion or response to the settings. &helading the text, the reader
creates in her/his mind a space or a world wherestbry unfolds. This story world, if
well constructed, is the location where the vievgesituated while experiencing the

story.

3. Temporal immersion or response to the plot. The iglthe succession of events that
carry the reader along the highs and lows of tensiahe story, through the climax

and to the final conclusion of the story.
In contrast with stories delivered through lineadia, such as books or films, the immersive

feeling is often disrupted in interactive narrativehere the story experience progresses
through the readers’ choices. In fact, the momenthich a choice is made is also a moment
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in which the audience must interrupt its immersorsuspension of disbelief and make its
choices as external observers. As both Ryan andoBthi agree, by its very nature, this
requirement disrupts the story experience and aasecfrustration (Ryan 2001a), (Bizzocchi
2001). The approach to interactive narrative priesem this thesis is intended to alleviate

this problem.

2.5LAMS: A Practical Approach to the Immersive Chafien

A way to reconcile interactivity and immersion i$0 "turn language into a dramatic
performance, into expression of bodily mode of geim the world" (Ryan 1999). While
Ryan’s theoretical view is based on the use of Y&ens, it can also be applied to LAMS.
In LAMS, the act of exploring the real space cades with full physical participation in the
system without the need for head-mounted displays gata gloves. In this way, LAMS
eschew text, instead using locations in the woddn@eans to navigate the story. This
approach avoids the self-reflectivity of the textdathe corresponding inhibition of
immersion in the narrative. LAMS foster the audEea@ctive engagement with the story by
letting them physically explore the real space rideo to progress the narrative experience.
As opposed to the dark cinema theatre, or the sedldixed space where the audience
watches television programs, mobile digital tecbgas offer the possibility of presenting
audio-visual content in real spaces that functientlae settings for the story. Mobile
technologies can take the story experience outrgdbspace, thus providing an opportunity
to address the immersion problem in interactiveraises by overlapping the story
experience with the exploration of a real spacetchiag the film set of the story with the
place where the audience is standing stimulate®sity and agency in the viewers and
prompts them to physically explore and get to kraoveal location. Choices in the narrative
are made by physically moving within the story wors would happen in a VR system, but
without the cumbersome head-mounted display ant Wieé advantage of having all the

senses involved in the experience, sense of snudlided.
The fact that the story is both set and experiemgeatle place where it actually occurred is

intended to generate a resonance in the viewevgebatthe story that is being told and the

real place that they are traversing. This resonancempasses the past, when the story is set,
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and the present realities of the actual place, tardresonance can be strengthened if the
narrative includes the anecdotes that relate topthee and the audience’s own memories.
The fact that audiences can compare the real gpasbich they are standing to the space
featured in the visual representation of the stetngngthens the spatial immersion described
by Ryan as a response to the setting (see secB8abdve). Or, to express this more simply:
the co-location of narrative and real space makesaudience feel more immersed in the
story world. Furthermore, Ryan argues that spaétiaporal immersion in a story takes place
when the distance between the position of the tareand his/her audience, and the time and
place of the narrated events are reduced to near(Ryan 2001a). By placing the story
fragments in the location where the events thegriles actually happened, and by allowing
the audience to experience them there, we intencgtdace that distance and so increase

spatial-temporal immersion.

The physical navigation of the story is intendedalieviate the disruption of immersion by
making the audience’s choices blend in with théygical actions. Physically walking to the
locations of different stories brings the audietiweugh the real world where the stories once
occurred, without asking them to interrupt theimersion experience; instead they can just

walk right through it.

With LAMS, we suggest the use of the audience'ylaodl its physical presence in the space
to freely explore, to choose which direction tddwl and to decide how long to spend in the
story experience. We suggest these as enablingr$éaiciwards a reconciliation of immersion

and interactivity.

2.6 Conclusions: Location-Based Narratives

As writers and film-makers move towards digitalmats and alternative story structures, the
audience becomes more active in the story exptoratiThe boundaries between stories,
games and films, broadcast and archived media askeming. To be able to understand
these new structures and genres we have to loakdeie formats inherited from traditional
media and let the new forms emerge through expetmtien. Drawing from narrative

theory, interactivity and immersion, this thesiglidnges and experiments with new media
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formats for stories, in an attempt to push themyafn@m traditional linear structures towards
mobile, distributed, location-based formats. Ryttes:

So far, most of the emphasis about digital nareabias been theoretical rather than
practical. Most people read George Landow beforges&ncing a hypertext. And
metaphors and narrative concepts have been foredutat advertise future products
like the myths of the hypertext as an infinite gtgenerator and of the Holodeck as
VR environment to re-live stories. (Ryan 2001b).

This thesis concurs with this statement, and exténdith the perception that there is a need
to experiment and develop practice in parallel wit&ory, and to produce examples of work
that incarnate the theoretical investigation. Swohk has the potential not only to validate
the theory, but also to advance it through the rdmnion of valuable, experientially

grounded insights. The research described in li@sis was carried out with this objective in

mind.

2.7 Summary

In this chapter, we have presented an overviewasfative structures in traditional and
digital media. We have defined the telimteractivity and explained how it applies to
narrative, the structures that it requires and gheblems that arise when we challenge
traditional narrative structures through the additiof interactivity. One of the biggest
challenges that arises with interactive narratisate disruption of immersion that occurs at
the moment when a viewer makes a choice relatinghéo progression of a story. To
overcome this problem, interactive narrative neeel ways to develop and organise its
content. By rejecting the Aristotelian classicatrafive structures, interactive narratives can
embrace new forms of stories enabled by the digitatiia. LAMS constitute a new story
form that reflects the shift of narrative forms rfrotraditional to more flexible and
customisable structures. Through placing storieg&h places and letting the audience merge
the story experience with the real setting of tteeysby navigating the actual location, this
thesis contends that it is possible to alleviate disruption of immersion (or suspension of

disbelief) in the interactive narrative experience.
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3 CHAPTER STATE OF THE ART

3.1 Introduction

The field of locative media spans many types ofaifetions, projects, applications and
performance pieces. This chapter presents a reviale state of the art in location-based
narrative projects that make use of site-specificyscontent, spatialised or distributed in
urban spaces, and accessed through mobile detigeste-specific we refer to content that
relates to specific, real locations: stories theggess a unique relationship to a particular site
because the content or characters are intrinsicaliypected to that place. Site-specific stories
cannot easily be moved to other sites without mej@nges. Bynobilewe refer to the fact
that the audience is experiencing the media contdmte on the move. Finally, the
distributed or spatialised quality indicates that the content is available fragments
distributed in physical space, making progressibthe narrative experience dependent on
exploration of the real space. This chapter firstacs a map of the field of locative media in
order to position LAMS within it and subsequentiyiews a selected range of other locative
media projects that best demonstrate the stateedrt.

3.2 Selection Criteria

The following section presents descriptions andigeres of projects that have been
influential in the design and production of LAMS.hié¢ a considerable body of work in the
general area of locative media applications exibsscope of this review has been restricted
to the particular sub-set of locative media appilices that are directly relevant to the topic of
the thesis: author-mediated, site-specific, urbarratives for a mobile audience. Mobile
games, digital tour guides, mobile-authoring andcspannotating tools are examples of
locative media applications that fall outside tloeus of this review because they do not
consider the narrative conventions that apply tdilacstories. It has been widely noted that
such conventions and dramatic tools (for instamggematic language or use of dramatic
story arc, where the author conducts the audidmorigh a narrative climax and resolution
without revealing its end goal (Ryan 2001a)) do aoply to mobile games (Aarseth 1997;
Juul 2001), digital tour guides (Brown 2003) andbieauthoring and space-annotating
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tools (Proboscis 2005) to the same extent as thely & mobile narratives. In particular, we
have selected narrative projects developed forrusipaces in contrast to those developed for
wilder, rural areas. An urban space presents réyliddferent characteristics from a rural
space. Their architectural styles, population dezssiand landscape, all differ substantially.
Since all locative media take into account the playspace as a design element, the kind of
space considered exerts a powerful effect on tharackeristics of a locative media
application. For example, urban settings, suchnakuropean capital cities, are generally
quite populated and the application can rely omvasdkts of people who will inhabit the same
neighbourhood and use it as a socially networkadcire to link the story contents. In a
rural setting, on the other hand, the populatiam lm& sparser. Locative applications for rural
areas can instead make use of countryside featsued, as the trails left by animals, to
structure their content. We can then argue thatl mmd urban settings offer very divergent
design and content possibilities and are in fadible for very different types of locative
media applications. Within the domain of mobileratives for urban spaces, we have chosen
to review both academic research and art projee;ing in mind that these two disciplines
possess different characteristics and aim at eéfffelgoals. Academic research aims to
progress the state of the art and disseminatenfysdihrough peer-reviewed documentation.
Although exploratory in nature, art projects tendchallenge culture and beliefs in a less
scientific way, through adopting aesthetic and tmal standpoints, provoking their
audiences rather than measuring findings and negoresults. However, we believe that
both types of project contribute to the design dadelopment of LAMS applications. The
selected projects for this review include the atlmhsed art projects of a number of Canadian
artists: Janet Cardiff, Teri Rueb and the [murnautjcollective, and the academic research of
Pengkai Pan and the Mobile Bristol team. We alswere Jeremy Highet al's 34 North,
118 Westproject, as an early example of a GPS-driven tiaeraapplication, which
dramatises and re-enacts stories of a neighbournddnakes them available to the public
through location-aware technology. Finally, we esvithe Rimini Protokoll's art project,
Call Cutta, as a successful site-specific narrateenbining stories, improvisation and digital

mobile media technologies.
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Figure 3.1 Projects reviewed in the state of thiechapter grouped by authors and in chronological
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3.3 Review Strategy

In the following sections of this chapter, the padg reviewed are grouped by author. For
each author we discuss their rationale and reseguelstions and then list the relevant
projects chronologically, examining them in detalhere possible, we give first-hand
accounts of the projects, but in some cases wehaile to depend on other sources, such as
critics or the artists themselves describing tlmsun projects. The review of each project
consists of a general description and analysisfitises on issues that are pertinent to the
design and the development of LAMS. From the amalySthese issues, insights are gained
on how other artists and researchers have dedit twé issues that we encountered while

designing and producing LAMS. The points analysedehch project are the following:

1. The technological approach. We examine the teclgyolesed to implement the
project, the interaction and interface design.

2. The narrative approach. We consider the lack or afsearrative conventions in
mobile distributed narratives and we examine wlpe$ of narrative conventions,

language and structures are used.

3. The locative approach. We present how space is usedch project, whether the

content is site-specific and if it eventually treorens the space into a place.

4. The immersive approach. We discuss whether theegropsults in an immersive

experience and if so what tools and techniquesised to achieve this.

5. Evaluation. We consider if the project has beeruatad and if so how the evaluation
took place.

Furthermore, at the end of each project reviewpmweide a perspective section in which we

identify and list the project’'s weaknesses andhsgfifes.
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3.4 Janet Cardiff's Audio and Video Walks

Canadian artist Janet Cardiff has worked in a ¢ media, from video installations to
interactive audio-visual works. Her audio and videalks in particular, often scripted and
recorded in collaboration with Georges Bures Mijlldrave gained her international
recognition. Cardiff's walks are site-specific @ois in which the audience follows the

artist’s directions through a site by listeningatpre recorded CD-ROM or video tape:

Visitors, while listening to a portable CD player watching the screen of a

camcorder, follow her directions through a chosgs, sind become participants in

her stories [...] Voices, footsteps, music, soundgat and gunshots make up a
fictional soundtrack to an actual walk through réatloor and outdoor spaces.

(Fleming 2006)

By means of her narration, ambient sounds and tefiecorded in a “binaural technique”
Cardiff binds fiction and reality together, affexithe participants’ state of mind and creating
cohesive experiences of space, place and narrdthes.binaural technique consists of two
microphones positioned at 180 degrees to each o#werding three-dimensional sounds.
When played back, these sounds create a mystanmeestainty between the “fiction” and
the “reality” of the narrative experience. The strasks visitors to walk with her, to match her
footsteps and merge their thoughts with hers. Taréiggpant listens as Cardiff reinvents a
place, creating virtual spaces anchored in redfigtional characters tell the audience about
particular events that happened in the exact pladee the audience is situated, taking
participants to a crossroads between fiction aatitye Her walks take place in garderéef
Long Black Hair,2004), over a few city blockg e Missing Voice (Case Study B99), or

in museumsThe Telephone Calg001) and involve one participant at the time.

We have selected three of Cardiffs main walks thast illustrate her location-based
narrative work.The Missing Voice (Case Study iB)her first internationally known audio
walk. The Telephone Cais an example of Cardiff's use of video in her sipecific walk
projects.Her Long Black Haiiis her latest audio walk, in which Cardiff makesyeffective
use of visual language through still photographs.
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3.4.1The Missing Voice (Case Study B) (1999)

The Missing Voice (Case Study\Bas commission by the London art gallery Artanaysd
developed over a period of two years. The projeas wxhibited at the Artangel gallery in
June 1999. The audio walk, scripted to suite aiBpdocation in East London, takes the
listener on a physical and psychological journeyuad the Whitechapel area. Making use of
film noir and thriller narrative conventions, theidio walk combines perspectives on
everyday surroundings with narrative flashbackse Walk starts with the narrator telling the
audience to leave the Whitechapel art gallerynterethe nearby public library and go to the
crime section. Footsteps, noises and voices #lgbnic space. The narrator starts to talk to
the participant in a dramatic and mysterious tasrelering him or her: “There’s a man
signing out a book right now. I’'m going to follovinm. Put the book back to where you found
it. Let's go. You are in the Whitechapel LibraryThe narrative arc of he Missing Voice
(Case Study Bieaches a resolution in Commercial Street, neagrppol Street, reliving the
dramatic tension created during the tour. The wakts 40 minutes, during which the
participant is absorbed in the 18th-century atmesplof the streets and histories of London's
East End and in the memories and paranoia of agarainterpreted and represented by the
artist herself.

3.4.2The Telephone Call (2001)

In August 2006 | experienced Cardiff's video walke Telephone Cadit the San Francisco
Museum of Modern Art (SFMOMA). When a participantiges at the museum, a video
camera is available at the desk. Members of theeaod are asked to position themselves in
front of the souvenir shop and start to play the-ygcorded tape. Cardiff's voice tells the
participant where to point the camera. The videygd back in the camera shows footage of
the location taken at some point in the past. Hsalt is an immediate comparison between
the space as it is in the present and as it was wheas filmed. Then Cardiff tells the
participant to move on. The audience continuousiychves and compares the video in the
camera’s small screen with the surrounding spaeediff reassures the viewer not to be
scared by the fact that the people that featuréhentape are not present anymore. She
weaves stories of past visitors into the preserthefwalk. As the audience moves through

the space, the voice of the author points out techiral features, paintings and people
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moving through the museum space as it is showrhéntape. The effect is a complete
distortion of time and place. The space is the sdmoé there is a continuous question
regarding what is present and what is past. Onameasion the audience is taken out of a
back exit of one the museum floors, onto the emmergestairs. The participant hears
someone’s steps, but no one is there, it is a ptaafuhe fiction that Cardiff has weaved into
the narrative. The result is a complete immersionhie fictional world that the artist has
created, but with a sense of alertness to thearedtl. The viewer is no longer sure of what is
real and what is not. At one point, Cardiff tellsetparticipant to point the camera in a
specific direction down the main stairs of the numseThe viewer can see in the screen two
people talking to each other. Cardiff tells thewae about their conversation as the camera
zooms in on to them. The participant has the fgebh spying, eavesdropping on these
people’s private moment. Cardiff narrates and msntieir dialogues. The result is that the
participant thinks he or she knows the topics ofcdssion and believes Cardiff's
commentaries on the speakers’ conversation. Theipant is then taken all the way up to
the museum’s top floor. A woman is shown on thesgtdpe singing on one of the walkways.
She is not there while the audience is, but therdsd audio and video powerfully overlap
with the present in the viewer's mind. The expeseeends as Cardiff takes the participant to
a window in the top floor of the museum. She retpésat the camera is pointed outside,
towards the hills on the horizon of San Francistioe video zooms in on the hills. The
narrator tells participants to imagine that theg #nere. Viewers feel pulled outside the
museum, into the hills: the two spaces, the intesfdhe museum and the hills outside merge
in the present. The participants experience a magiment of being transported outside,
travelling through space at the speed of lightthed they feel like they are outdoors in the
open air of the San Francisco hills.
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3.4.3Her Long Black Hair (2004)

The third of Cardiff's projects that we examihker Long Black Hairjs a 35-minute journey
that begins at Central Park South in New York amahgforms a stroll in the park into a
psychological and physical journey. Cardiff takeslelistener through Central Park's 19th-
century pathways, retracing the footsteps of agreatic dark-haired woman. Each person
receives an audio kit that contains a CD playehwieadphones as well as a packet of
photographs. As Cardiff's voice guides listenersough the park, the participant is
occasionally prompted to pull out and view one led photographs. Each time, the picture
portrays a black-haired woman standing in the ssjpa¢ as the audience. These images link
the speaker and the listener within their sharegsiphl surroundings of Central Park.
Through the use of narrative stylder Long Black Hairinvestigates the links between
location, time, sound and physicality, The storyakl in the first person and continuously
refers to the space surrounding the viewer, chgithgnthe participant to shift between the
present and the past: the narrative space showheirstory and the current space of the
present, immediate surroundings. According to Glrdier objective was “Interweaving
stream-of-consciousness observations with fadipficlocal history, and other atmospheric
and cultural elements.” (Cardiff 2004)

Figure 3.2 Image illustrating the use of photograph Janet Cardiff project: Her Long Black Hair.d®ire
retrieved from the Artcritical.com website
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3.4.4Analysis of Cardiff's Walks
3.4.4.1Technological Approach

These three projects do not make use of locaticar@wechnologies but achieve a strong
site-specific result through the use of mobile desithat can play back Cardiff's narratives.
By following the pre-recorded instructions of tharmator through devices such as a CD
player or a video camera used in playback mode,atisience is able to combine the
surrounding space with specific audio and visuatlimeontent. Since the medium used is
linear—a pre-recorded CD or videotape—interactioocuos by following Cardiff's
instructions to navigate through the real space inkerfaces are the playback devices used
by the audience to listen to the narrative—CD pisye video cameras.

3.4.4.2Narrative Approach

Cardiff makes use of narrative conventions to dteéswaher fictions. Her narrative style
references literary and cinematic genres, suchtraars of consciousness novels and film
noir. Although most of her walks are audio-based, thguage the artist uses in her walks
evokes the language of cinema. She directs thecipartt through the space, moving him or
her like a camera; the participant’'s eyes are #resds through which the narrative is
constructed. The participants are literally insitée film screen shot. Vicktoria Ludwin
describedHer Long Black Hairas follows: “Despite the fact that Cardiff provédthe audio
and a few snapshots, the overall effect she invakdigmic, our eyes become the camera”
(Ludwin 2004). Her characters tell the audienceualtloemselves, their fears and desires in
the first person. The tone of the narrative is drgaevocative, often mysterious. At times
these characters address the audience directlyrdsriog them with imperatives such as
“follow me” or “let’s leave this place” that havie effect of pulling the audience right into
the story. Furthermore, Cardiff also borrows andkesi styles from urban guides and
historical archives creating multilayered expergsowhere the audience moves from
following a character stream of consciousness ¢éodifchives of a library, such as Time
Missing Voice (case study Bjoject.
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The narrative structure used by Cardiff is lindarcan only be listened to in the order
recorded by the author, as the devices used (CReRlaand video cameras) play back
content in a linear way. However, “Every person hagifferent experience depending on
what happens to them and their state of mind” (kgnR006) while experiencing the

narrative constructed by the artist.

3.4.4.3 Locative Approach

In an interview with Cardiff, Canadian film directé\tom Egoyan describes her situated
installations as the outgrowth of film and telewrsiscreens, taking dramatic narratives out
into streets and gardens (Egoyan 2002). Cardiffaracters occupy physical space. Cardiff,
replying to Egoyan, affirms that she does pushrhgative format, she wants to create
immersive experiences where the audience canrfsiela the film, having the physical world
as constantly changing visuals around them. Cé&diftefacts do support a strong feeling of
immersion through the use of space. The relatignbeitween the surrounding space and
Cardiff's fictions links past to present, connegtifantasies to desires and knitting together
space and story to generate strongly immersivereqges. Pan describes these experiences
in his thesis (Pan 2004): “Her creative art workafocmed that the explicit and continuous
spatial connection between the real and the vilfséhces) is able to effectively engage the
audience.” Furthermore, in Cardiff's work, the m@aed space influences the real space
generating curiosity and novelty even in people \@h® familiar with the installation sites:
“One of the delights to see New York in the movissto see how someone takes the
landscape we see everyday and transforms into komgehew and different.” (Ludwin
2004).

3.4.4.4lmmersion Approach

Janet Cardiff's walks engage their audience inraatige that moves through time and space.
The result is an immersive experience created auttio recordings and dramatic narration.
At times, the feeling of immersion generated by tse of narrative conventions is very
strong. At other times, the dramatic and fictiotwdls used are very obvious and make the
viewer conscious of the artist's manipulation odlity. The audience continuously moves

between fiction and reality but always maintaingagement with the narrative experience.
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Cardiff's imperatives to lead the participant thghuan exploration of the space— “Turn
right”, “Down the steps”, “Follow me’—engage therfpepants and pull them into story,
effectively integrating the map of the space whb taptured memory of the place and the
current thoughts of the audience. This cohesionlt®s a strong immersive feeling.

3.4.4 5Evaluation

Cardiff's work has not been formally evaluated. Pan notes in his thesis dissertation (Pan
2004), although Cardiff's work contributes to theld of digital media as a media art project
through the aesthetic and immersive value of hekwbdoes not build up a formal platform

on which further academic research can easily bedha

3.4.4.6Perspective

Despite the lack of formal evaluation of Cardiffiork, it does represent a substantial
contribution to the field of locative media. By &sang Cardiff's walks we have extracted a
number of techniques that successfully engage ubdemace in her installations and enhance

the immersive experience in her narratives.

Cardiff's use of narrative conventions, such agingl on a first person narrator and
protagonist to tell the audience what to do, isy\effective means of drawing the
audience into the experience. The character adebeth® participants by directly
ordering them to perform certain actions. The udesd compelled to obey the
“orders”, and by doing so they have to suspend tfisbelief and live the story from
the inside, as if they were characters themseliks.reference to the same space at
different times, the present when the installatfoexperienced, and the past when the
narrated events took place, is also an effective wahape perceptions of the space.
This technique creates a complex experience iratiitkence’s mind. The participant
merges the past and present space together witbr hier memories and thoughts,

creating something new and unique.

The use of real footsteps, that Cardiff asks trewer to match, also works as an
immersive technique. Cardiff records her footstapd other background noises as
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she walks over the same paths that she asks thenaado follow. She invites the
audience members to match the noise made by histdéps as she recorded her walk.
She asks the participants to follow her not onlytéling them where to turn left,
right, up or down but also as she walks over varigurfaces—cement, grass, a stone
walkway, a wood-chip path—leading them through #ite and helping them to
navigate the story. The sounds of these texturedaces dramatise the
interrelationship between the inner and outer @edf also make apparent physical and
mental actions. The “binaural” technique used tcoré Cardiff's audio creates a

feeling of total immersion in the recreated soua@ss.

Another immersive technique is the ability to ceeatresonance between the narrative
and the real place. A sense of wonder arises iratitkence when sounds or events
recorded on the CD echo the real space. Cardifffally scripts her narratives so the
events in the story reflect what happens in thd space. These moments are
powerful sources of immersion because they ovetti@pstory world with the real
one. Similar moments are also identified by the NéoBristol research team in the
evaluation of their interactive audio pl&iot! 1831and are referred to as “Magic
Moments”. (Reid 2005)

A successful immersive technique used by Cardifthis binding of the narrated
events with the participant’'s experience. For eXamguch a binding happensHter

Long Black Hairwhen the audience members are asked to pull chb@graph from

the packet they have been given at the beginnineofvalk and hold it against the
surrounding landscape. The picture portrays a bletked woman standing in the
same spot as the audience member. Matching theo pih the real space
surrounding the audience diminishes the distandevdasm the fictional and real

worlds.
We have engaged with and learned from Cardiff'skedyoth by directly experiencing her

pieces and by reading about her projects. We hetvacted the key aesthetic and immersive

gualities of her work and considered how they mighteproduced in a research context.
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3.5Jeremy Hight, Jeff Knowlton and Naomi Spellman [dave Archaeology

3.5.134 North 118 West (2002)

In their project34 North 118 West)effrey Knowlton, Naomi Spellman, and Jeremy Hight
have users take Tablet PCs with Global Positiomegices and headphones to a vacant lot
in downtown Los Angeles adjacent to an old railradgpbot which is now used as an

architecture school. The laptop displays a magefarea with a cursor indicating the user’s
position. As participants walk around the siteythear fictional statements recounting the
history of the place. The stories embedded in ityeace based on recollections of the past in
the form of audio fragments, narrated and integardty actors. The project website hosts this
description:

The setting is the Freight Depot in downtown Logéles. At the turn of the century,
railroads were synonymous with power, speed andemmaghtion. Telegraphs and
railroads were our first cross-country infrastrues) preceding the Internet. From the
history and myth of the railroad to the present, daynds and voices drift in and out

as you walk. (Knowlton 2002)

The aim of the project is to create the sense spiace inhabited by the old characters that
used to live in those places and to tell the statiat happened in that location. In his article

“Narrative Archaeology”, Jeremy Hight explains:

Similarly, in adopting the mapping-while-wanderitactics of the dérivetracing-
based locative media suggest that we can re-emboibelves in the world, thereby
escaping the prevailing sense that our experiefigelace is disappearing in late

capitalist society. (Hight 2002)

Furthermore, Marc Tuters, research fellow at theivehsity of Southern California’s

Annenberg Centre in Los Angelatescribes the project as:

? Dérive [literally: “drifting”] is a technique of @d passage through places invented by the Sitiatio
movement Debord, G.-E. (1958). "Theory of the Dé&fiunternationale Situationnisge.
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The investigation of marginal areas of the city aimhndoned industrial zones in
which layers of time and story are unveiled to wWendering user. As the audience
walks around the GPS triggers audio fragments tiaguin a dynamic fictional
experience that follows the user’s unique patht€iai2006)

Some examples of such audio narratives fragmemtsdacumented as transcripts on the
project website (Hight 2002). We report on oneladnh to give a feel of the text and the
stories used in the project.

35 years | cleared the tracks. Those men, alongdihe tired. Death by train we
called it. They waited and wandered. Hoped....er $ound that comes too late To
take them from this life. It was my job to assist..to help......kind words.....or help
clear the tracks after the impact...Such failuhg.failures. Such small horrors. And
it is not the most dramatic: an eye open tomatowét blood, a nose with ice
covered nostril hairs that looked like a crab enmgydrom a shell, an ear lying by a
man's feet like some dead wingless bird, a cheeictpted with teeth exposed, a
wound open steaming in the snow. Those are sodewpecific, so clearly cut from
men with faces | cannot help but still see. It isatvnever comes clear, not faces, not
expressions, not the dignity of person, somethinag had a name. There is a sort of
mutant slot machine, it comes to me at night: ah amlection, ever shifting, not bells
and lemons but eyes, scars, blood, mouths, woumést, an eye hanging alone
gleaming wet and alien yet from some lost momer®Siryears, a nostril disconnected
a failing island of memory from some dead man'® feke an odd little lost cave.
Those are the ones | truly failed. (1946). (High02)
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Figure 3.3 Photograph illustrating users experigmgcthe 34 North 118 West project downtown Los Aegge
near the rail tracks where one of the stories tgkase. Photograph from Jeremy Hight's article “Native
Archaeology”, on Streetnotes magazine website

3.5.2 Analysis

3.5.2.1 Technological Approach

The project makes use of location-aware technolagghe form of GPS. The participants
walk the streets of Los Angeles with a GPS undditéd to a laptop computer with up to 5
headphones attached at once. On the laptop therenap with a marker that identifies the
participants’ location. The marker moves along thap tracking location and movement
through the city grid. Data triggers are set alpogts in the physical city by latitude and
longitude. Some triggers or “hot spots” are marksdsquares on the map while others are
left to be discovered. The only visual is the miagt tracks the participants’ movement and

shows hot spots and the distance readings fror@Bt& unit.

3.5.2.2The Narrative Approach

The project makes use of narrative conventionshaps its content. The authors have

carefully crafted the stories with particular atten to the creation of a site-specific story
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world. The authors first analysed the city fromhgiiecture to ethnography and history to
extract the narratives that inform the experientlee narrative content is composed of
historically informed fragments that are intendecgtigment the place with layers of its own
anecdotal history. The creative and critical voiees fused. Many 084 North 118 We'st
narratives were composed in final revisions by wagkwvith a physical map and notes from
multiple walks through the space. The authors guideir audience through a fused
experience of critical analysis and creative wgtithe participant is navigating at the same
time both the fictional and present world.

A story world is constructed with attention to stien of detail and level of its
description (setting and its establishment of tasgtext and above all, physical
place). The traditional role of the author hasiteecarefully use these tools to create
the other world. ... The narrative is embedded indite itself as well as the city is
read. The story world becomes one of juxtaposit@mnverlap, of layers appearing
and falling away. (Hight 2002)

In constructing the narrative, the authors use B#ditional” and “experimental” tools and
combine small and larger texts together. They usgetic and mimetic narrative conventions
to craft the story fragments: in fact, professionators were hired to read the narrative
fragments, reinterpreting them with the effecteteling them to the public in diagetic form.
The authors use physical landmarks to anchor trgestto real places, such as the railway
tracks that are still visible on the street. Theudure of the narrative is non linear. The
experience of the participant depends entirelyh@npath he or she chooses through the city
blocks, but it will be coherent no matter whichtpest chosen.

The project is audio based. All written narrative® read by voice actors to create an
overlapping sensation of experiencing two placesnae. The fact that the written narratives
are interpreted by actors enhances characterisatidrione through speech pattern, cadence
and inflection. The city is read to its audiencleTcity is seen as a collection of data and
sub-texts expressing aspects of ethnography, fjssamiotics, architectural patterns and

forms, land-usage shifts and other forms of intigdfon and analysis. The city patterns can
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be equated with the patterns within literatureetén, sub-text shift, metaphor, cumulative

resonances and emergence of layers, decay andngrowt

3.5.2.3Locative Approach

The location where the story is accessible is lygbbnnected to the content of the stories.
Hight describes how the content and the surroundireps work together to form the

audience’s experience of the place:

This story fragment is available at the end of st \enpty lot. Train tracks appear at
the end of the lot along with a section of asphbplit to reveal a turn of the century
cobblestone street. The tracks suddenly stop asdaitthis stark end that the story is
triggered by satellite. The physical placementighly metaphorical on several levels.
The vast empty lot resonates with a sort of melalycim its dust and debris akin to
the man’s mind and his dark forgetting and sharfdsx@mory. It also is where the
rails suddenly stop that is physically jarring atdrk in itself in the physical city and
this is akin to the narrative in the dead men airtend of life and the narrator looking
back at ill formed phantoms in his memory. It iscalvhere a homeless tent city once
stood in the 1980s that was well documented atithe in the press and of which
there is no physical trace as well as where a imgjldientical to the mile and a half
long former turn of the century freight depot noged as Sci-Arc (an architecture
college) once stood and again there is no tracthaagh it is spatially forgotten and
thus failed. (Hight 2002)

A city is constructed in layers of space and tinmdrastructures, streets, population,
buildings, as well as shifts in decay and gentifmn. Layers of differing architecture and
layout echo certain eras and design trends, miteaiad use of space. What is no longer
physically present is available through recolletsiof the past. In this work, place becomes a
multi-threaded and flexible concept. The effed feeling of being in more than one place at
once with eyes wide open. The elements of spaceplw# play an important role in the
narrative experience &4 North 118 WestUsing the physical space as an element in the

experience of fiction increases the audience’s esavfsagency by further opening the
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narrative space. The story becomes linked to thleared the imaginary, where the user must
merge impressions of the present and the pastaintiree into a new synthetic experience.

The city becomes an interface through which thekvismexperienced.

3.5.2.4 Immersive Approach

The interface for the project consists of a podahblet PC equipped with headphones. The
interaction involved navigating the real space @ivdtown Los Angeles, a technique adopted
to facilitate immersion in the experience. Whenaaaa with a related story fragment is
approached, the narration seamlessly starts pldakmogigh the headphones. This process of
seamlessly discovering content through locationrawechnology while walking around the
city expands the way the audience is engaged invtitk. They are pulled into the physical
space, which coincides with that of the story woddd away from the screen, improving
immersion in the story, similarly to Janet Cardiffivalks. Experiences of both Cardiff’s
walks and the34 North 118 Wesproject blend fictional stories with the real waqrld
positioning the audience in between the two.

The evocative stories, narrated by voice actoesregported by the authors to have a dramatic
and immersive effect on their audience, revealing anlivening the past and the hidden
stories that relate to the space surrounding thdieace. The space becomes an
archaeological site of intangible memories and masnts that are audible through the
location-aware device. The audience is absorbethenre-enacted stories and feels more

immersed in the experience of the space. We agtbddate Armostrong’s stating that:

Using physical space as an element in the experiehfiction increases the active agency of
the reader by further opening the unfinished neeaspace. The readers may interpolate
themselves intellectually, augmenting the manner which they participate in the
construction of the narrative. (Armstrong 2003)

The presence of the audience in the real spaceewther story once occurred encourages
comparisons between the present space and thagsettihere the narrative took place.
Furthermore, the fact of being in the same phydmahtion where these stories once took

place strongly connects the audience to the stbayacter, events and settings. The mental
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operation of overlapping real space and the seattoighe narrated stories in real time yields

a different experience than visiting a locationtpgyred by a film after having seen the film.

3.5.2.5 Evaluation

This project has not been formally evaluated. Weore below new media expert Lev
Manovich’s opinion on the work, which we quote fréine project website:

34 North 118 Wegjoes beyond the previous artistic experimentsdation-based media by
combining the inventive use of GPS technology acidl cultural content. The project lets the
user uncover samples of Los Angeles's hidden kisiers/he navigates through the multi-
layered depths of downtown's most poetic and sugpace. The result is a new kind of

'scripted space'...which is emotionally moving. @utton 2002)

3.5.2.6Perspective

One of the strengths 84 North 118 Wesis in its multilayered physical and thematic
interfaces. The city layout is used as the interfecnavigate stories that belong to the city
itself, similarly to the[murmur] project and Rueb’s project set in Baltimore cityhereas
Rueb does not make use of narrative conventioradl,gmurmur] on the other hand has a
narrative style more akin to that 8 North 118 Westthe interviews with the local people
to collect stories that relate to specifics locasi@re not mixed in with sounds from the city
and spoken words. The use of space matches thalspataphor used to navigate data inside

the virtual space of a computer. On this point, stnong observes:

34 North 118 Westas well as[murmur] create an experience in which the
user/reader/walker encounters different versionhi®fsame space simultaneously, so
that the stories become linked to both the realiaradjined city, where the user must
merge impressions in real time into a third synthexperience. In this sense, the city

becomes an interface through which the work is B&peed. (Armstrong 2003)

Myriads of possibilities for movement exist in dycconsidered as a layered collaborative
space. The city space can be seen as a hypertitxhades but without explicit links — any
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node can be linked to any other. The author’'s detetion of the paths is erased and the
audience has total agency in an uncontrollableradigtable way. Writers can use this new
form as inspiration to generate new narrative stings. \We believe that the use of the city as
a linking system and the involvement of voice axtty read and interpret the narrative
fragments are the major strengths of the projebie Teinterpretation of the stories by
professional actors strengthens the story’s impadhe audience in terms of immersion and

engagement with the characters and the story gsttin

3.6 Teri Rueb’s Sound Specific Installations

Canadian artist Teri Rueb has been designing amdupmng GPS-driven sound installations
since 1996. "l approach sound from a sculptor'sitpof view," says Rueb, "exploring its
spatial aspects, while also probing themes of timeamory, identity—and technology” (Rueb
2006). With the environmental sound installationd@e" (Rueb 1999), begun in 1996 and
completed in the summer of 1999, Rueb enabled #ikeBritish Columbia to listen to site-
specific poems and songs through headphones attache small GPS-equipped computer
that they would carry in their backpack. Later, sbek the started concept from the Yoho
National Park to the urban landscape of Washindgib@. In her Open City installation in
Washington, D.C., Rueb explored the idea of pufjiace and civic identity. Open City is a
site-specific telephone installation, where theljgutan dial a specific number and listen to
recorded messages about public space, technoladycigit identity (Rueb 1999). Rueb's
large-scale responsive spaces and location-awatallations explore issues of architecture
and urbanism, landscape and the body, and sonia@ktic space. For the purpose of this
review, we have selected and examined the prdpattextends the Open City installation
and that specifically deals with site-specific ®er in urban settings:Invisible

Cities/Sounding Baltimore.

3.6.1Invisible Cities/Sounding Baltimore (2001)

In 2001, Rueb started working dnvisible Cities/Sounding Baltimorby collecting oral
histories from residents of Baltimore’s neighbowti® and combining them with sound from

the city to create a kind of multi-layered, intdrae city tour. Rueb describes her
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methodology as follows: "I'll go to parts of thaycthat | find sonically interesting, take
samplings of the soundscape, and manipulate thakimgt artistic license”. Rueb explains
further: “Using a wireless, handheld device commnipalm pilot, GPS, and MP3
technologies, listeners will wander through they @hd listen to the tales the streets, and
walls, can tell” (Rueb 2001).

The project began in 2001 and continued until 2008 artist stated she needed to get to
know the people of the area of Baltimore that sla@ted to portray in her soundscapes and
build a relationship with them. They had to confidéner before they could start talking and

relate to her their stories and feelings aboutttye Rueb herself clarifies:

This work has required a long, slow developmentess, partly because of the time
it takes to establish connections with new comniemiand partly because of the
sensitivity of the issues involved, which includsues of race, class, gender and the

politics of urban planning and land use in an ecaigally divided city. (Rueb 2004).

Rueb collects the interview material as she walksirgd the city with local people. The
interviews are inter-cut with sounds from the ai@aeveal the different ways in which the
diverse populations of the city live and work thiey space into and around their daily
routines. Two versions of the project were producge was a high-tech version where the
audience was equipped with a GPS-enabled handfadfdtqp computer. As participants
wandered through the city, sounds and stories wigygered and played as audio recordings
through headphones attached to the palm computes. other was a low-tech version,
consisting of a portable MP3 playback device amdap of the city. Participants orientated
themselves on the map while walking through they @hd listened to the recorded

soundscapes that related to the areas they wesamgas
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3.6.2 Analysis
3.6.2.1Technological Approach

The technology used by Rueb combines two approatbegenerate a site-specific
installation. Two versions of the experience efastthe public: one high-tech, the other low-
tech. The low-tech version uses pre-recorded soandsinterviews played back through a
portable MP3 player. The audience can follow th@i@as it plays with the help of a map to

situate themselves in the city in synch with therstirack.

For the high-tech version, GPS devices deliverstnendscape and interviews recorded by
Rueb to the audience as they walk through the Thg. appropriate audio tracks are triggered
by GPS location-aware technology and played baakutih headphones attached to a palm
computer (PDA).
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3.6.2.2Narrative Approach

Invisible Cities/Sounding Baltimoris an interesting work in interactive narrativente ,
because it takes some of the formal concerns oérgxt, such as the reader’'s sense of
agency in exploring the text, the non-linear nareastructure and open authorial models, and
situates them in real space. By exploring thesgessRueb indicates new creative practices
for writers and the writing process. Rueb intengdacal people who were asked to describe
a space or an experience related to Baltimoregusininds to evoke a sense of place. Rueb
mixes the interviews with sounds she recorded fifoancity and occasional excerpts of single
words and music. The audience may choose to coidriio the soundscapes by mailing their

contributions to the author, opening up the auttionode of the project to the general public.

The project uses a documentary style rather thanifsp narrative or dramatic conventions.
In a stream of consciousness mode the artist regmdnds and interviews of people walking
and driving, as she explores the city of BaltimdReeb collects short stories from people
describing experiences of the city and mixes thath the sound of the locations traversed.
The overall structure of the project is multi-linetn fact, each walk is linear, but multiple
co-existing walks and repeated experiences of tbgeqt can give the participant a multi-
linear experience. By multi-linear we mean thatehis the possibility of multiple story lines
co-existing at the same time but through diffei@neraries through the city. As a result, the
participant can walk many different paths throulgé tity, and for each path the participant
experiences a different story. The intent is tanagrthe different ways in which the diverse
local populations create and compose the city tgiindbeir daily movements and stories. The
delivery of the narratives to the audience is aumieed, but the project also makes use of
visual maps to locate the participants in Baltimoity (at least when the participants are
experiencing the low-tech version of the projecwinich location-aware technology is not
used). Rueb’s narrative language focuses on thefuseund and interactive technologies to
create installations that blend the real with fb&dnal, and incorporate linear and non-linear

experiences of space and time. (Rueb 2002).
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3.6.2.3Locative Approach

The project’'s approach to space exists in two fésma location-aware one, with a GPS-
driven device, and another version that does ndenige of location-aware technology, and
instead asks the user to locate him or herself papgr map of the city. In this version, the
audience plays back a pre-recorded MP3 soundtradhkraist keep up with the soundtrack’s
suggestions of how to move through the city. Thitel technique is similar to the one used
in Janet Cardiff's audio walks. The differenceswssn Rueb’s work and Cardiff's artefacts
are two-fold. With Rueb’s project, the users aregia map of the area that they are going to
explore, something which is not provided in Cardifalks. It is up to the audience to make
use of the map or not, but, possibly, making use¢hef map can be a source of playful
interaction with the content and the city. Follogithe map becomes a challenge, and
listening to the soundtrack allows the playful dsery of new elements of the urban
landscape. The second difference between the psojetates to the lack of narrative
conventions in Rueb’s project, compared to Carslifork. The discussion of this aspect of
the projects belongs to the narrative analysis@ettecause it relates to the type of narrative
content the project support; see sections 3.4.23am@ of this chapter for a detailed analysis

of the narrative approach taken by Cardiff and Rueb

The space in whiclnvisible Cities/Sounding Baltimoneas created and experienced is the
urban setting of Baltimore city. The project isnfired by the author as a re-appropriation of
the alienated urban spaces of the city throughni@olgy, and it addresses the question of
how to use technology to make spaces look morelitanmand personal. The project also
touches on the issues of privacy that are raiseenwhbcation-based information delivery

systems merge data spaces with real spaces (R0db. Ebr these reasons, Rueb took two
years (the project was developed between 2001 @68)20 get to know the areas and the
people that feature in her soundtracks. Only whba bkad accumulated a thorough
knowledge of the place and its people did she teghfortable in asking Baltimore’s

inhabitants to talk about their experiences andiesto Baltimore city streets, layered and
annotated with the memories, sounds and elemeatsthk local residents find important

about their environment and neighbourhood, is &ffely transformed from a space into a

place.
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3.6.2.4lmmersive Approach

Rueb’s immersion strategy is to combine audio datthe form of authored soundscapes
with real landscapes. Invisible voices and sourideecity populate the space. The audience
experiences the surrounding space augmented byotbes, sounds and stories. Rueb relies
on sound’s properties to induce immersive feelimgder audiences. She explains: “We
cannot clearly distinguish the edges of a sounlektds, leaks out, and disappears. Sensually

vibrant and immersive, sound is almost tangibléjryasible” (Rueb 2002).

Sound carries a lot of information that we can pere and filter with our ears. Rueb explains
“Because sound is directional, relative measuresolimes, locations and speed can be
detected with just our naked ears” and used todbodncrete spatial relationships. She

continues:

The crying of a child from several block away eatery world and conjures a picture
in my mind even if we are separated by walls andigas will keep us from meeting

ever and ever seeing one another. (Rueb 2002)

Rueb makes visible to us intangible aspects otyaarid its inhabitants by using the subtle
and mysterious qualities of sounds such as beingilohe but at the same time very real.
Rueb’s soundscapes inform and evoke in the audi@semse of the city that they would not
be able to capture just with their eyes.
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3.6.2.5Evaluation

There is no formal evaluation dhvisible Cities/Sounding BaltimareThe work was
presented in interactive arts and media exhibitiemd$ conferences such as “Consciousness
reframed 2002” (Rueb 2002). It was published bylrag an article in the online Vodafone
magazineReceive(Vodafone 2006), but it has not been formally eatdd.

3.6.2.6 Perspective

Invisible Cities/Sounding Baltimoiie a thought provoking step in the field of loocatibased
stories and technology. It is an inspiring starfegnt for thinking about spaces, places, local
communities and how stories can augment an areaighbourhood. Referring to Walter J.
Ong’s definition of first and second orality (On@®8B), Rueb recognised the use of
communication technologies as facilitators for ereldes of communication in cultures that
are highly literate. Such technologies re-introdsoene aspects of primary orality, which
happens when the culture makes no use of writtards, with the critical difference that the
technologies and the behaviours of the producetteotontent exist in the context of highly
literate society (Rueb 2002). A similar positioralso sustained in the Nisi and Haahr article
on the Weirdview community non-linear stories pebjeVhen analysing the effect of new
digital media technology on Irish culture, Nisi aHdahr highlight the re-surfacing of oral
traditions, such as the Irish oral storytellers wnoasSeanchaithrough the use of digital
technologies (Nisi 2004a). Nisi and Haahr, like Rusupport the arguments that digital
technologies allow us to recuperate some of thebility of oral media, repositioning such

media in the context of modern culture.

-50-



3.7 [murmur] Toronto based art collective

3.7.1[murmur] project (2003)

[murmur] is a site-specific project created by the Tordmsed [Murmur] art collective. The
[murmur] project is an example of politically charged loeatmedia practice. Sites in
several Canadian cities were annotated or commented he targeted sites are important
spots in the area for the community that lives géheather than important tourist targets.
Adopting the convention of a ‘commemorative plague’ memorial,[murmur] records
histories about specific locations in a city. Théabitants themselves can volunteer to tell
stories linked to specific locations in their citieAnecdotes are collected from ordinary
people using a documentary style, “intimate, negglthood-level voices that tell the day-to-
day stories that make up a city” ([murmur] 2003-0ing). The story is narrated by the
storytellers from a first person point of view. ii$ is positioned at each location, indicating
the presence of a story or anecdote that relatdsatdocation. A phone number is provided
with a specific code for each story. The audierme call the specific phone number with
their mobile phone, and a pre-recorded story frowm point of view of the person that
experienced it is played back ([murmur] 2003-ongpirSome storytellers suggest walking
around the area following a certain path, whileesghadvise listeners to stand still in a certain
spot and direct their gazes in specific directiohlé.the recorded stories are also collected

and available on thignurmur] website.
The [murmur] project was started in Toronto's Kensington Maike2003. The same year

the project was implemented in Vancouver's Chinatamd St. Laurent Boulevard in
Montreal. In August 2006 the project was also aglpor San Jose at ISEA 2006.
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Figure 3.4 Image from the [murmur] website illleting a user listening to a story from the phoneiface of
the [murmur] project. In the background is visilslg@reen sign that indicates the presence of com&dated to
that locations and the number the user has toidialrder to listen to it.

3.7.2Analysis

3.7.2.1 Technological Approach

The [murmur] project is location-based in its concept and irtdigoa strategy but does not
make use of any location-tracking sensors or tedgyo In [murmur] there is no automated
location or context-aware detection of the audienpesition to mediate content delivery.
[murmur]’s participants move around the city searching dpecial plaques marked with
phone numbers, which they can dial in order tcefisto the stories. The audience must
actively dial the number provided on the plaquayaged in the specific location where the
story is set, in order to receive the content. paeicipant then listens to the story in form of
a pre-recorded audio message. Potential problertstiis approach are that the audience
may not posses mobile phones or (in the case efational travellers who commonly use
phones issued in another country) that the cosisaig them may be prohibitive. These
comments aside, relying on mobile phones lowers tdodnological bar and no doubt
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facilitates wide audience patrticipation in the pobj Mobile phones are a robust technology

widely distributed among the general public, whoaby large are comfortable with their use.

The project also has a web-based interface. Thentetiace presents a map of the cities that
have been involved in thenurmur] projects, marked by clickable spots where the nobsb
stories are available for listening. The web irdeef encourages people to contribute to the
story database. A recording session can be arrangaullect the story in audio and add it to
the database. However, the web interface doesffeatigely leverage the power of the real
locations when listening to the content, a fact thbstantially reduces how compelling the

material is.

3.7.2.2Narrative Approach

The [murmur] project does not make use of narrative conventsuth as Cardiff's and
Pan’s projects (presented later in this chaptesgeittion 3.7) but rather exemplifies the shift
from old to new media in the narrative domain. Tyodanew media there is an increasing
shift in interest from single to inclusive multigb®int-of-view narrativegmurmur] provides

its audience with stories from ordinary people.tAs [murmur] stories database grows, it
provides the opportunity to collect and listen tloliéional stories and different points of view
on the same facts or places. The space becomescBubjand the history of the space is
presented as a grassroots compilation of subjestorges coming from the people that live in
the space. The narrative structure adoptefhaymur] is described by Lev Manovich as a
new structure for cultural organisation: the das&batructure (Manovich 2001). Databases
are collections of individual items, where evemnit has the same significance as any other.
Manovich suggests that: “rather than exclusionatgtionship, narrative and databases, as
two methods of cultural expression, exist in prdohc tension” (Manovich 1999). In
Manovich’s terms[murmur] uses a database structure to organise its stdey alad to
provide ordinary people with the opportunity to trdsute their own material in the form of
personal anecdotes. This type of narrative stracisimon-linear, can be easily augmented

with additional content and the media can be braviseny order.
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The project uses a documentary style. Interviewth widinary people willing to share their
stories are recorded and edited. The stories direerk to the audience in audio format only.
There is no use of dramaturgical tools such agtseg or adapting the content before
releasing it to the audience. This production fdrroaptures the fresh and spontaneous

contributions of local people.

3.7.2.3Locative Approach

The [murmur] project approaches space and place by annotatienyday sites in several
Canadian cities with stories from local people. &infPope, artist and researcher, describes
[murmur]’s locative approach as a tactic to resist “officiaistories (Galloway 2006). He

states:

In the case of an imposed structure of spaces -athematical description of all
possible spaces — it appears that locative medieatgs at this level of resistance. It
starts to take shape as a tactical media: the [mmjrproject, for example, has
annotated sites in several Canadian cities oftearl@eked in officially sanctioned
histories. Adopting the convention of the ‘commeatwe plaque’, spoken word
recordings are delivered to mobile phones to pewed commentary on specific
locations which are described and located withineatablished representation of
physical space — these are known locations withédcope of street maps. (Pope
2005)

[murmur] successfully contributes to a transformation thergday “unsanctioned” spaces
that the project annotated into places. Peopleyswave anecdotes to share about the places
they live in, for no matter how anonymous and ocadynthey appear, something special and
unique is added to a place when a local persorestas or her personal stories and histories
about it. As a sign of its success, the projectthndology and concept has been of interest
to cities beyond Toronto and to date exported tonivéal, Vancouver, San José, and from

August 2006 in Europe, starting from the city ofribalirgh.
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3.7.2.4 Immersive Approach

The project does not make use of specific narrato@s and conventions to enhance
immersion in the experience. The use of audio atiwot of the city with site-specific
anecdotes works well as an immersive experiencéd@udience. The sight of architectural
shapes, landmarks and streets where the narrateelsssupposedly took place coupled with
relevant anecdotes about the space supports inonernsihe experience.

3.7.2.5Evaluation

The project has not been formally evaluated, bsitsiiccess as an art work aiming at
“bringing uncommon knowledge to common space, amoging people closer to the real

histories that make up their world” ([murmur] 2008going) is demonstrated by its having
been adopted by different cities.

3.7.2.6Perspective

Although the project does not have a formal evadmathe fact that it has been implemented
in a number of cities after its initial Toronto fakation shows the popularity it attained with
locals, visitors and art institutions willing to@ut it and sponsor it. The fresh documentary
and interview style connects the users with thé Ireas of the people sharing their stories,
and the fact that each story is coupled with a keedtion visible to the audience as they
listen to the story is a strong engaging and immerkactor for the narratives. Furthermore,
the choice of an audio format can enhance thenigetif immersion. The audience is
positioned in the location the story relates tod aan wander and look around freely,
focusing on the architecture and peculiaritieshef teal place. On the other hand, when the
audience has to actively look for a plague and ttieha specific number to listen to a story,

the process of immersion can be disrupted.

Due to people’s familiarity with mobile phones, tiierface used to experience the project
can be considered almost transparent. This meaaisthie audience is unlikely to be
distracted by operating the interface while expemieg the stories. This feature of the

interface eases immersion in the narrative expeeie®n the other hand, the very same use
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of mobile phones as interfaces for the projectdrip a second issue related to immersion.
For example, projects like Janet Cardiff's audidksaequire their audiences to decide in
advance to invest a certain amount of time in tiogept and then go and retrieve an enabling
device from a gallery or a specific location. Asansequence of the explicit act, the overall
experience of the project tends to be extremelgepth and focused. This level of
involvement is unlikely to be achieved in a morsualy experienced project lifenurmur].
Finally, one potential problem with the use of melphones is that while local people have
easy access to the project, travellers with intewnal phones may be effectively excluded,
simply because they are reluctant to shoulder tistantial costs of multiple international

calls.

3.8 MIT Media Lab Interactive Cinema Research Group lsiothile Cinema

A significant portion of the research of the formeteractive Cinema group, now Media
Fabrics, at the MIT MediaLab revolved around thesfion: How can entertainment relate to
the user environment? Every person creates and/escstories, through messages, e-mails,
pictures, etc., and these stories are often convated through handheld context-aware
devices. Pengkai Pan and a team of researchersr Gidrianna Davenport’s supervision,
worked from 2000 until 2005 on developing a molsibatent platform called M-Views. The
goal was to build a system for development, depkynand use of mobile context-aware
applications, specifically cinematic location-basstbries. The platform consists of a
client/server architecture, an authoring applicatamd a location-aware engine. Figure 5
below shows the authoring application and the neotddvice part of the M-Views platform.
The M-views platform allows applications to be btfilat let users roam the physical world to
collect story fragments in the form of media clipbe selection, ordering and timing of these
clips are all unique; each person will experiermedtory in a different way, because the path
and timing used to traverse the space affects utsome. This interactive experience is

referred to asnobile cinemgCrow 2003).
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Figure 3.5 Authoring application screenshot (uppart of the picture) and mobile device (bottomtpxrthe
picture) showing a video clip from the 15 minutesjgct. The authoring tools as well as the mobikpthy are
part of the M-Views platform. The illustration issereenshot from Pengkai Pan’'s PhD thesis

Mobile cinema is augmented by physical surroundiagsl social engagement. As the
participants navigate physical space, they trigijstinct media elements that often depict
events at the location where they appear. Thegiaatits also have the opportunity to use an
instant messaging application to communicate wabheother and exchange information
about the story. Users can also meet in persorevexiploring the space for story fragments
and exchange their comments live. The individuatimesegments are acquired at discrete
times and places, with allowance for serendipitaugmentation of the whole experience
through instant messaging (done with the M-viewsnt). During the development of M-
Views, Pengkai Pan and the interactive cinema gmopuced three mobile cinema stories
in order to experiment with the platforrAnother Alice MIT in Pocketand15 minutegPan
2002) (Crow 2003). For the purpose of this thessmll review the three projects.
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3.8.1Another Alice(2000-2002)

Another Aliceis a fiction detective story designed to make ofdhe M-views media
platform. The production dhnother Aliceexplores three main ideas:

- How can a location-based piece of fiction be desigand produced?

- What kind of impact does the M-Views platform hawa both storytelling
/making/ and viewing?

- What forms of storytelling are suitable for molslgstems such as M-views? (Pan
2001)

In the story, the viewer is assigned the role okstigator. The story always starts with the
participant receiving an e-mail telling her to gothe same location: the office of Professor
Eugene. Depending on what time the participanvesrat the location, she meets one of the
following characters: a student, the professor'sretary David or another pre—medical
student. The character tells her that the profeissdead and prompts her to go to another
place to find out more about the professor's ded@tie participant starts to roam different
places where the story is distributed in order dtves the murder mystery. The story has
multiple threads built around the activities of tloeir different main characters: Alice, the
professor’'s daughter, two of the professor’s prelice students, and David, the professor’'s
secretary. As the viewer moves around, she encautite different characters. They tell her
different bits of information depending on their myoint of view of the story events and
also suggest where to go next. The story happenth@rMIT campus at nine different
locations. Seven locations are on the east sidbeotampus, which makes it quite easy to
walk from one to the other. The story has threesids endings depending on the audience’s
walking paths. One ending lets the student escagdeaves the audience with the mystery
of the professor’s death still to solve. The secending lets the user catch the student and
extract the confession that he killed the profesdtth the third ending, the viewer witnesses
a meeting between David and one of the students a@hfesses he had forgotten to fill a
medical prescription that might have caused théepswmr's death. The viewer can reiterate
the story experience different times following dfetient character each time (Pan 2004).
Figure 6 shows different possible story paths tghotlhheAnother Alicemobile story.
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Figure 3.6 Screenshot of the M-Views authorindfptan. The picture in particular illustrates diffemt
possible story paths in the Another Alice mobiteystThe illustration is a screen shot from PengRan’s PhD
thesis

-590-



3.8.2MIT in Pocket(2002 2005)

MIT in Pocketadopts “a day in the life” structure and was adab reflect the atmosphere of
the life of the students of the MIT campus. Thejgebwas kick-started with a workshop at
the MIT Media Lab, where participants started bsgrming about the story and the
characters (Pan 2004). Adopting Glorianna Davergparethodology (Pan 2004), four main
characters and their profiles were created ancetfoes together with a number of supporting
characters such as students, tourists, professodsstaff members populate the scenes and
interact with each other. A few documentary scemes interwoven into the larger
multithreaded narrative about life on the MIT campEour main threads told in over fifty
story events in soap-opera style were producecktstdred in the story database. A team of
five students worked on the production for the swnmf 2002, creating the four main
characters and their stories, scripting, storybogrénd filming the story clips. The team
spent five months filming, editing and composing sioundtracks. Two ways of experiencing
the project were prepared. One version is a thoeg-bBxperience where one day of life on
the campus is mapped to three hours of real time:fitst hour contains all the clips that
happen in campus in the morning, the second hdlecte the early afternoon and the third
hour the rest of the afternoon. The other verssomiabsolute time, where the story events
unfold during the real time of the day (Pan 2004)e story can start from any of the chosen
campus locations and provides a more casual vieexpgrience compared &nother Alice

As the viewer walks around campus, she receivestimcbased messages prompting her to
view the video clips associated with the time aodations she is in. Figure 7 shows the
different locations of the MIT campus where stooyptent is available to the participants.
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Figure 3.7 Screenshot of the Authoring tools of/Mws. The picture illustrates in particular difét story
locations on the MIT campus. Through this interfieeauthors can place a nd move content to bdabhlaiat
different locations of the campus. lllustrationfrd’engkai Pan’s PhD thesis

The viewer can follow one or many different stdmyetads to see how all characters meet and
interact with each other. The story events aretectraware in the sense that they are
sensitive to the location and the time they hawenlaapped to. For example, if the viewer is
rushing through the MIT courtyard at 10.00am hesloe will be sent a clip of a student

rushing to class at the same time of the day irséimee location.

3.8.315 Minutes(2003 2004)

15 Minutesis a mobile cinematic thriller, created by Davico®, and produced by a small
crew of MIT students with the purpose of using aagperimenting with the M-View
Platform (Crow 2003). The story takes place arotimde different locations of a fictitious
corporate building, InfoSafe: a conference roomictviis the CEQ'’s office, an elevator and a
photocopier as shown in Figure 8 below. Governndad is secretly stored in the building.
Rumours are spread about a possible robbery abdwgpen. The story unfolds over a 15
minutes time frame. The viewer/player has to inges¢ the rumours about the leakage of
secret information in the office by encounteringmetters and receiving information from
them. There are three main characters: David txeatr repairman, Michael the CEO and
Eve the attractive secretary; and three suppodiregacters: Chi a professional hit man, and
two policemen. The three main characters proagtitak to the participants, asking them to
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do certain tasks or go to certain locations. Balig\them or not, following their instructions

or requests, will lead the viewer/player to differendings of the story.

Figure 3.8 screenshot from M-Views authoring tédlove, a map of the locations where the storyerris
retrievable. Below are three screenshots of maaratters of 15 Minutes. Picture from Pengkai PaphD
thesis

There are 18 possible ways of experiencing theysiidne story will be coherent no matter
what path the user takes through it. Unlike anofresther Alicewhere all users start from
the same location, dIT in Pocketwhere users can start from any location, partidipaan
choose to start from any of the three locationse place where the experience is made
available to the public may or may not be the s&oations where the story was filmed and
conceived 15 Minutescan be set up in any building equipped with an.BD2wireless
network.

3.8.4Analysis
3.8.4.1 Technological Approach

Another Alicewas designed for GPS-enabled handheld devicesnifial version worked
with both GPS for outdoors and radio beacons feritidoor spaces. Féfit in pocketand15
minutes the technology used to make the content locatiware is based on triangulation of
wireless node signal. Wifi triangulation, compatedGPS, has the advantage of working
indoors while GPS can not. On the other hand, Wi#ngulation requires to have been set up

in advance indoors and outdoors, which is not abyanssible.
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For all three projects, the interaction with thergthappens through location-aware handheld
computers. Videos are played transversally on thallsscreen, taking into consideration the

aesthetics of a small mobile screen in the way titvatstory characters directly address the
viewer, and exploiting the feeling of intimacy traich a small screen can stimulate. This
factor adds to the thriller and mysterious atmosploé Another Aliceand15 Minutes while

it enhances the feeling of being let into studehtgs within theMIT in Pocketday-in-the-

life narrative. From the evaluations of the pragedt has been reported that the interface was
overly complex (Pan 2004). The presence of videmtesd advertised by a text message,
which had to be opened before viewing the videp;ctiade people impatient. The problem

was acknowledged after the evaluationMifT in Pocketand the interface was simplified

with the second version of that project.

3.8.4.2Narrative Approach

All the three projects blend fiction and realitydbgh the use of narrative conventiondT

in pocketadopts a soap-opera style to tell the storieshefday in the lives of four MIT
students, whil@nother Aliceand15 Minutesuse thriller and murder mystery conventions to
involve the viewer in a first-person investigatiohsome obscure situation. They all make
use ofcinematic language to convey their stories to flegvgr. To produce cinematic media
for small portable device screens it is necessarthink in terms of carefully constructing
simple but visually interesting scenes. While oe diand the small screen of the PDA is not
suitable for wide shots of landscapes or visuallynplex scenes, on the other hand it is
useful for leveraging the intimacy of the viewerdge/screen relationship. The narrating
character addresses the viewer in first persordaedts her towards specific locations in the
real space. Extreme close ups on the charactefgegsions give the small screen the
possibility of conveying a personal relationshigween the viewer and the character. In all
the Interactive Cinema projects reviewed here, nhgator addressed the viewer in first
person, pulling her into the story events, askieg to do things and to go to determinate

locations.
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A viewer of the work must depend on the charactesrder to experience the work:
[The spectator] can literally do nothing withoutetlhelp of the virtual character.
Virtual characters are free in their world whilesitors need help to walk in and
explore (Cho 2004)

The story structures of the three projects conthfferences and similarities. In all three
projects the plot development is time dependentcéehronologically ordered: as the story

unfolds, the time progresses and cannot be rewound.

In Another Alicethe viewer must get to the specified locationsinita certain time to be able
to meet certain characters and receive importdotrmation in order to solve the murder
case. If the viewer does not make the locatiomnne t the story results in a different ending.
In fact, the plot of the story is unique and italdE over a certain timeframe. The events do
not change, regardless of the path the user tékeagh it. But the viewer learns different

things depending on the time she arrives at tiereift locations.

The MIT in Pocketstructure is looser than the other two projectse Todular structure of
the story database allows audience members tote@rexperience from any point of the
campus. The stories can be viewed in different rsrébeit the events progress linearly over
time, framed by the day-in-the-life story structufde difference from the other projects is
the open database structure holding the story feaggn The database is extensible. The
reasons for this choice are twofold. First, the iH@obinema experience requires a certain
density of content to be enjoyable. The cost aratiyetion times can be very long and it
might need reiteration of the process to be abkeach enough density for the experience to
be enjoyable. For this reason, production woulerofhappen in two or three stages. The
second reason is to allow contributions from thenmas inhabitants to the database at later
stages of the process (Pan 2004). The extensile pdcket database has been developed by
expanding the work of Davenport and Murthaugh fribra Evolving Documentaryroject
(Davenport 1995). The idea at the basis ofEkelving Documentaryroject is to separate
the content from its description and presentatiod divide it into interconnected pieces in
order to redefine the relationship between theystitre author and the viewer (Davenport
1997).
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The structure o15 Minutesrecalls the structure @nother Alice The viewer is more akin to

a player of a game. She assumes the role of tlestigator and has to make choices in order
to find the truth in relation to the rumours of tledbery about to happen in the building. The
story experience is more flexible than thafobther Aliceor MIT in Pocket This means that
the participant can start the story from any ofttiree locations where the story is set and the
story will be coherent, no matter how she walk®euigh the story. The events of the story
develop over a finished period of 15 minutes, aftbich the story is over. Different paths
through the story are possible during that tidweother Aliceand15 Minutesstories have a
closed structure. The design of these story strestimplies that the author scripts and
designs the whole story and closes the structuferdgroductions starts. No more story

fragments can be added subsequently.

3.8.4.3Locative Approach

In mobile cinema, the surrounding space is used dssign element in the story design,
production and interaction. For Another Alice artsl Minutes, the stories are distributed in
real space and are viewed in the locations wherertedia was shot, although the fictional
story content does not relate specifically to tie where it is filmed in the same way as in
MIT in Pocket. Both Another Alice and 15 Minutesnche set anywhere, as long as the
timing between the story clips is preserved. Havethe demonstration of 15 minutes both
at the UbiComp 03 conference in Seattle and sulesglyuat the MIT campus in Boston,
where it was originally filmed, showed how partaifts appreciated recognising the
locations around them as the setting of the stbhe participants reported that recognising
the locations in the story as identical to the @umdings where they are experiencing the
mobile cinema narrative helped them to engage with plot and stimulated immersive
feelings in the narrative. For MIT in Pocket on tdtker hand, which aims to portray a day in
the life of campus students, content is site-speaiid can be experienced only on the MIT
campus in order to work to its full exteitor the MIT in Pocket experiencifteen indoor
and outdoor locations were carefully chosen. Thierca for choosing these locations were
twofold: firstly because of some notorious actestithat happened in those sites, e.g. the

robot competition, or secondly because of archiratiandmarks positioned in the site (Pan
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2004). The stories will then reference those lan#tsar activities and the surrounding
space, stimulating connections in the viewer's nsetiveen the story and the surrounding

location.

3.8.4.4lmmersive Approach

The dialogue addressing the viewer in the firstsperis a powerful immersive tool. It
connects the participants directly with the storgrgs and characters, stimulating immersion
into the narrative. The fact that the story is dgpt in real space and time enhances the
explorative atmosphere of the story, engaging getplinvestigate the mysteries for both
stories:Another Aliceand 15 Minutes The investigator has to physically reach and @epl
certain places in a certain time in order to bes abl solve the mystery. As we mentioned
earlier, at the UbiComp 2003 demonstrationl6fMinutes the fact that the story locations
did not match the real locations diminished thdihgeof immersion of the viewer into the
story (Pan 2004). In all three projects, the viésvekperience is close to a player experience.
The story has to be completed by the participamirder to explain the murder mystery, the
robbery rumours, or to get the flavour of the daythe life of the MIT students. Being a
player as well as a spectator improves immersigheémarrative, as Ryan explains in a note

to the review of her book ddarrative as Virtual Reality

In hypertexts and hypermedia the reader becometayerp In most cases, this
importance is theorized by means of the conceptsnafiersion and interactivity.
Precisely because of his active involvement, treeleeplayer loses himself in the
computer game he is playing, or in the digital te&tis writing with the help of all

kinds of computer techniques. (Herman 2006)

3.8.4.5Evaluation

Another Alicewas tested in 2001 by 12 participants trying tkgegience in the MIT campus
and commenting on it. The M-Views post productiool$ were completed only after the
story had been conceived, scripted and produced. ciiiected comments were mixed.

People did get a feel of the story and its form Hrecharacters. Participants expressed the
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preference to have a more interactive messagingemipg and stated that they would rather
have messages relating to the story delivered gr@tmails rather than instant messages
(Pan 2001).

The MIT in Pocketproject was evaluated during the first few mor@h2003, using a sample
size of ten students from MIT who were invited ity the project. The audience was helped
only if they asked. In this way the evaluation waade as objective as possible. In general,
the results showed that people felt the conneatith the place was very powerful. They
enjoyed the fictional stories about the studentd some whished there were more clips

available. In details, the evaluation showed that:

- The project is high maintenance, because of tloet dattery life span; the battery
had to be changed twice during a three-hour expegieDue to a sub network
configuration issue, a server laptop had to beiedwith the viewer at all times, but
because the M-Views system was not completed byirtine of the evaluation (Pan
2002), the location detection was incompatible witle MIT campus wireless
network.

- The author’s expectations on to the project were high. The time and costs of
production were more than twice what were expedi@r filming major actions, it
took two team members a whole semester to do teegroduction and create the

story scripts with M-studio tools.

- The interface was too complex. It involved theteps of receiving the message,
reading it and clicking a button to launch the widi the next version of the project,
the interface was simplified so that the video woglay automatically when

received.
- The extensibility of the story database workedl wéh the new content added and

filmed after the summer of 2002. The new conternd hat been tested in the

framework of the overall user experience aftermee clips were added.
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15 Minuteswas evaluated twice: at UbiComp in 2003 with 14dvaets of questionnaire and

at the MIT Media Lab in 2004, where 18 people triks@ experience and completed

guestionnaires. The comparison of the two evalnatresulted in the following insights:

Matching story presentation and story productiazatmn matters and intensifies the
mobile cinema experience in general. First, it bedpdience members navigate the
real space; second, it reinforces the story atnmergpand participants are more likely

to immerse themselves in the story.

The content is critical to the experience. Althodgbations matters, the content is

key to engage the participants.

The way participants interacted among themselvedifferent from the authors’
expectations. The interaction happened in a moréaadfashion, with participants

preferring face-to-face communication rather thestant messaging.

Agency is needed for the users to feel engagethanstory. The users have to be
aware whether they are affecting the plot and hatverwise they feel confused or

frustrated, and that prevents them from engagitlg ifuthe experience.

3.8.4.6Perspective

The lessons from the three mobile cinema produstame multi-fold. Drawing from Pan’s

dissertation (Pan 2004) and publications (Pan 2004 summarise them as follows:

Pan’s projects highlight the importance of tightbnstructed scenes where every text,
word and visual cue enlightens the viewer on sotoey sletails, such as characters,

plot, or which location the viewer should go to hex
In Pan’s work and in mobile cinema in general, @iser is not only watching but is

actively engaged in moving through the space anetingg the characters. This fact

positions the viewer experience closer to that plager participating in a game.
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- Pan’s mobile cinema stories unfold in time as \aslispace. The viewer can visit the
same locations multiple times and retrieve differgory contents, because the story
plot is progressing in time. The effort of designitontent for such structures is very
costly in terms of story-content authoring and e design, in order to maintain

coherence in the story events and engagement hyeers.

- The evaluations carried out on Pan’s story projéagblight the importance of the
connections of the story settings with the realcepahere the story is experienced.
Displaying15 Minutesin two different situations demonstrated the int@oce of the
connections of the story setting with the locatidmere the story is experienced. This
connection helps engage the users in the narrakgerience and stimulates

immersion.

3.9 Rimini Protokoll
3.9.1Call Cutta (2005)

The projectCall Cuttais a remotely guided tour through a city, definsdits authors, the
artist collective Rimini Protokoll (Rimini ProtoKol2006), as the first mobile theatre
performanceCall Cuttawas funded by the German Federal Cultural FouodaBoethe-
Institut, Max Mueller, Bhavan Kolkata, Hebbelthegaten Ufer Berlin and supported by
Databazaar India. The project was launched fofitketime on Saturday, 26 February 2005.
Two parts of the project exist. The first one happm Kolkata and the second one in Berlin.
In the first part of the project, the participaatguided through the city of Kolkata through
the voice of a remote person calling from an anamysnKolkata call centre on a pre-
arranged mobile phone. The conversation moves leetvagnall talk, intimacy and the
biography of the people talking. It is up to thetg#pant to decide how far he wants to get
involved in the relationship with the person on titleer end of the phone.

After a while some callers or actors may switcla twaiting call, or take over another

tour. Sometimes the audience gets switched to-agomrded piece of music or is told
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to sit somewhere: I'll call you back later, haveddfee till then — and the assistant or
guide is no longer online conversing to the usée €ity returns an unknown place,
with out the mediation of the caller. (Rimini Priadl 2006)

The second part of the project takes place in Beiti started in April 2005 and ran for
several weeks. The actor is situated in a callreantKolkata and the “walker” or participant

is in Berlin. During the remotely guided tour thfieym a relationship.

They help each other through places and spacesgspy aspects of the city, sharing
and trading confidences, and developing mutuat tmich overcomes any loneliness
the theatre-goer may feel. The relationship becamndatimate conversation between
two people from different cultural backgrounds, dinel theatre-goer opens doors to a
building which he had never dared to do before isrolwn, trusting his Indian guide
increasingly, trusting the voice of a person whs haver been to Berlin himself.
(Rimini Protokoll 2006)

For the purpose of this thesis we will focus odertion on the Berlin version of the project,
as it involves a story element narrated to theigpant during the remotely guided tour of
the city. The experience starts with the participenBerlin buying a theatre ticket and
getting a mobile telephone at the ticket countethwine request to call a specific number
immediately. The piece begins with the call: aforezorded announcement reveals that the
call will be forwarded as soon as one of the custoservice lines becomes free. The initial
dialogue of acquaintance turns into a story thatattor/employee narrates to the theatregoer.
The story is the adventure of Subahs Chandra Bossyn as Netaji, who was a member of
the Indian independence movement at the same tam@handi. Netaji spent two years in
Berlin (1941-43) trying to get some support frontléti for the liberation of India from the
British colonial power. The results were null an@t&i moved on to Japan. In Berlin
remained his office, a radio station called “Freelid” and a thousand Indian soldiers
belonging to the “Free India” legion, who were sedpsently incorporated in the German
Wehrmacht. During the story, the voice on the tete® guides the participants through the
streets of East Berlin to discover places and ¢bjdisseminated around the neighbourhood
by the authors of the experience. The instructamesvery precise and initially sound as if the
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employee can see exactly what the theatregoereisg@nd can thus guide him from one
house corner to the other. The participant is l@d & courtyard, for example, to find a
picture of Netaji exposed behind the glass of st-filoor window, or a sticker of a tiger, the
symbol of the Free India movement, hidden behigdréage bin. The Berlin theatregoer gets
to trust his Indian ‘pilot’ more and more. The rkss that the participant ends up following

the caller instructions and exploring beyond whatdould have dared to do on his own:

He opens doors to buildings which he would neverhdared to on his own, takes
the lift in the SONY-Centre, lands up in the emgtoait tower of the Postbank (postal

bank) and looks over the rooftops of a city withogce guiding him from another city
more than 10 flight hours away. (Subhro Saha 2B8d#jni Protokoll 2006)

Figure 3.9 Screenshot from Rimini Protokol's webslustrating the Call Cutta project.
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3.9.2Analysis

3.9.2.1Technological Approach

Although it does not make use of location-awarénetogy, theCall Cuttanarration is very
tightly linked to the locations targeted by therative. The content is only available at the
specific location because the actor/caller makes the participant is in the right spot before

relating the part of the story that refers to tkaat location.

3.9.2.2 Narrative Approach

A highly dramatic narrative style is employed tdl tgart of the story of Netaji to the

participant. The rest of the conversation betwéenparticipant and the actor-caller is partly
a real dialogue between two persons with very diffebackgrounds, and partly directions to
guide the caller to fictitious locations while hevery concretely passing through the real
city. And when the participant reaches certain Spibte actor starts telling part of the Netaji
story. The city is discovered, interpreted andtegpreted by the caller, who is from a totally
different city. At times, the actor performs sounadisic and explanations in real time, that
are layered in the viewer’'s mind onto the traverpkte. The experience is in this way a

mixed theatre performance and mobile story.

3.9.2.3Locative Approach

The place and the story are tightly related. Tiueystller would link the story about the
Indian independence movement to a specific plac®&eanin. The participant's mind is
transported back in time and his body to specibications of Berlin, where the city still
shows physical traces of the past. For exampleadléence is taken through the back streets
of Post-Dammer Platz to an abandoned green lotentherrailway track of the former Berlin
train station (before the Wall was built) is stisible in the grass. The voice of the caller tells
the participant to imagine the noise and the calaifrthat place when it used to be the main
railway station of the whole of Germany. During dedimes that now abandoned place was

populated by hundreds of people getting on andtlwdf trains. The result is a powerful
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immersion in the story through the resonance ot padsl present happening in the same

location.

3.9.2.4lmmersive Approach

The immersive power of the story relating to lorang history and places is powerful. The
immersive power of the artwork relies on the stroeigtionship that is established between
the participants and the narrator. The participardts the narrator and is willing to suspend
disbelief and surrender to a vision of the city afidhe place that is generated only by and

during the experience by dialogue between thercalid the participant.

3.9.2.5Evaluation

The art project received attention from media fedsi and magazines, but this does not

encompass a formal type of evaluation.

3.9.2.6Perspective

The Call Cuttaproject sends the participant on a remotely cdletieexperience of a city, in
search for traces of Calcutta in Berlin, and BenlirCalcutta. The strength of the project is
the combination of narrative with live performarimethe narrator. The lack of sophisticated
location-aware technologies used to deliver thetemdnemphasises the importance and the
versatility of human performances in narrativetedflaprojects. At one level the project
investigates the roles of call centres and the rexpee of the people who work in them.
Traditionally, call-centre employees are subjedtedtrict limits in self-information. ICall
Cutta too, the callers are informed about the weather,néws items in the press, and the
football results from the other city where they gueding the participant; but these small talk
contents are important requisites in the call egntself an audio theatre, in which round the
clock, thousands of people are given the innerrasse that they are speaking to someone

from their own cultural domain. (Subhro Saha 2004)
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3.10Mobile Bristol Context Specific Location Aware Dram

In November 2002, the Mobile Bristol research teamgded by the Department of Trade and
Industry, HP and local supplier Appliance Studitarted to research and develop mobile
location-aware applications that would fulfil Maeiser’s vision of “Developing machines

that fit human environments rather than human lgatanfit machines, and using computers

will be as refreshing as a walk in the woods”. 2&005)

A series of location-aware applications have bemrelbped since 2002. For the purpose of
this thesis, we review in detail the interactivaypRiot!1831,which involves location-aware

technology and dramatic narrative.

3.10.1Riot!1831 (2005)

Riot!1831is a mediascape (an application that runs on alenolent which delivers digital
media in response to contextual cues such as G&fidn),in the form of an interactive
location-based drama based on the real histoneatte that happened in a public square in
Bristol. The project brings to life the riots of 3Bin the square where they happengte
experience is designed to make the audience feaéltlasy are walking through an invisible
riot, eavesdropping on a parallel world, bringingtdry alive for people. A GPS-enabled
device identifies the user location and triggenstent, delivered to the participants through a
pair of headphones as she walks through the sgAarthe audience member walks around
the square, she triggers different audio contemraling to the design of the authors/creators.
The application was open to the public and expegdnby 700 people. Some of their
comments were collected and these form the basieddvaluation criteria for the work.
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Figure 3.10 Map of Queen’s Square where the B831 interactive play is located. On the side efnight-
hand side of the map there are some photograptteedmportant landmarks of the square, from topdttom:
the custom house, the statue of King William and Wbould's house

3.10.2Analysis

3.10.2.1Technological Approach

The technology used by the project is a GPS-end®@d. GPS readings identify the user’s
location and trigger content, simplifying complegeu interfaces where the users have to
browse articulated databases of informatigmt!1831uses a mediascape that is controlled
by user displacement through space. As the audiem®ber walks around the outdoor
environment with a GPS-enabled iPAQ and a pair @adphones, the device triggers
different audio content linked to different regiomsarked in the square according to the

design of the authors/creators (Cater 2005).
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3.10.2.2Narrative Approach

Riot!1831 was commissioned by the Mobile Bristol team anddpced by professional

authors and actors. The play was designed for peeifsc locations of Queen’s Square in
Bristol, England. Lack of description of the plagelf makes it impossible to analyse from a
narrative point of view. Having called the art waKplay”, we assume it employs narrative

convention belonging to drama and theatre, buunibér information is available.

3.10.2.3Locative Approach

The distinctive feature of mediascapes is theik lbo the physical environment. For
Riots!1831a digital landscape, or mediascape, was createddday the physical world. A
mediascape runs on mobile devices and capturesldigedia in response to contextual cues
such as location. A specific trial was designecevaluate the mediascape’s effects on its
audiences, highlighting factors that have led toagim moments”, i.e., moving and

memorable moments that people really value.

3.10.2.4 Immersive Approach

Studying the phenomenon of immersion, Cater conspanenersion as a measure of success

in games and virtual reality experiences:

Immersion is often used as a measure of succesgames and virtual reality
experiences. It has a strong affinity with the eigrece of flow, where the sense of time
and self are lost, and attention is completely $eclion the current activity.

(Cater 2005)

Cater continues:
Unlike computer games where the environment is ksited, in a situated experience

the environment is a real public space where physicuctures and social protocols are
predefined. Elements like weather, other peoplenals, noise and other events cannot
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be controlled and will become part of the experger@ur research examined how these
elements, combined with the physical aspects of emmnts, affect how immersed

people can become in an experience. (Cater 2005)

The following considerations were made by the MoBitistol research team after evaluating
their location-aware interactive work. Immersioraigansient state. It can end and start again
later. A range of feelings from immersion, to eupagoterror and confusion are generated by
the experience. The circumstances that lead taethbdts are important for the design of
immersive location-based story systems. Equallyoirigmt are the designed pauses or
unplanned events that lead to the interruptionhef immersed state. If the structure and
content of the narrative is not sufficiently engapithe attention is lost more easily. The
Riot!1831play is audio-based, and sometimes the participamsrted that they needed to
close their eyes to feel immersed. The blendindifférent audio tracks (pre-recorded noises
of the location, the voices of the artists, stepotlow, other noises and sounds) makes the
fictional and real, past and present blend togestanulating feelings that range from fear to
surprise, to wonder (Cater 2005).

3.10.2.5Evaluation

The evaluation of the project was tailored to idfgrand describe the situations and factors
that lead to satisfactory immersive, aestheticaidyfisfying experiences in mediascapes
(magic moments) and how to design the experiencghe$e moments without them
appearing contrived (Reid 2005). The findings aimarily based on the analysis of public
reaction to the interactive plagiot!1831 The interactive experience was available to the
general public for 3 weeks, during which 700 peopled it. A total of 563 useable
guestionnaires were produced, 531 trace files waokected and 30 semi-structured
interviews and 4 in-depth ethnographic case studéess conducted. The Mobile Bristol team
examined in detail people’s reactions to the ptsj@nd used quotes from the structured
interviews to illustrate their study. We reportdsglimplications for future design that were

extracted from the analysis of these questionnaimésrviews and case studies.

-77-



- Physical and virtual collision.

When an event in the virtual world resonates inrda world, e.g. a seagull mentioned in
the narration flies in the sky, the audience exgmes a collision between the physical
and the virtual worlds. These collisions of phykead virtual do not impede immersion.

On the other hand if the collision does not relatehe story nor the real world, e.g. a
passer by asking for information, the result isijgy and does not facilitate re-immersion

in the virtual world. The challenge for the futusehow to design for these coincidences
or design expressly for these collisions, crea@magnts that happen synchronously in the
real and virtual worlds. For example, if you knoketarea is likely to have seagulls

around, you can incorporate one of these in thealinorld.

- Sensory confusion.

The feeling of confusion generated by not knowihthe sound was real or part of the
soundscape was often mentioned. This fact genecatd@dsion and disturbing feelings in

the audience rather than a pleasant sensatiort, Wwas a memorable effect, so the team
counted it as a “magic moment”. Good future deswhhave to build up awareness for

the virtual environment and create receptivenesBaraudience. Part of this effect can be
achieved through the atmospheric quality of thendothe skilful placement of the sound

clips and the narrative structures.

- Looking at the world with new eyes.

The fact that theRiot!1831 play was represented in the square where thenatigiot
happened was important. This was especially stotal people who saw the square with
different eyes from then on, as reported in thaltesof the project evaluation (Cater
2005).

- De-familiarisation is an important function of art.
A project such afiot!1831makes us look again at what we take for granted.nen-
locals, the experience brought history to life.

- Traversing the square.
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There were four main patterns identified from thece files: a random walk and three

structured categories—circles, paths and policemar

- Social bonding.

Despite the use of headphones, the people patiigpa the project could identify each
other by the back pack they had to carry; so therea feeling of experiencirigjot!1831
as part of a club. People who had the choice wmatlter experience the project in pairs,
splitting the headphone audio channel. People epeng the project in pairs were

observed smiling and nodding when where hearingnawit content.

- Design implications.

Unlike classic HCI methodologies, design of medipes need not start with user
studies. This is not to say that a user study tsvatid, but according to the Mobile
Bristol team it is not the starting point for mestiape types of applications. For
mediascapes the start is the context, or envirohthahdetermines the content or subject

matter, the application, and the interaction design

3.10.2.6Perspective

An important contribution of the project to the damm of location-based narrative

applications was the identification of emotionatlyarged moments called “magic moments”.
These momentsvere generated by the project in the audience’sdsnioy the process of

walking through the real space and interacting i digital media. Furthermore, a set of
guidelines were identified by the evaluation of greject that we report from Cater’s paper
(Cater 2005) :

1. Continuous sound through a loop helps immersiom, the loop can also be

disturbingly repetitive.

2. Walking unencumbered is pleasurable.
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3. Coincidences between virtual and real world creasgic moments. How can we

design for those moments especially if they araa@dences?

4. Design for immersion recognises the need of snipatioving the user in and out of

immersive states.

5. Sensory confusion can be a deliberate design ehoic

6. History-based mediascape exposing authenticityobegomowerful.

7. People will use the most obvious paths to moverato

8. Opportunity exists for social bonding during thesdiascape. Sharing a private

moment in public space.

Although some of the above conclusions are obviseush as points 1 and 7, for example,
others are enlightening for the theory and practiteonstructing mobile location-based
stories. The framework of the project developmemanlinear and cyclical. This approach
combines iterative development and testing withlysma and evaluation of the context,
content, interaction and user study. As the modetsdesign deepens, the designs and ideas
are validated by testing prototypes. Mobile Bristallls this methodology “Experience
Design”. (Reid 2005)

3.11Analysis

On the basis of this review of work done in theaaoé location-based stories, we make the
observation that the approaches to locative medraatives vary from project to project,
combining different genres and technologies togetheorder to experiment and find
aesthetic and artistic value, or principles an@éaesh insights. This is perhaps characteristic
of a young and emerging field. Figure 12 below enés a summary of the projects reviewed
in this chapter.
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Site- Use of Media Location Evaluation
specific | Narrative Language | aware
Conventions technology

The Missing yes yes audio only none none
Voice (Case
Study B)

yes at times audio and none none
Telephone Call visual

yes yes audio and| none none
Her Long Black still
Hair pictures
Invisible yes no audio GPS none
Cities/Sounding
Baltimore

yes no audio none none
[murmur]

yes yes audio GPS none
34 North
118 West

yes at times audio none none
Call Cutta

yes, but | yes cinematic | WiFi yes
Another Alice can be triangulation

adapted

to other

places

yes yes video WiFi yes
MIT in Pocket

no yes audio and | WiFi yes
15 Minutes visual

yes yes audio GPS yes
Riot!1831

Table 3.1Location-based multimedia stories characteristitesraary

In general, by transposing narratives to real spat®cation-aware narratives push the
boundaries of interactive narrative in a way simila the way in which hypertext pushed

linear story structures. Hypertext and location+a@astories are both concerned with spatial
and navigational relations between story fragmeigertexts are web-like systems where
fragments of information can be encountered andxexnby the readers as they navigate
through the space of the work. The author desigasbntent and the pathways through the

system and encodes the packets of information asri@s of clickable nodes. Forming
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pathways between nodes in hypertext gives the agthtrol over the closed structure of the
work. But in location-aware works, this structuseopen and unpredictable, dependant on the
path that the audience chooses to take. The andehich the fragments are experienced is
truly open and the author has no control over wipiath will be chosen by the participants.
After designing the overall narrative structures #uthor relinquishes control to the audience.
The author’s determination of the paths is erasetl the audience has total agency in an
uncontrollable, unpredictable way. We believe thatuse of the city as a linking system, the
freedom in which the audience is let explore thg and the story space some of the major

strengths of these kind of projects.

An issue often encountered with artistically oragatl projects is that they lack a formal

evaluation of their results and the effect theyeham their audience. Art projects tend to be
experienced by a diverse audience, whose opinipima@ressions are left unrecorded. Janet
Cardiff's evocative and compelling work is a goodhmple of this. The art practices do not
include evaluation methods. One reason for thikas there is still an open debate on both
the value of, and how to conduct, formal evaluaiom the domains of the arts. These
problems are exacerbated by the difficulties inedlvn evaluating complex interdisciplinary

fields and the general lack of a methodology. Reseprojects, on the other hand, use more
scientific methods to measure users’ experiencesgualitative and quantitative evaluations

such as interviews and questionnaires.

In the analysis of the reviewed projects, we haglighted the use of a range of different
narrative styles, from narrative conventions foorgkelling such as dramatisation of the
events, to documentary style interviews relatingpbe’s testimonials about stories and
places. One project (th@all Cutta project) adopted a combination of storytelling dive

performances, where the artists connected andchottat with their audiences in real time.

Not all location-based narratives make use of looafracking technologies. Other
approaches involve the use of a narrator to difexparticipant’'s gaze and body through the
space. However, more than half of the projectsereed used GPS tracking to locate the user

in space. A smaller set, 20 percent, opted to uge $\gnals to track users.
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Interfaces to the projects ranged from CD playewd \ddeo cameras, to mobile phones and
PDAs. The interaction strategies were diverse, ui@ipg on the type of technology and
interface used. For example, with PDAs users calk awund and experience video and
audio delivered to them on site, whenever they Bagp be in an appropriate location. With
mobile phones, the audience is required to sitia&df in the key locations and actively
request content by dialling a number (e.qg.[thermur] project), or asked by the narrator to

wait until they reach a certain spot before contigwith the story.

Through this review, we have identified three meategories in which the location-based

narratives can be grouped:

1) Distributed Soundscapes and Audio Based Storiessdlare projects in which
artists and researchers have expressed themsealhbg iarea of location-based

stories through audio and sounds installations.

2) Distributed Multimedia Stories. These projects imreostories experienced on the
move (by a mobile audience and through portablecdsvsuch as PDAs, laptop
computers and mobile phones) and expressed in -®iglial media. Their
methodology and design and content can be expartédeproduced for different

locations.

3) Site-Specific Distributed Multimedia Stories. Theaee site-specific stories,
distributed in real space, that make use of audi@lilanguage and mobile media
to link stories to places. These narratives alwagge an exclusive link to the

specific locations in which they are set.

Although most place-based narratives make usermedorm of location-aware technology,
they do not necessarily have to. For example, tesysould involve fixed public screens,
which react to the presence of their audience alehse site- specific content, or pre-recoded
media that play back as the participants walk adahe place, instructed by the author, such

as in Janet Cardiff's work.
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As a result of our categorisation of location-baseiy projects, we can now situate LAMS
as a subset of the category of site-specific tisted Multimedia narratives. This thesis
therefore defines LAMS as narrative systems thatifipally make use of location-aware
technologies to locate and embed audio-visual cdontespace. This is illustrated in Figure
3.11 below.

-
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Figure 3.11 LAMS as a subset of the Location B&edes domain
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3.12Synthesis: LAMS

LAMS possess the following characteristics: they anobile, distributed or spatialised, site
specific, location-aware and make use of multimeuhd cinematic conventions. A narrative
is mobile when its content is experienced on thevemby its audience. The narrative is
distributed when its content is fragmented and efded in real space. In this way, its
audience has to roam real space to collect stéoynration. The content is site-specific when
the same experience cannot be set up in diffexgatibns without having to rewrite or
extensively adapt its content. These narrative$ Wih stories that are still experiences on
the move, but the story content closely relatebédocation where it is made available to its
audiences because the story happened, was conceiveds filmed in that particular
location. For such projects, the real place isrdnnsic part of the story experience, and a
special resonance is triggered between the ree¢ @ad the media artefact. The audience can
relate the story to the location where it is expeced or where the narrative fragment has
been retrieved. The spatial distribution of therysto the relevant locations is considered a
design element and an expressive tool for the authathermore, LAMS are multimedia
audio-visual productions, often making use of ciagm style, in other words, using
appropriate dramatic conventions and audiovisuguage to narrate the story events.

3.13Summary

In this chapter we have reviewed mobile locatioeesic story projects. We have identified
similarities and differences among the projects andlysed how each one deals with the
issues of narrative, space/place and immersionaMéeconsidered if and how their work has
been evaluated for academic purposes. We have dsp&aific categories for different types
of location-based narrative projects, and withiis ttlassification scheme we proposed the
term LAMS (Location Aware Multimedia Stories) to steibe a specific approach within

locative media practice. We propose the term agmamgontribution of this thesis.

-85-



4 CHAPTER CASE STUDY 1: HOPSTORY

4.1 Introduction

In this chapter, we present the Hopstory concegti@nimplementations, versions 1.0 (H1.0)
and 2.0 (H2.0). Hopstory (Nisi 2004b) (Flanagan4)(8 our first experimentation in LAMS
systems. We conceived and designed the Hopstordy thi¢ intention of looking at the
potential as well as the constraints of digitahgiglling in the context of LAMS. By pushing
the boundaries of visual cinematic narrative beyttredopportunities offered by linear media
as well as interactive CD Roms that make use adescbased desktop computing as their
main input and output. With Hopstory we decidegaosition the story out in the real space
where the audience physical navigation of the sp@o®mes a blind editing process of the
story material. In Hopstory, the audience membeasemble their own versions of the
narrative based on their progress through the spatcerithout changing nor choosing any of
the particulars of the story itself. Furthermdre project explores how story content can be
linked to the place in which the story is set argdegienced, allowing the space to express
history and personality. In this chapter, we diégcthe experimental approach we took to
distribute the story in space and time, the creasiod production processes, the interaction
and interface design and its technical implememtatiThe complete audiovisual story
material produced for Hopstory is included as suppwterial in the NisiPhD DVD. In this
chapter we also present a relatively informal eatadun of Hopstory version 1.0 and highlight
principles that may prove useful for future LAMSuliSequently, we describe the design
principles of Hopstory 2.0, which was implementedtbe basis of the feedback collected
from the first version. Finally, we summarise oundings and the lesson learned from both
versions of the Hopstory project.

4.2 Buildings as containers for stories
The Hopstory combines multiple-point-of-view naivatwith the metaphor of a building as a
container for stories. Buildings and architectusauctures can be inspiring elements in

interaction design as they prompt the audienceakimgy actions that are at the basis for a

successful interaction design strategy.
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Architecture is said to be interactive becausdidws the visitors to participate in the
keys steps of interaction: observation, exploratimodification, reciprocal change.
Elevator, windows, doors, staircases, all theseiremments are potential for
interaction, but an empty building is only a frafoe what happens there. The people
make the place interesting, and the process of igdbdy space, framing the

interaction among people is the primary goal oénattion. (Meadows 2003)

| began exploring the concept of buildings as stooptainers through the desktop based
project Weirdview (Nisi 2004a) and then expandedtid the Hopstory LAMS system (Nisi
2004a), (Nisi 2004b). Hopstory is a distributedenimatic story designed for Dublin’s old
Guinness Hop Store building, where the Guinneswdn® used to store the hops for its beer
making. The Hopstory narrative is composed of faitght story fragments that illustrate the
lives of the four characters as the story progtiessugh their day. Each character enters the
building at a different point in the day and moaesund the building to carry out his or her
daily tasks. Ambient scenes supplement the naeatproviding background historical
information when no character is present in thensc&lltimately, when the participant is
satisfied with the collected story fragments, sha play back her collection of clips. The
story is experienced in the style of traditionalesna, through a linear succession of scenes
played back on a screen. However, this final ma@ssembled differently by each audience
member, and each movie will possess a different bmunand combination of scenes,

characters and plot events.

From the beginning, the intention was to provide @idience with a general feeling for a day
in the old brewery building of the Guinness factadyen it was an active industrial building.

Arthur Guinness purchased Rainsford’s Brewery mexhe Hop Store in 1759. For decades,
the Hop Store building was used to store hops,yairkgredient from which to make beer.

(Guinness stout in fact is made from water, baneglt, hops, and brewer’s yeast. A portion
of the barley is flaked (i.e. steamed and rolleddl abasted to give the stout beer its dark
colour and characteristic taste). In the 1980s, thiéding became a museum hosting the
'World of Guinness Exhibition’, an audiovisual showthe history of Guinness in Ireland, a
model Cooperage and Transport Museum, a souveap ahd a bar where Guinness beer
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could be sampled by the visitors of the museum. fWwetop floors of the building used to

host a variety of art exhibitions throughout tharye

During the autumn of the year 2000, the Hop Stanling was in the process of undergoing
major changes as it was being transformed intoténgeedge technology research lab, the
Media Lab Europe research centre, (MLE). MLE, fr2@00 till the early 2005, occupied the
renovated Hop Store building that had been hisaflyicpart of the Guinness brewery
complex on James’s Street, Dublin. Situated inhtb@rt of the Liberties area, an inner city,
disadvantaged and historically charged Dublin nedgithood, the Hop Store serves as a
historical and anecdotal referential point for #rea. However, the everyday life of Media
Lab Europe was significantly different from theditéeonal brewery business conducted in the
Guinness complex. Every few months, the MLE wouldtha day-long event where visitors
and sponsors of the institution came to the Dulaslinto view the research that was carried
out in the media and technologies fields. On thaegs, the researchers would demonstrate
their current projects to the visitors. These situes provided the opportunity to implement

and evaluate some challenging ideas about LAMS.

While the building was stripped of its museum elataeand before it became filled with
computers, we saw the potential of staging ourestan the building and filming in such an
evocative place, before the transformation into edia research lab was completed (see

Figure 4.1 below).

Figure 4.1 Two photographs of the first floor o tHop Store building during the renovation workatth
transformed the Hopstore museum into the MediaLatyigiresearch facility. The pictures capture the
authentic feel of the Hopstore as a Hopstore glweits stonewalls and dark lighting conditions. $ae
atmosphere were captured in the Hopstory audiovisuarder to enhance the resonance between thg sto
clips and the building itself.
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Filming in the same location where the fictionaladcters might have worked would
empower the place and augment the audience stqsrierce. The intention was for the
space to be a protagonist side-by-side with theradters in the story. A key design
philosophy was to foster the immersive and engagjaglities of the narrated events by
relating them to the real space surrounding theeagd. Hopstory was conceived, written
and filmed with the intention of letting the paipants be immersed in the story world while
collecting the narrative fragments. The buildinga@p was intended to function both as a
navigation structure and as the setting for thensvd-or these reasons, the Hopstory scenes
were filmed in the locations where the story is Hegreby creating a visual overlap between

the film and the real space.

The story recounts a day in the life of four fické characters who might have worked in the
brewery building in the 1940's. As their day unfolthe audience is able to switch
perspective depending which character they encoumtieir walk through the building. At
each stage in the story any particular characterahanited view of the building space. This
view parallels what the audience sees at the tiraethey collect a particular scene. Walking
around the building becomes an exploratory actiosdarch of story elements and at the
same time the editing process of the narrativéfitdeurthermore, the progress of the story
creates a relationship between a character’s tmdetlze time the audience takes to navigate

the space.

A cynical brewery cat character was created based word of mouth anecdote, collected
during an interview with a former Guinness employle&t used to work in the Hop Store
building. The anecdote refers to a big cat thatiusdive in the building, undisturbed by the
work of the employees. Brewery cat sculptures vséaged at particular spots of the building
floors, indicating to the audience the locationserehthe story content is available and the
location where they can view the story video clipise cats were attracting attention and also
representing mute and objective witnesses to threesc The cat sculptures in fact represent a
special character in the story, an old brewerytltat conveys an objective point of view on
the social conditions and historical facts of teéghbourhood where the brewery is located,
at the times in which the story is set. Each ca& &ainique ID associated with it, which

-89-



identifies the location and the time in the stotywdich the clip is collected. In fact, the

Hopstory experience is mapped to real time. In otderogress the story time, the system
would advance the clips available to the next tslo in the story every so often. The real
time to which the story time is mapped can varyifrane to a few minutes, depending on the

authors’ choice.

The audience traverses the building space accotdittteir desire to visit the Hop Store and
experiencing the story. During the visit the stprpgresses, and as the audience members
pass the various cat sculptures they can collecstene’s unique ID tag that is current with
that cat at that time. According to the timing avavigation of the journey though space, each
visitor creates a different story edit. When thessice, visitors can go to the designated
playback area and view the scenes they have aadlentthe order in which they have been

retrieved.

In addition to what has been described above, thgali concept for the Hopstory
encompassed an ad hoc network structure that ctathdwe brewery cat character with the
mobile audience. A mobile device operated by aameber during the staging of the
Hopstory experience would signal its presence édiked cat nodes sculptures. The audience
retrieving content from that node at that time wabreceive a video clip narrated from the
cat’s point of view. The use of the ad hoc networkonnect the cat to the story was intended
to add an element of surprise and randomness toatiative, combined with the novel use
of ad hoc network technology for storytelling (Dey2002). The use of the ad hoc network
was different in the two versions of the projecte Will describe the specifics of the use of

the ad hoc networks in the sections related to padicular version of the Hopstory.

4.3 Hopstory Design and Methodology

This section first presents the story design andatige structure of the Hopstory. And
secondly it describes the relationship betweenpilhee and the content of the story. The

following sections describe the Hopstory | techggland installation.
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4.3.1 The Story Design and Structure

A brainstorming session took place at the MIT Meldsd in Boston in November 2000, to
kick-start the project. This researcher and Ali¥daods from Story Networks, two members
of the Interactive Cinema group, Dr. Linda Doylerfr Trinity College Dublin (at the time
closely involved with the Story Networks researand Glorianna Davenport (head of the
both the Interactive Cinema Group and the Storywdeis Group) took part in the session.
During this session, we decided upon the creatidheomain characters for the story and the
additional brewery cat character, the latter to rbkeased through an ad-hoc network
structure. The session was informed by GlorianngeDport’'s workshop methodology for
creating characters for interactive narrative (Pa04).

Alison Woods and | began to construct the storynelets, such as characters, setting and
plot, by investigating the history of the builditigat would host the installation. This research
informed the choice of characters and the developmia perspective-based story for each
one of them. The characters’ actions were inforimggersonal accounts of social conditions
in the Liberties, the neighbourhood surrounding libewvery, and the lives of workers at the
brewery in early 1900. These accounts were draanm fa number of different sources. We
interviewed former Guinness employees who useddrkwn the Hop Store building. The
conversations with these former Guinness emplogees us some idea of how life was in
that building around the times when it was stikdisas a Hop Store. For example, workers
used to have free Guinness to drink during thesakrduring the day. We also learned that
big grey cats roamed the brewery grounds and Imgdireely, especially during the night, to
catch rats and mice, scaring the late-night emgsyend the security guards. The narrative
was also informed by the history and folklore of #urrounding area (Johnston 1985) and of
the Guinness brewery in particular (Byrne 1999) Tésearched information was reinforced
by our access to the physical surroundings of tiberties, and that provided a concrete
starting point for scene visualisation and plotrese For instance, the girl whose father
worked at the brewery would have lived close byie of the small houses that were built
by Guinness for the workers; the short distancenfrmme to work-place meant that the girl
in the story was able to bring her father his fétgo lunch. The architect working for the

Guinness Trust, on the other hand, might haveedssteveral locations of the estate during
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the course of the day. He would have used a l@cielget around. Plot events centred
around an accident caused by a combination of rarpitactions from each character,

providing many causal threads from which the aumBeman build connections. The

coherence of the audience experience, therefopendis on how the scenes are crafted in
their entirety. Story time always moves forwairdstprinciple insures that no matter how

many or how few scenes are collected story timé albays progress. In addition to this

principle, additional crafting helped the scenesvffrom one to the next even as the ordering
resulted in shifts in character perspective. Theskniques are discussed below.

Simple themes are referenced in multiple scenesinify the characters’ stories. For
example, a recurring theme is food. The foremarery hungry throughout the whole story
because he missed dinner the previous evening @gadtfhis lunchbox for the day. His

hunger is mentioned repeatedly throughout his saay it also influences his actions during
the day. To connect to this theme, the other chermoften refer to food and meals during
the day, creating a common theme among the stagnfents narrated by the different
characters. For example, the foreman’s daughtesdiar day by bringing a lunchbox to her
father.

The characters’ days are very different from eathero The foreman attends to the
machinery while the foreman’s daughter simply wasdérough the building. Sometimes
they can be seen at the same time in the sameédoaatdealing with the same events from a
different perspective, conveying the impressiom ebnnected overall narrative. An example
is the boy’s accident, which happens in the HopeStho the late afternoon. Each character
experiences it in some form, even if just auditdrizis technique is used to emphasise the
differences in perspectives among the charactgardeng the same incidents. The accident
involves the boy falling on the ground while climgi a stack of kegs and it can be
experienced by the audience from each characteiist pf view: the boy’s first-person
perspective of falling from the stack; the forenvaimessing the accident and feeling guilty
about having assigned the task to the boy; therfanes daughter who is scared by the noise
but curious about its source; and the surprisedngla who hears the noise and wonders

what’s happening on the other floors of the buiidin
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The perception of the different story fragmentsaasvhole is further facilitated by the
presence of some characters in other charactesescFor example, the boy arrives late into
the Hop Store building. As he sneaks inside, he #eeforeman drinking a glass of beer with
his men near a window. The viewer can see the mugghing from the boy’s point of view.
At the same time, the story experienced from thhenf@an’s side does not mention the boy,
because the foreman cannot see him. In anothee stie@ planner spots the boy hiding
behind a wall. The boy is hiding from the forematduse he arrived at work late. From the
planner’s point of view, the encounter is of mininmaportance as he is completely absorbed
in his work and barely notices the child. The bayld be just a shadow in the background
for the planner, but from the boy’s point of viethe incident is quite important. In the boy’s
scene, the planner walks by in front of him andestat him for a second. The boy then puts
a finger in front of his mouth in order to ask tilanner not to tell the other workers of his

whereabouts.

With these techniques, we attempt to ensure thatidrence member receives a coherent and
meaningful narrative, regardless of the number arder of the scenes collected and

independently of the presence or absence of argjfepscene.

In Hopstory, we use the day-in-the-life narratiteusture for each one of the four main
characters, converging into a day-in-the-life stofyhe brewery Hop Store. Built up through
a succession of incidents that occur over the eoofsthe day in different parts of the
building, the characters finally converge to withes common event each from their own
personal point of view. Alison Woods then wrote 8tery, developing the characters and

events that feature in the narrative.

During the time that the story was written, Alisevioods and | worked together on the
project content and interaction strategy, desigranghysically distributed story structure
where a real space coincides with the story settimystory time is mapped to real time. We
combined the “day-in-the-life” documentary struetwrith the possibility of articulating the
different points of view of each character in pi@lals they spend their day moving through
the building. To visualise this structure, a twoadnsional grid was created where space and

time are located on two axes and the character&ramund the grid. The time was mapped
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to the X axis and space to the Y axis. Each squmtke grid corresponded to a particular
point in time and space. The corresponding sceng aescribed on a post-it note and

positioned in the grid, in the appropriate time @odition slot, as shown in Figure 4.1.
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Figure 4.1 The structural storyboarding grid foopistory, space is reflected on the X axis of the ghile
time is reflected on the Y axis . The initial sbwgrd for the Hopstory LAMS needed to capture tene
essential description as well as the charactersenmants through the building. Short descriptionhef t
character actions were written on colored postates. Each post it has a different color dependinghe point
of view from which the action was described. Thashepost it was positioned in relations to the tamel space
where the scene was going to be retrieve by theevge

As time progresses in the story from six o’clockhie morning to six in the evening closing
time for the building the characters move from dmeation to the next. The story time is
mapped to real time. Every hour in the story wapped to one time slot in the diagram for a
total of eight. Each time slot was assigned a tran real time which could vary depending
on the authors plans of how long they wanted thréggaants experience to land divided into
eight time slots by compressing east. For the Hwpdtinstallation a value of 2 minutes was
assigned to each time slot. As a result, the whtey lasts for 16 minutes. During this time
the participants can visit up to six locations véhdre characters can be found. The whole
story is made up of 48 one minute long scenesiloised through the 6 locations. At each
location in fact the scenes are progressing thramgd from time slot 1 to 8. The progression
of the scenes at each location simulates the gas$ithe time during the day and ensure a

variety of content retrievable at each location.
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A third layer of information was added through thge of colours. Each character was
assigned a different colour. This was intendedn@b& us to spot immediately where each
character was at any given time, just by lookinthatboard. Since not all the grid slots could
contain characters at all times, we designed a eurmbadditional scenes. We called these
ambient scenesas these scenes were conceived in order tanfilhé story slots where no

character was present. Each ambient scene retatetime of the day as shown in Figure 4.2.

Figure 4.2 Working scheme for the storyboard sutest The grid illustrates the spatio-temporal const of
the Hopstory, indicating the position of each chdea and of the ambient scenes at any given tinnee s
reported on the Y axis and space is referred a$ @92..etc) on the X axis. A number of thesetshaere
produced before finding the final structure for gtery and the position of all the Hosptory scenes

We paid attention in post-production to carefultjusting the light of the scene to suggest
the time of the day when each took place (see EigLB)
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Figure 4.3 Two screenshots from the Hopstory auslimf content. To the left: Early morning: the foran
cycling to work at dawn and to the right: ambieo¢se of a street of the Liberties neighbourhoodosuinding
the Hopstore.

The ambient fragments do not progress the plothevé no audio narration, but they show
locations and characteristic landmarks from therasumding neighbourhood. They have
ambient sound and are intended to add flavour &amdsphere to the story. A total of scenes
of about one minute each were designed, scriptdpeoduced. Additionally, for each scene
we developed a narration of the events from thatpai view of the witnessing brewery cat.
The cat character media clips featured a closefupaat narrating the event from its own
objective point of view. When the roaming cat cleéga metaphorically contained in the
mobile device came within range of a cat sculpttire,tail of the cat sculpture would blink
and the audience member, collecting content froat ftulpture in that moment, would
receive a scene narrated from the cat's point efwviThe cat video clip would be
superimposed onto the character or the ambientesard the cat’s audio narration would
prevail. In this fashion, the cat would provide thedience with information about the social
and historical conditions of the Liberties areageneral and the Guinness brewery in
particular during the 1940; the time when the sterset.

The other characters in the story move throughstetio-temporal grid representing the
building time and space according to their role antions over the course of the day. A
young boy goes to work, entering the building frdme back door, for example, while the
young daughter of the foreman comes in to the mgldhrough the main door later in the
morning. The planner and the foreman arrive abthiling at different times of the day and

move through the Hop Store as they go about thaly thsks. Within the creative limits of
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each character's appropriate activity, a sequerfcevents was created to progress the
overarching plot to a climaxing event. This climaxievent depicts the accidental fall of the
young boy from a stack of kegs. The event is peeteby each character based on his or her
physical location in the space. Although it is @@ved by all characters, each from their own
physical perspective in the space, the event isvind scene for a couple of the characters,

while for the others it is merely tangential.

Once the interactive story design for the HopstofyS was completed we proceeded to
script and storyboard the content for filming. Sedpgently we went into production of the

digital media. Non-professional actors volunteetegerform as the story characters. The
story was set and directed in the Hop Store preanisare was taken to avoid the modern
features of the building in order to maintain tleelfand atmosphere of the 1940s. During
production special attention was paid to the speqgthalities of the place to be portrayed in
the filmed elements. The brick walls of the Hopr8tfor example are easily recognisable in

the film scenes, so are the windows.

Figure 4.4 Screenshots showing a sequence of frafrteg girl character passing through the building
Attention was paid in the framing so to include skene walls in the pictures to enable viewersaiefiont the
visuals of the story with the real space surrougdimem.

The filmed material was subsequently treated in-posduction with multiple passes through

colour filters to create a vintage atmospherehasva in Figure 4.4 and 4.5
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Figure 4.5. Screenshots from the boy charactdosys The selected frames a selection from thédtene to
the last one of the boy’s character story. Attemtivas paid to maintain the same mood and atmospghesagh
out the character day.
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An important issue regarding the design of LAMSteys is whether story’s fragments
should be played out when the visitor is co-locatgtth the space that relates to the story or
whether the scenes should be collected for lafgayeln the case of Hopstory, we chose the
latter solution in the belief that, if the story svaffered as a fragmented experience, the sense
of the whole story would have to compete with otimformation given out in demos and
random conversations taking place in the buildihngha same time. Therefore, rather than
viewing each scene in full at the time it is endewed, the audience saves up its collections
for later viewing, at the playback area. Only arshaudio cue is played on location,
manifesting the presence of the character just iemteced and reassuring the audience
members that a story clip has been uploaded to¢b#ection.

4.4 Implementation of the Hopstory 1.0

This section presents the technological implemeamntatf the first version of the project.

4.4.1 The Technology

The initial development cycle for Hopstory was twmnths, November and December of
2000.iButtons metal coins made by Dallas Semiconductor (Maxialld3 semiconductors),
provided a relatively inexpensive and easily pragrable technology that would allow the
audience to collect the story fragments in the umpsl.0 installation. Often used for
security applicationsiButtons have two parts — a small button (or fob) and smadtal
contact receptors. In the Hopstory installatiorgepgors were embedded in each of the
cardboard cat sculptures, and each audience memalsegiven a fob (see Figure 6).
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Figure 4.6 Photographs showing the iButton fob and how itressped in its receptor in the above part of the
picture. Below the picture shows a Hop Store catptare with receptor in position.

This arrangement enabled the audience to collettpdery back their story scenes through
physical contact with the cat sculptures. By tonghthe fob to a receptor, contact is
established and a two-digit scene identifier isgfarred from the receptor to the fob. Each
receptor was connected to a local computer, whitien the fob was touched, played a short
audio segment — either from the current scenef o icharacter was programmed to be at
that spot, a random anecdote as perceived by the ca

When the audience members finish their journeyy tbech their fob to a final receptor at
the designated playback area and the list thatdalssgmbled is downloaded to the play back
computer. The scenes are then played back sedynlgssan application written in Isis
programming language (Agamanolis 1997).

In addition to theiButtons Hopstory 1.0 made use of a mobile device thatmeamcated

with the cat nodes through an ad hoc network. Tédacd metaphorically contained the cat

character and its story anecdotes. The roamingeate moved around the space, operated
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by one of the researchers. When the roaming desnters in range with a networked cat
node (represented by the cat sculpture containidig@verable ad hoc networked laptop),
the spirit of the cat character entered the neadmle. The audience collecting scenes from
that node at that exact time would retrieve a stoagment narrated from the cat’s point of

view.

4.4.2 The Hopstory 1.0 Installation

The Hopstory 1.0 installation takes advantage efrdal space of the Hop Store building in
order to navigate the story content. As David Rgkpbints out in his essay, Transforming

Mirrors:

The navigable structure can be thought of as acuéation of a space, real, virtual or
conceptual. The author structures the space wsthrtaof architecture, and provides a
method of navigation. Each position within the cgptaal space provides a point-of
view [...]. Exploring this structure presents the @p#or with a series of views of the
space and its contents. The sequence in whichpibetagor experiences these vistas

forms a unique reading of that space (Rokeby 1995).

Inspired by Rokeby’s description of navigable stuoe, we interpreted the story space as a
navigable structure or world. In the case of tlogp$tory, the architectural metaphor can be
taken literally, and audience members can order sicene list based on their own decisions

about how to journey through the space.

While using the fob was simple enough, some intctidn to the installation was still
required. We settled on the following scenarics tAe visitor entered the space, she picked
up a key ring with an attachéduttonand card, which contained the following instrunto

When you see a cat, approach it. Press jBuitton against its silver disc for a few

seconds. As the story progresses over time, yowisgrany cat more than once. The
story starts again every quarter hour. When readgé your story, bring youButton
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to the playback projection area. Press it ontodaeyou find there to view your

personal version of the Hopstory.

After reading the short instructions audience memiBet off to explore the Hop Store space

and experience the Hopstory installation.

4.4.3 Audience Reactions to Hopstory 1.0

Hopstory was demonstrated at the “Extreme Integasbow case event, held at MLE in
January 2002. Throughout the day of the event agoxs entered, we handed them an
instruction card and arButton Visitors freely roamed the MLE second floor, wdehe
Hopstory was installed, collected scenes and retuto play them back at the designated
playback station. As they returned, they shardatt ws their impressions and learned more
about the installation. Since we did not condufdrenal evaluation, the results are somewhat

tentative.

In general, the audience was interested in anadusirabout the distributed structure of the
narrative; they found the concept of a locationelolasarrative fascinating. A variety of visual
aids were used to explain how the story was digtieth in space and time, as shown in Figure
4.7 below.
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Figure 4.7 Visual aids for the audience of the Hopsexperience. Above: a picture of the Hopsttoerfwith
screenshots from the different story characters@ne at different locations of the floor space resgnting a
visualization of the Hopstory concept. Below: a méfhe Hopstore floor where the Hopstory takeseleith
the cat where story content is available to theiende.

Very few audience members had problems withiBugton technology. The interaction was

simple and most users were able to interact withsifstem with no difficulties. The audience
enjoyed looking for and touching sculptures of trewery cats; they were easy to find,
appealing and even amusing. On the other handntbiementation of the ad hoc network
during the installation was unstable and the aw#iemas confused about it. The connection
between the roaming device and the fixed nodes nedsalways successful and the cat
narration was not released in the presence ofd@ing device. Lack of formal testing did

not allow us to establish the causes of the mationc
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The separation of story navigation and story vigmmovoked mixed response among the
users. While some had difficulty relating the colézl fragments to the experience, others
enjoyed the fragmented experience. They pointedi@itnot having to stop and view the
story at every node created a less disruptive expa, which contributed to a more coherent
plot when retrieved at the end of their journeytHa end, the separation of story navigation
from content viewing and the final public projectiof the different audience members’
assembled stories, turned out to be revealing,abtciand fun. At the playback area,
audience members were able to compare their assdmiavie with those gathered by others
in the form of a public projection. As audience niems compared story paths, they learned
from other collections more about the charactexpeeiences during a day in the Hop Store.
This style of viewing emphasises the cinematic arpee of narrative, and stimulates

reflections on how public installations can be uiedtollective cinematic experience.

The audience recognised elements that were prasére film and in the surrounding space
as well, such as red brick walls, windows and samehitectural features such as the little
alcoves in the middle of the rooms. See Figure IBviheThe audience recognised those
elements and made connections between the filmedlanmand in the surrounding space,

which often let to surprising and satisfying monseintthe experience.
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Figure 4.8 Screenshot from the Boy’s story: the Belyind the alcove. The video clip of this sceng wa
available to the audience in front of the windoatéging in the background of the shot in order tmuect the
audience experience of the building with the steoyld.

Different visitors collected story fragments infdiient ways. Some visitors did not realise
that the story only lasted around 20 minutes anlieated fragments only when they
happened to come upon a cat sculpture during tlge Wéhen these visitors came to the
playback area to cash in on their story, we usualy to refresh their understanding of how
the experience worked in order to help them rdlatbeir collected fragments. Other visitors
focused fully on the Hopstory installation, actiwalearching for all the cats. These visitors
collected story segments rapidly and then immeljiadt@me to the playback area to review
the story they had collected while navigating tHeoif These visitors had a better
understanding of the story experience. A few wamteglo back and experience more stories
and encounter different characters, as they haidatbfrom the public projection of others
that different story clips could be encounteredhaly, the visitors passing by the playback
area who had not participated in the Hopstory destnation stopped and watched movies

that others had collected and wanted to talk abbtmutiemo.
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One advantage of usinButtonsfor interaction with Hopstory was the non-intrusiguality

of this technology. iButtons are portable and undemanding, leaving the audiémee to
make choices about their level of engagement viaghstory at any given time. They could
remain in a bag or pocket, easily accessed if acgmnt chose to engage with Hopstory.
They stored story bits so that a conversation céealcheld during collection, and viewing
could occur later when convenient. FurthermaBeittonsare easy to use also because they

don’'t have a screen or buttons.

With the Hopstory, we place the selective intekactict of the audience in the navigation and
collection of story fragments before the viewingonSequently, each audience member is
empowered with the agency and personal respongilbliexplore the physical environment
and by doing so to collect story fragments in ortterassemble a complete personalised
narrative. The story experience only comes in sé@nd stage. When the interaction with
the location is concluded, then and only then bafihal result be viewed. This aspect of the
interaction design was appreciated by the audiewbe, could choose whether to engage
fully in the story experience or save their stoollection for later viewing. Furthermore, each
participant’s story will differ from those constted by other audience members, and each
will be made public at the projection station. listway, the Hopstory LAMS design allows
the audience to experience agency in navigatingtiwy world and collecting personalised
versions of the narrative, maintaining the charasties of story sharing. Finally, the story is
linearly presented and is intended to preservensely arced narrative structure, even if this

result was not achieved with every combinatiorhef $tory clips.

Drawing from these results, we decided to maintiansame media content and implement a
second version of the project, redesigning its ratigon strategy and interface, but
maintaining the public projection of the collectedntent at the end of the experience,

preserving the separation between navigation aaging.
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4.5 Modifications for Hopstory 2.0

A second version of the Hopstory was designed anpdiemented after the feedback received
on Hopstory version 1.0. We decided to re-design Hopstory interaction strategy and
interface in order to strengthen plot coherenceabgwing the audience to follow one

character at the time, and we also decided tonlettiie use of the ad hoc network in the
project (See Fig 9). The following sections destifie re-design of the Hopstory project, its
implementation and informal evaluation. The impletagion of the Hopstory 2.0 system and
the testing was carried out by Sean Flanagan, dergraduate student at Trinity College

Dublin, for his final year project (Flanagan 2004).

Boy Foreman Girl Guard Planner

Figure 4.9 A sketch for the redesign of the Hopst0 interface on a mobile device. The screehefievice
shows a map of the building where the Hosptory ikepee takes place as well as the characters eneved
while roaming the space. In the bottom right cortier icon of the cat alerts the viewer when a tatian with
available content has been found.
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4.5.1 Hopstory 2.0 Design

A number of changes were implemented in order tprave and experiment with the

Hopstory concept. This section discusses thesegelsaand their rationale.

We decided to develop a more subtle interactiomwéen the story and the audience using
Bluetooth enabledPAQs instead of theButtons The intention was to make the story
experience more seamless by having content siggaltiself to the audience, instead of the
audience having to collect it by looking for andi¢bing the specific cat nodes where the
content was stored. The Bluetooth technology hasge of circa ten meters. As a result of
this fact, to avoid “story cells” overlap, the cent needed to be spread out through a larger
space and the networked cat nodes had to be sipmeadh the building with a distance of at
least ten meters between them. The second versidopstory, therefore, was implemented
across the three floors of the Hop Store buildingtead of just over one floor, as in the
previous version. Each cat had a whole room asgigmés set of story fragments. A map of
the section of the Hop Store was displayed onRA&) screen in order to help the audience

orient itself while exploring the building in sehrof the cats, as shown in Figure 4.10.
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Figure 4.10 On the left: Picture of th&AQ Screen as the Hopstory 2.0 starts up. On the rigletose up of as
the screen interface featuring the map of the lingidvhere the Hopstory takes place.

The second major redesign of the project concetinedbrewery cat character and the use of
the ad hoc networkDue to the problems encountered with the ad homirag cat in the

Hopstory version 1.0, in the second version, thecloaracter video clips were interweaved in
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the narrative progression without the use of thb@dnetwork. The cat clips were inserted at
places and times in the story when no charactert pbiview was available. The cat close up
was superimposed onto the ambient clips while #tewadio would take precedence over any
ambient audio. With Hopstory version 2.0, the ad hetwork was replaced with Bluetooth
technology, which was able to discover the cat satel communicate their location to the
mobile deviceA typical user scenario would unfold as follows: tag audience member
enters in range with the cat node, the recordeddotfia cat meowing is broadcast from the
cat sculpture, allowing the audience to easily fine cat sculpture. An icon of the cat will
also appear on the client device. The sound ofciiemeowing stops once the audience
member has acknowledged the cat by clicking onctiteécon on the handheld device. The
system will know that the audience member’s clidavice is now prepared to receive
information, and the ad hoc network is createdBheaetooth transmissions.

Figure 4.11 On the left the picture shows a Blutt@nable Cat node detail. On the right the pictsinews a

detail of the working interface with the map of thelding, a character icon and the cat icon.

This ad hoc network allows the user to receiveemadag for the Hopstory narrative during
each device—cat interaction. While the story diipntification number is being downloaded
to the device, an icon representing the characistr ¢ncountered appears on the screen
together with a text message, as shown in Figuté, 44.12 and 4.13. The text message
appears on top of the device screen in the formsafggestion coming form the cat character,
e.g.: “l saw the foreman go upstairs”. In this wine text gives the audience the opportunity

to follow one character at the time.
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Figure 4.12 To the left of the image: Bluetootht Gade positioned on the window to attract attemtio the
location. To the right: detail of the interface ia text message appearing on the device scregmling the
next movements of the character just encountered.

This method is intended to strengthen the percetidhe story plot and maintain coherence
of character perspective throughout the collectagments.

Figure 4.13 Pictures of Interface details. To tb#,Ithe user is starting the applications throubé touch
screen interface. To the right: detail of the meldkvice screen reporting of how many story clgsehbeen
collected so far by the audience member and when.

As in Hopstory 1.0, when the audience memberseadyrthey can direct themselves to the
playback area, where the story clips tags collecredhe mobile device are uploaded to a
server machine, are assembled in software andmesst the audience in a public screening

projection.
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Figure 4.14 Picture illustrating some details oétHopstory authoring software. Interface for ther$t
structure planning (above) and set up of the lawziwhere the story is distributed in the real spat the
building (below).

4.5.2 Technical implementation

Specific hardware and software was constructeddan $lanagan to fit the story distribution
and the collection of story fragments via Blueteettabled devices (Flanagan 2004). Three
different pieces of hardware were constructed fier dystem: the story distribution stations,
mobile user devices and a playback station. Thiovimhg describes the design of each

element.

Distribution station
Each of the 6 distribution stations was designedhi@m same fashion. Behind each
cardboard cut out cat there was a ComipPakQ, model H3970. Thé?AQ was equipped
with a Bluetooth module, type BC-01, and had 48 Ré&d-Only Memory (ROM) and
68 MB Random Access Memory (RAM). The device wamimg Windows CE 3.0. The
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Bluetooth module was turned on and the Bluetoot#riace allowed the useriBAQ to
communicate with the caAQ. Due to lack of funding, only one station out of was

fully constructed.

The mobile user
Any user with a Bluetooth-enabled device with a Mdgoft operating system would have
been able to participate in the tour. For the mtopevelopment and testing #PAQ
H3970 was used, but devices such as a Microsofttgghanes should be able to have the

same results.

Playback
The playback consisted of three separate devicee CGpbmputer desktop running
Windows 2000, a Belkin Bluetooth dongle for the coumication between the mobile
device and the playback station and a data projectdisplay the media clips stringed

together.

4.5.3 Evaluation

Tests were conducted by Sean Flanagan, as pars dhal year thesis entitled Distributed
Location Aware Multimedia Narrative, over a periol several days during January and
February 2004. The tests were designed by Flantmaxamine the range of Bluetooth
communication, the user interaction with the sofevand the overall functionality of the
system (Flanagan 2004). Due to lack of fundingydhfee devices were available, so one
IPAQ was used behind a cat station, and one for thalenoker. The third device served as
the dongle that was used for the playback statiblsers were chosen among
MediaLabEurope staff and visiting sponsors. Thduateon was quite informal and involved
the users performing partial tasks that made upithEstory experience, such as approaching
a cat node and downloading some story content disawecashing in the collected story
fragments at the playback area. After performirgtdsks the users were asked questions by
Flanagan on the nature of their experience. Thievimhg section summarises Flanagan’s

tests and results.
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Story collection tests
Since the story collection is an essential pathefexperience, it was important that the
users understood and enjoyed the collection phiageedd2.0. The first stage of the test
therefore involved the user collecting differentsbof the story and understanding the
system. Story bits were collected by the user fi¢rént distances from the cat nodes to
test the Bluetooth range and the reactions of #eesu Bluetooth technology guaranteed
transmission of data up to a distance of ten mefdige then ten meters distance
between the user and the cat node would imply Iotigees to transfer information and
render the story experience less enjoyable. Thewmngosound from the cat station
greatly helped users realise that they were ingasfgstory content even without seeing
the cat sculpture and often produced a smile augH in the participant. In general, the
meowing sound helped the audience in navigatingstbey space since it was taking
place in the whole building, a much wider spacetthee Hopstory 1.0. Most of the user
interaction was positive. The interface was pemgias simple to understand and to use.
The information given to the user in the form oftfesuch as the indication of where the
character just encountered was directed next, whsvery effective. Comments were
made about such information that if it were displhyn a graphical form it would have
been of more use and more enjoyable. The softwadehardware functioned reliably

during the tests.

Playback tests

Ultimately, the user transfers the collected stoagments to the playback system. The
fragments are then publicly projected as a linegusnce of scenes for the user to view
them. This stage of testing involved the user adegng with the playback station and
watching the final movie. After the audience tramsdd the clips to the playback station
and watched their movies, they were asked aboirt ¢éingoyment and understanding of
the narrative. The overall understanding and engynof the narrative varied greatly
from user to user. The users were affected by gactors as how many clips they
collected, the tendency to follow one character tnadlevel of activity in exploring the
building. The more nodes were visited the moreutiderstanding of the story was clear.
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Due to the lack of mobile devices, the Hopstoryéxperience was never fully installed.
The tests conducted by Flanagan demonstrated sasiedspects of the interaction, such
as the enjoyment of the meow sound cues and hoaygtem worked smoothly from the
technical point of view. However, due to the linditscope of the installation and,
subsequently, the tests performed, it was not plesso draw insights into the story

design or the interaction strategy.

4.6 Summary

We conceived and designed the Hopstory LAMS withititent of pushing the boundaries of
digital storytelling outside of the computer scraato the real space. In order to foster
immersion in the story experience, we bound theéestdo the architectural structure of the

building where the facts are taking place, distiifythe story in time and space.

Two versions of the Hopstory have been designedimpiemented using the same story
content but two different sets of interaction &gis, interfaces and technologies. In this
chapter we have described the design, the produetna the informal evaluation of both
projects. The Hopstory concept is novel in the wawhich it combines physical navigation
through the installation space with character pofntiew; furthermore, the story connects to
the audience’s sense of time. As the story progegsthe characters move through the
building, living out their day in the 1940s. Sinmlig as the audience wandered through the
same building, experiencing the installation, teegountered the four characters at different
locations and times. Sculptures modelled aftertitesvery cat, the special character in the
story, indicated the locations where the story eohtwas available. While Hopstory 1.0
occupied only one floor, with Hopstory version 0@ content was distributed through the
whole building. For Hopstory 1.0 then, the instiédla was contained in limited space and
happened by means of touch upon the cat sculptimesigh iButton technology. For
Hopstory 2.0, the story was installed throughoetithnole building and interaction happened
wirelessly through a Bluetooth-enabled handheldicgevin Hopstory 2.0, a map of the
building on the mobile device screen functionedtlas interface for navigating the story

content.
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The cat nodes, containing Bluetooth—discoverablehad networked devices, signal the
availability of content by proximity with the clierdevices. The client devices download
suggestions on where the character just encounigmicected next, giving the audience the
option to follow one character at the time in isigney through the building. This change
from Hopstory 1.0 was geared towards strengthetiiegaudience engagement and story
coherence. In fact, in Hopstory 1.0 the audienak i@ means of knowing which character
was encountered, except for a brief audio cue platehe moment of story ID collection,
and no possibility of choosing to follow the santeamcter through his or her journey
through the building. This generated a sense ofusoon in a few audience members and
demonstrated how paths through Hopstory 1.0 cooldatways generate engaging story
sequences. On the other hand, the lack of a foewvelluation of these projects prevents us
from making more definitive conclusions about tkaat effectiveness of the approach.

The Hopstory project marked our initial steps itke LAMS domain. It had been an
important learning experience in terms of how tsigle and implement LAMS systems.
Hopstory has been a successful exploration in pgsiie boundaries of interactive narrative
into the location based distributes stories dom@irstly, through Hopstory we have moved
the first steps in experimenting with the use @ ipace in distributed mobile narratives as
well as the use of classical narrative elementsh(@s characters, settings and plot events)
and story structures (linear, day in the life, nplét points of view) in LAMS. Secondly,
Hopstory helped us uncover the constraints that giiven narrative may pose in order to
produce an engaging distributed version of the saffexts of the linear one. We realized
that a complex connectivity is needed at the leb@lot structure and story events in order to
maintain coherence and meaning through out alldifferent paths that the viewers might
take through the story experience. Thirdly, theoséelcversion of the project, Hopstory 2.0,
led us to experiment with the use of a mobile Jisneerface. This interface allowed the
visualization of the space in which the story eig@e was distributed through the use of a
screen based map.

Fourthly, we have identified that the process tradally used for non-site-specific content

also allows the production of site-specific conténtfact, when producing LAMS references
should be made to precedent practices in audidvippaduction such as film and
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documentary film making in particular. Story designd development, production of the
media content, interaction and interface design amglementation have to be carefully
orchestrated by a person functioning as an overadtctor in order to be able to conceive,
create and manage a coherent and successfullyiagda®MVS project.

Finally we noted that in Hopstory, and in particullae first version of it, the disruption of
suspension of disbelief does not always detrimbnédlect of the story experience. In fact, at
times disruption can give the audience a senseeetibm in combining the explorative tasks
necessary for experiencing the story with a nunatb@ther activities. In the light of this last
observation Hopstory did not support our exploratd LAMS as seamlessly immersive
story systems but pointed out how not all narraéixperiences require continuous immersion

or suspension of disbelief in order to be succdystnjoyed by their audience.
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5 CHAPTER CASE STUDY 2: THE MEDIA PORTRAIT OF THE LIBERTIES

5.1 Introduction

In this chapter we present the Media Portrait & thberties (MPL), our second study
involving LAMS, which investigates the use of spasea design element. The intention with
this project was to increase immersion in the sexerience. Through the MPL we intended
to capture the atmosphere of a neighbourhood Ingsepting real local stories, maintaining
audience immersion in the narrative experienceeltyny the participants explore the streets
of the area. The audience members can therefoild buitheir minds a portrait of the
neighborhood, by making connections between theiestothe place and the people
inhabiting it.

In order to show how the MPL compares with the LAB\Stems previously described and
reviewed in chapter 3, this current chapter firstatibes the relationship between the MPL
story content and the space where it is embeddearder to be able to do that, we will first
draw an historical panorama of the neighborhood @uttine our first steps into getting to
know its community, which was a process that wases®ary in order to select the
appropriate story content for the MPL LAMS. Secondle describe in detail the design of
the application, and its implementation. Storiegeveesearched and produced in the real
space where they are to be experienced. A molaléopn was designed and implemented in
order to deliver the stories to participants ay tvander through the neighborhood streets. A
PC desktop compatible demo version of the MPL cetepivith all the audiovisual story
material is included as support material in thei D DVD. Finally, we conclude the
chapter with some reflections on the entire pracéls evaluation of the project is presented

in detail in chapter 6.
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5.2Into the Real

Through the MPL we envisage using a whole neighbmidhas a physically navigable
structure and we embed story contents in its strddte relationship between the stories and
the space is different from that in our previousecatudy. Instead of using buildings as
containers of stories, with the MPL we are nowrdisting audiovisual narrative content in
an outdoor space and relating that content to #uplp inhabiting the area as well as the
physical space itself. We believe that the disnrpof suspension of disbelief caused by the
act of choice in stationary interactive narratisealleviated in the MPL system by the sense
of agency created from the exploration of the sgmlce, which in this case consists of the
streets of the neighbourhood. In fact, the audier®eer leaves the story world where the
stories once happened (and have been filmed); dheyonstantly immersed in its colours,
smells and atmosphere. Location and stories tefexach other in the MPL, creating a
double movement in the audience’s mind. Firstlyjlevthe audience is exploring the streets
of the Liberties area, the focus shifts from thel rgpace — which audience members are
exploring in order to locate the story content thte story clip itself. Once the story is found
and has been played back in the appropriate locatiee audience’s focus shifts back to the
real space in order to asses how the story retatdte place and how the place relates to the
story. By letting the audience be immersed in thigimbourhood space all the time, we intend
to foster immersion in the narrative experience tmdlleviate the disruption of immersion
caused by the above-mentioned movements of theermeels mind. Thus the audience can
build connections in its mind between the storied the place, thereby strengthening its

involvement in the LAMS experience.

Furthermore while the audience is roaming the rmghmood streets in search of story
content, it discovers features and aspects of #ighborhood otherwise unnoticed by
someone just passing through the streets to reaphe-@et destination. The time spent
walking in the neighborhood streets is used byghsicipant to make virtual connections
among the stories and the real place, its commumty its history. The past and present

conditions of the area are compared and linkedthegeThus, with the MPL, we intend to
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create an immersive narrative experience by partgag neighbourhood atmosphere and
harnessing the power of real community storiesraatispace. We envisage such a system as
being able to function on one hand as a stimulusnfin-residents to get to know and
understand a neighbourhood, and on the other hes@& story and memory catalyst for

community members.

In order to achieve these results, we envisagaghineurhood space as an intricate web of
stories generated by the people who inhabit theeplgaach story has a specific location in the
neighbourhood space, and each location has a &tde}l. The space of the neighbourhood
constitutes a physically navigable structure inchhihe fragmented narrative is embedded.
Furthermore, the MPL associates stories with placgeslso with people. The inhabitants of
the area can also function as possible connectioreng story fragments. The same people
might feature in more than one anecdote, and Wyniinthe anecdotes featuring the same
characters we create a second layer of connedtwosgh the narrative. Hence, the audience
can browse the collection of stories not only bgming the streets of the neighborhood, but
also by following the same characters through ubffé story fragments. By letting the

audience browse the narrative fragments in thesgswae intend to show how a

neighbourhood is in fact a complex construct mgaéywiits inhabitants as well as its streets
and houses, its history and the memories of itsnconity. On this topic, as Doreen Massey

explains in her book o8pace, Place and Gender

What gives place its specificity is not some lontginalized history but the fact that
it is constructed out of a particular constellatioh social relations, meeting and
weaving together at a particular locus. Instead,tbéthinking of places as areas with
boundaries around them, they can be imagined @msilated moments in networks of

social relations and understanding (Massey 1994).
By portraying its history as well as its commuratyd how members of that community used

to live together as such, the MPL is intended tovjle its viewers with a nuanced and

evocative sense of place as they walk the stréetssostriking neighborhood.
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The MPL project development encompassed a numbeivefse activities: a preliminary
effort to get to know the Liberties area, followég the identification, collection and
production of re-enacted stories in the form ofewadclips, each of which related to a
particular location within the Liberties. In tandewth this effort, a handheld display system
was developed. This system is location-aware apahia of delivering the video content
mediated by the device itself and by the audieratipn in the real space. Essentially, the
system only allows a video clip to be viewed whenaadience member is co-located with
the events depicted in that clip. Co-location domlean to stand in the same street as which
a family drama had once taken place, or to loothatruins of a once-grand building. In
addition, an information architecture was develgpehdich allowed the clips to be arranged
in a highly connected network. This structure \aoviewers to experience the clips in a
variety of orders, depending not only on the phglspath they took through the city, but also
on topics or plot elements that attracted theierggt along the way. Plots were developed
around multiple themes and characters by creatirgerées of narrative fragments that
eventually intersected with one another. The syst@s created as an artefact intended to be
of interest both to local community members andasual visitors to the area.

5.3 Preliminary Research

In order to meaningfully embed stories in spegiliaces is important to understand the space
as a complex construct made of its architecturgtoty and the people who inhabit it. In
order to understand the Liberties as a neighbouth@ee undertook some preliminary
research in terms of investigating the historyhsd area and its community. The following
sections of the chapter present the history andtigins of the name of the Liberties area.
The discussion is based primarily on Mairen Johristhistorical recollection about the area
(Johnston 1985). In addition, we describe the @mwcef getting to know the Liberties

neighbourhood and the ethnographic interviews edmut within the community.

5.3.1Historical Profile of the Dublin Liberties

Johnston, in her book on the Liberties “Around B@&nks of Pimlico” (Johnston 1985),
describes the origins of the neighbourhood andn@sie. Johnston says that during the

Norman invasion, the city of Dublin became the cewmif the English regime in Ireland. In
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1520, King Henry VIII abolished all religious ordein Ireland and gave Thomas Abbey and
the land surrounding it, which correspond to theualcLiberties, to his treasurer William
Brabazon. In 1627 the treasurer’'s grandson, alséawdi was made Earl of Meath. From
then the area was known as Earl of Meath’s Libertiehere were originally twenty-five
Liberties of Dublin. Each Liberty took its name rimahe principal individual residing in the
locality. The Liberties were outside the Dublin ycijurisdiction and had their own
independent court. The Earl of Meath's Libertieduded Kevin Street and Booter's Lane,
Bride Street, Bull Alley, Meath Street and Mellefdrane, and they had their own court at
Thomas Court Bawn, between Pimlico and Marrowboared, which was destroyed in the
19th century. From this description of the neighihood we can understand why the
Liberties area has such a complex and independeracter compared to other areas of
Dublin. The neighbourhood has gone through high lamdperiods for the past 400 years.
Thriving in the early 17th, with the Huguenot waskimmigration and as the centre for
woollen workers, the neighborhood plunged into veopr conditions in the first half of the
19th due to the famine spreading through Irelaratet, when Guinness and the Jacobs
biscuits factory settled in the area the neighbodhstarted to flourish again. “During the late
19th it was fairly wealthy around the Coombe. [..Jiess and Jacobs biscuit factory were
employing around 8000 people” says John Gallagbesl community member and social
worker in the Liberties during an interview condagttby the author and sociologist Irene
Queen. The neighborhood plunged into poverty agathe 20th century, with the first and
second world wars. Nowadays the Liberties are stiisidered a disadvantaged area of the
Dublin inner city, despite efforts at the revitalion of the neighbourhood. Recent
developments have brought some substantial chaogke area. In fact, in 2000 Guinness
became open to selling off some of its properfld® Irish government decided to purchase
the properties, in order to create an internatioeatre stimulating innovation and creativity,
focused on digital media and technology enterpri3é® project is managed by an lIrish
government agency, the Digital Hub Development Agermhe digital Hub Development

Agency describes its premises as follows:
The core development of nine acres is located artignute walk from the city

centre within the historic Liberties area of Ired@ncapital city, Dublin. Over the
next decade, this initiative will create a mixed udevelopment, consisting of
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enterprise, residential, retail, learning and cspace. (Digital Hub 2007)

Since the establishment of the Digital Hub projabie area is rapidly evolving. New
properties are being built and old ones renovally people are moving into the area
attracted by the restoration of the old cottages the flourishing of the Digital Hub media
enterprise cluster. The old residents are withgsaimapid change in their neighbourhood’s
atmosphere and appearance. It was during this ggdbat we took the opportunity to focus
our attention on a section of the Liberties comrtynivith the aim of capturing the old
Liberties neighborhood atmosphere. We believed ¢hgaturing that atmosphere while the
changes where happening would be beneficial for aedvold residents, as well as being a

challenging experiment in LAMS systems.

5.3.2Electronic Postcards from the Liberties: Storiesnfrthe Streets

A first step in getting to know the Liberties commity and its stories was made by the
present author and fellow researcher Alison Woadshe Electronic Postcards from the
Liberties (EPL) project, at MLE (Nisi 2001). EPL @&short project conceptualised during
October 2001. This project focuses on collectingitally producing and distributing stories
about the Liberties area. We examined the arcloibécal space and the community space as
a dynamic structure for stories and memories t@xmanged between the community and
the passers-by. By talking to people in the streéthe Liberties, we captured up to six short
stories and anecdotes from the neighborhood. Fhaset collected stories, we produced a
series of electronic postcards. While talking tee thtorytellers in the streets of the
neighbourhood we asked for specific pointers toldlation that the story referred to, so that
we could take pictures of the place and expliaidfer to it in the story. Potentially, these
postcards are available to the people passing ghrolbie neighborhood streets via mobile
wireless technologies. The technical part of thiem was never implemented, but from the
experience we gained an important insight into himwvcollect story content from a
neighbourhood community. We realised that it ta&késng time to find community members
who would engage in conversation and spontanequsljide memories or anecdotes about
the neighbourhood for our purposes. Reports on aamitgnstories workshops backed up our
experience (Beeson 2005) (Miskelly 2004). Miskeityparticular, reports on the difficulties
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of getting people to spontaneously engage in sbiryg activities without a strong setting or
preparation. “Participants are often self-consciab®ut recording or hearing their own

voices. They would rather read from material thayehprepared at home” (Miskelly 2004) .

In light ourexperience with the EPL project and Miskelly ana&&mn’s reportsye took into

account the difficulties of engaging ordinary peofriom the area to provide us with story
content for the LAMS project story database. Wedfore opted for an author-centered
approach to the MPL story content. We intendedatiored stories to be a catalyst for
facilitating and inspiring the community to contrte with their own stories at a later stage.
The crafted stories were intended not only to offestimulus, but also to be a model and
inspiration for the members of the community foeithmemories and their eventual
contributions to the MPL system. Infact, we woulclto think about the MPL as a starting
point for the community to build and extend theséirg database; we also believe it can
offer an interesting perspective on the Libertiesimunity to the locals as well as to visitors,

as it is drawn from the accounts of a local writklife in the Liberties.

5.3.3The Liberties Community

In order to get to know the Liberties community aitsl predisposition towards digital
technologies and stories, the author, together sathologist Irene Quinn, conducted twenty
ethnographic interviews with community membersgrag from social workers to random
people met in the street. The analysis of thesv@ws suggested that many different types
of communities intersect in the Liberties, makirigai surprisingly complex and diverse
neighborhood (Bassoli 2002).

During the ethnographic interviews the author paatticular attention to identifying
important issues for the community and therefoenidlying which stories are important to
them and need to be highlighted when selectingstbey material for the MPL project.
During the interviews, many stories and anecdote®wold, in particular by old community
members, as examples of the neighborhood’s histesyes and needs. This material has a
very rich emotional charge, transmitted directlynfr the storytellers to us. In the telling of

the stories, fragments of social and local histoegame linked together with the stories,
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giving them depth and texture. As an example, JGlatlagher told us about when the
tenement houses, built by the government for therties community during the 1930, were
only assigned to community members who were inlstaimployment and did not have
drinking problems. This anecdote would recall mae®m many of the community families
who had tried to be assigned a tenement house. \&tstmilar story was found in Mairen
Johnston’s book, it was selected for productiongémeral, the stories and anecdotes that
emerged during contact with people of the neighbood, helped in the selection of the
anecdotes that were produced as MPL story content.

5.4 Design Methodology for the Stories

This section describes the process behind thetgeledesign and production of the MPL
stories. It presents the scripting and storyboardmnocesses as well as the production

methods and the design of the MPL narrative stractu

5.4.1Real Stories as Content for an Interactive Narmativ

Stories based on a community of people and theryelay life can provide powerful content
for a narrative. Everyday stories appeal to us rmsaadience because they are directly
connected with what we perceive to be real eventshastory; such stories can provide us
with inspiration for our own lives, prompting usrecollect anecdotes, memories and similar
stories. Like a spider web, real stories lead #dch other, connect characters and themes,
providing a natural hyperlinked structure that ¢ used as the basis for an interactive
modular narrative projecLocal writer Maireen Johnstonisok Around the Banks of
Pimlico (Johnston 1985) provided us with a socially arsidnically detailed narration about
the Liberties neighbourhood stories, characters andcdotes, rendering a warm and

engaging picture of the Liberties area from thdyesighteenth century till the 1950s.

From Johnston’s linear narration of the historemadl chronological story of her family life in
the neighbourhood, anecdotes and stories were cpéwstorm the basis of the MPL story
collection. Previous contacts with the community nmbers and explorations of the
neighbourhood streets with Johnston herself, ddcktite choice of subjects and locations for
the story fragments to be used. Recurring locatamtsevents such as, for example, the local

women doing their laundry on the banks of the Rimliver that used to run through the
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neighbourhood, seemed important markers in the aamtgis old traditions. On one hand,
the disadvantaged and tough conditions of the tig®rinhabitants during the 19th and™0
centuries, as well as the fact that the Liberteaga was a Gaelic speaking neighbourhood
during the 19 century, because many members of its communityeatfrom the West of
Ireland during the famine times, are all examplestories and memories still alive in the
neighbourhood old residents’ minds. On the otherdhthese facts and anecdotes are not
always known to the occasional visitor or passeriihese two reasons motivate our content
choices, in relation to our aim at informing angnstiating visitors to get to know the area
beyond its surface, and stimulating memories aratystecollection in old resident

community members.

5.4.2Production Phase

After selecting the relevant content from Johnstdmook, we proceeded by shaping it into
self-contained fragments and scripting each fragnrerelation to a specific location in the
neighbourhood. Particular attention was paid toJblenston family’s history as an example
of what a family might have had to endure to swviduring the 19th and early 20th
centuries. Anecdotes spanning from when Johnstantestor Honora first arrived in the
Liberties from Gort, Co. Galway, with many otherigrants, in the 19th century, until the
more recent stories involving Johnston herself weslected. For each story, sketches and
watercolors were made. Once the storyboarding wasgpleted, the locations for filming the

scenes were researched, on the basis of theirtgffirtth the time and setting of each story.

A variety of methods were employed in the productad the stories, according to their
different characteristics. The stories ranged fgimst stories to descriptions of architectural
changes in the area, to individual portraits ofalocharacters. In creating the audiovisual
media segments, we used a mix of video, animatnohpdotographic media and a narrating
voice that related the anecdotes in the first pe(adich is consistent with Johnston’s book).
Leo Monhogan, a former tourist guide, made avasldb$ collection of old photographs of
the Liberties for use in the project. Charlie Hanmehoa member of the local Marylands
Residents’ Association, had offered papers, bosktetd anecdotes on the history of the

Liberties during the earlier ethnographic intervsepwhase of the project. This historical
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material has proven especially valuable in the ggeaf reconstructing the visuals for some
of the stories, and the fact that it was offeresb @lommunicated the desire of the community
itself to share its sense of history through thgjgrt. “Social history is rich in this area. |

believe it is important for this community to unsi@and its area,” Charlie Hammond told us

in an interview.

Figure 5.1 Selection of frames from the MPL stadgw clips.

In order to harness the friendly and open atmospbéthe neighborhood, films were set in
the Guinness Hopstore (which at the time, had beersformed into Media Lab Europe)
and around the Liberties area. Locals and colleadrmn the Media Lab re-enacted the
selected stories, using costumes and settings@uspy the descriptions in Johnston’s book.
One of the most interesting sets was that for #ieterpretation of the traditional music
session that used to take place every Sunday dthed940s in “Mickey Murphy’s Yard"
(see Figure 5.2).
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Figure 5.2 Community residents participating in thickey Murphy’s Yard” story filming session. Aftdhe
shooting, a storytelling and socializing sessiartsid spontaneously with local inhabitants of the
neighbourhood. Photograph used as Courtesy of titlecst Rob Bourke

Local people came along and engaged in the agbanicipating as local characters in the
filming. The session itself was also an opportundyinformally chat to locals about the
project and verify their enthusiasm for providingancontent to the story collection. It also
contributed to reviving memories, anecdotes andnaes of pride in being from the Liberties

area.

-126-



Figure 5.3 Picture of The set of the traditionalsitusession in “Mickey Murphy’s Yard”. CourtesyRdb
Bourke

A different kind of story, referencing buildingsathdo not exist anymore, was produced
using photographical material collected during tesearch and some of the watercolour
sketches produced for the storyboarding process.vahed methodology added expressivity
and freshness to the stories, and highlighted siole#s for how to develop a framework
under which to guide the community members in #exlback collection phase, when they
would be able to provide and produce their owniasaio add to the collection.

5.4.3Modular Story Structure

We initially extracted about 150 short possibleis®and anecdotes from Johnston’s book,
ranging from the history of the place, to its aretiural features and some specific characters
of its community. Each selected story fragment e scripted and analysed in terms of
time, locations, characters, and themes presdaheistory, such as the Guinness brewery, or
death, birth, marriage, etc. Subsequently, eachnfesmt was storyboarded to test its
feasibility in accordance with our budget and meafieroduction, given that access to actors
and costumes, as well as to props and specialtgffeas limited. In accordance with our
production means, the number of anecdotes thatldmeilrealised was reduced to 40.In the

end, as a result of time, budget and technicaltcainss, 20 stories were fully produced.
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The stories were crafted as units of a modularctira, where story fragments are
interchangeable. The classical, arced, plot-basay structure was exchanged for a more
fragmented way of organising the clips, wherebyhestene is a self-contained anecdote that
references a particular location in the Libertiesghborhood. This approach places fewer
requirements on adjacency of story material andrelssthat the scenes can be experienced in
any order. The resultant hyperlinked structure misf the collection of story fragments,
and the different types of links that connect thdime participant can end the experience at
any time, without needing the closure that is tgfjjcexpected in stories that have a strong
story arc. This kind of structure is designed tmae open and evolve, allowing new stories
to be added at any time.

Since the MPL is grounded in a real place, thauerite of this fact on a user’s experience is
twofold. The participant can merge the story sg#tiportrayed in the video clips with the
surrounding real space, adding it to their mentade of the story and augmenting the real
space with the story’s content and aesthetic. Ty add atmosphere and warmth to the
neighborhood, bringing it to life. In addition tbait effect, relationships between places can
be used to trigger memories and recollections ofaadience member who is intimately
familiar with the area, or with similar situatiorend contexts from his or her own

neighbourhood.

The spatial distribution of the stories is use@as of the navigation criteria for the narrative,
providing the readers with a map of the story spghaeillustrates how the content relates to
specific locations, as well as strengthening thatiaptemporal immersion of the audience
members and transporting them into the scene. &jpathporal immersion takes place when
the distance between the position of the narratdrhas/her audience, and the time and place
of the narrated events, are reduced to near zgfan(R001a). By placing the story fragments
in the location where they originally happened alldwing the audience to experience them
there, we intended to reduce that distance aneaser spatial-temporal immersion, as we

discussed in section 2.4 above.
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5.5 Technological Implementation

In parallel with the production of the story segitserthe MPL content model and its
hardware and software platforms were designed andldped. As a hardware platform, we
selected an iPAQ handheld. This was equipped wiithohal Positioning System (GPS) card
to provide location awareness, and a microdrivieuge SD (Secure Digital) memory card on
which to store the video material. The iPAQ is lgsiogrammable and comfortably capable
of displaying the rich multimedia content usedhie MPL, and GPS is a standard technology
for outdoor location-awareness. Choosing to usalloeemory storage to house the content,
rather than have it delivered over a wireless netwaeflects the infancy of these
technologies in Ireland at the time when the proj@as being developed. As we were
primarily interested in the user experience of pineject, we opted for the simplicity and

reliability of local storage.

5.5.1Content Model

At the same time as we were preparing for audi@tipuoduction, we were also designing
the content model to use in order to experiencéviRe story content as an interactive, non-
linear, hyperlinked structure. Since the MPL conhterodel takes into account the social
network of the community as well as the architeainand topographical characteristics of
the area, in order to be able to meaningfully higplethe story clips together, each fragment
was analysed in terms of time, place and charagiesent in the story. Furthermore, the
main themes were extracted for each story, to farrmomprehensive list of all themes

contained in the chosen narratives fragments. Atdhd of this process each story was
related to a number of other stories in terms ohrmmnality across time, place, characters
and themes. This set of relationships has been lledde the XML mark-up language as

shown in Figure 5.4 (see also the Liberties.d#lifilthe Appendix).
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Figure 5.4 XML file starting the content model

Four types of topics are supported: charactergtilmts, themes and times. These topic titles
relate to the content of the story video clips.efAfa video clip has been played by the
audience, all topic-related clips are displayedr@map, indicating to the audience members
where to position themselves to access relatecentriRelationships across these four topics
can be activated or deactivated separately. lbssiple to view clips related by theme alone,
or those related in terms of character and locatmmto view clips linked across all
relationships. For instance, all clips containingharacter called Honora are related to one
another by the character relationship set. Sontleesie clips also feature other characters, for
instance Honora’s son Michael, and are theref@e alated to all clips that he appears in, as

shown in Figure 5.5.
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Figure 5.5 XML section with description of charaste

When this practice is applied to all four topics,farms a rich web of interconnections
between the video clips. Furthermore, it is easgléce new content in the web of stories, as
the connections between content pieces happenghrmeta-tags describing the themes,
characters and locations for each story, as shawigure 5.6. Each story is described by a
set of keywords that link to the content of othexcps tagged with the same keywords.
Listing a few topics that apply to the story isfauént to richly connect it to the web of other

stories in the project.

Figure 5.6 XML description of one piece of contentresponding to one story fragment
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5.5.2The MPL Platform

MPL is currently running on the Pimlico softwarebaspoke platform developed by lan
Oakley under the CARMEN project-funding framewordpported by the Irish Higher
Education Authority (HEA). Two versions of Pimliexist, one for wireless mobile devices
(iPAQs) and one for desktop PCs; the latter wasld@ed in order to be able to demo the
project outside the Liberties location. Portableides are the primary target platform. An
IPAQ equipped with a GPS card enables the audierasbers to view the stories depending
on their current position on the streets of theetiies neighbourhood. Access to the story
content is facilitated through the appearance asapg@earance of selectable icons. Each icon
represents a particular story and is positionetherdigital map on the iPAQ’s screen, in the
location where the story is set. Once an icon liscsed, the corresponding audiovisual story
fragment is played full screen. At the end of thdewo clip, the digital map of the area is
returned to the screen, on which new icons forrogheries have now appeared. These new
icons represent stories that relate by characténesme to the story just viewed. The viewer
can continue to walk around the neighbourhood logkor new stories or can direct himself
or herself where the suggested new icons are posdi With the help of the map and the
GPS positioning system, a participant can reachaitetion where the icon is positioned and
view the audiovisual clip. In fact, each clip iswable only when the audience member is
co- located with the place where the story happenkid design choice is made to strengthen
the connection between stories and place, anddoueage the audience to walk around the

neighbourhood, exploring its streets and connedtrits atmosphere.
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Figure 5.7 The MPL mobile device interface. Theyi&s shows the GPS enabled iPAQ interface, showing
map of the Liberties neighbourhood and a numbeuttioring tools and navigations aids such as thadaraon
the bottom right of the screen and the Develop€oslbar at the top of the screen.

The desktop version of the project offers a tastin@® MPL experience offsite, by providing

a story map of the area on a desktop PC screenintéréace and functions of the desktop
platform are the same as those of the mobile oxeepe for the GPS function, which in the
desktop version is not implemented. The cursor hogeover the map uncovers clickable
icons representing the stories relating to spesiicts of the map. The viewer can click on

any of the visible icons or continue to hover oter map looking for more stories.
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5.5.3The MPL Interface

The MPL interface takes the form of an interactivap displayed full screen on the handheld
device. To help users locate the story contenthenmap and orient themselves in the real
space of the Liberties neighbourhood and in refatmthe stories, we designed a series of
graphical navigational aids as part of the integfahe interface is shown in Figure 5.7. The
interface consists of two parts: a toolbar that lbarswitched on and off, which is designed
for use by the story designers, and the map andat@wn aids, which are designed for the
use of the audience members. Through the toolbardévelopers can change the kinds of
map displayed, add more stories to the map andclswiaivigational aids, such as story
pointers, on and off. The more aids that are aitathe more the user is guided through the
Liberties tour. With fewer aids displayed, the exgmce becomes more akin to a free
exploration of the area, where story material canumnexpectedly stumbled upon. We
describe the design and functionality of theserfates’ elements in detail in the next

sections.

5.5.3.1Developer’s Toolbar

The developers’ toolbar appears at the top of Q) screen, as shown in Figure 5.7, when
a user draws a V shape on the screen by tappirgtiagt pen tool at any three points (Top,
Bottom, Top) to outline a V letter. Each squareniom the toolbar is a button that accesses a
different function, and the function can be turmedand off by tapping on the icon once. A
line of text appears underneath specifying the '&£dunction and how to operate it. In the
sections below, we describe each icon’s functiargettail. Each number preceding the icon’s
description corresponds to the numbered iconsgareis.8.
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Figure 5.8 The picture show the developer’s toallietailed view with numbers corresponding to tlétdn
functions explained in the text below

Tapping on each button will bring up a blue rectanground it, indicating that its

corresponding function has been selected andiigeact

© © N O

The ‘arrow’ button allows users to change theirifp@ms on the map manually.

The ‘arrow with a star on the tip’ button allowsets to select and move regions and
icons of the stories around the map. This funcisomsed by the developer to position
and re-position old and new stories on the map.

The ‘four-networked crosses’ button allows the deper to select which
relationships among stories to be active within therent MPL experience. The
developer can choose among characters connectimestions and themes.
Chronological order is also possible but not immeted in this version of the MPL.
All the relationship can also be turned on at e time.

The ‘rectangle’ button allows the developer talrate a new map on the device’s
screen. This function is not operational on theenirMPL version.

The ‘question mark’ button indicates the help fimct Selecting it and then clicking
on a part of the interface will reveal the functafithat part of the interface in form of
text explanation.

The ‘antenna’ button indicates how to toggles tfSGunction on and off.

The ‘user’ button brings up the current user infation.

The ‘X’ button closes the application

The ‘M’ button turns the map on and off.
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10.The ‘R’ button toggles the radar icon on and off

11.The ‘C’ button turns on and off the circle with edrdot in the middle; this is the
symbol used for indicating the user’'s position & tmap according to the GPS
measuring.

12.The ‘Z' button turns on and off the blue squaregidating the regions where the
stories can be found.

13.The ‘D’ button turns on and off the green dots aading each story position.

14.The ‘I’ button toggles all icons on, off or to tkarrent user mode, which depends on
the user’s position in the neighbourhood.

15.The ‘G’ button is a toggle for a text string disgley the raw GPS data. By default it
is turned off.

16. The ‘up arrow’ button collapses the menu so thithidden.

5.5.3.2User interface

The MPL user’s interface consists of a map of thigmbourhood and a series of aids to help
the audience move around in search of stories. WWheruser’'s position coincides with a
story location the interface will display a specifton for each story present in the GPS range
of 10-15 meters. To view a piece of content, whetoantered, the user simply taps on the
specific story icon. The clip will play full screeAt the end of the audiovisuals, the interface
returns to the map of the area. At this stageystans of where to encounter further content
related to what has just been seen are displaydatdeomap, as shown in Figure 5.9. In the
following section, we describe in detail the elemsesf the user’s interface.

The Map: The map is hand-drawn, but neatly labeled witeeit names. The minimalist

hand-drawn style serves to distance the piece fstthrar map-based interfaces (e.g., tourist
guidebook applications, or route-finding softwar@hile the street names are included to
ensure that the map remains a meaningful navigat@mid. To present a reasonable level of
detail, the map is larger than the screen of thmelheld device, but it can be scrolled simply
by dragging the iPAQ stylus across the screen. odigh this differs from the display

paradigm found in much location-aware software (@hthe on-screen map is always

centered on the user’s current position), we feas iappropriate for our project, which
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focuses more on whimsical exploration than effitieavigation. By letting users scroll the

map freely, we let them search the map for stdyé®nd their immediate vicinity.

The Story markers: These indicate the position of each story on thp.mihey appear in the
form of small, high-contrast green dots. They aesighed to stand out from, but not to

obscure, the map.

The Story icons: The story icons are the interface through which #ludience activates
video clips, and through which we display the lirdsd inter-relationships between the
stories. They take the form of shrunken represimetftames extracted from the stories. They
appear on the map under one of two conditionseeitie user’s position is coincident with
the story’s location, or the story is related te thst story viewed. In this second case, the
story icon is displayed semi-transparently. Eadnialso features additional information in
the form of small markers along its rightmost eflgee Figure 5.9 below). Three markers are
used. A triangular play symbol indicates that aryste currently available for viewing.
Selecting an icon marked in this way causes theovidip it is associated with to play full
screen, returning the user to the map upon corople¥ideo clips that have already been
viewed are further marked with a tick symbol toigade this viewed status. In addition to
being semi-transparent, clips that are relatetieactip most recently viewed, but that are not
currently available for viewing because they ateaded in an area of the map away from the
user’s current position, are marked with an icoovehg a series of footsteps. If the user
moves to the map location occupied by such an iterstate, and graphical representation,
changes to that of a currently playable icon. Titerition is to allow a user to choose to
follow particular themes, allowing them a sense aointrol and providing additional

structuring to the piece.

Radar: The radar provides an overview of the map. It takesform of a transparent grey

area in the bottom right of the screen, which regnés the total map area. A darker rectangle
within the grey area indicates the portion of thapnturrently shown on the screen. This
adjusts automatically as the user scrolls the mAagmall red dot indicates the user’s current

position, as calculated from the GPS readings. fddsar view shares many similarities with
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those designed for use in shared-editor Computpp&@ted Collaborative Work (CSCW)

systems.

User position indicator: This takes the form of a small semi-transparentlei which
simply shows the user’s current (GPS-derived) pmsibn the map. If a user selects the
position indicator using the stylus, a screen digplall the stories previously viewed, in the
form of a list of story icons. Clicking on an icdisplays the story once

again, irrespective of the user’s current position.

Figure 5.9 Picture showing two screenshots of ttaphical interface of the MPL. To the left: naviget aids
such as the map, the radar, the green dots andtthg icons as they would appear on the device tsed
experience the MPL. To the right: a text explanatid the functions of each icon present on theestouring
the users experience of the MPL.

5.6 Reflections on the MPL development Process

With the MPL project we are extending a LAMS systamman outdoor space. We have
combined a modular, non-linear narrative structuth the use of a real place, providing a
navigation strategy for the narrative fragments aodnmunity-related real stories that
represent the content of the project. We firstaesdeed and crafted a series of self-contained
short story fragments inspired by the communitypebple inhabiting the selected place.
Subsequently, we linked each story to the placeraviteoriginally happened by means of
narration, visuals and interface constraints, alowthe story clip to be viewed only if the
audience position coincided with the appropriateatmn. By using the real space as a
navigable structure, and by overlapping the audisnexploration of the space in search of

stories with the story world where the stories seg we aimed to improve the feeling of
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immersion in the narrative experience. In additsuch a collection of neighbourhood stories
is intended to play an important role in capturihg sense of community and the atmosphere
of the place. We intended such a collection to havevofold effect on its audiences,

depending on the audience’s relationship to theepl®n one hand, we aimed at stimulating
memories and stories of recollection in the locahmunity within the Liberties. We hope

that this process will eventually feed into a gaheense of awareness of the community
itself, empowered by the re-appropriation of thealp social and personal stories, and
furthered through the narrative process and itsildigion. On the other hand, we focused on
visitors to the neighbourhood, hoping that theteiaction through the MPL will allow them

to get beyond the negative impression of the Libericreated by the disadvantaged

conditions of the area and to instead connect igthch history and traditions.

5.6.1The Content Authorship

While researching the community-related story confer the MPL project, we discovered
an important distinction. In the 1960s, criticsstructuralism perceived the study of literature
as a sub-section of the social sciences and wiekvelop a model that would equally serve
theories of anthropology, sociology, psychology &nguistics. Critics soon realised that all
these disciplines are concerned with narrativedifterences in purpose and materials within
the disciplines make it very difficult to see hdwey are interrelated. Theories are dependent
on the material selected for study and the diveisiectives of the theorists in different
disciplines are evident in their dissimilar appfoex to narrative. The question the
anthropologist asks is almost opposite to the aseg by the critic. The anthropologist looks
for the collective function that a myth serves, ihhe critic is asking what this identifiable
author means and why a particular story is unigeeatures such as point of view,
characterisation, description and style, which ssw@mportant to the literary critic, scarcely
exist in the oral tale. The anthropologist, as @ascientist, is committed to a conception of
methodology that is certainly more constrainingntiiiaat encountered by the literary critic
(Wallace 1986). Being thus aware of the differenoef®cus between the anthropologist and
the narrative critic, we kept in mind that a stmyan act of interpretation of the world, rooted
in the particular perception of the author. Ther@® mechanical or digital way to substitute

this, and no reason for wanting to do so (Wall2@®6).

-139-



We envisage that in order to start the processwéldping a neighbourhood or community
story project such as the MPL, the author must ltawverol over the many levels of artistic
choices involved. At the same time, the author khaiso keep in mind that while dealing
with real stories about a community of people,sétimanipulation of the stories can raise
interesting discussion points, such as those ngldab privacy issues, ownership, copyright,
etc. These issues can open possibilities for furdgearch in many different disciplines such
as art, social sciences, anthropology, etc.; leddlare beyond the scope of this thesis.

If, subsequently, a project such as the MPL begpnkinction as a catalyst for provoking
more stories from the local inhabitants themselvken the author could release artistic
control to them. For example, we envisage thathascommunities within the Liberties
might become more involved in the MPL project ameirt story contributions begin to fill the
database, their different styles and interpretatioould take over the project. The collection
would thus belong more and more to the community bacome a repository of their

memories and anecdotes.

5.7 Summary

With the MPL project we have used stories from ahdut a particular place as the content
for an interactive LAMS system. We also aimed astdang an improved feeling of
immersion by letting the audience physically nategéhe real space where the stories
featured in the project once took place. The stohave been scripted and produced as a
collection of short, visual, self-contained multidiee segments. In order to achieve this result,
we linked each story to the specific location whtre original event happened. With the
MPL, the Liberties area of Dublin thus becomes aggaphical map of stories, and the
audience can physically navigate the story colbectFurthermore, through the MPL LAMS
system, we aim to convey to local residents, andoto-residents, the atmosphere and local
history of the neighbourhood where the storiestgglan the hope of eventually stimulating
recollection and memories in residents and creatinggrest in the disadvantaged
neighbourhood among people who did not come from dhea. “Our path through the

structure of the work reflects our choices backisamaking us more aware and responsible
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for our experience”, states interactive artist Dawrokeby in his essay “Transforming
Mirrors” (Rokeby 1995). The MPL experience actsasnirror towards its audience in
different ways. First, to the general public orrsts, by letting them explore the Liberties
community story set and to choose their path thnaugin this way they are free to follow
what interests them, leaving with a very persodehiof the community and of the work
itself. Second, the audience members who belotigetd.iberties community can experience
the work literally as a mirror of themselves, agaiwhich they can compare, discuss and
redesign their past, present and future.

It should be noted that the MPL project as it stamdlies on the author or artist’'s
interpretation to facilitate the community’s reactito and feedback on the neighbourhood
stories. Based on the initial EPL experience (Ni8D4a) and Miskelly’s location-based
community stories workshops (Miskelly 2004), it seel that the community needed an

inspirational starting point to get its own storiksving.
In order to assess the effect of the MPL LAMS syste residents and visitors of the area,

we conducted an extensive user study, and that stugresented and discussed in the

following chapter.
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6 CHAPTER EVALUATION OF THE MPL

This chapter is intended to present the MPL evedoaprocess and the results of that
evaluation. We describe the methodology used ttuateathe MPL application and how the
process evolved through multiple user studies. Chaacteristic of qualitative research is
that the research focus becomes clearer and méreedeas the research goes on. In the
following sections we first outline some generalolgems with the evaluation of

interdisciplinary research projects on the art/tetbgy boundary, and we then present, in
turn, the pilot study and the two user studiehefMPL that we had conducted. We conclude

the chapter with a summary of the findings fromelialuation process.

6.1 Evaluation Strategy

6.1.1General issues with the Evaluation of Interdisciphy Projects

Because of the interdisciplinary nature of the wankl its artistic approach, the question of
how to evaluate a LAMS system is not as straighthod as it would be for a typical
academic work in the arts or sciences. Althouglcare state that art and research are similar
in that they are both exploratory, they do takdedént approaches to exploration and
evaluation. This problem has been observed in aeumf contexts; for example, during the
PLAN symposium held in London in 2004 (PLAN 2004)tention was drawn to the
difficulties of evaluating interdisciplinary loca# media projects and to how the
dissemination of acquired knowledge happens thrquudghic talks, exhibitions and art-based

events, rather than through academic conferenakarénles.

During the PLAN symposium, it was said that tryitegunderstand what happens between
interdisciplinary works and their audiences can d#ficult and frustrating. Valuable
information comes from observing people using tharky during exhibitions and from
having long conversations with the audience. Theéiemces of these projects are usually
mixed. Some are artists; some are academics wifiereht kind of media expertises, from

digital to traditional. In addition, if a projeakes place in a public space every one is entitled
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to use the work, and for this reason deciding whicll of audience to target becomes a very

specific choice.

Nevertheless the evaluation of such a system igitapt if the project is to be considered a
research project, and evaluation is necessarydardo share knowledge with the research

community.

6.1.2Approach to the MPL Evaluation

Since the narrative process always involves a stonarrator, a medium and an audience, to
complete our study of LAMS systems through the M#bject we needed to capture the
audience reactions to the story experience in deiraw conclusions about the degree to
which LAMS systems can contribute to the fosterigmmersive feelings in the narrative,
as well as a sense of place in regard to the lmtativhere the narratives are experienced. An
initial pilot study and two user studies were daesi) and conducted to capture the audience

response to the MPL experience in regard to tHevimhg issues:

- The extent to which LAMS systems and the MPL intipafar fosterimmersive
feelingsin the audience members’ minds during the nama¢ixperience through the
combination of real place and location-based storie

- The extent to which LAMS systems, and the MPL intipalar, can be appreciated by
audiences as place enhancercapturing a place’s atmosphere and its community
folklore.

- The extent to which the MPL project functions févetcommunity members as a
memory and story catalystostering recollection, revisiting and telling nfemories
and local stories, as well as stimulating a nevioxiof their neighbourhood from a
broader point of view, challenging their preconaam or leading them to a new vision

of the space.
In order to understand how to evaluate the MPL LAPpISject, one pilot study and two

users’ studies were carried out. We started by ectnty an initial exploratory pilot study.

This pilot helped us to identify how to structubee tuser study and which kind of users to
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target for our purposes. As the pilot study wasefyuexploratory, it will not be used as a
basis for the majority of the conclusions of thigdis. The pilot study was followed by a
more focused user study in which three types ofemeg were involved and two different
ways of experiencing the MPL were examined. Infitst user study we targeted users with
digital media expertise, in order to uncover thermmssues regarding the interface and the
interactive design of the system. Residents anitbxgsto the Liberties neighbourhood were
also invited to try the system, in order to askeddifferent effects the MPL had on audiences
with different degrees of familiarity with the pkecEach user group had two options of
experiencing the MPL: individually or in pairs. Byiving this option, we intended to
examine how the system could stimulate storytellaggivity, recollection among locals
and/or simply communication among different typeawdiences. Each user was interviewed
after the tour to capture his or her main impressiabout the experience. The information
collected during the first user study indicated ghanore focused user study was required for
a more focused second study. In the second studfyevefore narrowed down the diversity
of the audience members to those from the Libe@iesimunity, Dubliners and Foreigners
living in Dublin, in order to clearly map the diffnces in reactions to the systems on the
basis of the familiarity with the place, the cuduand the traditions. Each user toured
individually and completed a semi-structured intexwand a questionnaire at the end of the
experience. This enabled us to gather and framed#it@ more tightly. In the following
sections we will describe in detail the processrefting our user studies and the actual user

studies carried out in order to evaluate the MPIMSAapplication.

6.2 Pilot Study

In accordance with the issues raised during the NPlsfmposium about the difficulties in

evaluating interdisciplinary projects, and in peutar locative media projects, a pilot study of
exploratory nature was conducted during Decemb@4 20 order to find out how to design a

user study to evaluate the MPL. Because of itsaapdry nature, we are not presenting here
the full details on the methodology and analysithefpilot study, but only the issues that we
found relevant in order to shape the following assudies. In total, 15 users participated in
the pilot study. Four users went out as one graappmpanied by the author, and four went

out in pairs. Of these two pairs, one was accongaahy the author and the other toured on
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its own. The other seven users tried the MPL awithgals. Of these seven, four toured with

the author and the rest toured on their own.

From this first pilot study a number of issues Imeammediately apparent. Before starting
the tour, | asked the participants if they wouldfpr me to walk with them during the tour or
if they would rather meet me later, after the trhahswers were mixed. Some preferred to go
on their own (Karen and Enrico), and some did reoteha preference (Mark). Others, who
were not very familiar with the Liberties area oithwthe technology (Christina), preferred
me to go with them. As a result, | walked with soaral followed others from a distance,
taking notes of their trails and behaviours (shadgwpractice). While walking with the
participants, | realised that my presence was nobra distraction. Participants would ask
guestions instead of concentrating on the storyee&pce. | felt that some more of these
guestions could have been kept for later, or thatgarticipants would have figured out the
answer themselves very easily if | had not beerdbdabem all the time. Through conducting
the pilot study, | realised that shadowing theipgrants and taking observation notes of their
movements was the best way to learn about the usgosrience with the system without
influencing them. From former MLE colleagues Enraad Karen’s comments and trial of
the project, it also became clear how difficulsito direct people through the experience and
explain how to use the interface at the same tifrtee interface has to be extremely intuitive,
in order that that no attention should go into gsith | realised the interface has to be
explained and understood before the user beginsotite otherwise the story experience is

spoiled.

Another issue that was clarified during the piliotdy was that it is better to share one device
and two pairs of headphones among the two usdrsrrtitan having the two users doing the
same tour with one device each. If participants wiamt to experience the application in a
pair and share the experience hold a device ehelp,dre likely to have two asynchronous
experiences; they end up focusing on their ownateaind having two different tours of the
Liberties, thus defeating the purpose of the paioed. In comparison, having more than one
user at the time trying the MPL on the same desiteulates dialogue and social interaction,
but it also distracts from the story experiencelitdn fact, if more than one participant tries
the application from the same device, the exchaoigepinions, stories and memories
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happens at the same time as the experience. iigledn be a success factor from the point
of view of using the MPL as a story and memoridalgat, on the other hand the participants
view fewer stories than if they were touring indivally, and they pay less attention to the
experience with the result that they get less inseebin the stories. In fact, the 4 users who
toured as one group, equipped with two devicesfandpairs of headphones, had the most
unfocused experience of all. They continuously dskeestions of me and among themselves
and compared devices and results while the starge playing. While this could be seen as
a successful brainstorming session about the systestid not work in terms of fostering

immersivefeelingsin the audience’s mind during the narrative exgrere, nor did it work as

aplace enhanceor memory catalyst

These initial pilot tests were important in framiagstructure within which to evaluate the
application in terms of the sequence of eventsitpkiace during the evaluation, the number
of users necessary and the time that it would takearry out each trial. To summarise the

conclusions of the pilot study, we can state that:

All aspects concerning the use of the technologyitminterface should be explained
to the users before the tour starts, and everytedfould be made to ensure that the
users feel comfortable with it.

Users should tour on their own with an observdpfaing them at a distance, in order
not to disturb the tour but to make them feel catatule in case of arising problems.
Large groups with more than two people sharingasvdo not suit the experience.

All of the story material of the MPL can be coverec one-hour walking tour.

A user study based on case studies would provderidata in order to investigate
the project’s effects in terms of strengtheningnersive feelingén the audiences’
minds, working as a pla@nhancerand as anemories and story catalyst relation

to its audience.
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6.3 First User Study

On the basis of the conclusions from the pilot giwde proceeded to shape a user study to
evaluate the MPL project. Thus, the pilot study vees integral part of therocessof
evaluation, but not of the evaluation itself. Véhiln evaluation of the MPL could be made
(and conclusions could be drawn) on the basis effimal studies alone, we include the
methodology and results of the pilot study as a whgocumenting the whole process of
evaluation. We believe that doing so may be of beteeother multidisciplinary researchers
on the art/technology boundary, and it also ackedgés the issues raised by the PLAN
symposium on the difficulties of evaluating intexdplinary and locative media projects. By
sharing our exploratory process in constructingexaluation for the MPL, we aim at
increasing the knowledge in the field of evaluatmagltidisciplinary research, and locative

media projects in particular.

In order to make sure that the methodology adoptedthe MPL study conformed to
sociologically sound methods, the first user stwdys designed in collaboration with
sociologist Dr. Christina Quinlan from Dublin Cityniversity. The specification included
project challenges, questions and a preliminarjuatian structure. Users were asked to
evaluate the MPL and provide us with feedback @nhbw the system worked, in terms of
fosteringimmersive feelings the audiences’ minds while they were experiegche MPL,
how the MPL worked as place enhanceby conveying the neighbourhood sense of place to
its audiences and how it functioned ag@y and memory cataly&ir the local residents.

In order to compare different experiences of tr@qat in relation to the different users who
were experiencing the MPL, we decided to targeddldifferent types of users: people living
in the neighbourhood, who we will call Local Resite people visiting or passing through
the neighbourhood but who do not live in or havg ather relationship with the area, who
we call Visitors; and people with experience in adm and technology field, who we will

call Media Experts. Each group was selected focifpeeasons.

Local Residents of the Liberties neighbourhoodewecluded in the study in order to
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evaluate how the MPL LAMS application influencegithsense of place, personal
memories and recollection of stories. We were awhat local users would have
memories and stories that related to the neighloamathbut we were not sure that
such a system could function as a stimulus for thememember and share these
stories; in other words whether the system coulkvas amemory and storgatalyst
for local users. It was hypothesised that theesystould also inhibit the storytelling
activity, due to being such a technological appino@ca rather traditional art such as
storytelling.

Visitors, including Dubliners not residing in théerties area, Irish citizens in general
as well as Foreigners living or visiting Dublin, mesampled in order to evaluate how
much the system works agpkace enhanceby conveying a sense of the atmosphere
and personality of the neighborhood to people oy ¥amiliar with it.

Media Experts from a variety of disciplines, fromftevare engineers to interaction
and story designers, music technologists and natigs, were included in the study
in order asses the system interface and interacdgsign. They also commented on
the system as a mobile story experience fostenmmgersive feelings the audience’s
mind.

6.3.1Participants and Configuration

A total of 21 users were selected for the studyusérs from each group. The users’
background and relation to the place, as well agitiration of the tour, is listed in Table 5.1.
For each group, 3 people toured on their own amd phirs (see Figure 6.1), except for the
non-residents, where we had only one pair anddsieaf the group did the trail on their own.
In any case, this difference did not disrupt owdgtbecause as the study was progressing,
we realised that the tour by pair was not goindgpéoused as a method to asses the MPL.
During the study, we observed that the users tguaga couple became too distracted from
the experience as a result of a series of pragisaks, such as having to manage one device
between two people while being linked to it by teeds of headphones, or having to negotiate
decisions on where to go next. All participants evéollowed during their tour of the
Liberties in order to observe their reactions argk tpath they took through the

neighbourhood. At the end of each tour, a semegirad interview was conducted with each
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pair or single participant. The leading questioskea during the semi-structured interview

were based around the following topics:

To what extent did they enjoy the MPL experienced aid it fosterimmersive
feelingsin their minds?

To what extent did the MPL work agplace enhanceand did their understanding of
and feeling about the place benefit from the MPpezience?

To what extent did the MPL function astory and memories catalystnd if it did,
would they like to have their own anecdotes recomie the system as well?

Would they like to change anything in the MPL expece?.

Would they like it applied to other areas of thig ar other to cities altogether?

Figure 6.1 Two moments of the MPL initial user gtull couple is experiencing the MPL as a pair. fi® left

both users are watching a clip on the device scr@enthe right: one user has located the wherestiogy clip

refers to in the real space and explains it to dtfeer one by pointing at the real place where tbetent relates
to.

Audience members from different user groups demnatesl different focuses and interests
in the project. The next sections describe theesduought up by each audience group and

present the three main categories of commentsthatged from the collected data.
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Residents (7 users)

Group Size Participants Background Tour Duration
2 Aileen and Adele Born and raised in the Libertie$ 45/50 mins
2 Liz and Mariel Born and raised in the Liberties| 5 mins
1 Maria Moved to the Liberties when she 30 mins
got married 2 years ago
1 Sheila Moved to the Liberties 22 yearg 40 mins
ago when she was a college
student at NCAD
1 Paul Born in Dublin and has lived in | 30 mins

the Liberties for 20 years

Non-residents of the Liberties area (7 users)

Group Size Participants Background Tour Duration
2 Julian and Oscar Julian is from Dublin, Ireland;| 40 mins
and Oscar is from Havana, Cuba
1 Pier Paolo Pierpaolo is from Milan, Italy 40 mins
1 Bart Bart is from Ghent, Belgium 60 mins
1 Stephen Stephen is from Dublin, Ireland 60 mins
1 Kevin Kevin is from Dublin, Ireland 45 mins
1 Matt Matt is from Michigan, USA 45 mins

Media Experts (7 users)

Group Size Participants Background Tour Duration
2 Sara and Rainer Sara is from Los Angeles, USAG0 mins
and Rainer is from Cologne,
Germany
2 David and Siobhan David and Siobhan are from | 60 mins
Dublin, Ireland
1 Alison Alison is from Albany, USA 30 mins
1 Jussi Jussi is from Turku, Finland 30 mins
1 Linda Linda is from Donegal, Ireland 30 mins

Table 6.1List of all participants of the first user study

6.3.2 Analysis of Residents’ Reactions

Residents of the Liberties area were selectedhferuser study from the “Living Heritage”
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class organised by the local community centre ait9¥icolas of Myra on Carman Street, in
the heart of the Liberties area. The contact wadenthrough John Gallagher, head of the
centre and also a well-known member of the Libsertiemmunity. The community members
were enthusiastic about experiencing the projefdglldwed them around the Liberties area,
together with John Gallagher, who often told s®a the spot and prompted conversations
about the neighbourhood during the tour. Going agiothe Liberties with local people
offered great insight into the community atmospharel constituted a very different
experience from observing audience members fronotiner categories. People on the streets
had a very friendly attitude towards other commumitembers. Often conversations with
passers-by would start spontaneously in the stwa#t,topics ranging from questions about
what the group was doing, to local news and evkafpening in the neighbourhood. The
Liberties is a disadvantaged inner city area, amahs clear that most audience members who
are not native to the area were not able to retak enjoy the experience as much as the

community members.

The first four participants of the study (Adelele&®n and two sisters: Liz and Mariel) were
born in the area. Liz and Mariel's family worked fioe Jacob’s biscuit factory (a well-known
firm that started its business in the Libertieghie 1940s) for three generations. Adele and
Aileen are also descended from families rootech@ltiberties for two or more generations.
Memories were triggered in each local community memnby the stories in the MPL. An
example is an anecdote about a rude dispensaenifi South Earl Street Health Centre.
From residents’ memories triggered on the spotgateto know that, until a few years ago,
the dispensary officer was still performing his ptih the same rude manners portrayed in
the story. Another location that triggered memoaesd stories in community members was
Braithwaite Street. Liz and Mariel's family usedliice there and they knew the family of the
man in one of the anecdotes. At one time, he wamadiar face in the Liberties, walking the
streets selling coal from a horse-drawn cart. Lnd aariel told that when they were
children, they used to play in the shed where beedtthe coal, even though it was dirty and
full of rats. “His hut and stable for the horse enly recently demolished” Liz and Mariel
recall. Adele and Aileen on the other hand, releal shouting: “Coal” as his horse and cart

criss-crossed the Liberties.
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On returning to the Saint Nicolas of Myra commurigntre for the focused discussions,
members of the “Living Heritage” class would spowtausly join the conversation and
contribute with their comments. The comments inetlidtories about the poor conditions of
the area in the past, and how men used to runetpibs and bars as soon as they received
their salary; how women were not allowed to ener pubs until recently, and used to have
to ask John Gallagher to go to retrieve some of thesbands’ salaries before it was all spent
on drink; how people from the area still remembéirclh houses originally belonged to the
Guinness workers and which to the Jacob’s factartkers, despite the fact that the Jacob’s
biscuit factory is not located in the area anymame Guinness now employs few Liberties
residents. These sessions clearly indicated tleeeisit of the community in participating in
and contributing to the MPL with their own storiesd in expanding the database with old
and new anecdotes about their neighbourhood.

6.3.3Analysis of Non-Residents’ Reactions

Non-residents, ranging from native Dubliners taefgners living in Dublin, showed a variety
of reactions to the MPL. People from outside Irdlayenerally were drawn towards more
historical information. They enjoyed listening torges that would tell them about the origins
of the area, and to socio-historical anecdotes tathau Liberties population and the area’s
architectural structure. Particular favourites wéne stories about the Courthouse of the
Liberties, or the Brabazon family, which was desisehfrom the Lords of the area. Oscar, a
Cuban citizen living in Dublin, expressly commentedthe desire to know specific dates and
facts about monuments and striking landmarks ofatlea, such as the statue of the Jesus on
Gray Street. John Gallagher, the local communityntrer, was present when Oscar made the
comment, and he was able to answer the questiordiately by telling about the origins of
the statue and how it used to be a fountain. Type tof interaction between the people
experiencing the tour is interesting, as it shovwesvthe system can not only prompt
memories and anecdotes about the neighbourhoo@ldmtow it stimulates a dialogue and
interaction between locals and visitors to the nleayrhood.

Some non-residents commented that they could nutemt to characters in the anecdotes,

such as the Honora character and her family whoesh@round the Liberties from house to
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house and job to job. They found those storiesftagmented to be able to synthesise them
as a whole. Others reported the feeling of beirgpped in the middle of a story, missing out
on a beginning. We attribute such comments intpattie fragmented nature of the narrative,
but we have also identified a number of other fmssreasons for these reactions. For
example, a feeling of not being able to connectdtwey fragments as a whole could be
influenced by the fact of not being from the ar@ad therefore not being able to connect the
story fragments to similar stories that might haeeurred in their own families or close
friends. We have hypothesised that lacking a caltdrame of reference may have
diminished those users’ interest in and capabtlityelate to these kinds story fragments.
Also, familiarity with the place as a neighbourhoadd community construct can help
participants to link the story fragments togetheiaacoherent description of the area. On the
other hand, we also had contrasting reports. Famgie, Bart, a native of Belgium visiting
Dublin for his second time just for a few days,ag®d the Johnston family’s anecdotes most.
He found them warm and entertaining and was naourdied by their fragmented nature. This
indicates that interest in the stories is to a tgeedent driven by personal taste and by
interests in different narratives styles and strreg: from fiction to more factual historical
information or documentary, and from content orderea chronological and linear way to

that of a more fragmented structure.

6.3.4Analysis of Media Experts’ Reactions

The participants from the media experts group hadrgety of different responses to the
experience. The technology was sometimes repogetiseracting from the story experience
itself. We hypothesised that media experts weraded on analysing the interface issues and
were not very familiar with the Liberties neighbbaod, and therefore the navigation of the
real space was a demanding task for this groupadicgpants. One of the users, Rainer, a
German writer who had been working within the fieldmultimedia stories and interaction
design, felt the stories were too fragmented tanfa coherent narrative, especially if
considered from a classical narrative point of vidde found the underlying narrative
structure too weak to form a coherent story andnteg that the characters lacked motivation
and psychological depth. Rainer explained in therimew that he is not very fond on

interactive stories in general. Users more familth the fragmented nature of many
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interactive narratives, such as two former collesgérom Media Lab Europe, found the
fragments pleasing and reported that the relatipegbetween the fragments were engaging

and motivated them to seek related story fragments.

The media experts often observed that the link eetwa story and a specific location to
which the story fragment was related was not alwaysediately obvious. This comment

was reported by audience members in all three cetegories. Due to the GPS resolution
(10-15 meters), the audience was not always sduateexactly the right physical location

when a story became available to them. Furthermbeeaudiovisual media fragments did
not always provide precise pointers as to theitirget Suggestions to resolve this problem
included starting each video clip with an imagetlod location in which the story is set,

instead of having the location visualised somewlerthe middle of the clip, according to

the demands of the story being told. Another sutimesvas to use the narration to direct the
audience’s gaze in the appropriate direction. Fgtance stories could commence in the
following style: “Can you see the red brick buildiopposite No. 8 South Earl Street? That
used to be the local Health Centre.” By explicidlgming and describing the important
locations, the participants would then be ableatuifiarise themselves with the setting before
the beginning of the story, without missing outtba visuals or feeling confused about what

they should be looking at.

6.3.5Reflections and Conclusions

The fist user study was insightful on multiple llsvdt helped us refine the procedure and
methodologies required to evaluate the project. Miend that case studies and semi-
structured interviews worked as appropriate methodsd the users’ reaction to issues that
are otherwise difficult to quantify, such as theliaaces’ response to the system in terms of
immersive feelings and sense of place, for exan@tethe other hand, we realised that we
needed to complement the data gathered throughetiseded comments and interviews by
general questions about each user, such as agecangation, or their disposition towards
technology, stories in general and interactiveiassoin particular. These details are important
in order to frame their comments in a much morerimftive way. For example, the user’s

focus on the place during the MPL experience igelation to the user’s familiarity with the
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area and with her orientation skills in general.specific questionnaire was therefore
designed in order to frame the audience membensintents to the system within their
personal experiences and preferences. The queatiertemplate is included as Appendix B
in this thesis document. All the second users styug3stionnaires are included in the DVD

Appendices folder as Appendix D.

Moreover, through the first study, we came to tbhectusion that we needed to tighten our
audience samples in order to be able to draw mowpeised conclusions from their

experiences. The fact that in the Residents groeiphad Liberties-born participants as well
as newcomers to the area, made it difficult to dcanclusions on the reaction of the sampled
community audience. Some users born and raiseldeirLiberties would make connections

about how the area used to look and how it looks@dent, or would recognise some of the
characters portrayed in the story fragments, wthike newcomers would not. The MPL

system, however, had no influence on whether tpesple could make the connections or
not. Their comments were dictated by their difféneslationship to the place rather than by
the effect of the MPL on their perception of thaqa. A newcomer recruited as part of the
residents group would not have the same recollestetbout the place as an old resident.
These are important factors to realise in ordete&i how the system works as a story

catalyst, as well as in capturing the traditiond atmosphere of the place.

However, because of the wide variety of audienbaswere sampled for the first study, we
were able to identify the main issues regardingtdofinical and interactive aspects of the
system. All the issues regarding the technology,ufer and the graphical interface, as well
as the interaction design of the experience uneavduring the first study, were raised also
during the second study, demonstrating that we hezhdhe saturation of the possible
comments raised by the users regarding those g¢sbjHtese issues can be summarised as

follows:

Design the LAMS experience for your targeted auckerEach of the three user
groups had different opinions on many aspects@f&ilstem, from appreciation of the
content to use of the interface. For locative mettia question of who the audience

will be should be at the forefront of every destgtision.
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Modular stories convey atmosphere. Short storynfixggs work well in the context of
LAMS systems. Generally, we found that the usersevable to stitch together the
disconnected scenes they watched into a cohesigewh relation to the atmosphere
of the area that the LAMS was referring to; to lthke fragments that directly connect
with one another; and to absorb the rest as depaiributing to a richer and more

atmospheric experience.

Include guidance, such as paths or timelines. Usefamiliar with a neighbourhood
tend to use the system as a tour guide or to aigya@on. Providing tools to support
this, such as paths suggesting where to go nextnmake the system more accessible

for them.

Explicitly situate media. It is important that theedia is explicitly designed to allow
users to situate the content in the environmerthdy are unable to superimpose the
videos on their location, the effect of the expeceis lessened. One technique is to

start each clip with a photograph of the relevanation.

Screen User Interface (Ul) is a visualisation, aotinteraction. Generally the users
wanted to see more (e.g., the path they had takemght take next, or an indication
about whether they had already seen a piece oéwrbut do less. They wanted to

look at the system, but keep actual, explicit ité&on to a minimum.

For the second study therefore, we decided to focoe on the intangible aspects of the

experience, such as how a LAMS system can funetsoaplace enhanceand can influence

the neighbourhoods’ sense of place that users butlikir minds, and thenmersive feelings

in the narrative stimulated by the relation of 8teries to the real place. Furthermore, we

wanted to focus on how the system could work amemories and stories catalysh

particular with local residents. Once the focudhs study was tightened, we proceeded in

organising a second and final evaluation studyefdystem.
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6.4 Second User Study

For our second study of the MPL, we sampled pasditis based on their connection with the
neighbourhood, but from different cultural backgrds and hence with a different point of
view in relation to the area and the content of MeL. In order to do that we sampled
foreign users born outside Ireland, Dubliners kvin a different neighbourhood of the city
and Liberties-born community members. In the folloyvsection we describe the study

configuration and its results.

6.4.1Participants and Configuration

A total of 15 participants, 5 for each user growpre recruited in order to evaluate the MPL
system as airmmersive narrative experiencas aplace enhanceand as anemories and

stories catalystor the local community.

Five participants, who we call Community users,eMeorn and raised in the Liberties
and were familiar with the area’s folklore and ttadhs. These participants were
recruited in order to collect the local reactioms the system and to observe if

memories and story recollection were stimulatedt.by

Five non-resident participants coming from a défér Dublin neighbourhood were
sampled, in order to collect reactions to the pface a wider point of view. These
users were familiar with the city but not partialyawith the Liberties area, but still

had a strong feel for Dublin city history and stsriWe call this group Dubliners.

Finally, we sampled 5 participants from outsidelanel, belonging to different
cultures and having different nationalities, butefit in English and familiar with

Dublin because of working in the city. We call thiwup Foreigners.

By observing the reactions of these three diffemssis of users, we had covered the main
target audience of our system as a poteptade enhancefor locals inhabitants and visitors
to the Liberties, from Dublin and abroad. Furtherepave intended to examine whether a

system such as the MPL could function astaries and memories cataly$r local
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community members. Across the three user groupdicpiar attention was paid to the
immersive feelinggenerated by the system and its ability to genenatierest in and

familiarly with the area.

The method of data collection was drawn from thst fstudy. Each user was firstly taught
how to use the mobile device and how the MPL iasfworked. Then he or she was asked
to roam the neighbourhood streets independentbgarch of story content. All users had an
audio recording device switched on at all timesirdutheir tour, and they were asked to
record their comments on the experience. Partitspavere encouraged to record their
comments by speaking loudly into the recording cdeyvbut only if they felt comfortable in
doing so; we did not want them to be distractedhftbe main experience of the narrative by
feeling uncomfortable in the commenting task. letféhe use of a recording device to record
comments during the tour was not always effectditen after the trial, users reported that
they forgot to talk in to the recording device eltfawkward in doing it while walking in the
streets of the neighbourhood. Moreover, each usarfallowed through the neighbourhood
at a distance. This enabled the researcher towabaanser’s chosen path through the area and
to step into the MPL experience if any problem aros if asked by the participants; but it
prevented the spontaneous, disruptive communicati@erved in the pilot study. At the end
of the tour, each user was engaged in a fifteentwventy-minutes long semi-structured
interview. During the interview, the conversatioaswirected towards the effectiveness of
the system in terms of what it was like as an inwiver experience involving narrative and
place, whether the system succeeded in commurgcatisense of place and interest in the
neighbourhood and, finally, if it functioned as @rg and memory catalyst for audience
members that belonged to the Liberties communityriid the interview, questions were
asked about the efficacy of the interface and éréhwas any other comment on or change
that they wished to make to the system. Particgpauetre asked if they liked the MPL system
in general, if they would like to experience itather places (their own neighbourhood, for
example) or in a new city that they had never @ibefore. Users were also asked if they
would be interested in sharing their own storigeufgh such a system, and finally, if they
preferred it to a traditional guided tour or a guidook. In fact, while the objective of the
MPL is different from that of a tour guide, the toguide is the closest comparable

experience that most people not familiar with lo@media would have had.
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After completing the interviews, the participantsres asked to fill in a questionnaire that was
the same for all the users groups, in order to dérdheir disposition towards stories, the
technology and the place. Transcriptions of thenmdiags of the users’ comments during the
tour, and the semi-structured interviews, the netea’'s observation notes and the
guestionnaire data were collected across the threeps of audiences. In the following
sections, we describe and analyse each user gitomopigh the data collected on the
guestionnaire, the comments about the system redatdring the tours and the issues raised
during the interviews. When necessary, we refahéowords of a particular user by giving
the time of the transcript and the name of the.user example, if we refer to a quote by
Charlie, [Charlie, 00:34] would refer to the linesCharlie’s transcript that are marked with
the time: 00:34. If the interview is broken up immre than one recording, the number after
the name would refer to the number of the recorfiiegfor example, Eileen2 would refer to
the transcript of the second file of her interviddue to the length of the transcripts we did
not include them as appendices in the thesis pridteument but as a digital Appendices in
a DVD attached to the thesis printed documenttfk®icomplete transcripts of the interviews
and the recorded comments then, see Appendix Caioedt in the DVD folder called
Appendices.

6.4.2 Analysis of Community Group Reactions

For the analysis of the data collected from the @omty group, we are going to analyse
first the questionnaires, then the transcriptshef tecorded comments made by the users
during the tour and then the semi-structured im¢svs. In analysing the transcripts we
extracted a set of categories that recur in moaa tne user’'s recording and grouped the
comments under those subheadings. For the Commusdéns, the categories of comments
found in the transcripts are: the MPL as a stony mx@mory catalyst, the learning aspect of
the MPL, the MPL’s narrative aspects, immersivitgrientation issuesand the

“disadvantaged neighbourhood” reputation
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6.4.2.1Analysis of the questionnaire data

The members of the local community group samplect\a## born and raised in the Liberties
area. They varied in age, occupation and gendeg. grbup consisted of: Charlie, union
officer, aged 70; Chris, educational manager, &feEileen, musician, aged 36; Steven, I.T.
technician, aged 32; and David, chemistry lab texan, aged 26. The community users
affirmed that they liked technology and were quémiliar with it, apart from Charlie and
Chris. David was the only community user who haeldus handheld device before. Charlie
and Chris asked me to stand by their side duriegMPL tour, in order to make them feel
more comfortable with the technology. As a resihié comments recorded during their tour
are more akin to a spontaneous conversation, irpadson with the short statements about
the MPL experience recorded by the users who tooredheir own. At first, due to the
experience of the pilot study where my presence tethe user was a disturbing factor for
the evaluation purposes, | was reluctant to béatusers’ side while they experienced the
MPL. Eventually | conceded, because | did not wHrg users to have an unpleasant
experience of the MPL due to their discomfort witie technology. Later, from the
transcripts of the recording made while touringhwiliese users, | realised that the fact that |
was standing next to them during the MPL tour dit disturb the experience as it had done
in the pilot study. The difference was in the fd@t the Community group, being from the
Liberties instead of from outside the area liketh# participants of the pilot study, were
really focusing on the story aspect of the neighbood. Thus, my presence next to them
seemed to reassure them with regard to the tedayditey were using and stimulated a
dialogue about the place and its stories. Aftethal records from the three different groups
were transcribed, | realised that many participdidsnot record very many comments during
the tour, and many of the comments recorded wepeated during the semi-structured

interviews conducted at the end of the tour.

All members from the Community group reported tthety liked stories and knew what an
interactive story was. Furthermore, they liked ithea of a story being interactive, even if,
except for David, none of them had experienced lmafere. This is an important piece of
information to take into consideration when evahgtthe success of the system as an
interactive narrative. In fact, the critiques abthé interactive and fragmented nature of the
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systems reported during our studies were made Hicipants with a strong predisposition
towards traditional storytelling methods, such asv&n who is writing a traditional book
about his own memories in the Liberties.

Being born in the area, every participant was feamivith the neighbourhood’s geography,
but not everyone was comfortable about their owantation skills and using maps. In the
case of the Community users, not being familiahwatientation tasks did not influence the
experience as much as it did for the other grobpsause the members of the Community
group were familiar enough with their own neighdmod streets. Finally, all the
Community group users stated that they would hapeated the MPL experience in the
Liberties again, as well as in other neighbourhomdsities. All of them, except for Eileen,
felt comfortable at the idea of sharing their oworigs through such a system. Eileen
mentioned that she would not necessarily be agalmasting her stories, but it would have

depended on the story and the context.
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COMMUNITY AUDIENCE MEMBERS: DATA FROM THE QUESTIONNRIRES
(Users are listed in alphabetical order)

PERSONAL

Name: Charlie Chris David Eileen Steven

Age: 70 50 26 36 32

Occupation: Trade Union Education Co- Lab Technician Musician I.T. Technician
Officer ordinator

Nationality: Irish Irish Irish Irish Irish

THE TECHNOLOGY

Name: Charlie Chris David Eileen Steven

Do you like Technology? 1 10 10 8 8

Scale from 1 to 10 (running

from Least1 toMost=10)

Are you familiar with it? 3 10 8 7 8

Scale from 1 to 10 (running

from Least=1 to Most=10)

Have you used a handheld no no yes no no

mobile device before?

Answer: yes or no

INTERACTIVE STORY

Name: Charlie Chris David Eileen Steven

Do you like stories in general? | 10 10 7 8 10

Scale from 1 to 10 (running

from Least1 toMost=10)

Would you say that you know | yes yes yes yes yes

what an interactive story is?

Answer: yes, vaguely, no

Do you like the idea of stories | yes yes yes yes yes

being interactive?

Answer: yes or no

Have you experienced an no no yes no no

interactive story before?

Answer: yes or no
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NAVIGATION

Name: Charlie Chris David Eileen Steven
Are you comfortable with using | average no yes yes yes
maps?

Answer: yes, average, no

Are you comfortable with yes average yes average yes
orientations tasks?

Answer: yes, average, no

Do you know the Liberties area?} yes yes yes yes yes

Answer: yes, average, no

GENERAL

Name: Charlie Chris David Eileen Steven
Would you do the experience | yes yes yes yes yes
again?

Answer: yes, maybe, ng

And if it was updated with new | yes yes yes yes yes

content regularly?

Answer: yes, maybe, nd

Would you do a similar yes yes yes yes yes
experience in other cities?

Answer: yes, maybe, ng

Would you like to have this yes yes yes yes yes
system active for the area where
you are currently living?

Answer: yes, maybe, ng

Would you feel comfortable yes yes yes maybe yes
sharing your own stories through
such a system?

Answer: yes, maybe, nd

Table 6.2Summary of the Community data extracted from thestjannaires
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6.4.2.2Analysis of the recording transcriptions

From the transcripts of the recorded comments and-structured interviews, we can report
that, compared to the other two sets of particpatiie Community users were mainly
focused on issues regarding the neighbourhood] kKicaes and characters, and personal
memories, rather than on technology, interfaceri@ntation issues.

The MPL as a Story and Memory Catalyst

The Community users’ familiarity with the neighbbaod and its traditions drew their
attention to the narrative and cultural aspecthefproject. Charlie, for example, mainly took
the MPL narrative system as a starting point tcacet the whole history of the Liberties from
when “the weavers and the Heugenots lived in tlea 800 years ago” [Charlie, 3:21]. He
tied in the MPL stories with his own family histoapd his mother’s brother “being a weaver
himself’ [Charlie, 4:17]. During the tour, Charkdso remembered characters of the area that
are not mentioned in the MPL, such as Doctor Mds48;30], who built the Coombe
hospital to help women have their babies in sabmdtions. Moreover, Charlie and Chris,
remembered other stories and local characters antiomed in the MPL, such as Bang Bang,
Mary All Papers [Chris, 15:31] and Doctor Lomes,omvas appointed by Guinness to
supervise the conditions in which brewery workeeseMiving [Charlie, 28:43]. Charlie did
enjoy the system very much, because it would prdmptto tell stories and at the same time
keep the focus on one location at a time [Charl@servation Notes].

All the Community users were reminded of some pwb@anecdotes concerning the area.
Charlie was reminded of his beautiful aunt who dead on the biscuit boxes of the local
biscuit factory [Charlie, 34:19]. Chris remembetegtself being sent to work in a weaving
factory when she was still a young girl [Chris, 2&8]: and how she used to help her
grandmother carrying vegetables from the Fruit dadetable market on the other side of the
river at 5 o’clock in the morning, in order to séllem later in the day on Thomas Street
[Chris, 28:09]. David remembered how his motherduse take him to the shops in the
Liberties to buy clothes, and how he hated the mepee [David, 36:47]. Steven remembered
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how his family helped their grandmother to move ofibne of the big flat complexes on
Marrowbone Lane [Steven, 36:24]. Eileen, hearing #tory of young Honora dying of
gastroenteritis, remembered how she nearly diedastroenteritis herself when she was a
child [Eileenl, 16:52]. Community users were oftging the stories with past traditions and
social issues concerning the neighbourhood. Afearing the story of a girl, who had been
christened with a male name and resisted changingntil she really needed to fix the
mistake in order to get her pension, Steven comedealbout the anti-authoritarian nature of
the inhabitants of the Liberties and how they wautd like to deal with authorities unless it
was strictly necessary [Steven, 14:29]. Eileen atemtioned in her comments how, through
the MPL, she has actually remembered how Grand ICreet was filled with water when
she was a child [Eileen4, 00:39]. Grand Canal $ireéact used to be a water-way for the
Guinness barges, and animals and children usexhto free on the banks of the canal. Eileen
said she had forgotten that the canal used to dre,tland she used to play around that area
herself [Eileen4, 00:39]. Chris enjoyed most of sheries, in particular those that she could
relate to, like the stories featuring the local tdocand the dispensery officer. She
remembered that people used to get the same mediltithe time, and that the officer used
to be very rude to people queuing at his hatcteteive their prescriptions; she also related
to the anecdote about the window decoration corigetiChris remembered how her mother
used to tell her about that competition when she aahild [Chris, 5:00]. The amount of
personal and historical information that was weaidd the conversation shows how the
MPL system can function as a story catalyst and omgmollector for local residents and

community members of the Liberties.

The Learning Aspect of the MPL

Community users also enjoyed the learning aspddtedVPL experience. Chris appreciated
learning about facts and stories she did not knbauathe neighbourhood, such as the
origins of some street names [Chris, 10:25] orf#lce that women used to do their laundry on
the banks of the Poddle river [Chris, 2:20]. Daaldo appreciated this [David, 31:33] and
remarked that a lot of the Liberties history is generally known and that the MPL system

was a nice way to be introduced to it.
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The Narrative Aspects of the MPL

The audiovisual treatment of the stories was gdyeeppreciated by local participants
[Eileen4, 3:57], [Chris, 4:19], [Charlie, A2], exmefor Steven, who did not like the story
visuals [Stevenl, 17:03, 19:33, 25:09]. He comnektivat they were too tightly edited and
that he could not connect them to any locationartipular. He felt a bit distant from the
characters portrayed in the stories [Stevenl, 424d also found the content too fragmented
[Steven2, 3:02]. While introducing the project te\&n, before the tour took place, he said
that he had already seen the MPL stories from tgeg website [Steven’s Observation
Notes]. It is possible that this might have affectes perception of the MPL in a negative
way, pre-empting the interest in the stories théwese Furthermore, Steven added in the
interview that he is writing his own book about lon stories of the Liberties [Steven2,
11:29], and also that he would prefer a linear doeotary about the area to get to know the
neighbourhood, rather than the fragmented MPL eepee [Steven2, 3:02]. It may be that
since he is writing a chronologically ordered bakstories about the area, Steven is more
attuned to experiencing linear and chronologicaligered story material. Charlie, on the
other hand, found the fragmented nature of the M&ly inspiring. He appreciated the fact
that each story was condensed into a minute obaigdials [Charlie, 1:12:11]. Charlie gives
tours of the Liberties to groups of tourists himisehd he mentioned in the interview that he
tends to lose focus as he tells the stories ohéighbourhood. He said that a system like the
MPL would help not only people touring the areat hiso someone giving a tour, to
maintain a more focused performance [Charlie’s @lad®n Notes]. Even Steven, who did
not appreciate the visual treatment of the staaies the fragmented nature of the narrative,
did find the MPL an interesting experience overafigd a very promising concept to develop
further [Steven2, 5:03]. He could not compare ittour guide or an interactive story. He
said that it was like nothing he had tried befddéef/enVv2, 2:35]. Eileen, Charlie and Chris
found the system comparable to a special kind gitaditour guide, only more enjoyable and

more flexible.
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Immersivity

In terms of the immersive feelings generated by N, they were explicitly mentioned
only by Eileen, who stated that she felt very imseerin the stories despite the traffic and the
noise of the city streets [Eileen3, 8:25]. The ismibrought her back to her childhood and
memories and anecdotes started to flow in her rjtiden, 1:14]. Eileen could connect the
stories to the location without difficulty [Eileen8:20], which helped her feel immersed in
the MPL experience. Steven, on the other handgdifédulties focusing on the visuals of the
stories, which he found were distracting him framHKing at the real place that he regarded
as more important than the visuals of the stohesselves [Stevenl, 25:09]. He considered
the visuals not very useful in general and in patéir not helpful in generating an immersive
experience. The MPL seems, then, to function fostmemmmunity users as a story and
memories catalyst rather than as an immersive thagraxperience. For all community users,
the MPL functioned to re-connect then to their hbimurhood traditions and folklore. For
example, Eileen recollected the Liberties traditmindecorating the cottage windows after
viewing the MPL story in Gray Street [Eileen4, 3:1Ghris, after viewing the stories about
the Health Centre on South Earl Street, remembeoadthe Guinness workers used to have
privileges over the other community members, such &ee doctor made available to them
by the Guinness employers [Chris, 9:30]. Some Conitymembers mentioned that through
the MPL they were encouraged to see their own plattenew eyes; David, for example, he
had not ventured down some of the Liberties strieta long time [David, 33:29] and was

able to rediscover the area through the MPL.

Orientation Issues

Orientation was not an issue for any of the Comtyyparticipants. The fact that they did not
have to pay attention to orientating themselvesarobd the narrative aspect of the project
and the story and memories catalyst effect. Comipumsers also did not focus their
attention on the technology and interface aspddiseosystem. Few comments were made in
that regard. If, on the one hand, the interface pexseived as nice and intuitive [Stevenl,
44:39], [David, 31:02], on the other hand, the kadndicating the story material were
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perceived to be cluttering the screen [Steven2}5Steven, in particular, would have liked
more help in order to find where the stories weositoned in the real space. He suggested a
navigation system similar to the one used in catsich would direct users to the correct
direction in which to find the story content [Stale 2:35].

The “Disadvantaged Neighbourhood” Reputation

During the interviews, some general issues abaut tberties area came up, such as the lack
of proper structures for the community [Chris, 35:87:09], safety, and squatting problems
mentioned by Steven and David in relation to tlggandmothers’ apartments situated in a
big block of council flats [Stevenl 36:24], [Davgh:29]. These issues, and the risk of being
on foot in the area with expensive devices [Steyéarl9, 22:40], point to the disadvantaged
condition of the neighbourhood. In relation to thae can argue that a system such as the
MPL, depicting the folklore and history of an arean be useful somehow to counteract its
bad reputation. The MPL can give the local commuaitvoice and can give visitors to the
area an insight into a different face of the nealrhood, making visible its traditions,
folklore and community values. The comments of plaeticipants who were not from the
area, the Dubliners and Foreigners, pointed out their experience of the MPL tour
encouraged them to discover the neighbourhood ansider it in a new light [Philip, 28:31].
Furthermore, despite its disadvantaged conditior@e than 50 people toured the Liberties
with the MPL equipment in their hands and no safebpblems were ever encountered during

the trials.

6.4.3Analysis of the Dubliners Group Reactions

To analyse the data collected from the Dublinersugr we will first look at the
guestionnaires, then the transcripts of the recbmenments made by the users during the
tour and finally the semi-structured interviews.amalysing the transcripts we established a
set of categories that recur in the users’ commants grouped the comments under those
subheadings. For the Dubliners users, the categofieomments found in the transcripts are:
Orientation issues, interface issues, immersivitg narrative aspect of the MPL, the

relationship between story and plasafety issues and exploration of the neighborhood
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6.4.3.1Analysis of the Questionnaire Data

The Dubliners group of participants were all bond aaised in Dublin city. They varied in
occupation, gender and age: PhilipS, musician, B3, television producer, 27; Irene,
councellor, 42; Fionnuala, researcher; 32; and Eansbmbing wall manager, 36. Their
appreciation of and familiarity with technology arscale from 1 to 10, ranged from 8 and 9
for Fionnuala, who is quite familiar with technoilgdo 5 for Eamon, who is not too familiar
with nor keen on technology. All the participantsthis group liked stories in general and
interactive stories in particular. They felt farailiwith the idea of an interactive story as they

had all experienced one before.

Participants were quite familiar with the neighbdoaod geography, except for Irene who said
that she did not know the area very well, nor waes comfortable with orientation tasks or
following maps [Irene, 55:44, 57:00]. Similarly,|&feported that although she knew the area
roughly, she was not so familiar with maps andrdaagon skills. In the case of the Dubliners
group, not being familiar with orientation tasks with the area would influence the
experience of the MPL, because the attention acwaksfon the MPL experience would have to
compete with participants orientating themselvesough the neighbourhood. Possible
uncomfortable feelings could also arise due tovibibly disadvantaged conditions of some
of the neighbourhood streets and its bad reputatieeme, for example, mentioned the
uncomfortable feeling of being followed and addedttshe was glad that | was close by in
case anything happened to her [Irene, 10:09]. leotirof five Dubliners stated that they
would have repeated the MPL experience, espedfalhe content was going to be updated
regularly. They would have all liked to try the exg@nce in other cities, except for
Fionnuala, who in the questionnaire noted that whe not sure if she wanted to try the
system in another city or even within her own nbmlrhood. On the other hand, during the
interview she did mention that she would like tovdn@a similar system available for other
neighbourhoods [Fionnuala, 55:44]. From this disarey we can hypothesise that either the
guestionnaire query or the interview question migbt have been well understood by her.
She also was not sure about sharing her own sttrresigh such a system. Furthermore,

Philip explicitly stated that he would not feel clmmiable about sharing his own stories
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through such a system. The rest of the group wagiy® about using such a system to share

their own personal anecdotes and memories.

DUBLINERS AUDIENCE MEMBERS'’ DATA FROM THE QUESTIONNIRES
(Users are listed in alphabetical order)

PERSONAL

Name:

Eamon

Ella

Fionnuala

Irene

Philip S

Age:
36

27

32

42

32

Occupation:

Climbing Wall
Manager

RTE producer

Researcher

Counsellor

Musician

Nationality: Irish

Irish

Irish

Irish

Irish

THE TECHNOLOGY

Name:

Eamon

Ella

Fionnuala

Irene

Philip S

Do you like Technology?

Scale from 1 to 10 (running
from Least=1 to Most=10)

Are you familiar with it?

Scale from 1 to 10 (running
from Least=1 to Most=10)

Have you used a handheld | yes
mobile device before?

Answer: yes or no

no

yes

no

yes

INTERACTIVE STORY

Name:

Eamon

Ella

Fionnuala

Irene

Philip S

Do you like stories in general?

Scale from 1 to 10 (running
from Least1 toMost=10)

Would you say that you know
what an interactive story is?

Answer: yes, vaguely, no

yes

yes

yes

yes

yes

Do you like the idea of stories
being interactive?

Answer: yes or no

yes

yes

yes

yes

yes
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Have you experienced an
interactive story before?

Answer: yes or no

yes

yes

yes

yes

yes

NAVIGATION

Name:

Eamon

Ella

Fionnuala

Irene

Philip S

Are you comfortable with using
maps?

Answer: yes, average, no

yes

average

yes

yes

yes

Are you comfortable with
orientations tasks?

Answer: yes, average, no

yes

average

yes

yes

yes

Do you know the Liberties area

Answer: yes, average, no

yes

yes

yes

average

yes

GENERAL

Name:

Eamon

Ella

Fionnuala

Irene

Philip S

Would you do the experience
again?

Answer: yes, maybe, ng

maybe

yes

maybe

yes

yes

And if it was updated with new
content regularly?

Answer: yes, maybe, ng

yes

yes

maybe

yes

yes

Would you do a similar
experience in other cities?

Answer: yes, maybe, nd

yes

yes

maybe

yes

yes

Would you like to have this
system active for the area wher
you are currently living?

Answer: yes, maybe, nd

maybe

yes

maybe

yes

maybe

Would you feel comfortable
sharing your own stories throug
such a system?

Answer: yes, maybe, nd

yes

yes

maybe

yes

no

Table 6.3Summary of the Dubliners data extracted from thestjannaires
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6.4.3.2Analysis of the recordings transcripts

In general, from the transcripts of the recordimgsnoticed that the Dubliners group focused
on different issues of the MPL than the Communityug. Dubliners were more focused on
interface, interaction and orientation issues cargbavith the Community members who
mainly focused on the content of the system.

Orientation Issues

The Dubliners participants found problems in oiiemtthemselves in the neighbourhood
[Irene, 5:06, 15:01], [Philip, 15:57] because thhg not know the area that well and were
relying more on the GPS signal and the map thanthesase for the Community users.
Neither the GPS signal nor the map were detailenigm to provide a consistently precise
indication of where the user was situated. At timée GPS would jump to a different

location on the map [Ella, 10:31], [Eamon, 4:53)nfusing the user. Moreover, the hand
drawn map was not as accurate a reproduction afiefghbourhood topography as a survey
map would be and caused some misunderstandingp ifetigths of the actual path from one
story another [Philip, 32:20].

Interface Issues

Another problem affecting orientation encountergdab the participants was related to the
interface of the MPL, in particular to the iconstttwould pop up on the map to indicate
availability of story material. The icons were ofteeported as covering the map and
cluttering the screen. Everyone wished to haveofiteon of switching them off in order to
view the map better [Eamon, 00:40], [Ella, 4:38hilip, 19:29], [Irene, 11:38], [Fionnuala,
30:15]. The other interface pointer to the storytarial were small green dots, three pixels by
three. The dots were intended just to give awaeteshe users of where the stories were
positioned in the neighbourhood area. Neverthelessrs often commented that they would
have liked the dots to hold more information thast jthe position of the stories. By having
the dots in different colours, they could suggegbasible trail for the user to follow, says

Eamon [Eamon, 4:15]. Similarly, Irene would havesd a trail to follow and the option of a
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“back” button so that she could trace back where Isad been previously [Irene, 29:57,

30:48]. Eamon would also have liked a “back” buttomrder to rewind and go back to some
decision point to choose a different path throughgtories the second time around [Eamon,
3:48]. However, despite the icons cluttering theesn, everyone found the interface quite
intuitive and easy to use. Irene enjoyed lookinghat screen to follow the map despite the
difficulties [Irene, 35:19]. Phil suggested thatetmmap should have been positioned
differently, so that the North of the map woulddyethe top of the iPAQ [Philip, 7:26]. That

would have made orientation easier.

The same issue was encountered by Fionnuala, wdedlarp turning the device upside down
in order to help her orient herself on the map fRicala, 31:01]. Fionnuala and Eamon
commented they would have liked the map to re-eemntomatically around the user
position. The user position should be kept in thedhe of the screen at all times, they
suggested, giving them less scrolling to do with iiap [Eamon, 00:40], [Fionnuala, 40:22].
On the other hand, Fionnuala later in the intervéelded that during the trial she got to like
scrolling the map looking for where she was poségi onit, because that allowed her to
discover if there were more stories connected & ahleady viewed ones but that were
positioned outside the part of the map that watbleion the screen [Fionnuala, 41:46]. In
general, the map was perceived as pleasant, despiteaccuracy of its proportions and the
difficulties in reading some of the street namdse Pproblem often encountered in reading the
map and with the visuals in general was mainlyteelao the daylight reflecting on the
screen. Fionnuala commented that she would hagediklo the tour at night time in order to
get the most out of the visuals [Fionnuala, 35:0Mbreover, Irene suggested the use of
virtual reality goggles, whereby the image couldobagjected in front of the users’ eyes, as a
possible interesting interface [Irene, 1:06:47h&dp provide a better experience of the visual
part of the MPL. Ella felt she was looking at tr@egen too much, which was a common
comment among the Foreigners, but quite unusuaingntiee Dubliners. She would have
liked to have the option to choose to see the vidigoor to just stay with the audio [Ella,
5:55].
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Immersivity

Most participants mentioned that they did feel imsed in the experience. Irene explained
that she felt she was in a “bubble” [Irene, 1:12#&1d even forgot that | was following her as
part of the user study [Irene, 1:12:09]. She memtibthat she forgot about the city traffic and
the people surrounding her [Irene, 1:13:19] and ttze was “there” captured by the
experience [Irene, 1:13:41]. Irene added that anfyan warning her about safety in the area
or her phone ringing brought her back out of thpegience [Irene, 1:13:43]. Likewise, Ella
explicitly mentioned that she felt immersed in theerience. [Ella2, 1:13, 1:34]. Fionnuala
felt that standing where she knew that the storg happened helped her in achieving
immersion [Fionnuala, 36:50]. Fionnuala, similatty Ella, added that comparing the old
visuals with the space as it looks in the presedtlelp them to get immersed in the
experience [Fionnuala, 36:50], [Ella2, 3:29]. Bdainted out that the visuals helped her by
prompting a comparison between how the place usdaetand how it looks now [Ella2,
3:01]. Moreover, Irene commented on the fact thatwtisuals often depicted buildings that
no longer existed. While on one hand this was fedirig, on the other the difficulties in
looking at the visuals on the screen during daytae&racted from the experience [Irene,
1:06:47]. She mentioned also that the disruptiothénGPS function was a disturbing factor,

and when it occurred it interrupted the immersiothie MPL experience [Irene, 1:13:43].

The Narrative Aspect

The story element was well received by all in thablhers group. On one hand the
fragmentation of the stories did cause some pet@exin some users, but, as Ella
commented, the feeling was soon overcome by tHageef getting a general impression of
the neighbourhood [Ella2, 3:46]. She also addedl sha appreciated the open-ended feel
generated by the fragmentation of the stories Z:l&48]. Eamon, on the other hand, who
was interested in a particular Johnston family’arelaters, would have liked to have a way to
experience the family history in a less fragmemealy, such as in chronological order
[Eamon, 3:02]. The same was the case for IreneeQhe discovered there were some
recurring characters, she would have liked more,asdich as a narrator introducing the
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stories, which would have allowed her to follow l@aacter through the whole narrative
[Irene, 58:29]. In all participants’ comments thavere indications that they would have
liked some more introductions to the charactersvals as to the location depicted in the
stories. Irene mentioned she would have enjoye@xberience much more if there had been
an introduction to the narratives, especially thtesturing characters from the Johnston’s
family [Irene, 58:29, 59:47]. Furthermore, Fionraiauggested that making clear at the
beginning of the tour the option of following a faynhistory through the Liberties might
help the participant decide on a certain strategyfotiow in order to collect the story
fragments [Fionnuala, 42:47]. In fairness, thiatgtgy was implemented in the story design
of the MPL, whereby the user can at the beginning®tour choose the type of stories he or
she is interested in discovering by selecting anm©hgracters, Themes and Locations as the
three main types of stories available through tlLMystem. The user could choose to view
only characters stories for example, which werenigailepicting the Johnston family and
their peregrinations through the Liberties neighthood. The reasons why this did not work
are twofold. The first reason can be explainedkerms of the success of the adopted strategy
in giving the user the choice of which types ofig®to view before the experience starts. On
one hand, for the sake of the consistency of tlee stsidy, we did not give the option to each
user to choose which kind of stories to pursueesime wanted all the users to have the same
MPL set up in order to compare results. On therdtlaed, even during the first study, when
the users could choose which type of stories tevvied one chose to limit their stories to one
type of stories—all the users included all the e¢htgpes in their choice. Not knowing how
the MPL experience was going to be, the userdikeltieaving all their options open to start
with. A solution to this issue is to include a lomttenabling the users to toggle between story
types explicitly visible on the graphic interfadedughout the whole experience and not only
at the beginning of it. The second reason why treteg)y did not work was that the family
stories were not numerous enough to make up a wihaletive trail on their own. This
shortcoming was due to budget and time constraumsgl the story production time. To
obviate to this problem a second round of storydpotion could take place, in order to
complete the Johnston family story trail and addersiories about them to the system. In
fact, the family history did intrigue a great numloé users, especially from the Community

and the Dubliners users groups.
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The audiovisual media was appreciated but oftengdeed as overwhelming [Ella2, 0058],
[Irene, 30:48], and it could not be taken in alloaice [Fionnuala, 54:09]. Irene loved the
graphics [Irene, 32:54] and the video materialférel:02:45], even if it was difficult to see
on the iPAQ screen [Irene, 1:07:55]. Although Daobts felt that having to look around the
place and at the screen at the same time wasta take in at once, they appreciated the
visuals aspect of the MPL. The feeling of beingradreelmed was accentuated in participants
with low familiarity with the iPAQ device and oritation skills, such as Ella. As a solution,
some users would replay the stories multiple tirassrene and Fionnuala did [Irene, 31:12;
Fionnuala, 35:33]. The audio and the narration \@ppreciated, especially the use of
different voices for the narration of different &sof stories [Philip, 14:29]. Some comments
were made about how a voice can be more suitabledhother, and this made it clear how
the accent and the narration skills of the voicerare crucial in such an experience. Irene,
for example, really enjoyed some of the narratecitces but not others, to the point that she
was disturbed by the voiceover in certain instarjtesie, 1:00:58]. She felt the accent did

not fit the area.

When asked if the experience felt more akin to raatiae or a tour guide, the answers were
mixed. Irene and Fionnuala did not think it wasthmg like a tour guide [Irene, 35:43],
[Fionnuala, 51:45] while Eamon did find it compdealho a tour guide rather than to a
narrative [Eamon, 6:21]. Philip found the MPL bettiean a guided tour of the area [Philip,
41:04], especially with regard to the feeling aédom to explore the area in the way the
users want to [Philip, 40:32]. The only draw bal&ttPhilip mentions is that the user might
miss something [Philip, 40:32]. In any case, theLMRperience was preferred to a guided
tour or a book about the area by all Dubliners sisAfso Irene and Eamon said that they
preferred the MPL to a guided tour because of tbedom of choosing where to go and how
long to spend in each location. Irene felt thée¢lit “empowering” to be able to choose where
to go and how long to spend there [Irene, 1:06:&2mon preferred the MPL because he
does not like the constrain of a tour guide degdwow to walk around the area [Eamon,
6:38].

In general, the Dubliners’ response to the MPLdatks how such a system is perceived as a
possible alternative to traditional tour guides. ¢&m envisage how the experience could be
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developed in two different directions. On one hdndfocusing the content of the application
more on the narrative aspect of the stories, sscpl@, and clearer sequential order of the
scenes, character development and settings, thensysould work as an interactive
immersive narrative experience. On the other hdrttie content of the application focuses
more on the historical and social aspects of thghteurhood, its folklore and traditions, the
systems works as an alternative kind of tour guiolethe area, different from books,
documentaries or tours guided by a person. Thaglityeof the MPL from a more traditional
way to get to know the area seemed very much ajpeedy all in the Dubliners group.

Places and Stories Relationship

With regards to the link between the narrated esvantl the place where they related to, this
was reported not always being obvious [FionnuaBa58, [Philip, 34:54, 35:40], [Eamon,
4:53], [Ella2, 1:54]. The participants perceivedttthe connections between the story and the
place were too vague at times. Participants sugdestnumber of techniques in order to
strengthen the links between stories and the loestiwhere they happened. Suggestions
ranged from having the narrator suggesting to flbeever to keep an eye open for specific
features on the street landscape [Ella2, 2:30,]5®&b5directly stating to the viewer the
location to which the story relates before going ithe story itself [Philip, 15:27], to leaving
some visible marks on the buildings or street wallthe exact spots to which the story
relates [Fionnuala, 33:58]. On the other hand, Eamon, the difficulties in finding the
location to which the story relates seemed moieetinto the problems encountered with the
GPS, which at times would behave erratically [Ean063].

When the link between the real place and the si@y identified, it generated a thrill in the
user [Irene, 1:03:31]. Fionnuala reported that whs very excited in connecting the story
about Lord Brabazon and the name of streets su@radszon’s Street [Fionnuala, 39:44].
Likewise, Irene felt very satisfied when discoveriime connection between the street name
and the story fragment relating the Brabazon’s famistory [Irene, 33:14]. Irene adds that
sometimes the connection would happen later when ledd passed the street but still
remembered the name and connected it to the amefldente, 33:50]. Philip enjoyed seeing
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the old pictures featuring how the area used t& boad comparing it with the present [Philip,
41:04]. He also appreciated the fact that the ksexws he or she is standing in the real
geographical location that the facts relate tonaf/éhe connection to the place is at times too
vague to exactly pinpoint the precise spot to laik[Philip, 39:48]. Moreover, Irene
mentioned that the experience in general does @dbet sense of place because it adds a
layer of history to the tour of the area by showthigpgs that are not there anymore, but she
also mentioned that if it had been easier to foltbe visuals she would have got a better
sense of place [Irene, 1:06:47].

Safety Issues and Exploration of the Neighbourhood

The rest of the comments about the experience dedavarious issues. Some specific
comments were made about safety in the area. Fabmmreferred to start the tour on a
different street than the rest of the users indreup, because some intimidating looking
people were standing at the corner of Meath Sf{féetinuala, 00:30 1:14], which was the
usual starting point for the tour. Irene asked maaily if the device was insured against
theft [Irene, 35:59], and later she was warned Iligcal man to be careful about touring the
area with that equipment in her hands [Irene, 3535/40]. Nevertheless, Fionnuala and
Irene liked walking around the neighbourhood streetry much and reported that the MPL
was a very pleasurable experience and they wowld Bpent more time with it if they could

have[Fionnuala, 29:18] or would do it all over agHrene, 1:04:59], [Fionnuala, 36:50] even
at night [Fionnuala, 35:04].

All the users enjoyed the experience despite tbet@mings of the GPS and the map. They
found it different from anything they had tried bef. The MPL did change the impression
they had of the neighbourhood, even if some of treimh as Phil and Fionnuala, had lived
in the Liberties for a while in the past. In pauter, Fionnuala mentioned that she had a
pleasurable feeling of discovery during the experg like being in a treasure hunt, and that
she felt curious about what was happening insidklibgs even after the tour [Fionnuala,

37:16]. This is one of the most powerful aesthgtialities of the MPL, to stimulate curiosity

and exploration of the neighbourhood as well aseagurable sense of agency through the
discovery of the stories, coupled with the neighhhood geography and atmosphere. All the
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participants would like a similar experience fonet cities and for their own neighbourhoods
[Irene, 1:19:27], [Ella2, 7:03]. Fionnuala, in paniar, could see the use of something similar
for her own neighbourhood, as an artistic expegeoc an educational tool [Fionnuala,
55:24]. The Dubliners users said that they wouldmimd sharing their stories through such
a system for their neighbourhood; except for Phi¥yno feels that he is not a storyteller
[Philip, 44:10]. After the tour, Irene and Fionnaalemembered personal anecdotes and
stories that related to the Liberties [Irene, 57 [F8nnuala, 39:16].

6.4.4Analysis of the Foreigners Group Reactions

For the analysis of the data collected from theskgorers group we are going to analyse the
guestionnaire data first, then the transcriptshef tomments made by the Foreigners during
the tour and finally their semi-structured intewge In analysing the transcripts, we grouped
the comments under those subheadings reflectingategory the comment belongs to. For
the Foreigners group the categories found in thestripts are: the exploration of the

neighbourhood and its reputation, orientations a@ssunterface issues, place and stories
relationship, the MPL narrative aspect, the MPlagtace enhancer.

6.4.4.1Analysis of the Questionnaire Data

The participants of the Foreigners group all hdtedint nationalities, and their occupations
involved technology in different ways. They areghin a close age range, from 25 to 35
years old. Their English language knowledge is Vyegh, but some of them, like Francesca,
Lukas and Alfonso, who had been living in Dublim fess than a year, had some difficulties
in understanding the accents in some of the narateries. Francesca in particular
commented that the story that had my voice nagaiinvas much easier to understand,
because of the Italian accent. They all liked tedbgy, except for Lukas who gave himself a
5 mark to describe his liking of technology, onal8 from 1 to 10 (running from Least=1
to Most=10). All the group was quite familiar witechnology. Alfredo and Philippe had

used a handheld device before, while the resteofitbup had not.

The whole group liked stories, but Francesca moréhan the rest of the group. Francesca,
Alfredo and Tilman knew what an interactive staywhile Philippe and Lukas did not have
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a clear idea about it. The whole group liked theai@f a story being interactive, exept for
Philippe who sasid he was not sure. Francesca dftddd had experienced interactive
stories before. Tilman and Philippe had not. Lulegmorted that he experienced an interactive
story when his parents would bring him to placed &l him what they had already

experienced there.

The whole group was comfortable using maps. Evexrysept for Philippe was comfortable
with orientation tasks. The group was not very taniwith the neighbourhood except for

Alfredo, who claimed to know the area. Philippe timmed that he knew the area vaguely.

After the tour everyone marked on the questionnthiae they would repeat the experience,
exept for Tilman, who was not sure he would dogiia, even if the content was regularly
updated. Everyone in the group marked that theyldvbkie a similar experiences in other
cities. All the group would also like to have a #ansystem for the area of Dublin where
they are currently living, exept for Tilman, whoidsahat he believed that his current
neighbourhood would not have interesting storieshi@re through this system. Francesca and
Alfredo would feel comfortable sharing their owmrsts through such a system, while the
rest of the group was not sure they would like wthar and share their own stories for a

public audience.
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FOREIGN AUDIENCE MEMBERS’ QUESTIONNAIRE DATA
(Users are listed in alphabetical order)

PERSONAL

Name:

Alfredo

Francesca

Lukas

Philip

Tilman

Age:

33

26

29

32

35

Occupation:

Online operations
coordinator

Google
Employee

Online
coordinator

Software
developer

Computer Games
developer

Nationality:

Spanish

Italian

Czech

French

German

English language knowledge
(only for the foreign audience
members)

Scale from 1 to 10 (running
from Least=1 to Most=10)

10

THE TECHNOLOGY

Name:

Alfredo

Francesca

Lukas

Philip

Tilman

Do you like Technology?

Scale from 1 to 10 (running
from Least=1 to Most=10)

Are you familiar with it?

Scale from 1 to 10 (running
from Least=1 to Most=10)

Have you used a handheld
mobile device before?

Answer: yes or no

Yes

No

No

Yes

No

INTERACTIVE STORY

Name:

Alfredo

Francesca

Lukas

Philip

Tilman

Do you like stories in general?

Scale from 1 to 10 (running
from Least1 toMost=10)

Would you say that you know
what an interactive story is?

Answer: yes, vaguely, no

Yes

Yes

vaguely

Vaguely

Yes

Do you like the idea of stories
being interactive?

Answer: yes or no

Yes

Yes

Yes

Yes and No

Yes
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Have you experienced an Yes, With my
interactive story before? Yes Yes parents when they | No No
were showing me
Answer: yes or no places they had
visited and telling
me what they
experienced there.
NAVIGATION
Name: Alfredo Francesca Lukas Philip Tilman
Are you comfortable with using
maps? Yes Yes Yes Yes Yes
Answer: yes, average, no
Are you comfortable with
orientations tasks? Yes Yes Yes No Yes
Answer: yes, average, no
Do you know the Liberties area
Yes No No Average No
Answer: yes, average, no
GENERAL
Name: Alfredo Francesca Lukas Philip Tilman
Would you do the experience
again? Yes Yes Yes Yes Maybe
Answer: yes, maybe, ng
And if it was updated with new
content regularly? Yes Yes Yes Yes Maybe
Answer: yes, maybe, ng
Would you do a similar Yes Yes Yes Yes. | feel it Yes
experience in other cities? would be more
interesting for
Answer: yes, maybe, nd people that
vaguely know the
area already, so
you understand the
context of the
stories
Would you like to have this No
system active for the area where Yes Yes Yes Yes. But the area
you are currently living? has been rebuilt in
a large measure.
Answer: yes, maybe, ng But there could be
some interesting
hidden stories
Would you feel comfortable
sharing your own stories through Yes Yes Maybe Maybe Maybe
such a system?
Answer: yes, maybe, ng

Table 6.4Summary of the Foreigners data extracted from thestipnnaires
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6.4.4.2Analysis of the Recording Transcriptions

From the analysis of the transcripts and the olagienv notes, in general we can state that for
the Foreigners group, the MPL experience was qit@adventurous one, challenging and

inspiring.

The Exploration of the Neighbourhood and its Reputdon

The participants knew about the bad reputationhef neighbourhood and some of them
brought up safety issues during the interviews dmdng their tour of the area. Lukas felt
unsafe in carrying an expensive device such agh@® around the Liberties and asked me if
he should worry if | was not right behind him dgithe trail [Lukas, 00:03]. All the users
were a bit concerned with safety at the beginnihthe tour, but they did relax as the tour
progressed. Because the neighbourhood has a caiterdputation, Philippe and Tilman
explicitly mentioned that they would have not othise have visited the neighbourhood if it
was not for the MPL project [Tilman, 39:19, Philg@28:31]. This indicates that the MPL
and LAMS in general have potential future applmas in terms of opening up possibilities
for disadvantaged areas to attract and stimulétegst, not only from locals but from tourists

as well.

The Foreigner participants were challenged in expdo the area through the MPL
experience. During the tour they had been pleasantprised by some of the neighbourhood
features. Francesca and Lukas said that whileweeg searching for stories, they discovered
parts of the neighbourhood that they did not exdadtas in particular found the cottages off
Gray Street [Lukas, 18:57] or the Pimlico cottaggs near Marrowbone Lane very
interesting, noting that they did not belong to déinehitectural landscape he had been walking
through since the start of the tour. Francesca cembed further about how the architecture
of the Liberties was so surprisingly varied [Frasuse 43:36]. She noticed the striking
difference between the big blocks of council flatsMarrowbone Lane or Braithwaite Street
and the old, small cottages at the corner with onbr inside Gray Street [Francesca,

43:36]. She would not have expected these twosstgle€o-exist so close to each other if she
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had not found out about it while roaming in seaottthe MPL stories [Francesca, 43:36].
Lukas added that he enjoyed the tour because esdive viewer a different perspective on

the neighbourhood, through some personal storigednwith some history [Lukas, 45:34].

Orientation Issues

Everyone in the group had some problems with caiert and directions, getting lost and
confused about where to go [Alfredo, 1:01, 15:16jlippe, 5:55, 26:59; Tilman, 6:20,

Lukas, 14:07]. They attributed the problem in garGPS inaccuracies [Tilman, 6:20; Lukas,
23:03] and in part to the fact that the map onhitwedset was difficult to read [Tilman, 44:04]
and got cluttered with the icons indicating thergtavailable to the user [Alfredo, 10:45,
11:42].

Interface Issues

Apart from orientation issues, the interface wacg@ged as very intuitive and easy to use
[Tilman 44:04; Philip, 41:11; Lukas, 47:31]. Witlhet Foreigners, there were not many
comments raised about the interface. Francescd.akas had some suggestions regarding
the green dots indicating the position of the stion the map. Lukas would have liked to
have more information regarding the stories justwad and to be viewed. He suggested that
trails of coloured dots on the map could indicdtentatic trails through the area [Lukas,
46:06]. He also mentioned the use of text to giwme background information on some
particular points of interests in the neighbourhfladkas, 46:06]. Francesca suggested that if
the green dots had been numbered, they could haveated a chronological order in which
to view the stories, or at least give an indicatiorthe user if he or she is seeing the content
in the right order [Francesca, 38:43]. While marsgns (across the three different groups)
found that the icons cluttering the map [FrancesCa50, 38:47] caused them some
difficulties in orienting themselves, Tilman didtrfond any problem with the icons [Tilman,
45:03].

In general, responses relating to the issue okesyguidance through the experience were
mixed. On one hand, some users were happy to wandend the neighbourhood, such as
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Philip who was happy to go around the neighbourhiirstl and then followed the system’s
suggestions on which stories to go and seek ndxiigpe, 41:36]. On the other hand, some
other users would have appreciated more indicationsvhere to go next, for a suggested
starting point or a trail to follow in the neighbbood. Tilman actually reported that a
definite starting point and indications to where go next after each story would have

improved his experience of the MPL [Tilman, 36:00].

Relationship Between Place and Stories

Some users mentioned difficulties in connecting stegies to the locations [Tilman, 36:54;
Alfredo, 53:17; Philippe, 45:42], while one said h&d a problem locating only one of the
stories [Lukas, 49:44]. Alfonso mentioned that @sahard at times to take in the story, the
video and the real place all at once, but he nkelass defined the experience as altogether
interesting [Alfredo, 52:51]. Furthermore, Philipged Alfredo added that they felt they were
looking too much at the screen and missing outerréal place or vice versa [Alfredo, 3:16,
6:13; Philippe, 38:36]. Moreover, when noticing soof the natural architectural landmarks
of the area, such as the Jesus statue in Gray,Sirdbe Guinness brewery, nearly all of the
Foreigners, except for Francesca, were expectindiae more information or stories

referring to those particular landmarks [Tilman;3%{ Lukas, 11:58, 12:50].

The Narrative Aspect of the MPL

The Foreigners users liked the stories in genardltheir visual treatment [Tilman, 38:05;
Alfredo, 16:03, 22:33], even if at times it was dhéao see the images with the sun reflecting
on the screen [Philippe, 47:18]. Some participamstioned that the visuals distracted them
from the place itself by encouraging them to fotms much on the screen [Philippe 36:38;
Lukas, 54:18]; or they felt that they would tenddok around the real place rather than at the
screen [Alfredo, 3:16, 6:13]. Participants had afiéint favourite stories. The variety of
comments showing which story was each participaat®urite support personal taste and
memories that each user has connected to partistddaes rather than pointing at specific
issues with the story-production methods. Moshefkoreigners—Francesca, Lukas, Tilman
and Alfredo—explicitly mentioned their appreciatiohthe historical anecdotes and the use
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of old pictures [Tilman, 38:18; Alfredo, 22:33; Reesca, 10:30; Lukas, 1:01:02]. On the
other hand, Lukas added that if he had known therietwas a story thread that related to a
person he would have liked to follow that througk heighbourhood. He stated that getting
to know the character’'s story and past would stataulthe interest in the place [Lukas,

1:01.02].

At times, the experience was perceived as beingaedming for different reasons. Alfredo
commented that the audiovisuals and the locatigetteer were too much to take in all at
once [Alfredo, 52:51], and Philippe said in theemnview that there were too many names to
remember [Philippe, 38:53]. Lukas would have likedre factual information about the
place and its architecture and population as fatthe experience, and he would also have
liked to have more stories to listen to [Lukas449: Generally, the stories were perceived as
fragmented by all the users, but that was not adisg factor in the experience [Tilman,
38:37].

The MPL as a Place Enhancer

All the Foreigners users got a feeling of the nkeairhood through the experience [Lukas
48:41] and they mentioned that they appreciategénsonal and grassroots history depicted
in the stories [Lukas, 45:34]. The MPL really coyweé the atmosphere of the place as an
Irish neighbourhood [Francesca, 43:36]. The uséss eeported that they would like to
experience such a project again in other cities, lankas added that he would even have
liked to have more stories to watch [Lukas 48:&me reported that they liked the freedom
and the flexibility that the system allowed to eaeanticipant compared to a guided tour, for
example [Philippe, 43:29], and also they would reowend such a system for other cities too
[Tilman, 41:11; Lukas, 57:33].

In relation to the Liberties neighbourhood expergem particular, all users reported that they
did enjoy it as a way to get to know the area dsdstiories and to have an insight into its
community. On the other hand, Lukas and Tilman #aéd if they could choose they would
prefer a guided tour conducted by a person rattear & digital system in order to get to know
a place [Tillman, 40:40; Lukas, 53:20].
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To summarise this group’s experience with the MiR& ,conclude that for the Foreigners, the
MPL was quite an exiting way to discover a new elabDespite the neighbourhood’s bad
reputation and disadvantaged conditions, the faprigydid venture in to the area, discovering
unexpected features of the neighbourhood suchea&tay Street cottages, for example, and
reporting an overall positive experience with tbart Foreigners enjoyed exploring an area
off the tourists’ beaten track. As foreigners liyim Dublin, they were keen to familiarise
themselves with the city beyond the obvious touaistactions and to get in contact with
some local traditions, neighbourhoods and atmogshdie MPL fulfilled this desire of the

Foreigners group.

6.5 Reflections on the Second User Study

From the data collected from the observation nated the interviews across the three
different user groups, we observed a set of caegaf comments emerging from the
recorded data. The following categories that entefgan the data analysis are of particular
interest for our research on immersive, locatiomd@vnarrative stories of places and
communities: observations regarding the technolagy the interface; comments about the
stories and the LAMS experience in general;, angqgmeal recollections of memories and
stories in particular from local residents. In thowing sections we will treat each of these

categories and its related subcategories in detail.
6.5.1The Technology

From the experience of observing the audience, famh their comments discussed in
sections 6.4.2, 6.4.3, 6.4.4, the technology usethé project (a GPS-enabled iPAQ, see
Figure 6.2) has been demonstrated to be both sitaphgeract with and reliable. This is an
important finding, as some of our target audienad hmited experience with computer
technology, and many mobile devices can be chalgntp use. The simple interface we

developed plays a considerable part in this success
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Figure 6.2 Picture of the iPAQ device interfacepthying different types of story icons dependingtaair
relations to the location and the users history.

As a miniature portable cinema screen, the iPAQveled good quality audiovisual media
that allowed the audience to engage with both titkoanarration and the visual interpretation
of the story. Adopting an iPAQ as our delivery fidain—a device that had to be explicitly
rented or requested in order to try the experienwas—a design choice made in order to
stress the uniqueness of the experience. By emstirat the project was only available under
certain conditions and for an already interestediemce, we were able to make the
experience more akin to attending the theatre siting a gallery than more casual activities
like watching TV or surfing the web. Actually, thigh the purchase of a ticket and the
allotment of time to dedicate to the experienceaadience member chooses to engage with
the project and pays deeper, more focused attetditime work. From this consideration, we
thought that if we had made the project availablenfiobile phones and other more popular
and widely available mobile devices, it would havecome more accessible but not
necessarily more appreciated in terms of beingreatige experience, place-enhancing tour,

and catalyst for stories and memories for the lcoaimunity.
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The fact that locations were not always immediatelyognisable led to a mixed response.
Some audience members were curious about whenedtthie stories and the places to which
they related. In some cases, having to look cdyefiot where to relate the story to stimulated
exploration of and interest in the area. However, $ome users that experience was
frustrating. The problem can only be partly atttdmh to the resolution of the GPS

technology, which spans around 10-15 meters. 3peéiiming techniques could be

combined with technologies that offer more accupatgitioning measures, such as Bluetooth
beacons or RFID tags, to ensure that stories canbanretrieved in the exact locations to

which they are related.

The simplicity of the interface made it easy forsnaudience members to focus on the
stories. Understandably, people unfamiliar withdhea had more difficulties. It is interesting
to note that community members paid less atterttiothe technology and focused on the
content much more than the other groups of useh® fon-residents could become
engrossed in or distracted by the system, but therties community members immediately

focused on the content.

6.5.2Interface Design

The interface was reported to be very easy to wtaled and to use (see Figure 6.3). Users
appreciated the difference between the hand-draamwe adopted and the more traditional
survey style of map. The radar view and cursordatiing the user’s position on the map were
also useful and easy to understand. What led tesa favourable response from all user
groups were the icon markers that indicated thegmee of the stories. A frequent comment
was that the dots that show story locations omthp could have been more informative. For
example, dots of different colours could be usedilltstrate whether stories had been
previously viewed or not. Many people were unalbleedmember which stories they had
already seen, even when they returned to a prdyiausited location. Another frequent
comment was that the icons that appeared on thetoneyglicate story availability were too
big. They “cluttered” the screen rather than offgruseful information, limiting the visibility

of the map, and they were of little descriptiveueal This comment was expressed by a high
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number of users. The majority commented that theylevhave like to be able to switch off
the icons in order to be able to see the map meeglg. A more elegant solution could be to
have small specific graphics, like the dots, appgain order to indicate story availability,

with bigger icons being displayed only by hoverargthe small graphic.

Figure 6.3 Picture of the iPAQ interface: Story hsocompleted with a play icon on the top right ewraf the
square, indicating the videoclip is available faewing. The green dots on the map act as storyeplalders
and indicate where the story material is positioirethe neighbourhood. .

6.5.3LAMS Experience Design

The modular structure of the story collection ewbkdifferent responses. Some people
enjoyed it, finding it engaging and challenging.eTihagments would motivate them to find
more story parts to complete the picture, and tdroat their notion of traditional narrative
structure. Typically, users enjoyed the anecdaHtcontained style of the story fragments.
The collection of stories was rarely perceived ag@uential narrative, but it was recognised
as portraying the character of the neighbourhoothéusers expressed a desire to be able to
experience the fragments in a more linear, trasgfioway. Very few users found the
fragmented nature of the narrative confusing amgtfating. There were also comments
about the simple treatment of the characters. The rauggestion for strengthening the
characters was to have a brief introduction atéginning of each clip, to help the audience

situate the story fragment in the context of thggbr narrative collection; or have the
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characters themselves introducing and contextaglifieir position in the Johnston family,
informing the audience in which relationship thegnsl to the author’s narrating voice.
Unfortunately, this was the approach that was #gtagtempted in the project. The narrator,
who adopts the point of view of Maireen Johnstbe, last surviving member of the Johnston
family, talks in the first person and specifies tiedationship of the characters to herself.
From the comments we received, it is clear that technique proved to be insufficient to
describe the complex web of the Johnston ancestbcs feature in the story fragments.
Furthermore, the relationships among stories weteohvious to everybody. Suggestions to
strengthen these links ranged from displaying draih the map to highlight continuity
between the stories’ themes, to using the nartat@xplicitly make connections with other
stories and to pass on suggestions as to wheruttience should go next to collect related
stories. A timeline was also proposed, to faciitakperiening the stories in chronological

order.

From the users’ comments and observation notesawestate that the MPL experience did
foster immersive feelingsn its audience. Most users expressly mentioned they felt
immersed in the experience. Other users indiregdlye us signals of having experienced
immersion by mentioning that they forgot the fauattthey were being shadowed or lost
track of time as they were engrossed in the expegieThe system helped users to feel part
of the world where the anecdotes took place by iphifg navigating it and comparing the
story visuals with the real space. This process paaticularly stimulated by the use of old
pictures, featuring the place as it used to behm past. Only one user out of fifteen
commented that the visuals were distracting topiat of not facilitating immersion. The
audiovisual content was appreciated by the resthefusers and helped the immersion
process. Two users, although appreciating the aistial clips, commented about looking
too much at the device instead of looking arouradidication. They felt that they were paying
too much attention to the screen and so were ngssin on the real features of the place.
This type of comment highlights how the audiencghnifeel in relation to the screen
interface and content delivery. The orchestratidnreal place exploration and content
delivery through the mobile interface must be aahgbalanced. The audience must have the
time to take in the real environment inputs as \&slthe mobile content. Again, introduction

to the story content, or the use of audio-only ai#n in some cases, could help the audience
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avoid feeling overwhelmed by the LAMS experienceuger suggested having the video
content as an option that the participant can ahdosview or not depending on his/her
disposition, while audio only narration should e tdefault mode of experiencing the
LAMS.

The system was also appreciated through the tredmunt feelings it generated in many
users. The exploration and discovery of the reat@lfunctioned as an interactive element in
the users’ experience, as did the fact of being &blchange the course of the events in the
stories. The feeling of being free to wander arodine space was highly appreciated.
Furthermore, the system was appreciated ptaee enhancerconveying atmosphere and
warmth to the place. Often, users mentioned tregt ould have not otherwise ventured into
such a neighbourhood, due to its disadvantagediatmuo, but they were very pleased to
have had the opportunity to do so. The image ofplaee had changed in their minds after
the tour, and they were able to connect to the ¢exnpistory and old traditions of the
neighbourhood better. While even reading a booluatiee Liberties neighbourhood would
have informed the audiences about its history aaditions, only the LAMS system really
challenged its audience to physically visit the ghbourhood and walk its streets,

encountering and eventually meeting some of italtants.

6.5.4Memories and Recollections

From the comments gathered across the three usepgve can argue that the system did
work as astory and memory cataly&tr the community group primarily. The recollectiof
stories and memories within the Dubliners groupvali as the Foreigners is considerably
less than that registered among the community grblgeeover, the fact that Dubliners did
make comparisons with their own neighbourhood andilfy history quite often, and that
they all liked the idea of having such a systemilalke in their own neighbourhood, shows
that this experience is a desirable one for mabgmiareas with a history and a community
that is interested in sharing that history and camicating it to outsiders. Foreigners did not
recall stories or memories about their own neighbood nor about their Dublin experiences,
but on the other hand they did make connectionsitadither cities and neighbourhoods from
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their past experiences that had a striking histomarchitecture that would benefit from a
system like the MPL.

We can therefore generally state that the Commugribwip benefited from the MPL as a
story catalyst in a different way from the otheotgroups. The older community members,
such as Charlie and Chris, found that the systeedams a prompt to help them remember
their own stories as well as anecdotes and chasawtdl known in the area. It seemed from
their reaction that they were pleased that theighimurhood history had been recorded in
such a modern way, involving new technologies comtiwith old stories and tradition.
Furthermore, for most of the community membersepkdor Charlie, who actually knows
the Liberties history and anecdotes perfectly anesyguided tours through the area, there
was also an appreciated learning aspect to theerayghat filled in some gaps of their
knowledge of the neighbourhood and revealed sortieegnnew anecdotes and information

to them.

6.6 Conclusions from the Second User Study

Through this second user study, we have establigh&tdthe MPL project succeeded in
enhancing a disadvantaged area by making storiesit athe neighbourhood and its

community available to the public through a mololeation-based narrative system.

All those who participated in the user study intecathat they would like to have similar
experiences available in other cities as well atheir own neighbourhood. People agreed
that the place acquired atmosphere and warmthtaeiour and that the experience added to
and strengthened their perception of the place.cBormunity members the experience was
twofold. On one hand they were able to discover stasies and anecdotes about the history
of their neighbourhood, a process they found exttgmewarding. On the other hand they
were also prompted and stimulated to recollecttalhdheir own stories about the area. From
these responses, we can see the project succedafudtioning as a catalyst for community
awareness and for the recollection of individuahmaes that could comprise a rich social
history.
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The study also identified a number of importanteasp of the story design. Comments from
media experts in particular highlighted the need@gelop more sophisticated strategies for
linking story fragments together and to strengttiendepiction of the characters that appear
in the stories. For some people, the fragmentedr@adf the narrative ensemble was a
positive aspect of the project. It engaged someeaosd members in a sort of treasure hunt
for story pieces, and a bigger image portraying dnea’s atmosphere did emerge in the
audiences’ minds. For people oriented towards mlagsical story structures, the fragments
felt incomplete or too loosely related to each athe

The portable and intimate characteristics of thedioma lend themselves to a closer
relationship with the audience, something that ésyvdifferent from the aesthetics of
cinematic public screening. Audience members agoedn engage well with the MPL
stories, but there is still much to explore in #nea of a specific cinematic language for small

portable screens.

The interface design was generally felt to be thteiand easy to use. The navigation aids
were all useful, except for the icons indicatingrgtavailability, which were perceived as
cluttering the screen and not adding much inforomato the interface. The dots indicating
story location could also have been more infornggtfer example if they had been coloured
differently depending on whether the story had ayebeen viewed, which would have

allowed people to avoid involuntarily returningdlveady visited locations.

From the second user study it emerged that the BMplerience does successfully combine
story- and place-enhancimgmersive feelings the user. Participants commented that they
were “feeling in a bubble” while experiencing thé’M forgetting about the city traffic and
noises as well as the fact that they were parhahaluation process and that they were being
shadowed. The user feedback supports the thedidhthgoroject has potential aspéace
enhancey transforming the locations into something ricfegrboth community members and
more casual visitors. A strong positive feedbadknfrthe community itself showed that the
MPL worked as &tories and memories catalyfstr local residents, and to a lesser extent for

some of the visitors too. Story sharing and empathi was a reaction expressed by all
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sampled audience members, demonstrating the inmpertaf stories in our culture and the

need to continue to engage in combining narratagition with emerging technologies.

6.7 Conclusions of the MPL Evaluation Process

In this chapter we have presented the MPL pilodystand the two user studies that followed
it, on which the formal evaluation of the projest based. Formal evaluation strategies
constitute a new area of investigation in interghiscary projects, and through the
exploratory and more formal studies presented legdhave shown how it is possible first to
explore and then to shape a detailed and dataisehstudy for LAMS systems.

Drawing from the whole MPL evaluation process we&ehgained the following insights.
From the evaluation design point of view, we obedrthat a qualitative approach is suited to
investigate and analyse audience reactions to gsta are difficult to quantify such as
immersive feelingssense of placeand stories and memories recollectian relation to
LAMS. The audiences’ comments help us achievealdduinsights into these issues, as long
as the participants are carefully sampled in otddéocus on particular aspects of the system.
In our case, the emphasis on place and storiestedr@ur focus on audience members with
different cultural relationships to and familiarityith the place. In any case, while the use of
an initial questionnaire to frame basic issues allo@ audience, such as their background,
familiarity with technology and familiarity with ghplace, proved to be necessary in order to
draw meaningful conclusions from the data colledte@ugh the interviews, on the other
hand, after transcribing the recordings of the cemi®m made by the users during the tour, we
realised that the use of a recording device tortecomments during the tour was not always
effective. Often after the trial, users would repiiat they forgot to talk into the recording
device or that they felt awkward doing it while ialg in the streets. Furthermore, from the
transcripts we noted that the same comments weea oépeated later in the interview. In
fact, it is in the semi-structured interviews aftee tour that most of the information that was

extracted fr analysis for the studies was found.
From the users comments combined with the questiomdata we inferred that the system

was successful as @ace enhancerin that it drew interest to a space and conveyed
atmosphere of that space through the fragmenteadtivar structure. All the users found the
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LAMS concept very engaging in general, and only tusers out of the 50 sampled
participants from all the MPL studies reported ttinty would have preferred to have a real
person or a book guide to take them through thghteiurhood. Everyone liked the idea of
having a similar system to get to know other citea®l areas of Dublin. From the local
community reactions we conclude that the MPL workedh as amemory and stories
catalystand a stimulus for the locals to learn some newiest and facts about their own
neighbourhood. A sense of pride of being from thgmbourhood emerged during the tour,
and although it was not created by the MPL expegethe MPL definitely uncovered it.

From the interface and interaction point of viele tsystem was very easy to use. The
graphic interface was easy to understand, butlaatya as informative as it could have been.
The way that stories were signalled through theeapmce of icons on the map was
generally perceived as cluttering the screen; amtsuremarked that it was not very useful in
terms of what story had already been seen, whage text and at which position on the map
the user was situated. More problems were encaeohtey people who were not familiar with

the technologies used and with the neighbourhopdgi@phy. That worked against a smooth

use of the system while roaming the neighbourhdets.

The comfort of the user with the place, the tecbgyp) the disposition of the users towards
interactive and fragmented stories structuresn#ilience their perception of the MPL as an
immersivesystem. We can therefore conclude from the datdysis that theimmersive
feelingperceived by the users is a complex parameteretsare. It is clear how feelings of
immersion in LAMS can depend on many factors, ffamiliarity with the neighbourhood to
the appreciation of alternative modes of storyigllisuch as the modular one adopted for the
MPL system for example. In any case, the use ofsighAl navigation of the real space
stimulates the participants in exploring the nemitbhood and feeling immersed in its

atmosphere.

In any case, we found that all the users who erjag¢h the system had a positive
experience with it; that many of them forgot theseof time as they were experiencing the
MPL; that some of them stayed longer than they pladined to; and that some of them
explicitly mentioned that they did feel immersedhe MPL, as if in a bubble, forgetting the
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fact that they were followed by the researcheraas @f a user study, and feeling oblivious to
what else was going on around them. All of the &bswggests that the system has potential

as an immersive experience, by combining real glacel stories.

From the aesthetics point of view, the graphicriate was reported as being pleasurable,
despite not always being very efficient in conveyimformation about the stories. The
audiovisual stories were generally appreciated theifink with the location was not always
obvious. While on one hand, this at times generatedusion in the users, on the other hand,
when the link with the location that the story tethto was discovered, it always generated a
sense of achievement and pleasure. We take ttas asdicator that this is one of the most
interesting aesthetic qualities of the system, tvlgan contribute to fostering a sense of
immersion in the narrative world in the audienceigds. The suggestions and guidelines
collected from the MPL participants during the whavaluations process, on how to
improve the connection of the real place with tagated audiovisual stories, are some of the

main values of the study.

In summary, the combination of exploration of d sgEace in the search for narrative content
and the overlap of the story settings with the esga territory has proved to be a successful
strategy foimmersionin the narrative, as place enhancestrengthening the sense of place
in the audience’s minds and asadalyst for further stories and memories local residents.
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7 CHAPTER DESIGN GUIDELINES

In this chapter we present a set of guidelinegHerdesign and production of LAMS, which
we have distilled from the experiences of our regeaand the design, production and
evaluation of our projects. We first would like point out that developers and designers of
LAMS systems should look at other related discgdinn adjacent domains such as Human
Computer linteraction (HCI), film, and in particuldocumentary film making, although a
detailed discussion of these practices and thailirfigs is beyond the scope of this chapter. In
this chapter we rather focus on summarising ouctim& in the development of each LAMS
project separately and we then present the setradrgl guidelines, which are intended to be
immediately applicable to designers working withM&, as a contribution to the field of
LAMS design.

7.1 Hopstory LAMS

Our first experience with LAMS was the design amddpiction of the Hopstory. Two
versions of the Hopstory were designed and impléeakrusing the same story content but
two different sets of interaction strategies, iféees and technologies. In chapter 4 we

described the design, the production and the indbewaluation of both projects.

The Hopstory project marked our initial steps itke LAMS domain. It had been an
important learning experience in terms of how tsigie and implement LAMS systems. On
the basis of the considerations made through thestdoy experience, we have derived a
series of building blocks to apply to future LAM$opects. Primarily, we have learned how
to use classical narrative elements such as cleasasettings and plot for the construction of
distributed and site-specific multiple point-of-wiestories and how to weave them together
with the characteristics of the real place. Seogndle have identified that the process
traditionally used for non-site-specific contensalallows the production of site-specific
content, which is particularly relevant to the sétthe film. In fact, every framing of the
action has to be carefully studied in order to weith the surrounding real space where the
LAMS is going to be experienced. Experience froma finactice of film and documentary
making provides important background and key insiginto the production of LAMS
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audiovisual content. Furthermore during our pra&ctiee have been able to identify the
different components that need to be developed woently when designing a LAMS
system. These components are: story design andigtrod, interaction and interface design,
software architecture and implementation and fyntdsting and eventual reiteration of the
process. LAMS development can benefit from adopthmey practices of related disciplines
such as HCI, Interaction Design, User Centered gdeand Software Engineering. Finally
story design, development, production of the mediatent, interaction and interface design
and implementation need a team of professional rexplat have to be coordinated by a
person functioning as a LAMS director in order ®dble to conceive, create and manage a

successful LAMS project.

7.2 Media Portrait of the Liberties LAMS

With the MPL project we extended the notion of aM3 to outdoor spaces. We combined a
modular, non-linear narrative structure with the a$ a real place, providing a navigation
strategy for the narrative fragments and commurgtsted real stories that represent the

content of the project. The project was descrilmedietail in Chapter 5.

By using the real space as a navigable structund, lay overlapping the audience’s
exploration of the real space in search of stoxigis the story world where the stories are set,
we improved the feeling of immersion in the nawk@tiexperience. In addition, such a
collection of neighbourhood stories can play anarnsmt role in capturing the sense of
community and the atmosphere of the place. Thectetia its audiences can be twofold,
depending on the audience’s relationship to theepl®n one hand, with the MPL, for
example, we saw how the LAMS stimulated memoriak staries of recollection in the local
community within the Liberties. We envisage thisgass eventually feeding into a general
sense of awareness of the community itself; witbhsawareness empowered by the re-
appropriation of the local, social and personatiesp and furthered through the narrative
process and its distribution. On the other hansitasis to the neighbourhood, have a chance
to see the area in a different way, getting beythednegative impression of the Liberties
created by the disadvantaged conditions of the arehinstead to connect with its rich

history and traditions.
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During the LAMS design process, the author shouldd &eep in mind that while dealing
with real stories about a community of people,séidimanipulation of the stories can raise
interesting discussion points, such as those ngldt privacy issues, ownership, copyright,
etc. These issues can open possibilities for furdgearch in many different disciplines such
as art, social sciences, anthropology, etc.; legdlare beyond the scope of this thesis. In the
case of the MPL, the project relies on the authoartist’'s interpretation to facilitate the

community’s reaction to and feedback on the neighth@od stories.

7.3 Design Guidelines

In the following sections, we present the set ddtillied guidelines for designing and
producing LAMS, paying particular attention to tieal space, the experience as a whole and

the narrative process.

7.3.1The Use of Real Space

The space in which the LAMS takes place plays aldomental role in the design of the
application. The space has to be used at its bestler to produce a seamless experience for
the audience. The designer must pay attentiotonoterload the user with too many inputs

and tasks to perform at the same time.

Consider whether the LAMS is to take place indamrsutdoors. Indoors space is
easier to control. This factor influences both tesigner's choices and the user’'s
state of mind. For example, indoors, the user mfgkt more protected; whereas
outdoors, the user might feel more alert but masle distracted by events that are

beyond the designer’s control.

Consider the familiarity of the user with both gace and its topography. This factor
plays an important role in the cognitive load regdito experience the LAMS sytem.

The space should be researched and consideredns tef its well-known and

evident landmarks. These special locations najuedtract the audience’s attention,
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and this can be used to reduce the feeling of oadrteported at times by users trying
to take in the real space, watch a videoclip amétk the story it describes in the

sourrounding space, all at the same time.

Participants reported a pleasurable feeling, adedfig on a treasure hunt, while
experiencing the LAMS. Considéiding the content in the sourrounding space as a
possible strategy to stimulate the audience to ltmkthe story and to foster a
treasure-hunt atmosphere during the experiences $trategy should be clearly
communicated to the audience, to avoid frustratinsing from a failure to find the

story location.

Make sure the story is clearly connected to thé plece surrounding the audience.
Filming techniques should be considered in ordeproduce visuals that clearly
reflect the sourrounding targeted space or namra#mother possible strategy is to
give directions to the audience regarding whengosition themselves, or to introduce

the story settings and context before startingribgieclip.

7.3.20rchestrating the LAMS Experience as a Whole

The experience of stories fragmented and distribiriea real place depends on multiple
design choices from the designer's point of view,veell as a demanding multi-tasking
experience from the audience’s point of view. Aigesr of LAMS should consider the
following points while designing a LAMS system, mrder to produce a pleasurable

experience for its audience.

Pay attention to the orchestration of real spapeits) content form (audio, video,
haptic LAMS outputs) and the interface used tovdelthe content to the user. Users
experiencing LAMS can be overwhelmed by performimgltiple tasks, such as
navigating the space, following the narration, logkat the videoclips and relating
them to the sourrounding space, simultaneously.tidise elements should work
seamlessly together, and should enhance and suggodrtother in order to deliver a

pleasurable experience.
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Pay attention to the balance between the amoutimaf users must spend looking
around the real space and looking at the deviages. A feeling of frustration can
arise when the user does not have the time toitattes features of the sourrounding
space and feels forced to look at the screen altithe. Allow users to walk around
and be alerted when some content is in range. Mafethey feel free to look around

before and after the story has been viewed.

7.3.3The Narratives

The choice ohow to tell the stories that feature in the LAMS is mbivays obvious. The
difference of a LAMS experience from a more tramhal type of storytelling lies in the multi
tasking performance of the audience. In the cindgima,audience sits still; while reading a
book, the reader is not presented with a visuabsatf the story, but constructs his or her
own internal images of it; during a street perfonee the audience is led and stimulated in a
more structured way compared to a LAMS interacsiygtem. In general, the more traditional
ways of storytelling place less demand on the au@is decision-making abilities and
awareness of the space while experiencing the.stémwgse differences ought to be taken into

consideration while designing the LAMS story expaade.

The fact that portable devices have small and lefindion screens has to be taken
into consideration. LAMS designers should be awdra range of different story-

delivery methods (such as video, graphics, phopdgraaudio only) and should use
them with the goal of making the user feel confaeavith the multiple range of taks
he/she has to perform (such as navigating theseate, listening to the story and

looking at the screen as well as at the sourrognsinace).

The visuals of stories shown on location in somgesacan be overwhelming. If the
audience is not familiar with the place, extra it is required to absorb the
sourrounding landscape. Users can feel overwhelnyethe totality of the visual

imputs they have to process.
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Care should be taken in relation to the choicehefitnages and narration reflecting
and indicating the location to which the LAMS staslates, in order to avoid the
audience feeling frustrated if they are not abléottate where the story relates to in
the real space.

In certain situations, when the environment is vk in visual stimuli already, like
in a courtyard, or in front of a monument, audidyonarration may be more
appreciated, as it would not interfeere with theliance looking at the striking
features of the real space around them. With thé,MBme users reported that, at
times, they felt they were missing out on the features of the space while looking

at the videoclip on the screen. In these case$) @ad be proposed as an option.

Video stored for later viewing is an appreciatedich in certain situations. In this
case, the audience has to be aware that the viddwa been collected and is waiting

to be viewed at their convenience.

7.4 General Remarks

Beyond the guidelines arising from adjacent discgd such as film making, HCI and
interaction design, some general remarks arisecttiirécom our research encouraging the

LAMS designer to consider to the following points:

The role of a LAMS designer is akin to that of &mfidirector, where the
orchestration of all the elements that compose &&Ahave to be directed and
seamlessly blended under the guidance of a sirggl®p. Such a person would not
possibly be an expert in all the roles needed sigdeand produce a LAMS but needs
to be able to direct and guide a professional tedindesigners, story authors,
audiovisual producers, as well as interaction desig and developers from the
beginning to the completion of the LAMS project.

Consider the familiary and interest of the partgits in the technology used. Fear or
pre-conceptions against technology can bias thereqre.
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User Interface transparency is a desirable charsiitefor all LAMS systems. It
contributes to balancing the possible overloadimftaneous tasks to be performed

by the audience.

Authored content is appreciated in LAMS. Decadesefiéctions occurred in the area
of filmaking and documentary filmmaking in partiaul These refelctions have to be
taken into consideration while developing content LAMS. Consider using

traditional screenwriting techniques, professiomakrating voices and actors to
enhance the quality of the content. Professionaityduced content stimulates the

audience engagment with and appreciation of thergxpuce.

7.5 Summary

In this chapter, we acknowledge the importancehef accumulated experience from the
practice of a number of LAMS related disciplinesisuas HCI, film and documentary
filmmaking, as well as software architecture andrusentered design. LAMS systems can
benefit enormously by referencing these disciplindse main part of this chapter though
focuses on summarising our experiences while dagjgand producing the LAMS systems
described in this thesis, in order to produce ao$edesign guidelines for general use by

designers working in this new medium.

-204-



8 CHAPTER CONCLUSIONS

In this chapter we conclude the thesis by sumnmayisur research journey. The chapter first
outlines the achievements of the thesis and theswshhow they led to the thesis
contributions. Next, we present some insight orepisdl areas for future work within the
LAMS research area. Finally, we outline how thetipatar research projects presented here

can contribute to the development of the overathdim of location-aware media.

8.1 Achievements

The research described in this thesis first intceduthe idea of using real space and mobile
technologies in order to design and produce LAM$sequently, we presented a range of
significant theoretical standpoints defining spacel place, narrative and its interactive
mode, and issues of immersion and navigation conugrinteractive stories. Furthermore,
we reviewed the state of the art of LAMS by presgnain extensive literature survey that
mapped the LAMS research area. In LAMS researah ptiocesses of getting to know the
literature and the practical work carried out dgrithe research investigation progress
together hand in hand, and interact and feed iath ®ther. The exact position of the work
within the overall research area is only found wiies resulting work is placed in its real
context, i.e., in the real world. What is foundtlve literature is critical for the researcher’s
perceptions. For this reason, our research questiere refined along with the practical
experimentation, production and evaluation of tloekwA practical approach is recognises to
be the best way to advance research in the experdesign area (Reid 2005), which closely
relates to the LAMS research area. We appliedpifastical approach to the creation locative

media narratives.

In order to investigate the field of LAMS, we deségl and produced two systems: the
Hopstory and the Media Portrait of the Libertiesopidtory is a multiple point of view

fictional story that adopts a “day-in-the-life” syostructure to portray a series of different
characters as they spend their day moving arouads#@me building. Story fragments are
distributed throughout the building space and mevihe different points of view on the

events that occur during the story. Two versionghefproject were developed. The Hopstory
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| was implemented with the use of button-size megnsbtorage devices (iButtons) for story
fragment collection, and a final projection poinheve the information on the devices was
interpreted and assembled for a public project®8immulated by this experience, we designed
and implemented a second version of the systemngalge of handheld, Bluetooth-enabled
devices. With Hopstory Il we gave the users a digmhap interface to aid them in the
navigation of the space and also placed visibleschbout which character was encountered
and where, in order to let them choose which chiardo follow through their journey. The
Hopstory project was a first step in the concepsigh and production of a LAMS. After the
Hopstory experience we could progress into thegieand production of our second LAMS
project: the Media Portrait of the Liberties (MPL).

With the MPL project we intended to explore furthiee possibilities of merging the place

with story content. The MPL LAMS moves from a cldseontrolled space, out into the

open, uncontrolled street-space of a Dublin neighbaod: the Liberties. To add to the

challenge, the neighbourhood is renowned for tjalizidisadvantaged conditions of some of
its streets. This element provided poetic inspral elements and sociologically grounded
motivations to the project. The MPL, as opposeth&éoHopstory, uses non-linear open story
structures, where the narrative is composed of taodtagments that can be experienced in
any order. The delivery platform for the MPL talase more step towards distribution and
mobility, making the visual story clips availablerelevant locations through a GPS-enabled
iPAQ.

Finally, we designed and carried out an extenssar gtudy on the MPL, in order to verify
its effects in terms of fostering immersion in tharative experience, enhancing the place

where it is set and stimulating recollection arahgelling in local residents.

Because of the interdisciplinary nature of the warkl its artistic approach, we found that
evaluating a LAMS system does not lend itself tmirailar process that would generally be
applied to typical academic work in the humanit@s science disciplines. In fact, the
methods used to evaluate work in science, engimgand the humanities do not easily allow
the evaluation of what is essentially an exploratad a new medium. While evaluating
LAMS systems, we also took an exploratory approackvaluation strategies as well and
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conducted a number of formal and informal studmesrder to investigate suitable methods to
evaluate LAMS. Two informal studies were conducted the Hopstory, while a more

structured set of evaluations was designed foMRé&. From these studies, we have gained
insight into the advantages and shortcoming of LABStems and distilled a series of
guidelines for LAMS designers and developers, whigh presented in the LAMS design

chapter.

8.2 Contributions

In the following section we reflect on our expedenwith LAMS and restate the thesis

contributions in the context of the achievementewfresearch.

Most people agreed that the LAMS experiences thayigipated in worked as place
enhanceyadding atmosphere, character and warmth to thees@nd the fact that the stories
were delivered to the audience in the place wezg timce occurred did help achieve a sense
of immersion in the stories in general. Audiencenhers reported that they moved from one
story to another, from one location to the othetalty immersedn the experience, forgetting
the time factor or that they were being followedmonitored as part of the user study
procedure; interrupting the experience only becanfséechnical problems (such as GPS
inconsistencies or battery shortcomings). We rdabd results as signs that the LAMS

function as a place enhancer as well asranersive experience.

For community members, in the MPL LAMS in partiaulthe experience was twofold. On
one hand, the system helped them to see theirlmaighood in a new light, by learning new
stories and facts about it, a process they founiceerely rewarding. On the other hand the
system did work as story and memories catalydVhile touring with the MPL, community
members were prompted and stimulated to recolletttell their own stories about the area.
Furthermore, on several occasions, conversatioms storytelling were prompted from
among audience members and locals. From these ng&spowe can see the project
successfully functioning as @talyst for community awareness and for the rectibn of

individual memorieshat could comprise a rich social history.
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As an indication of the overall success of the MRperience, everybody who participated in
the user study expressed the desire to have siexf@@riences available in other cities or in
their own neighbourhood. They generally prefertesl MPL experience to a guided tour, as
they had the freedom to choose what to exploreyevteego next and how long to spend in
each location. It is also worth mentioning that dieadvantaged conditions of some parts of

the Liberties makes guided tours and the presehtmeioguides unlikely in the area.

Furthermore, through the reiteration of pilots andltiple user studies, we have designed a
specific methodology for evaluating LAMS systemattive believe to be of advantage for

researchers in the area of location based mobiieenbin general.

Through the design and production of two LAMS pectgeand the detailed evaluation of one,
we have established guidelines for the future ofMISA design that contribute towards
fostering immersive feelings the narrative and enhancing the relationshifhefaudience to
the real location where the stories experiencestghtace. In particular, we found that the
LAMS succeeded as place enhancem positively augmenting the place experiencedor
wide variety of audiences—such as tourists, forgignlocal residents and non residents—by
making stories about the area available to theipublthe places in which they happened.
Furthermore, community members inhabiting the Haabere the LAMS were set were
stimulated by the system to recollect and shaneest@and memories. Consequently, we can

state that the systems worked asemories and stories catalyist the local residents.

8.3 Future Work

From the general appreciation reported by our ptejgartecipants in experiencing content
coupled with real location, and given the incregsiptake of and improvements in mobile
devices, we see LAMS as a fruitful area for mohplications, as well as for location-aware
technology research. In the following sections,present some ideas for future work in the

area and in the use of physical space as a desigreet for interactive narrative

User-generated content tools. We envisage thafutiuee of LAMS could involve

closer collaborative effort with the local commuest in order to encourage residents
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of the targeted urban areas to participate furiméhe production and design of the
content. To facilitate such collaborations, spedifiols can be tailored to enable the

community members themselves to provide and addstemwy content to the system.

Applications for alternative tourism in disadvargdg and multicultural
neighbourhoods. LAMS systems could engage towistisnon-residents to visit areas
with disadvantaged status and give their local diffdrent voices a chance to speak
about their neighbourhood. LAMS could also playoke rin portraying multicultural
neighbourhoods from each different cultural perspec with the potential for
fostering integration of community members fromfatiént backgrounds and for

providing interesting perspectives on the neighboad for visitors to the area.

Outdoors museums. LAMS could be used as guidesofwdoor historical and
archaeological sites, where the physical ruinshefdite are important references for
the historical information delivered. Making infoation available next to the
archaeological ruins in connection to a museum bda, or tri-dimensional
reconstructions of how the site might have lookdemvit was in use could change

and liven up the visitors’ experience of the arciagical ruins.

An auspicious area of application for LAMS is inetHield of environmental

monitoring, feedback and sustainability. Informati@bout environmental conditions
can be displayed in form of stories in the relevima@ations. Content in from of
multimedia clips on current situations and futusugons of environmental problems

could help in fostering awareness and care foethvronment.

Location-based games. As computer games develegngertion of story segments
during the game play becomes more and more com8tory fragments can be used
in computer games to strengthen user involvemettiergame: by providing insight
into the rules of the game, adding character depthdvancing plot development in
the game’s storyline. LAMS systems can be integrateghe design of location-based
games and can thus improve these games and hetgtsten user involvement as

noted in terms of story content on location.
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Explore different location-aware technologies. Tiaggdifferent types of locations
might require different types of technologies. Tdloration of Bluetooth, RFID
tags, networked sensors (pressure, proximity, ieftaetc.) and how to integrate them
in location-aware applications is a promising newgaafor research for both the

technical and the design side.

8.4 Closing Remarks

In this thesis we have described how real spacéearsed as a design element in LAMS and
how LAMS contribute to fostering the audience’s seiofimmersionin the narrative. We
have described how LAMS can influence therception of the space and can contribute to
fostering a sense of plader community members as well as for visitors tdoeation.
Finally, we described how such a LAMS applicati@m ctimulate its audience asatalyst

for stories and memories

The latest technological developments (e.g., GP&gs) open up the possibilities for a
whole suite of new location-aware applications. Htate-of-the-art mobile phones today
(e.g., the Nokia N95) have up to 160 MB memory dndt-in GPS, i.e., much better
specifications than an average iIPAQ device. Tedyyuptake in the mobile phone domain
happens very quickly, because people upgrade thedsets often. For example, it is just a
few years since the first camera phones were ioted, but now nearly every phone on the
market has one. If the same happens with GPS, thiflrée a location-aware multimedia
platform in everybody’s hands within a relativehost time-frame. Our research and findings
in the area of LAMS are therefore an importanttfstep towards designing and building
application for such mobile platforms. Interactidasigners and developers are becoming
interested in this new platform, but it is a newndon and there is no established practice in
the design and production of location-aware contemd in particular in narrative
applications, that takes the real space surrounthieguser into consideration as a design
element in the mobile experience. The focus urdivrhas to a great extent been on the
technology R&D, i.e., on developing the technol@gy putting it on the market; little work
has been done on figuring out what applications srneable and how they should be

designed. This thesis, by focusing on the comlonadi narrative and location, contributes to
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the overall domain of location-aware media by gividesigners, developers and content
producers a set of practical guidelines for how ctinceive of and produce suitable

applications for the mobile, location-aware multdize platforms of the future.
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APPENDIX A

MPL Content Model
liberties.dtd File

<?xml version="1.0" encoding="UTF-8"?>

<!--DTD generated by XMLSpy v2007 spl (http://wwitoga.com)-->
<IELEMENT time_id (#PCDATA)>

<IELEMENT time_desc (#PCDATA)>

<IELEMENT time ((time_id, time_desc))>

<IELEMENT time_list ((time* | time_id*))>

<IELEMENT theme_id (#PCDATA)>

<IELEMENT theme_desc (#PCDATA)>

<IELEMENT theme ((theme_id, theme_desc))>
<IELEMENT theme_list ((theme* | theme_id*))>
<IELEMENT location_id (#PCDATA)>

<IELEMENT location_desc (#PCDATA)>

<IELEMENT location ((location_id, location_desc))>
<IELEMENT location_list ((location* | location_id}}
<IELEMENT character_name (#PCDATA)>
<IELEMENT character_id (#PCDATA)>

<IELEMENT character ((character_id, character_name)
<IELEMENT character_list ((character* | charactdr))>
<IELEMENT gps_y (#PCDATA)>

<IELEMENT gps_x (#PCDATA)>

<IELEMENT region_id (#PCDATA)>
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<IELEMENT region_description (#PCDATA)>

<IELEMENT region ((region_id, region_descriptiomsj X, gps_Y))>
<IELEMENT region_list ((region*))>

<IELEMENT filename (#PCDATA)>

<IELEMENT thumbnail (#PCDATA)>

<IELEMENT content_id (#PCDATA)>

<IELEMENT content ((content_id, theme_list, chaeactist, time_list, location_list,
region_id, filename, thumbnail, gps_x, gps_y))>

<IELEMENT content_list ((content*))>
<IELEMENT top (#PCDATA)>
<IELEMENT bottom (#PCDATA)>
<IELEMENT right (#PCDATA)>
<IELEMENT left (#PCDATA)>
<IELEMENT user_filename (#PCDATA)>
<IELEMENT map_filename (#PCDATA)>
<IELEMENT project_name (#PCDATA)>
<IELEMENT radius (#PCDATA)>
<IELEMENT theme_rels (#PCDATA)>
<IELEMENT location_rels (#PCDATA)>
<IELEMENT character_rels (#PCDATA)>
<IELEMENT time_rels (#PCDATA)>

<IELEMENT system ((project_name, map_filename, ligip, right, bottom, theme_rels,
character_rels, time_rels, location_rels, radiggy ufilename))>

<IELEMENT media_portrait ((system, character_listation_list, theme_list, time_list,
region_list, content_list))>
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APPENDIX B Questionnaire Template

NAME :

AGE :

OCCUPATION:

NATIONALITY:

Only for audience members that are not of Englisther language:
How do you rate you knowledge of the English languge?

Please describe below, with a number in a scata frdo 10:

THE TECHNOLOGY
Please feel free to explain your choice furtheoifi feel like the question can’t be summarizechimgiven
options.

1. Do you like Technology?
Please describe below, with a number in a scafa fr@o 10:

2. Are you familiar with it?
Please describe below, with a number in a scata frdo 10:

3. Have you used an iPaq (handheld mobile device) loeé ?
Please thick relevant answer:

yes no
INTERACTIVE STORY

Pease feel free to explain your choice furthenii jeel like the question cant be summarized
in the given options.

4.Do you like stories in general?
Please describe below, with a number in a scata frdo 10:

5. Would you say that you know what an interactive stoy is?
Please thick relevant answer:

yes vaguely no

6. Do you like the idea of stories being interactive?
Please thick relevant answer:

yes no

7. Have you experienced an interactive story before?
Please thick relevant answer:

yes no

NAVIGATION

-215-



Please feel free to explain your choice furthewoifi feel like the question cant be summarized éngiven
options.

8. Are you conformable with using maps?
Please thick relevant answer:

yes average no

9. Are you conformable with orientations tasks?
Please thick relevant answer:

yes average no

10. Do you know the Liberties area?
Please thick relevant answer:

yes average no
AFTER THE TRIAL:
Please feel free to explain your choice furthewoifi feel like the question cant be summarized éngiven

options.

11. Would you do the experience again ?
Please thick relevant answer:

yes no maybe

12. And if it was updated with new content regularly?
Please thick relevant answer:

yes no maybe

13. Would you do a similar experience in other cities?
Please thick relevant answer:

yes no maybe

14. Would you like to have this system active for ther@a where you are currently living?
Please thick relevant answer:

yes no maybe

15. Would you feel conformable sharing your own storieshrough such a system?
Please thick relevant answer:

yes no maybe

Thank you so much for taking the time for fillingjg brief questionnaire.
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APPENDIX C DVD

APPENDIX D DVD
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